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Racial Countermemory:
Tourism, Spatial Design, and Hegemonic
Remembering

L' LINAE hQ. NASYS { Y | 2dzaid 2 ySanchez, (S | YA«
Middlebury College

On July 29, 1910, a massacre took place in the town of Slocum, TX, a small rural community 125
miles north of Houston. ThreBlackmen were walking down a dirt road late at night when they

passed a few white men, who murdered them in cold blood (Madigan, 2006). While specific

details of the incident are sparse, we know that within 48 hours, an unknown numliidack

residents (rangig from dozens to possibly hundreds) were murdered. Most of their names

were forgotten, and there was no total body count for the massacre, though the sheriff of the

county suggested the death toll could be between 300 Africarl YSNR OF yad a¢KS wé
mey® Kdzy iSR (KS bSaNRSa R2¢gy fA1S aKSSLI¢ KS a
while publicized in th®allas Morning Newand theNew York Timesvas quickly erased out of

any national narrative on racism during the Jim Crow era. Though peojple 8locum area

told stories of the massacre for decades, there were no public memorials dedicated to the

incident. Many in the area even described the story as a legend rather than a historical event.

| 26 SOSNE AY HAamMcYX 20SNI RFOSKEBdzvEBpminl § $ RIO di¥K & | &
enshrined by the Texas Historical Commission (THC) with a marker one mile southeast of the

town. The marker claims that eight men died (and acknowledges probably many more did, too)

and cites a poignant quote from a pieceTexas legislation that recognized the incident in

HAMMY ahyfteé o0& akKAyAy3a | fAIKG 2y LINBGA2dza Ay
2F ANBFGSNI KSFEAY3I YR NBO2YOAf Al GA2YE Owl YAN
celebrated themarker. After hearing for years that many of their ancestors were victims of a

terrible massacre but lacking the historical proof to authenticate it, they finally had the THC on
GKSANI aARS® hyS O2y FTANXSR gdwad staredthe RGEBMS Y Rl vy
GLG 61 a 0SAYy3 AIY2NBRI yR o6& AIYy2NAy3I AdGz @2
GKFG GNIY3IAO SOSyilod |, 2dzONB o6l aAolftte aleAy3da Sa
(Madigan, 2006). Many in the area were overjoyhdtta history they had been privately

taught for decades had finally been publicly acknowledged through historical research.

Not everyone was happy, though, especially many white people in the area. Jimmy Odom, chair

of the Anderson County Historical Conssion, the county where Slocum is located, critiqued

GKS YINJSNY G¢KA&Z Ada | yAOSIT [[jdzASG O2YYdzyAide
AaKFYS G2 YIFEN] GKSY a NIOAad FTNRBY y2¢ dzy GAf
County Commissioner Grégk | LJF Ay | ANBSR 6AGK hR2Y3X OfFAYAY3
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informationt as far as all the ones that have been supplied to us. Everything has contradicted

itself totallyr as far as how many werekilledk 2 4 Yl y& 6SNBy QdlackAf f SRd |
How many wites?... Nothing was consistemtand then no one was prosecuted on it. No one

gl a O2yPdAOGSRé o651 BASAT HnmpOd 2KAES GKS ¢SEI
enough research to construct a monument in honor of the dead (some of which was built from
9owd . Af {TEe(1910 Blocum Magsaiemany people in the area, especially white
LIS2LX S 0St ASOSR (KS O2YYA&daAzy RARyQi KIF @S S
this controversy on how to remember, or, perhaps, forget, the Slocurssaae illustrates a

memory problemt specifically, an issue with countermemory.

Countermemory can be defined as a marginalized (or often erased) form of remembering, one

that resituates the narratives of the oppressed or forgotten as equal to dominanatiaes

and often contains the santeif not morer historical evidence. Countermemories can be

constructed for people, identities, historical events, or natlmrlding. In Slocum, the dominant

narrative is that the Africamerican massacre never took plageNJ G K & G KSNB A ay Qi
GSOARSY OS¢ G2 a4dzAaA3Sad dKIG Ad RAR® ¢K2dzaK f S3
for over a century, some citizens of Slocum downplayed their relevance and played off the

stories as fake. However, the new markeSimcum, along with the Texas Historical

I 2YYA&AA2YQa FLIWNRGLHE X 9dowd . AffQa 062213 |yR
historical tragedy, together build a countermemory in the community that resists the dominant
discourse. Many white gle in the area oppose these countermemories because they

RFEYF3S (GKS LISNOSLIIAZ2Y 2F gKAGS LIS2LX S yR GKS
countermemories is not just that they can build identities and form communities but that they

can drastically ler how a community perceives itself.

In this article, we build a working rhetorical theory of countermemory, a termsudficiently
discussed in rhetorical scholarship but used in cultural geography. To do this, we begin by
discussing the rhetoric of flic memory and explore how public memory has been

constructed, utilized, and performed over the last 30 years of scholarship. Though our work
here focuses specifically on race, there are broader rhetorical applications of countermemories,
and we hope thabther rhetoricians might employ countermemory to better understand the
relationship between history, memory, identity, and power becausesérelationships

enhance how we understand ideology, sight, and knowledge creation. We then move to
defining countememory by first using interdisciplinary scholarship to illustrate how other fields
employ it and then defind in concrete rhetorical terms. From there, we move into three
different case studies of the National Museum of Peace and Justice (NMPJ), tkaiPor
Massacre, and the Whitney Plantation to demonstrate the rhetorical nature of countermemory.
We explore each case study through certain themes that better characterize its rhetorical
capabilities: the spatiality of countermemory at the NMPJ, the hem@mdefenses of white
memory at Porvenir, and the relationship between heritage tourism sites and countermemory
at the Whitney Plantation. As a subversive rhetorical feature, countermemory re/writes
heritage tourism sites, memorials, and historical maskera way that could be transformative

in the American South and Texas.



A History of Public Memory in Rhetorical Studies

According to Susannah Radstone (2008), we can trace memory studies back to{@8@se

and 1990s and one of the first interdisar@ry conferences on memory in 1998, titled
GCNRYGASNE 2F aSY2NR®E LyTFfdzSyOSR o0& (GKSasS Ay
applying these concepts of memory to study public memory. Much in the way classical rhetoric
analyzed how orators applynY2 y A 0a G2 FAR GKSANI YSY2ZNASA 64&¢
Institutio Oratorial Y R/ DOGa®@PEblic memory scholars studied how mnemonics

affectthe public. The emphasis on recall and retention evolved to analysis on seeing how space

and dace hold rhetorical dimensions. Thes memoriador, the art of memory) transformed

from training the individual mind to studying how people collectively train to identify with

public objects. This change from memorization mnemonics to mnemonics oftident

(mnemonics that highlight how personal and collective identity are shaped) accentuated the
rhetorical dimensions of created objects, space, and memory and how they convene publicly.

Below, we discuss a brief history of public memory rhetorics as a sneefurther explore the

need of countermemory studies, labeling the exigencies for our study.

One of the first pieces of rhetorical scholarship on public memory is Carole Blair, Marsha S.
WSLIJSa2yZ FYR 9YyNARO2 t dzOOA 22 AMNYHURS NyfmAdtmsd  Lddzad£o 7
the Quarterly Journal of Spee@@J$ Their article uses a public memory lens to analyze the

Vietnam Veterans Memorial in Washington D.C., arguing that postmodern texts and

Y2y dzYSyGa FNBE ySOSNI aO2 YR IIHIRS 1€l G S/YRLINKGESHIZ NANT 3
Ydzft GALX AOAGE 2F Ftyeé RAAO0O2dzNESE O0LIJP HYyHULD ¢KAA
to study the rhetoric of public memory because it highlights the multiple interpretations of

monuments and their effects.

In the 19®s,QJSublished three more texts on public memory that deal with new issues of

public tragedy, race, and rhetoric. First, Stephen H. Browne (1995) published a review essay,

GwSI RAY3IZ wKSG2NAROZI | yR @Ee feubbbaksinkidlyzesF t dzo f A O
K26SOSNE | NB y2i SELXAOAGEE GNKSG2NROFf ¢ GSE
American Studies and History. Browne makes the case that public memory is a rhetorical

method, and in his conclusion he argues for public memoryeta$own subsection in the field

of rhetoric. Cheryl R. Jorgensénl N1J YR [2NR ! & [FyTAf2040A ombpd
published their text on shrines of national tragedyQdShree years later. Their text analyzes

the public memories of traggd(such as the Oklahoma City bombing and the material objects

visitors brought to enshrine the horrific event) to see how individuals remember collective pain

FYR ONBIFGS YSIYyAy3a FTNRBY GNIYISRed ¢KSe ogNARGSE
cold G NHzOGAYy3d (GKS yS¢ 2y (GKS akKSa 2F GKS 2t RX A
W1 SSLI AY YAYR OSNIIFIAY (K2dzAKG& yR aSyiAySyiaa
but also to move forward in their private grief (p. 163). Theircdgtchallenges how we perceive

the differences between public and private grief. Browne (1999) published another piece in

Q) (GAGEtSRY awSYSYOSNAY3I / NARaLdza ! GGdzO1ay wl OS
I 2YYSY2NF GA2y ¢ | A& | NI hiéstthat conmediomtb BtacksilifeS  LIdzo €
ALISOAFTAOLIEEE NBYINJAY3 GKIG GKS alyEASGee 208
America's collective identity colliding with historical memory (p.-186). Browne concludes
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KA&d LIASOS 0@ elationshipbsfideniméroily ard édiestiveNdentity has always
GNRdzof SR GKS Odzf Gdz2N> € a0SySs (GKFG ! YSNAOlIya ¢
imagined, contested, expropriated, and otherwise kept their past alive for unabashedly political
pupoSaé oL mycouod ¢l 1Sy (23SHKSNE (KS&aS GKNBS |
rhetorics by exploring their intersections with race, postmodernism, tragedies, and other

avenues of identitymaking.

YSYRItf wod t KAff ALl calectionFraning Pyblic Mbidokyds Orde ot A y | NEB
the first books to argue about memory from a rhetorical perspective (though the text is
interdisciplinary). He states in the introduction:

Indeed, the study of memory is largely one of the rhetoric of mensoridne ways
memories attain meaning, compel others to accept them, and are themselves
contested, subverted, and supplanted by other memories are essentially rhetorical. As
an art interested in the ways symbols are employed to induce cooperation, achieve
understanding, contest understanding, and offer dissent, rhetoric is deeply steeped in a
concern for public memories. (p-3

His collection emphasizes rhetoric as a central construct in understanding public memory and

place, space, and politics. Greg Diekin, Carole Blair, and Brian L. Oftlaces of Public

Memoryo H nmn0 £ 201 0SS YdzaSdzya yR YSY2NRIfa | NRdzyF
memory; Bradford VivianBublic Forgetting2010) integrates questions of public forgetting

into conversatiod 2F YSY2NRBT |yR D® ai il OKRBbIiEMem&g SaQ 0O H
Race, and Ethnicignalyzes how publics and communities inscribe and interpret race and

ethnicity through various sites and act of public memory. Together, these three books (all

published in the same year) extend public memory by redefining its significance in modern

society.

Defining Countermemory

With a better picture of how memory studies hpsogressed as a subfield, as well as how
scholars in rhetorical studies have engaged memory and public memory, we now turn to focus
more specifically on how public memory has been adopted in the American South to illustrate
what is missing from this resezh: countermemory. From there, we will introduce
countermemory and racial countermemory as rhetorical concepts birthed out of a problematic
memory-politic in the South.

Following the 2017 American Nazi and Klan rally in Charlottesville, Virginia Reptegen
CK2Yla DFNNBGG YIRS (KAa adldSYSyldyY dw¢KS GKA

& | YS MNBRit920y73 ©theo public figures made similar comments on social media,
AyOfdzZRAYy3a {Ffte& ,FdSa 6nHnmT O3 ,whikesupiehatiSis) SR> a ¢
FYR GKS YYY Aa y20 6K2 ¢S IINB Fa | O2dzyiNE ¢

Exceptionalism, argues that the United States is unique from other nations and plays a specific
role in global history. Along with this argumesta parallel one: Because the United States is
exceptional, it does not suffer from large scale social ills like Nazism and racial genocide. As a



nation, we may argue that Richard Spencer and his followers are aberrant, but this is an
unfounded argument. &ism was a core value when this country was conceived, and hundreds
of years later, it is still firmly a part of our national identity. In light of the fact that we suffer

from selective amnesia when it comes to remembering our histories, it is not aseithe
memorials, historic markers, and historical societies present a sanitized perspective. As a result,
G! YSNAOI KFa SYRSR dzJ ¢AGK | fFyRaoOFILIS 2F RSy
American South is particularly complex, and in manymainities, dominant cultural narratives
overshadow Other/ed stories. As a way to preserve a distinctly Southern nationalist identity, for
much of the 20th and 21st century, African Americans have been written out of public memory.
So, the current method aemembering has more to do with forgetting than it does

remembering, as well as what and whom we are remembering (Dickinson, Ott, and Aoki, 2006).

We turn first to cultural geographer Stephen Legg (2005) to define and unpack countermemory.
Conceptually, ¢gg draws from Walter Benjamiag68) > o6 dzi F2NJ G KS | OGdz £ @
O2dzy i SNYSY2NERz¢ KS ONBRAGA aAOKSt C2dzO0FdzZ G o6wm
KAZG2NR L yd | 002 NRA Yy Imerid®y mar thri@sandiptace$in vinShipeed ¥ O 2 dz
have refused to forget. They can rebut the memory schema of a dominant class, caste, race, or
YEGAZ2YS LINPQGARAY3I |y FEOGSNYIFGAGBS F2NY 2F NBYS
. Sye2rkrYAYQa 41 NYAY3I | 02dzi KAudbicanddo® ks grasentel S3 3 | &
historically does not actually recognize the overlooked stories of marginalized individuals and
events. For Legg, a more accurate representation of history comes from the idea of melancholia
AY . SyelYAyQa omdnmndi BMB/ P& K.SS @ 12d2085 LAIT 2/KS Tt I ¢
remember history, Benjamin recommends that we maintain an active, evolving, and
melancholic attitude towards the past. When we adopt a mournful posture towards history, it
G & & ISy SNI G S aistoiyifar BerewFithdNdf tiieaseasell asyhe K
NBAYIFIAYAYy3I 2F (KS FdzidzNBé¢ 69y3 YR YITlFya2Aly
certain memories are repressed or forgotten in Dehli, a similar pattern that we trace in the
American Southwvith regard to African American, Indigenous, and Mexican American stories. As
KS FylrtelsSa @FNA2dza O2yiSaiSR aLl 0Sa Fy-R L} I O
YSY2NEREY
This phrase combines the work of Foucault with French historianePMorra. Nora
coined the phrasdieux de mémoirgsites, places, or realms of memory) to represent
the ways people came to identify with the nation. These could be material sites, such as
monuments or battlefields; symbolic, such as idols or flags; or ifmmak, such as
KAZG2NARSE 2NI AyaldAdGdziAzyad /2Y0AYAYy3d b2NI Q
sites in which dominant processes of ordering and memory formation were challenged,
mobilizing a countehistorical narrative in this case that of nadnalisnt to forge a
site of countermemory, whether it be material, functional, or symbolic. (p. 183)

As such, sites of countermemoaye characterized by a challengingven a disruption of
dominant historical narratives. These sites can also be material, digital, metaphysical, or
symbolic.
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Also taking up countermemory, cultural geographer Derek Alderman (2010) examines the
African Ame&can monument in Savannah, Georgia and focuses on the complex relationship
0SUpSSY O2yiSaiSR Lzt AO YSY2NE YR {I@FyylKQ
the lengthy battle that teacher and activist Abigail Jordan fought to get the monument
apprdd SR GKS RSo6lGS 20SNJ GKS Y2ydzySyidQa GSEG o
conflict with local leaders and community members over all aspects of the monument (its
placement, the text, and its purpose). Alderman argues that the monument represesite of
countermemory, and, drawing from Legg, also establishes how these sites function to
remember the forgotten or suppressed stories:
¢tKSaS arisSa wWOry FFSOO O2yGSYLRNINE NBaida
wrongdoing, and increase a€liness of groups to listen to the stories of the previously
AAtSYyiQo ¢KS O2memdy\NHaba Highlycortefitioud Bedayide 5fhk
political stakes involved and the inherent difficulty of recovering long repressed (and
suppressed) memoriend identities. (p. 901)

2S 4SS aSOSNIt AYLERNIFYG LINAYOALX Sa FTNRY [S33
cultivate a rhetoric of countermemory.

First, countermemory resists dominant/hegemonic cultural narratives for the purpose of

exposing and cinglating diverse narrativesDominant cultural narratives are often disguised as
GKAZG2NAOIt FFOG&aéd dGKIG INB 202S00GA@Ste (NHS O
from one generation to another; they are also normalized via public discghistrical

Y2y dzYSydaz YSY2NARIFfa> YFEN]JSNBRX YR YdzaSdzyrao |
YNNI GADBSa e Ly O2y (NI adsz O2dzyiSNX¥YSY2NE RA &N
competing narrative of the same evidence, augmenting the nagadiveady in place with

additional information, or telling the story from the perspective of a marginalized group or
LISNB2Y ® C2NJ SEI YLX S >RehidmBefing Erfnfeft THEmorstrarestded 6 2 NJ
process and impact of rewriting and rememberingth A G 2 NE 2F ¢ Af f Qa Y dzZNRSN
problematic ways that his death has been conveyed to the public. Countermemory celebrates

story, because as Christina CediedilloetalH n My 0 gNAGSAZ aai2NBE wAas
NBE &SI NOK  Adistlrbsihié ardeBydhegerainie dydamics at play in public memory

sites.

Second, countermemory is both an individual and collective project to remember

inequalities, tragedies, and injustices, especially those that are not a part of public memory.
Runningparallel to our first point, countermemory actively seeks to remember that which has

been forgotten, misinterpreted, or copted because memorials function as memaigs for

the public. Contrary to the 718 memory sites crafted by the United Daughtehe of

Confederacy to circulate a Lost Cause narrative (Lowndes, 2017), countermemory identifies
individuals who were enslaved, lynched, or bought. For example, at heritage tourism sites like
plantation houses, countermemory looks like the Whitney Plantatidmere the enslaved are
YIEYSRE GKS YIlI22NARGe 2F (KS (2dzNJ | g2ARa GKS 4.
color.
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Finally, countermemory is a way to link the past and the present instead of disassociating the
present moment from the concerns dhe past, or, in other words, countermemory reminds

dza 2F &G KS LINS a(Beddi 3084pa 186, BecaukeSvhiteJAraeticans tend to
RAaGFIYyOS (KSYaSt@dSa FTNRBRY S@Syida 2N AYRADARdZ f
settler-colonialism, cantermemory creates a continuous narrative that forms connections

between past events and current concerns. For example, the National Memorial for Peace and
Wdza 6 A OS OKSNBFFGOISNI bat Wo RSLIAOGA GKS ! yAGISR {
scuptures of enslaved individuals, progresses through the indoor section that names the

individuals who were lynched, and leads back to an outdoor area with another sculpture of
Blackmen with their hands up. The movement through the memorial takes theovieit a
OKNRyYy2f23A0If 22dNySe a ¢Stttz 2yS GKFG YF GSN
slavery with its presentlay concerns of violence and imprisonmenBtéckmales. Likewise,
countermemory functions to remind us of the links betwgeast and present.

In this article, we broadly focus on countermemory but use race as a lens to illustrate this

rhetorical concept. We highlight racial countermemory and use the American South (including

Texas) as a backdrop for a larger conversation akamé and public memory. In his research

OKFG F20dzaSa 2y GKS aAaaAiaaAillIA 5StdF NBIAZ2YS
YSY2NEZ¢é 2NJ I RSSLI NStlFdA2ytFrtAle 60SG46SSy LI IO
of racism . . . commemoration . .and of the Mississippi Delta cannot evendascribedlet

alone understood or analyzed) apart from the ways that race, place, and commemoration work
through eachotherk Y R GNJF yaF2NYXY Sl OK 2GKSNE 6LIP c0Od adz
countermemoryintersect with conversations about race (and place). If countermemory

opposes dominant narratives, then racial countermemory more specifically looks to identify,

analyze, and refute dominant racial narratives and replace them with narratives that have

either been forgotten or suppressed. Sites of racial countermemory are frequently fraught with
conflict by different groups of people for distinct reasons. In the case of the 2016 memorial for

the Slocum Massacre marker, the friction was from white residetis &id not want to carry

the responsibility of the historical evernttsalthough residents framed it as an issue with the

number ofBlackindividuals killed or the documentary evidence of those deaths.

Other sites of countermemory have been met with similantention. When the NMPJ was

built in Montgomery, Alabama in 2018, many residents resented it, citing a fear that it would
GRNBR3IS dzLJ 6 KS LI ad I YR Blagk®A Y Bdzy VBSHNA @& Rh v $ ONI
O2YLX I AYSR GKI{G AyS@gbalaodl ®i® RToRANOS2BIYR ¢
(as cited in Levin, 2018). Similar reactions occurred in response to the Whitney Plantation in

Wallace, Louisiana and the African American Monument in Savannah, Georgia. Suffice it to say:
whensitesof02 dzy G SNYSY2NE NS ONBIF ISR 4KAGS LIS2LI S
dominant narrative seeks to deny, forget, or alter the truth about slavery and the persistence of

racism and explicit racist policeso, when countermemory confronts these false bists, the

reaction is frequently one of fear, anger, and resentment.

For the remainder of this article, we turn to focus more specifically on three case studies to
demonstrate the rhetorical nature of countermemory in action: the NMPJ in Montgomery,
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Alabana, the site of the Porvenir massacre in West Texas, and the Whitney Plantation in

Wallace, Louisiana. While the case studies are related in their countermemory subject matter,

we characterize each based on distinct rhetorical themes. For the NMPJ, vgedio¢he

AL GAFfAGE 2F O2dzy i SNX¥YSY2NRI 020K Ay (GSN¥Ya 27
traditional Southern heritage tourism sites in Montgomery. For the Porvenir massacre, we

highlight the way Mexican Americans fought against white pedplpreserve this history as an
opportunity to analyze white resistance to racial countermemories. For the Whitney Plantation,

S O2y(iN}ad GKS G2dz2Nna alklRatA3akKd 2y Syatl @SR
26y SNRBR 6 yR (K Snosiplaht@ion tcurdza e Southattiativélorize slave

owners, their wealth, and their lifestyle. Each case study will further enhance our

understanding of the principles of countermemories described above through spatial analysis,
discursive analysis, drfirst-hand accounts.

The NMPJ: The Spatiality of Countermemory

The NMPJ, a memorial built to honor the more than 4,400 lynching$askpeople in the

United States between 1877 and 1950, opened its doors on April 26, 2018 after much

anticipation (Eqgal Justice Initiative2017). The memorial is modeled after the Holocaust

Memorial in Berlin and the Apartheid Museum in Johannesburg and is meant to document the
thousands of racial terror lynchings in the United States. In spite of the fact that lysching

occurred for nearly 75 years, there were no laggale sites to remember this atrocity until the

NMPJ was built. According to Bryan Stevenson, director of the Equal Justice Initiative, it is
AYLRNIFY G GKFG @AEAG2NB G & Ba8e] nevelSoeeyi hanédin 2 F | £ f
LJdzof A 0¢ 61 a OAGSR Ay w20SNIiaz2zys> HamMyOod ¢KS yI
according to state and countypril visited the NMPJ in August 2018 and is able to describe
FANBGKI YR K2g (KS YNRYER2ANRIGQ &l 2t | ag22ydalia 21 YYSRNEBAQIEA {L32
G2dzNAAY aAGSa AffdzZAGNYI 1Sa K2g O2dzy i SNX¥YSY2NER R
antebellum era. The NMPJ accomplishes this disruption by communicating one unbroken

narrative of injustice and violendewardsBlackAmericans that continues to preseday

concerns about police brutality and mass incarceration.

Other scholars in rhetorical studies have examined the intersection of race, spatiality, and
memory, and we, too, see thesignificance in reference to the NMPJ (Shackel, 2003; Gallagher

g [F2FNBZ HamMnuo® ¢KS FANROG LRAYy(G 2F AyiaSNBai
city awash in conflicting racial memories; Montgomery boasts many historical markers that
remember/ 2y FSRSNI 4GS GKSNRS&ZE |yydzrt OSt SONI GA2Y3E
Alabama State Capitol Grounds, and daily tours at the First White House of the Confederacy.
These spaces and places in Montgomery demonstrate a Lost Cause ideology, whiglefs a b

that the cause of the Confederacy was honorable and heroic. This outlook is commonly

circulated in Southern heritage sites, memorials, historical markers, and monuments. Alongside
these spaces and places that valorize a Lost Cause ideology, arastiogtmemory sites like

the Civil Rights Memorial Center, Court Square Fountain, the Legacy Museum, and the NMPJ.
Montgomery is a city divided by how history is remembered for residents and visitors alike. As
mentioned earlier, the construction of the NMRvas not welcomed by many white residents,



12

and this is a theme that recurs when countermemory disrupts dominant cultural narratives. The

bat wQa f20FGA2Yy A& LI NOAOdz I N¥ 8 RAA&NHzZLIIA GBS (2
Lost Cause sites, as sité® the First White House of the Confederacy and the extensive

Confederate Memorial Monument are within walking distance from the NMPJ. These tourism
RSalAYylFiA2ya NS ¢glf]1lo0ofSx a2 AGQa y2aG dzyOo2YY
and place®n foot. The proximity of these opposing memory sites from each other sets up a
material/metaphysical affect for/to visitors and creates a sense of affective dissonance. The
geographic proximity of the NMPJ with these sites that depict a hegemonic culaumrative is

2F NNAY3IT Ay &a2YS gl eazx AdG YIFI{1Sa GKS bat wQa YS
few blocks away, we can see the relevance for this site of countermemory amidst a tourism

industry that is founded on Lost Cause principles.

Inaddii A2y (G2 GKS batwQa f20FGA2y Ay NBtFGAz2zYy (2
layout within a rhetorical framework of countermemory, including its role that resists dominant
hegemonic narratives, remembers injustices that are not a parubfip memory, and links the

past and present. The memorial is separated into five distinct areas: the outer

garden/courtyard, the walkway up to the structure, the memorial with the engraved names

(the covered portion), the outdoor memorial with duplicatesthe engraved names, and the

walkway back around to the entrance/exit. These five regions flow into each other and

generally follow a large circular pattern. Each area also has a distinct purpose that ties into the
overall narrative, as well as a morenggalized chronological pattern. The outdoor

courtyard/garden is open to the public, so there is no need to purchase a ticket to walk around

and read some of the signage. The centerpiece of the garden is a brick wall composed of bricks
made by enslaveBlack people in Montgomery in the late 1850s, and according to the exhibit
froSts ad ® @& gK2 SYRdAdINBR GKS KdzYAf Al GA2y 27
G2RIFe@dé¢ ¢KS gl ffx F YFOGSNAFE g2N] 203ualfKSG2NRO
overlooked by Southern tourism heritage sites, which tend to cite the white slave owners as the
ones who built the plantation homes. For example, the historic markers placed near the

plantation homes in northwest South Carolina list the originahemas responsible for building

the mansion instead of more accurately attributing the labor to those who were enslaved. Not

all parts of the NMPJ are intended for physical touch, but this part is. The exhibit label

encourages visitors to run their handa the bricks and remember the hands and bodies that

labored for wealthy white individuals.

Upon purchasing a ticket, visitors can enter the memorial. The main part of the memorial (the

part with the roof and the hanging markers) was only a few hundredsyaway at the top of a

small hill. The sheer size of the memorial in conjunction with the statues of enslaved individuals

at different stages of the slave trade immediately evokes an affective response. Ghanaian artist
Kwame AkoteBamfo created the sculptes in remembrance of the Transatlantic Slave Trade,

FYR AY LI NIOAOdz F NE § KS -countly R&: Bigurefl). Akéanffad Y I NJ 2
Fala GKA& [[dzSadAazy Ay Fff 2F KA& FNIG2NJY a! N
O2f 2 y A &b dited 2 yIKrEn, 2018). On one side of the path was the statues and to the

right was informational signage that relayed the story of the Transatlantic Slave Trade. The

immediate purpose of the long walkway up to the main part of the memorial is toighecar
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Figure 1: Sculptures created by Ghanaian artist Kwame Akoto-Bamfo in remembrance
of the Transatlantic Slave Trade. Photograph by April O6 Br i e n .

framework for visitors; it re/tells a story that is notoriously minimized or elided to prevent
white Americans from grappling with their violent history. This story leads to the physical
memorial where visitors can view the names of some 800 men, womehglaifdren who were
lynched. As a site of countermemory, this first space within the NMPJ functions to replace
hegemonic Southern narratives of gentility and hospitality with the jarring reality of the
suppressed memories of individuals who were lynched.

The main part of the memorial is an opair structure covered by a roof. Each large, steel
rectangle includes the name of an individual, along with the state and county where s/he was
lynched. Initially, the steel slabs are fatweface, but the floor slats down and the slabs

become hanging structures, enacting the image of lynching (see Figure 2). Just outside the
covered area is a space that corresponds with the main space; in this space, though, duplicates
of the steel slabs lie on the ground in pardhews. One of the volunteer docents informed
Aprilthat the duplicates were intended for the communities where these individuals were
lynched. The Equal Justice Initiative ultimately seeks to circulate this message of eounter
memory into the communities ere these injustices occurred. These duplicate slabs would

then be sent back into the communities so that these individuals can be remembered in the
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Figure 2: The inside portion of the NMPJ. Photograph by April O'Brien.

spaces and places where they lived and worked. In the case of the NMPJ, it rera¢imeber

800+ individuals who were lynched around the country, so the Equal Justice Initiative maintains
GKS OANDdzZ FGA2y 2F GKSAS AYRADARdZ f & Qtergil YSa 6
goal. In this case, circulation resists the dominant narrativiee South that has erased these

names from public memory.

The spatiality of the NMPJ is composed in such a way to tell one continuous narrative

O2dzy U SNXYSY2NE 2F @QA2f SyO0OS3: Aye2dzadAOS> IyR NI¥ O
physical locatin in Montgomery generates a sense of affective dissonance through its streets

named after Confederate leaders, its proximity to the First White House of the Confederacy, as

well as to the Alabama River, where enslaved individuals were unloaded andkeatdittie.

Whereas a memory site like the First White House of the Confederacy relays a falsausest C

narrative and valorizes injustices like slavery, the NMPJ, as a site of countermemory, disrupts

this dominant cultural narrative by telling one contmus story from the perspective &flack

Americans. The NMPJ exposes the fallacy of White America and compels visitors to grapple with

a country built on inequality and injustice.
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The Porvenir Massacre and Hegemonic Memory

| 26 SOSNE O2 dzy (it SnNI6CSUY i Mds&id spRcesy thiey also conjure resistance on
small plaques miles away from society. In West Texas, near the border of Mexi&ig Bend
National Park regigrilies the unincorporated village of Porvenir. The village has no industry nor
discernable population and is only remembered as the site of a terrible, racist massacre. In
January 1918, at the height of aiMiexican sentiments along the Texistexico border, a Texas
Rangers squad entered the village looking for the perpetrators oidetihat took place in

Y20 KSNJ LI NI 2F GKS O2dzydeée | Y2y GK LINR2NY» ¢KS
community took part in the raid but arrested three male villagers anyways. The next day the
villagers were released and returned home, but R&ngers once again returnetthis time

with injustice on their minds (Carrigan and Webb, 2013). They separated the male villagers
from the female villages and took the 13 men and two boys outside of the town where they
proceeded to shoot and kill all 15 thfem.! The 15 boys and men were murdered as an act of
retaliation for the raid, butas stated, no evidence suggested anyone involved in this crime
lived in this camp. The Rangers company was eventually disbanded, yet no one was ever
charged with a crime (Carrigan and Webb, 2013).

The memory of this event soon left public knowledge, arths been left out of Texas state

history and even forgotten by many of the descendants of the massacre. This history recently
garnered new attention, however, once Arlinda Valencia (a descendant of Longino Flores, killed

in the massacre) learned of thiscident as an adult. She realized she needed to tell the story

and organized a remembrance event at the Texas State Capitol in 2018 that hosted 400 people
(Romero, 2019). Before this, though, historian Monica Mufioz Martinez petitioned the Texas
HistoricalCommission to add a marker about the massacre near Porvenir because people
YSSRSR (2 dzy RSABEYIO AR2 yiKRE @MAifl §1yS0S¢ 2F (GKS SNI
text was approved in July 2013 and was placed near Marfa, the closest town to the now

abandoned Porvenir, in ead3019. The text reads, partly, as follows:

A group of Texas Rangers from Company B in Marfa, U.S. Army soldiers from Troop G of
the 8th Cavalry, and local ranchers arrived at Porvenir in the early morning hours of
January 28, 18 They came to the ranch of Manuel Moralez and separated fifteen
able-bodied men and boys from women, children, and other men. Though initial

accounts denied any wrongdoing, later testimony confirmed that these 15 victims were
shot and killed.

The rest othe text situated the historical context of aAtlexican aggression at the time and
details the lack of investigation into the massacre.

LIt is important to us to name the 15 dead boys and men: Manuel Moralez, Roméan Nieves,
Longino Flores, Alberto Garcia, Eutimio Gonzales, Macedonio Huertas, Tiburcio Jaques,
Ambrosio Hernandez, Antonio Castanedo, Pedro Herrera, Viviano Herrera, Severiano Herrera,
Pedro Jiménez, Serapio Jiménez, and Juan Jiménez.
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However, this plaque was not placed in Presidio County in-2@19 without controversy.

After the text of the markewas approved in July 2018, Presidio County Historical Commission

Chair Mona Blocker Garcia attempted to prevent the marker, by sending an email to the Texas

| AAG2NROI T /2YYA&aaArzys adldAay3as a¢KS YAtAGEyYQd

political rally and want reparations from the federal government for a-§6arold plus tragic

SHSyiGé ola OAGSR Ay C¢@8EX HnmyOd hiGKSNI / 2dzyie
until they all agreed upon the text, which led to the Americastétical Association denouncing

iKS RStlre& 0SO0ldasS 2F (KA&d GR23 gKAaGtS¢é o0¢eEX
being presented in this article, the debate around remembering the Porvenir Massacre

illustrates the rhetorical power of counteramories in the way it forces the hegemony to react

and keep its power intact, revealing the artificial construction of that power in the discourse
surrounding these memories.

Hegemonic theory proposes that those in power want to remain in power and vlideuall

means to keep power (Gramsci, 2011; Mearsheimer, 2010). This principle translates to

memories as well, as those who have power in portraying specific memories that portray them
positively will fight to keep them intact. Countermemories existiasai opposition to

maintaining hegemonic memory; countermemories disrupt typical systems of knowledge and

how that information is spread because they creaternativeforms of memory. Thus, when
countermemories form, agents with power typically attempterase them or challenge their

validity. Such is the case in Charleston, SC, when the city quickly scrubbed over spray paint that
challenged the Confederate Defenders of Charleston monument as racist (Sanchez and Moore,
2015). Instead of allowing people stick with this countermemory that the Confederacy might

y2i KIFI @S 06SSy aK2y2NlofS>X¢é GKS OAGe OKz2aS G2
intactt a powerful, symbolic gesture that they would not openly deal with arguments against

the ConfederacyOr, similarly, the same defenses came to light when a statue of Clarence

Darrow, the famed, agnostic defense attorney for the Scopes Trial, was erected beside a statue

of William Jennings Bryan, the Christian fundamentalist who was the prosecutor inahetr

the Rhea County Courthouse in Tennessee in 284 gtatue of Bryan had existed at the

courthouse since 2005 and represented rural Tennessee's Christian values, and when the

Darrow statue was erected, many in the community felt their values wenegochallenged
0SOlFIdzaS 2F (GKS da2y32Ay3 FGGSYLWi o6& aSOdzZ I NR &G
usofourJuded KNAAGALY KSNAGFISE O6CFHdzZAaSOZI HAMTOD [ 2
react, defend, and try to levy their power becauseictermemories are perceived as a visceral

threat to the hegemony.

In Porvenir, hegemonic defenses developed swiftly. People, many of whom were white but

some who were MexicaAmerican, attempted to charge the countermemory as being nothing

more thanapoli A OF f &addzyd G2 3AFAY LIRGSNI o6lFa aSSy | 02
argument leaves out the fact that this countermemory iswe, underreported incident.

2 Jamesattributes this research to his studerRprter Bowmanwho wrote a seminar paper
on the memory othe Scopes Trial at the Rhea County Courthouse in a recent course.
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analyzed as a red herring that attempts to move people away from the real history in West

Texas to align them with different political beliefs. Others in the community have attempted to

fight back against this countermemory by questioning why itwas3a t SR I aYl aal ONB
al@Ay3 aNI RAOIfa Ay (oSvantto shRrenggativi?stobesdbouy 2 JSY Sy
white people (as cited in Tyx, 2018). Nonetheless, the argument that we should remember the
massacre was met with harsh criticism by those ahgue that remembering it as a crime is

solely as a political act.

The marker itself lies 27 miles from Marfa (the closest incorporated town) and over 10 miles

away from Porvenir on US Highway 90. It exisiBnost quite literally in the middle of

nowhereo & Oly 6S aSSy Ay CA3Idz2NBE o0d LG R2SayQid .
the NMPJ does because there is nothing to interact with. Yet, even this marker, placed miles

away from civilization, still causes people with power to react becauseggiexists.

Hegemonic memory calls f@lackand white interpretations of history and balks at any sign of
RA&ZaSYyiGod 2KAGS LIS2LXS Ay GKS FNBIF R2y Qi KI @S
placement of this marker. Actually, one would havegtoout of their way to interact with it.

Yet, its mere presence and the idea that a tragedy was misremembered forces them to combat

it, even when the state history board tells them that this massacre took place. Hegemonic views

of memory cause people tevolt against anything that might be perceived as a challenge, even
when the site of the memory is distant.

Figure 3: A picture of the Porvenir Massacre plaque 27 miles west of Marfa, TX (New
York Times).
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All of these arguments are extensions of hegemonic views of history that attempt to downplay
or negate the real history of the massacre. They exist solely as defenses for a hegemonic view
of historyt not one concerned with truth, but one concerned with paw€ountermemories

are political because their very nature emphasizes disruption of normalized discourse that is
either wrong or that downplays negative historical moments. The fight to remember the
Porvenir Massacre emphasizes the logical hoops peoplguwip through in order to preserve

their imagined view of history, one that systemically erases dissenting points of view.

Whitney Plantation: How Countermemory Challenges Heritage

Tourism Sites

Located less than an hour from New Orleans, WhitRntation is situated on the west bank

of the Mississippi River in St. John the Baptist Parish. While it is relatively close to New Orleans,

2 KAGySe FSSta ¢2NIRa lFgle& FTNRY (KS KdaAadatsS 27
of cottages, churcbs, and one or two gas stations, there is little activity between the city and

Whitney. Whitney opened to the public in December 2014 as the first slavery museum in the

United States. Although it may seem logical to house such a museum wi¢ghiborders @ a

plantation house, as we have already indicated, these heritage tourism sites are instead used to
circulate a narrative of the Old South (Poirot and Watson, 2015; Azaryahu and Foote, 2008).

| 2yaSldzsSSyidftes W2Ky /[ dzYYAy 32Qaélavéeydniidedinhdrebily G 2 (0 dzN.
22 asSa GKS ' o{dQa t2y3 KAald2NER 2F NBYSYOSNAY
and a Lost Cause ideology and omitting/limiting slavery, enslaved individuals, or how their labor
RANBOGf & ¥Fdzy RS Rcoribiys Mittr2LdmgrielN B ayar of SléwNilgans §om 2010
Hamy S OFffSR 2KAGYySe a! YSNROIFI Q& ! dzaOKgAll ¢ O
slavery, a comparison that many Americans are not willing to make (as cited in Amsden, 2015).

We positionthe Whitney Plantation as a site of countermemory and focus especially on how it
radically departs from plantation tours in the American South. In fact, its countermemory

actually challenges heritage tourism dogma. While it is true that some plantatios tave

begun to incorporate mor&lackhistory, including McLeod and Magnolia (both outside of

Charleston), Whitney is distinct in that its entire purpose is, in the words of Sen-egal-ese scholar
LONI KAYEFE {SO1= Aa G2 YI26ad& odldd PONBER N& yi AR Y & R
who works alongside Cummings as the director of research for Whitney, explains that

[ dzZYYAy3aQa 32+t Ay 2LISYAy3a 2KAGySe gl a G2 akKAa
0SSy IfGSNBR®Pe ! & IoMIIKNIGTK2SNIbiak SV tl 2/NID SiyKASNIYa | & & |
was also met with protest from the white community, who argued that the tour would be too
RAAGAZINDAYID LYy NBALRYyaSs /dzyYAy3da O2yGSyRa:z

G
happened. Ithappeie NA IKG KSNB 2y (KA&A NRFR¢ o6Fa&a OAGSR

2KAtES 6S RNI¢g FTNRBY t2ANRBG YR 21342y Q4 O0HAMPU
place and public memory in Southern heritage tourism sites like Charleston; Dickinson, Blair,

I Y R h 1@) ®aik withipoblic memory and museums; as well as research in cultural and

human geography that examines tours in plantation houses (Azaryahu and Foote, 2008), we
intentionally position Whitney as a site of countermemory to inspire more discussion about
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memory and plantation houses in rhetorical studies. It cannot be stressed enough that Whitney
forcefully and powerfully rejects the traditional plantation tour narrative, and, instead, uses the
genre of tourism as a disruption of the whitentric, slave wner story.

hdzi AARS GKS @GAaAG2NNaE OSYGSNI A& F RNIXIYIFGAO YS
commemorate the slave trade with a pewter plaque that reads:

Every slave and every slave owner came to this place from different villages on different

boats Today we find ourselves all in the same boat awaiting another voyage. We must

take the voyage together, regardless of the difficulty and the pain. Together we chart a

course to a place where we can understand our part and find a cure for all evils brough

here when the first boat visited our shore. Welcome to Whitney.

From the momen#pril entered the visitor center, it was apparent that this tour would be
dramatically different from the other tours that she had previously taken. While the center
includesa small gift shop (where visitors can peruse slave narratives, handmade goods from
localBlackartisans, and fair trade jewelry from West Africa), it also includes ammisieum to
educate visitors before their tour. After paying for her ticket, she wasrga lanyard with a
picture of a youndlackgirl who was enslaved at Whitney along with some biographical
information about her. The threeoom museum documents various aspects of the transatlantic
and domestic slave trade and specifically focuses erptiocess of suppression and resistance
among enslaved individuals in Louisiana. The-tmefore-the-tour sets the tone for Whitney,
FYR Ad0Qa AYYSRAIFIGSt@ 200A2dza GKIFIG GKS (2dzNJ g2
furnishings, clothing, or their prileged lives.

LiQa KStLW¥dzZ G2 O2ydNXad I GeLAOKE LA FyaGlraAzy
antebellum plantation tours, Stephen Hanna et al. @0dtudied the relationship between the

ordering of space and narrative. Through the use ofatave mapping, Hanna and his
O2ftfSI3dzSa ¢6SNB [6fS (2 YIL K2 GNIRAGAZ2YIE LI
OSNIIAY KA&AG2NROFf FOU02NAR YR AYGSNLINBGIFGA2Y a
studies at Berkeley Plantatipthey found that docents and visitors used vague and distancing

language to discussed enslaved individuals or the concept of slavery in sharp contrast to the
language used about the slave owners:

Observers noted that when guides and visitors mentionedBerf S& Qa4 Sy aft I gSR
population, they only discussed basic facts, such as the number of slaves the Harrisons

owned or the labor performed by enslaved persons. Some observers found that guides

dzZa SR LI} aaA Q@S @2A0S3> adzOK | & RE KISNBS ¢ 8NSNIgImy
FYR WikKSeQd DdzARSa ySOSNI yIYSR Syaftl @SR Ay
about their lives, and did not attempt to engage visitors emotionally on the topic. This

contrasts with the rich biographical details visitors leabout members of the Harrison

family. (p. 9)

These findings are to be expected and are also matchekbbQ & & (i dzZRe&@ 2 F 2 2 2 R6 dzN.
Plantation in Pendleton, South Carolina. During her tour of Woodburn (in spite of the fact that
it was a private tour and theatent was aware of her research abdlackhistory in
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Pendleton, South Carolina), the docent spent the majority of the time delineating the slave
26yYSN) FI YAfeQa 2LdzZ Syid tAFSadetSo 2KSy &AKS RA
that one reasorthat the kitchen was located in an obuilding was because the slaves could

not be trusted to not burn the house down because they were not used to such fine

furnishings. She also attempted to downplay the humiliation and lack of freedom that the
enslavedexperienced, citing their freedom to move around the region at night while the owner

YR KA& FlLYAfe &atSLIWNiod ¢KSasS SEINYLXSazr t2y3 ¢
tour in Southern heritage sites. While there are an increasing numbglaotation tours that

now include the perspective of enslaved individuals and even provide names and narratives,
Whitney diverges from these by re/making the plantation tour into a slavery museum.

The tour begins in a church, where visitors are shownaatshideo that builds on the

information from the visitor center. It sets the expectation for the tour: the focus will be on the

actual people who labored on this plantation. For this tour, the white slave owners would be

the footnote instead of the heroesf the narrative. In the church a few clay sculptures of

enslaved children were scattered around the sanctuattye same children that many of the

visitors wear around their neck on a lanyard, and the same children that re/appear in various
sitesontheg@ dzy Ra ® ¢ KSaS a0dzZ LJidzNBa | NBXI Ay WFNBR Y

Figure 4: The Wall of Honor. Photograph by April O'Brien.
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Figure 5: Clay sculpture of an enslaved child at Whitney. Photograph by April O'Brien.

Y2ydzYSyid (2 @OiGKS OKAf RNBYyQae (Bhckian GaadfARK 2 2 Ra @
G221 dza G2 GKS 2Fff 2F | 2y2NE ¢ KSNBnakdwdf yI YSa
stone walls in random order to demonstrate their chaotic and tumultuous lived experience. The

tour weaves through the grounds, stopping at various memorials/art installations that mark the

many children and babies who died at Whitney, like fetd of Angels Coming Horree,

monument that records the 107,000 held in bondage in Louisiana from-1820, as well as

0KS atl @S OFroAya YR GKS LINRazy F2N aftl gSa 6K
poor production. After an hour and a hal&king around the grounds, the last 15 minutes were

spent at the Big House.

Rather than beginning at the Big House, the Whitney tour ends there, and somehow seems
inconsequential when compared to the stories presented throughout the tour. We argue that
this decision is a rhetorical one: It explicitly demonstrates the impact of countermemory when
employed in typical Southern heritage sites. Keeping the Big House at the end of the tour
functions to footnote what is usually the highlight of a plantation tdardoing so, Whitney
enacts the principles of countermemory. It replaces a dominant hegemonic narrative with the
perspective of those who were enslaved. It poignantly remembers the injustices that the
American South has attempted to conceal. And it maitérilinks the past with the present,
through the clay sculptures of enslaved children, the various memorials on site, and the open
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seems like most of the peopten this tour are prepared for the narrative that Whitney tells.

| I @S @2dz SOSNJ AAGSY | (2dzNJ 6 KSNBE @2dzNJ | dzRA Sy O
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marched off in a hufand waited for two hours in the tour bus rather than take the tour, as well

as others who were clearly shocked by his statements about structural racism that persists to

this day. Whitney Plantation represents an important feature of countermemaryhetaric of
countermemory subverts and re/writes heritage tourism sites in a way that could be

transformative in the American South.

Conclusion

Memories are all that we are. Memories create identity and community and share our values

on both the personal and collective levels. Yet, as with all systems of knowledge, memories can
normalize or disrupt. Countermemories challenge the power dynaminsmhalized

memoryt whether spatially, through designs that dispute the towns in which they exist (as

with the NMPJ), or how they disrupt hegemonic views of history (as with the Porvenir
Massacre), or the capacity in which they can confront tourism industas with the Whitney
Plantation). Countermemories are vital to ensuring that the typical ways of remembering do

not go unchecked by consistently confronting what memories can be tied back to historical
interpretations and which exist as a means to pregecertain ideologies. If memories are all
GKFdG 6S INBX GKSYy O2dzy iSNX¥YSY2NARSAa YIS &daNB i
value. We must continually revisit and reexamine how our memories exist, what they say, and
how they affect different audience

While research on countermemories has been furthered in other interdisciplinary fields, we

argue that rhetoricians need to better consider the impact of such work not just on memory

and history but on how these subjects greatly influence systems of letlge, ways of seeing

and thinking, and ideology. Memory is never apolitical and does not exist in a vacuum. And
countermemory specifically influences public discourse on a daily basis and has the potential to

alter the spaces and places that we inhabheBricians should explore countermemories not

because the field is ripe for analysis (though it is) but because countermemories are uniquely
LI2aAGA2ySR (2 alftGSNINBILfAGeg +a . AdGT SNI omopcy
present. They exist tdispute, change, and persuade.

On a personal note, the countermemories we have engaged in this essay have forever altered
some of our own understandings of history and even our personal memories. They reshaped
our emotional connections to the lack of tasy on slavery, aépril notes in visiting the

Whitney Plantation and the NMPJ, and repositioned liamesviewed his own Mexican

American heritage in light of understanding the Porvenir Massacre and the history of Texas
Ranger violence near the Mexicorder. We have discussed our own memories of race;
reflected on space, time, and place; and considered how they contributed to this article. This is
the capability of countermemoriegsto mold and affect people on deeply personal and

emotional levels becaugbey ask us to contemplate our own lives, our own understandings of
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history, our own memories. Countermemories continually call for us to question ourselves and
the memories that construct our realities.
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A Feeling for the Algorithm:
A Feminist Methodology for Algorithmic Writing
and Research

Patricia Fancher, University of California, Santa Barbara

Abstract

| offer this narrative as a feminist methodology for algorithmic research methods, insisting that
affect, collaboration, cmmunity and embodiment are rich resources for algorithmic writing and
research. | highlight these feminist themes because much of the research on algorithmic writing
focuses procedural rhetoric and the relationship between the programmer and the program. |
my narrative, | highlight the social and embodied experiences that shape my process as a
feminist working with algorithmic research methods. In doing, | resist the assumption that
feminist scholars have a technical deficiency that must be overcomeeantordngage in DH
research. Instead, | position our feminist practices and values as vital assets for conducing
compelling feminist research in digital humanities.

Keywords : Feminist Digital Humanities Methodology Affect; Enbodiment.

Introduction

Barbara McClintock is now famous for her scientific breakthroughs regarding genetic code.

However, for 30 years, no one took her seriously. Genome sequences were, and largely still are,
dzy RSNR(U22R a4 YSOKFIYAOFIt XD A%RER2 NYWdzk 46 5HI gy
be independent of context. McClintock approached the genome with an intuition, intimacy, and

a holistic view that included ecological context (see Keller, 1984). From these methods, she

sensed and felt for the organism. Hatuition made all the difference. McClintock was

awarded a Nobel prize in honor of her research demonstrating that genetic code is flexible,

relational, and responsive to contexts.

There has been a long metaphorical slippage between DNA code and caropdée For both,

code is widely understood as a logical process that cannot be questioned or modified, except by
experts. For DNA code and computer code, Wendy Hui Kyong Chun argues that this metaphor

of code creates a black box: we assume it works, &® dza S A1 Qa @2NJ Ay3 Al
(Chun, 2008). Blackboxing occurs any time complex technologies are used without questioning

or understanding the design choices, thereby allowing the technology to be a mystery to the

user. Chun identifies blackboxitizroughout the history of computing, from the shift for early
computers to use graphic interfaces, to the desktop metaphors of our current computers, to

GKS 2LJSy a2dz2NDS Y20SYSyiao {KS Ll2airda GKFG LINE
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more and eaker control, but they also necessitated blackboxing even more the operations of
0KS YIOKAYySa G(GKSe adzJl2aSRte AyaldNHzGSRE onpo

| RG20FG8Sa 2F 2LISy &a2dz2NOS O2RS Yl @& NBLX &z aDA
giving access to code is to offemgplete transparency. This is precisely the promise of

RSY2ONI GATIFGAR2Y 2F 6KAOK / Kdzy A& Yzaid ONRGAO!N
GAUK Y2YSyida 2F aO02YLMziSNI t A6SNFGA2y ¢ GKFG |
That obfuscabn may be the relationship between hardware and software, the relationship

between syntax and function, or the choices made by the programmer. The promise of

transparency offered with open source code also obfuscates the complex work of code literacy,
which is a complex social, embodied, and hegemonic process.

Most significantly for my feminist intervention, code itself hides the work of coding and the

coder. When | make programming choices, | make them based on my experience, education,

goals, values, ahembodied process of composing. These elements of code literacy are

overlooked with open source promises of transparency. The most famous example of this is

likely the facial recognition software that was programmed to only recognize white faces. When

this was firstreportedy Sga KSIF Rt AySa NBFIR aCl OAFf wSO23yAl
. Al a¢ o6/ b brécodnitioR Teah@diogytastaraeimh & LINRP Ot SYé 0. dzAAy S
These headlines place the technology in the subject position; the isaitie actor. Hence, by

this logic, the code has a raclahs problem. Again, these headlines entirely erase the people

who made decisions, the context in which they work, and the process of algorithmic writing.

Does the technology itself have a radids problem? Or the people who programmed?

For Chun, as well as myself, transparency is not the goal. After describing the layers of

of I O102EAY3 Ay (KS KAal2NR 2F O02YLMziAy3ar &KS
and the undead, but rather cdends that we should make our interfaces more productively
ALISOGNI £ oO0cnud ¢KS LINRPYAAS 2F (NI yaLl NByoOe A
0S dzyly2syazs YealiSNASas fF@8SNER 6S R2y Qi dzy RSN

Depending on where you look, the history ohgouting can also be read as is also a history of
AYyOUdzAGA2YE SY20A2YyS YR I FFSOUA2Yy® az2ad Tl Y2dz
LINASadiSaa 2F YFIOGKSYIFGAOazé IyR KSNI ft SGUGSNR aKk
mathematics and the persal commitment to the metaphysical. Her letters to collaborator

/ KIN¥Sa .Fo60o6l3S IINB Sldzrf LI NIa 23S € SGGSNI |
not sure which got her blood pumping more, Charles or the mechanical brain.

Flash forward to 1953, wind Christopher Strachey, British mathematician and computer
scientist, writing what was at the time the longest computer program. This program would also
create the first computer generated writing. What, you may wonder, did Christopher teach this
earlycomputer to write? Love letters, of course. Strachey worked through the night on the
Manchester Mark 1, or the baby as its operators called it. In the morning, the baby could write

L For a thorough and idepth analysis of racist programming practic&korithms of
Oppressiomy Safiya Noble.
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g1 6 NRX Ofdzyl1ex SYRSINAY3I t20S YWETFENETLE A § K
[LYLbD 1 ht9{ Chw ,h!w 9b/I ! b¢a9b¢dé FIyR aa, |
[V {¢d _h!'w{ Lat! ¢LO9b¢[ 6 2 adl &/ ®¢ .S adAtt Ye

Just as Barbara McClintock proceeded with her research with a feeling for the organism, |
proceeded with my owmligital humanities methods, and, in particular, my work with learning
to program in R with &eeling for the algorithmsThis essay is a methodological narrative that
outlines a heuristic for a feminist rhetoric of code. | base my heuristic on a coltasora

research project published iReitho Journalwith my mentors and collaborators Gesa Kirsch
and Alison Williams. For that research, our methods included both close reading and distant
reading, for which | learned to program to compose data visuatiaatil will first offer an
overview of that project and our goals. Then, | will identify what is at stake for my two primary
audiences. First, | am writing for scholars studying algorithmic rhetoric and rhetoric of code.
For them | address the particular needs of this subfield for a deeper engagement with feminist
methodology. Next, | am writing for feminist scholars for who | highlight emerging scholarship
in feminist engagement with DH that | am indebted to for my ovarky

| offer a heuristic for DH feminist methodology in 4 overlapping phasisgening phase,

dreaming phase, conversation phase, and tinkering pRaseach phase, | will narrate how

feminist rhetorical practices prepared me to learn and composerdlgnic rhetoric. | call it a
KSdzZNARAGAOS o6dzi LQY 2dzad GStftAy3a aG2NRASaP LQOS
Cultural Rhetoric scholars and their methods of performing the deep ties between bodies,
communities, and research (Powell, 2012wed et al., 2014; Cobos et al, 2018). In addition,

feminists have drawn on stories in order to feature embodiment as central to theory (Johnson

et al, 2015). | hope this article will inform future scholars as they envision digital humanities

projects engged with feminist rhetorical practices. | invite you, as well, to consider your own

work with code, and the affective, social, lively aspects of the work.

Overview of Research Project on Womenos
h@SNJ GKS LI ad 062 otafvelNEIEGesa®igseh agdAhdnSVRliansdh £ | 6
GKS NB&aSIFNOK LINSASYGSR Ay AaCSYAyAad tNIFOGAOS
22YSy tKearAOAlyQa bSlig2Nla 2F {2f ARl MReith@ = { 0
Journal Based on original archival material inthe Y I y Q& a S Rffod 19D0134Q, dzNJ/ | f

a
(NN

2 Algorithmic rhetoric and rhetoric of code are aligned subfielithin digital rhetorics.
These subfields take up programming, code, and algorithms as rhetorical processes and
rhetorical texts. This research enables scholars to both make rhetorical choices while
composing in code as well as to identify and understdw@drhetorical power embedded in
computer programs.
31 note here that | am not outlining a pragmatic set of steps that others would necessarily
glyld G2 F2tit26d LYy FIFOGZ L SyO2dz2Ny3IS I Y2NB S
narrative s intended to highlight my feminist process, which was embodied, affective,
collaborative, and social.
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we studied this community of early 20th century women physicians, their evolving community,
rhetorics of solidarity, and the limits of that solidarity. In order to arate@mpathetic, nuanced
claims, we had to view this community from a distance, up close, and also with a focus on the
margins and erasures. For our feminist goals, these three methods and three ways of viewing
informed each other so that we grappled withraplex themes of community, solidarity, and
exclusion while also placing this community in historical context and treating the women with
empathy as well as accountability. This research required mixed methods, including close
reading familiar to feministcholars as well as innovative methods from digital humanities.

It is widely accepted that the process of interpretation and analysis involves intuition and
subjective reading. However, many scholars of DH assume that subjectivity is limited to the
interpretation. Beyond analysis, | feature the deeply intuitive process that was involved in every
step of the methods including programming and writing with code. | outline this intuitive

process in 4 main phases: listening phase, dreaming phase, conversatis) phd tinkering

phase. In each of these phases, | collaborated with experienced programmers and programmed
myself. In each phase, the programming opened new opportunities for feminist interventions
and feminist rhetorical practices.

In this article, | mx going to narrate how we created the visualizations like the one below:

) Eli;abeth CO Me .. = N
e ot o Bl“"‘!"’.@“ .lournu Q U U'of MI s
* Journal.of the AMA Arapaho e = \ ®
. & ‘WMCPD Hospli 'Mury Stone |
g E] ° AMAQ oe® Ber hu | ]
. . F S Connely .
Northweéste¥ . . 4 .
7 Woman’s Me Scliooo . .
'. ° pe ° o ® NY State < - *
} 70 s’ Med Assogiation
@People /Y [ N4 . Layra
* OlInstitutions ° o le:i)hurdi

Figure 1: A social network analysis featuring people and institutions who were included
in the 1900 archive of the Wo me n 6 s Me d i. @heslvisudlipation was treated in
R* and labels added with Photoshop.

4R is an open source programming language that is most often used by social scientists. It is
a robust language designed for large data sets #hyd.Jt SE RI G NBfFGA2yad L
learn.
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Due to the complex, layered mixed methods used in the project, there was very little space to
explain the process for creating this visualization and no space to explain the programming
choices we made. In fact, in the aléaeporting this research published Heithg we reduced

the description of the method for creating the visualization to 1 sentence, effectively
blackboxing nearly the entire process.

If I were to outline the method in a series of logical, efficient steps, | would offer these
instructions:

Stepl/ 2RS GKS | NOKA@GIE YFOGSNARFIET F2NIFEf al O
locations using a google form that creates a spreadsheet.

Step 2: Upload spreadsheet to Google graphs and Tableaux, use network graph to
create beta visualization.

Step 3:Format and clean data.

Step 4:Program in R using social network analysis and igraph packages to create
visualizations, which included loag) the packages igraph, networkD3, and htmltools.

Step 5:Program in JavaScript using fometwork to add interactivity.

Hypothetically, if you wanted to create a similar visualization, you could follow similar steps and
thereby reproduce similar research. Emphasis onrjgothetically.

What We Do When We Program

In the stepby-a G S LI A y a (O NHz@kchudeg@b ofthe en&rdy and @dlectual labor.

That 90% was the intuitive process whereby we arrived at these instructions. Herein lies the
danger of black boxing algorithmic work for a feminist scholar: precisely what is removed is the
embodiment, emotions, contexdnd the feeling for the algorithm.

The rulebased, logical work with algorithms is preserved and celebrated. This is most obvious

in previous work on coding rhetoric that centers on procedural rhetoric. lan Bogost (2008)

defines the work of programming &dzy Rl YSy G F f f @ LINRPOSRdAzNI Y da¢2
authors code that enforces rules to generate some kind of representation, rather than

authoring the representation itself. Procedural systems generate behaviors based drasdd

models; they are mdgnes capable of producing many outcomes, each conforming to the same
2OSNItf IdZARSEAYSEdeé OMHHUOD® 5STAYAYI LINRPBIANF YYA
ISYSNI 4GS I NBLINBaSyidaldAz2yé Aa OSNIFAyf& I OOdzN.
feels, and is enacted in a more complex way. Bogost essentially erases the labor and full

process of writing with code because he is most interested in the play that code makes

possible.

Behind this procedural rhetoric is the human programming, her geatbodied experiences,
KAald2NARSas FyR FGdFOKYSyGa G2 GKS 62N] @ L 62 dz
throughout the process of programming. Annette Vee (2013) offers a detailed historical
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account of computational literacyplacing programmig as a literate practice that emerges

within historical and cultural contexts. Understanding programming as literacy includes
FGGSyaGAz2y (2 GKS aLRoSNFdzZ &a20AFft FyR KAaldz2NA
O2YLJziF GA2y I &tibriicSasiiti€sdo bieak a cod@eX pracéss down into small
procedures and then expres®2 NJ & B tidsél @acedures using the technology of code that

YI® 0S GNBKK¥YIgeSyldyay adzOK Fa | O2YLMzi SNE on
and | are firs;and-foremost committed to feminist rhetorical practices, these feminist practices

are central in my own constellation of abilities as | gained programming literacy.

| especially encourage scholars of rhetorical code studies and algorithmic rhetodonsmer

the importance of feminist methodology and feminist rhetorical practices. The field of

Computers and Composition broadly speaking has been led by feminists, informed by feminist
research, and is a collaboration among feminist to the point tha¢d&Bteck in conversation

GAOGK DFAEfT 1 I gAaKSNI YR /@yGKAlI {StFS oO6uHnmoD
f SFyAy3aodeg |1 26SOHSNE SYSNHAYy I NBaSINOK 2y O2R
to be currently following this tradition. Lori BdDe Hertogh, Liz Lane, Jessica Ouellette tested
0KSaS aFSYAyAald tSFyAy3aé (KNP dzamputersad® YLINEKSY
Composition Their findings must taken seriously by all scholar algorithmic rhetoric committed

to ethical and inclusivecholarship:

G¢KS LISNAZ2R 2F unndg (2 GKS LINBaSyid oNRddAKIG

publications on intersectionality and technofeminism, but at the same time, recent

publication trends also indicate a shift (particularly in areas suchetsrical code

studies algorithmic rhetoricsposthumanism, objeetriented ontology, and game

theory) away from either explicit or implicit uses of feminist and intersectional

FNI YS62N)L adé omn SYLKIEAAA YAYSO
This has also been my experience: there is a gapden the feminist leanings of computers
and composition as a field and the particularly proessised, goolitical, seemingly gender
neutral but also malelominated authors in the emerging field of rhetorical code studies and
algorithmic rhetorics. Thehift to focus on code and algorithmic rhetoric has not fully included
some of the shared values for scholarship in composition studies, including embodiment and
intersectional frameworks.

R
S

Although scholars of rhetorical code have not integrated femiangt intersectional

methodologies into their work, the goals of this emerging subfield do align with much of

feminist scholarship, especially technofeminist scholarshiiRHetorical Code Studidégvin

Brock outlines the significance of composinginc®dd® NJ | £t £ O2YLIR2aA A2y aOK?2

St PN €St G2 +£SSQa KA&AG2NER 2F LINPINFYYAYT AL
programming literacy. In this history, we could see that men and women often developed and
given accessotprogramming literacy in different spaces and with different foci. Importantly, in
this literacy history, as women begin to increasing gain proficiency in a particular computational
literacy, that literacy is then considered less specialisddywnsourced paid less, and even
RSTAYSR a ay2dd NBFfé¢ LINRPINIYYAYyID ¢KAA ad2NE
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of composing in code will absolutely benefit our subsequent rhetorical analysis and critique of

code if we are to effect change in a world in which it is more or less impossible to escape the
influence of softward Y R RAIAGFE (GSOKy2f23&8¢ ompmOd [/ 2YLI2
exciting avenue for feminists to shape in our algorithmic landscape, or at least to gain the

literacy to critically assess research methods that incorporate algorithmic methods. THhisswor

gStft dzyRSNBlI&d LQfft LINPOSSR 6AGK I ONAST NBEOA
digital humanities methods, especially composing in code.

Feminist Interventions in DH

LY GKSANI Hnmo | NIAOES daaSt yApyhhditde digtst I ISYSy ( &
KdzY yAGASazZ¢ WSaaArlOl 9y20K FyR WSIy .SaasSadas
potential of DH methods. Scholars of feminist rhetorics have widely adopted DH methods

feminist historiography and especially for digitatlaival methods (Sullivan and Graban, 2010;
RamseyTobienne, 2012; Enoch, 2013; Enoch, Bessette, & VanHaitsma, 2014; Graban & Rose,
2014; Gutenson & Bachelor, 2016). There has been both enthusiasm for the new methods as

well as a sense of caution, hesitdattake up new methods that do not obviously converge

with feminist practices that foreground ethics of care, situated knowledge, and personal
engagement.

Among digital humanities scholars, there is a growing body of research that explores the
complex tensions and possibilities that arise when feminists adopt digital humanities methods
(Bailey, 2011; Enoch & Bessette, 2013; Wernimont, 2013; Sayers, 2018) as well as research that
makes visible the politics encoded into algorithms and computeastessresearch methods
(Kimme Hea, 2007; Grunwell, 2018; Edwards & Gelms, 2018; Blair, 2018; Beck, 2018; Noble,
2018). | am also indebted to the long tradition of Technofeminist research in the field of
Computers and Composition, which is a field is cortadito the embodied, political, and social
dynamics that are encoded into technology (for reviews of this work see Haas et al, 2019; De
Hertogh et al, 2019; Devoss, 2019; as well as my own modest attempts to contribute to this
conversation Fancher, 201%or me, technofeminism is empowering for its commitment to
simultaneously engaging in critique as well as production, building, and creation with
technology by and for feminists (Wajcman, 2004). This feminist scholarship, especially
technofeminist scholalsp, underscore that when we program, we bring our constellations of
literacies and our embodied experiences. | offer a narrative of my own constellation of
literacies as | engage in writing with code.

Feeling for the Code: Listening, Dreaming, Conversin g, and

Tinkering

First, there was &istening phase where | read through the primary archival material in the

22YF yQa a S Randdaitl attevislodztelfltat caught my eye or my ear, the

announcements in particular are rich, celebratory, and confidemaded through the

O2YLX SEAGE 2F GKSANI RA&a&02dzNES® L fA&aGSYySR (2
their at times strange medical practices. | was impressed with the nuanced ways that they



34

addressed issues like sex work, pay disparity, axgssdiscrimination. | listened to my
collaborators, what caught their ears, and their impressions. | enjoyed this phase of open
listening.

Feminist methodology taught me to listen with care and empathy. In this listening phase, |

needed to listen as Ksta Ratcliffe has taught us: to let the discourse wash over, to seek
understanding, and to attune myself to tropes of whiteness both in the archive as well as in my
2y Lylrtearad CNRY WHOljdzStAyS w28adGSN I yR DSa
imagination, leading me to ask questions about what could have been, what may be missing,

and to carefully attune myself to the affect, desires, dreams, and motivations of the women in

the journal. This listening phase felt like time travel, immersingetiys another world and

way of being. | listened towards understanding and towards empathy.

| also listened as | experimented with code. | listened by exploring and attuning myself to
previous feminist and rhetorical studies DH project. | explored Di¢gofeatured in the
Programming Historiagollection. The edited collectioridaking Things and Drawing
BoundariesandBodies of Information: Intersectional Feminism and the Digital Humanities
include discussions of case studies, featured projects, datiatis to a fascinating diversity of
digital humanities projects that are also engaged with feminists, queer, andauist critiques.

In Rhetoric and Composition, the digital projects of Laurie Gries, Michael Faris and Derek
Mueller have been especiglinspiring and instructive. | listened to these projects, the rhetoric

of the code, and how that rhetoric shapes their research. This listening included attuning myself
to the values, frameworks, and paths that their research questions led them down.

Beq KlFa | NBdzZSR (KIFG alFf32NAGKYA FNB LISNEdzZE A DS
@ tdzSa IyR 0StASTa SYOSRRSR FyR SYyO2RSR Ay @K
elements include inclusion and exclusion of data, systematic organizatioroohation,
GARS2t23A0If o0StASTa 2F NBfFGA2YyaKALA®E 2 KSY
listened and attuned myself to programming options. From this listening, these research

projects that integrate DH methods persuade their useremngage with specific modes of

inquiry and relations between variables.

Even before this, the code persuades the researcher to think in programming terms. | had
LINSOA2dzat e ySOSNI K2dAKG 2F + 62Yly LKE@aAOALlY
visudization | needed to think in those terms. Thinking of women as variables made me
uncomfortable, uneasy with the erasure of embodiment and situation. | had to sit with this

discomfort and notice that my training as a feminist scholar has helped me valoediea
SELISNASYOSd ¢KAA 61 & y2¢6 Ay Yé o02ySao 28 0O2df
weight of the argument. By listening to this discomfort, we planned methods that integrate

both distant and close reading.

In addition, code invites particui&inds of relationships and organizations. In the case of my
visualization, there had to be a hierarchy. The line has to start at one point and go towards
another. We experimented with different relationships: from institutions to people, people to
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institutions, also from person to person. Each of these offered different ways of reading and
could each have led to a different research project.

Much of this listening was also practicing: downloading tutorials, performing exercises in code,
and fiddling wih open source codéYes, | did learn how to program in this phase. More
importantly, | learned what programming could do and how it may shape research questions
and methods. When | listened to code as | also practiced programming, | felt myself get lost
the patterns, structure, and rhythm of the work. Programming has its own flow that is quite
different from writing, in my experience. There is an interactive moving back and forth between
code and visualization, code and test, code and instructions rfiythm of the work was
absorbing.

My training in feminist rhetorical practices enabled me to listen carefully throughout the
research process. My attention to listening moved me to consider many different perspectives,
approaches, and attune myself tonade range of previous work. In addition, this listening led

us to new questions, to think critically about assumptions, and to trust our intuition when and
where we felt discomfort in the process. Hence, the feminst rhetorical practice of listening was
avital resource as we designed this project and as | shifted to participate in algorithmic
rhetoric.

Then, there was thdreaming phaseThis is the phase in which we imagined what could be

possible. The dream started with Jacqueline Royster and Ges& Kirkcy’ G KSA NJ OK I LJi SN
[ ANDdzZ I G§A2Yy YR [ S3FOASa 27F a RbefoficAWrieng, Br®INJ b Ay S
Circulation They imagine using digital humanities tools to visualize the movement of this

community of women physicians. When Ges#&oN, and | began collaborating, we took up
w28a0SNI YR YANBROKQA ljdzSadAiz2zya IyR a1SR Y2NB
community? What stories would these visualizations tell? What relationships or changes in
relationships could we possibly loe&t

We dreamed big. We played with mapping software, interactive storytelling, and timelines. |
OFyQiu GStf @e2dz K2g YlIyeé K2dz2NBA LQ@S &ALyl &aONR
for data visualization. As | explored, | imagined how each igthgomay interact with the

archival data. How could an algorithm help us see the community differently? What stories

could another algorithm help us tell? When brainstorming, Gesa, Alison and | covered every

inch of the walls of our work space with drawsdjsts, sketches of the different ways we could

imagine visualizing this community. We moved around the room drawing, arrangingdt$ ot

8In fact, we created several of those different versions with different relationships, with a
particular focus on relationships between people. However, thatwesrded up being beyond
the scope of the arguments and stories we wanted to develop in our research.
"a®@ SELISNASYOS 2F tAaGSYyAy3d 62df R KI S 0SSy 3
Rhetorical Code Studiesspecially the very rhetoricglfocused and also practical chapter
G/ 2YLIaAYy3a AY [/ 2RS3Zé GKAOK gl a LlzofAakKSR f2y3
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various sizes and colors, and discussing our plans. We also moved outside, walking and running
through long, warnevenings returning each day with coffee and fresh perspective on plans.

While we spent hours and days dreaming up possibilities, we also spent as much time whittling
these dreams down to those that would best address our research questions. | stilhiroid i

head and my notebooks the dreams of how many different ways algorithms can tell the stories
of a community. This process of dreaming, imagining, questioning, and choosing was guided by
our goals as feminist researchers. Again and again, we returnisdues of intersectionality

and how the archive excluded Black Women. We needed to dream anew, imagining ways of
resisting that erasure. When | share the code with fellow researchers, these dreams are
concealed, hidden within the code. However, our dreares precisely what guided our choices
working with algorithmic rhetoric.

Then, there was aonversation phasewe talked to everyone. The UCSB digital humanities
fAONINAIFIYSZS ¢K2Yla tFTRAfEI X LRAYGISR YS (G246 NR&
fortunate to be colleagues at UCSB with Jeremy Douglas, a DH scholar who has been generous

and supportive. Gesa consulted friends and colleagues with expertise in programming,

visualization as well as medical history. Alison was in close conversation with mékiors

shared their insights and resources, allowing our own social network to shape our research

methods.

A major turning point in the project as well as my own literacy with digital humanities methods
came when | attended Kairos Camp and benefited froendcommunity of scholars, both
instructors Cheryl Ball and Doug Eyman and the fellow students. And then the next year, Alison,
Gesa, and | all attended, making great strides in the development and design of our research
project. The conversations at Kairéamp were instrumental for sussing out the right tools,
coding methods, and processes that would help us answer some of our research questions.
Most importantly, we were encouraged to focus first and foremost on the research question
and our audience, nahe research tool. Often, when learning a new tool, such as DH methods
or algorithmic writing, it is easy to focus on what the tool can do, how it works, and the new
affordances offered. With their many years of experience, Ball and Eyman mentoredeasrto |
both the new DH methods as well while keeping in mind my goals as a researcher and the
needs of our audiences.

| also engaged in frequent conversations with undergraduate student programmers. Working
with the students is where the rubber hit the roabdaddressed questions like how | planned to

turn archival material into programmable data, how | defined variables, how much data was
enough or too much, and what could be the relationships between those variables. The
students moved me to speak in preej concrete plans that they could use to aid in coding the
archival material and prototyping visualizations. In our conversations, | felt a closeness build, as
we oscillated between the roles of teacher and student. As we took our turns teaching and
learning, these relationships grew into partnerships through collaboration.

| was also in constant conversation with my collaborators, Gesa Kirsch and Alison Williams. This
project emerged within and through our dialogue together. In conversation with them, we
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thought about the visualizations with a keen attention to feminist research practices: How can
we preserve an ethic of care while representing this community? How can distant reading
feature situated knowledge and account for context? What assumptions/amaking? Who

may be marginalized or excluded through our methodological choices? How may our own
situated, embodied experiences be shaping our methods, the visualizations, and our analyses? |
brought the voices and care of these intelligent, feminidtatmrators with me as |

programmed.

Throughout this conversation phase, | noticed myself gaining confidence and fluency in debates
around digital humanities, methodologies, and ethics of those methods. It was through
dialogue and collaboration that | greas a researcher while also refining the methods. Through
this phase, | am indebted the loftipcumented practices of feminist collaboration (Ede &
Lunsford, 2001). In addition, feminist scholars in Rhetoric and Composition have narrated their
own broad, mitidirectional mentoring networks (Gaillet, Aley & Horner, 1994; Bloom, 2007,
Galillet & Guglielmo, 2014; VanHaitsma & Ceraso, 2017). In our research project and among
feminist scholars generally, mentoring and collaborating are intertwining practicesiege t
student, colleague, friend or partner, each person who shared their time and experience served
as a vital mentor as | grew into the identity of digital humanities researcher and as we refined
our research methods.

Then, there was the longest phase,ialinwas thetiinkering phase In this phase | toggled
between coding the archival materials, testing out a program, going back acatreg, trying
out new programs. Giving up on especially cumbersome programs. Asking for help...a lot.

lcallthistJK I &S aUAY {1 SNAy3Ie 06SOFdzAS L gyl (2 KAIKTE
programs and programming languages. Tinkering highlights the kind of relationship | have with
algorithms: | can change, adjust, fiddle with the program, but | cannot bidildm scratch and

| do not have total control over the final product. The algorithmic logic itself maintains some

control, recalcitrant against my fiddling at times and flexible at other times. At the same time,

the algorithm does not control everything

WF OljdzStAYyS 2SNYAY2y(1Qa FSYAyAad | LIWINEBIFOK G2 5
GAY1{SNAY3IY GWLYGSNIOlA2yQ NBazyliSa ¢oAGK (KS
also suggests the use or inhabiting of the space between actibesveey Wdza SQ | y R

WONBI A2y kYIF1TAY3AZQ 2N 6SG6SSYy WYFH{1Ay3aQ YR Wi
GKNBaK2fR 0SGUsSSYy FOUA2yad LQ@S faz2z F2dzyR (K
FOGSR YR Al NBI Ol SR EsholdbRweBricQusr, adtivedresearche Y | G

feminist, teacher, collaborator, and programmer. | interact with each of these thresholds.

While tinkering, | created the prototypes in programs Google graphs and Tableaux. While
neither of these programs gaveenthe flexibility and control that we needed, they allowed me

to make prototypes of visualizations. With each prototype, we could see the community in
slightly different ways. The prototyping process helped us to decide what kind of visualizations
would hdp us tell this story.
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For example, the image below was made in Google graphs. This was a prototype that helped us
decide the direction of the final visualization. Our final visualization looks quite different and
tells a more complex story. However, thiegth tell an important part of the story: the

I YSNAOIY aSRAOIT !a4a20AFGA2Y 6l a | LRoGSNFdz 2

professional lives, even though the AMA did not widely accept women as members.
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Figure 2: An early prototype of the social network analysis featuring people and

institutions who were included in the 1900 archive of the Wo men 6s Medi.dhsl Jour
visualization was created in Google Graph.
While this prototyping process was not programmiigyas still working with algorithms as a
means of research because the visualizations were generated through Google graphs or

¢l ofSldzeQa |t 3I2NAUKYADP ' U UOKAEA LRZAYyUuxz L KFER f

with these programs allowed me see the community and the archival material in different
ways. With Gesa and Alison, we thought with the algorithms insofar as we imagined how these

visualizations could best help us to study this community of women.

Most of the decisions made in this gbe were based on one question: does this tell an
interesting story? Based on how we answered this question, we would go back to the drawing
board: Do we need more or less data? Why did we include or exclude some texts? What
variables will we include? Hoalo we format our data? How can we cut down on errors?

When | first learned R, | was frustrated. There were days when it seemed like nothing would
work. A series of red error messages seemed to be my fate. At the most basic level, there are a

few main steps

download a package,
create a dataframe,
define a table with values,
and assign a function.



39 JOMR5.2

Those steps appear simple. And in some ways, it is easy to play with simple data sets and
graphs to get started. The frustration comes in the fact that theme many different ways to
design each step, with different values, variables, design choices, and relations between data.

¢CKS FTNHAGNI GA2Yy Ff&a2 | NRPAS 6KSYy L ONBIFGSR @Aa

imagined or planned. This phase taught roeptactice patience and care. In particular, | had to
be patient with myself, letting myself learn and grow would take time.

After a while, there were days when | felt like | found my flow. You could walk by my office door
and hear Pranati Shah, a reselaassistant | worked with, and me cheering and giving each
other high fives. On Friday afternoons, Pranati would teach me something new, but we both
learned along the way through a process of trial and error. After a while, the errors became
fewer and thetrials led to usable visualizations. My shoulders relaxed. We lost track of time,
tinkering in my office side by side on warm fall afternoons. By the end of our time working
together, each Friday | looked forward to experimenting, trying out new datagatidg pizza

with Pranati.

Finally, | tinkered with the design of the visualization, which included a shift to think more
actively about aesthetics, audience, and usability. What colors or interactive options should we
include? What determines the centerargins? size? proximity? There is no particular correct
answer to these questions, but there were better and worse choices. For instance, the student
research assistant | worked with initially designed the social network analysis with pink dots for
peope and blue dots for institutions, a color choice so traditionally gendered that it would have
inflected interpretations that we were not comfortable with.

This tinkering phase is when | really developed a feeling for the algorithm. At the same time, |
brought to this work each of the earlier phases. | continued to listen, but this time | was
listening while programming. | continued to dream, but these dreams focused on the specific
variables and possibilities afforded in the programming languages. Gdeotonversation and
dialogue with Gesa Kirsch and Alison Williams guided each interaction with the algorithm. In
addition, they were my first audience. Their responses and reactions became my first round of
user testing. Together, we discussed design asability options. Throughout every step, this
feeling for the algorithm emerged through my embodied, social, and feminist practices.

Tinkering was a vital feminist practice for my own algorithmic methods because tinkering

foregrounds interaction and interi A @S LINRP OSadad® L RARY QO 6ASER YI

was | entirely subject to its demands. Instead, | was able to recognize my own power to enact
changes as well as the limits of that power. | was already familiar with this notion of change by
learning from the generations of feminist activists that came before me, including the women
physicians in the archival materials. Feminist activism is far more significant than the term
WGAY1SNAY3IQ &adzaasSadad . dzi A ywithipiogrammingandi | y OS>
learn a new literacy because of the broader constellation of literacies, including feminist
rhetorics, which prepared me for collaborative, interative, and experimental process of
composing.

L
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Conclusion

| hope my readers notthat, in each of these phases, my work emerged out of my embodied
SELISNASYOSs: Yé 02YYdzyAiGASazr FSYAyArad oIt dzSax
order to highlight what algorithmic composition looked like for me. | am no stereotype of a
programmer, which | imagine as white guy with poor posture, pale skin, working alone listening

G2 95ad® ¢KIFIGQa y23G YSI IyR GKIFIiQa y20 K2¢ LQO
nor did | try to exclude my values from my work. Rather, | workedelgtio think as a feminist

who was working with algorithmic writing towards feminist rhetorical goals. In the black box of

the instruction set, | define only a few of the steps that | took while programming. However, in
order to arrive at these steps, l&lv upon a community and am indebted to that community.

LQ@#S | ft&a2 RNIgy dz2al2y Y& SYO62RASR SELISNASyOSa
product of my programming.

| stress the community because one of the earliest arguments for the parallel between

composition and coding (Cummings, 2006) revises the rhetorical triangle. Rather than the

traditional author, audience and text, Robert E. Cummings defines the coding rhetorical triangle

as coder, machine, program. When we adopt coding as a means of coimpoges, the

machine does become one audience, but it is not the only audience. We still program for and

with people. Our audiences are many. And the algorithmic rhetoric that we compose will

interact with all bodies in different ways. In additionyh aot just composing with code. | am

y20 2dzZAad F LINPBANI YYSNIT LQY Ffa2 |y |dziK2NE gA
teacher, friend, feminist and colleague. My students, friends, and colleagues are vital resources

for my programming liteacy.

| am a feminist, and | code as such. | find it vitally important to resist a shift tedetermine
programming through its relationship to the machine, thereby isolating the programmer and
machine apart from the broader social context.

| also cdlattention to my social and embodied experiences as a novice programmer in order to
invite us to think differently about the process of working with algorithmic rhetorics. Moya Z

At Seé Ay@AaaSa 51 aO0OK2fl NE daOKIfSGEYdRS GoKrSa al R
opposed to meeting people where they are, where people of color, women, people with
RAaFOAEAGASA INB It NBIFTRe& Sy3ar3aSR Ay RAIAGEE LI
SatdlrotAaKSR GlofSoé LT ¢S I abin Digtal Nud&niliesT SYA Y A a
research, we would also be inviting a new set of questions, processes, and experiences. In this
Saaleéesr LQYS KAIKEAIKISR GKS SY0O2RASRI O2ffl o2
order to center these foundational coapts of feminist writing and rhetoric within the
compositional process of writing with code.

| seek to resist the presupposition that feminist scholars are deficient or lacking in skills
necessary to complete DH research. Jessica Enoch and Jean Begskdtthey invite feminist
interventions in digital humanities research, also note that technical skills may be a limitation or
a barrier to feminist scholars. Other feminist scholars may feel the same way. To them | say: our
expertise and experience asnist researchers are assets, rich resources that qualify and
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prepare us to complete nuanced, ethical, important research in digital humanities. Let these
feminist practices shape the technical work.
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Utilizing Digital, Multimodal Practices
In Composing Apocalyptic/Post

apocalyptic Stories:
A Case Study of Southwestern College Students in
a Written and Visual Media Course

Tara HembroughSoutheastern Oklahoma Statiiversity

Abstract

In the writing classroom, presenting a curriculum where students write apocalyptic/ post

apocalyptic fiction to connect with the literature and share their futuristic concerns is a

pedagogical strategy that has grown in popularity, with teachers askintgesiis to compose in

more diverse genres. As assignment outcomes, students can fashion a digital, multimodal

storybook about an apocalyptic/pesipocalyptic event in order to think more critically; explore

and research their personal and larger concerneysbreativity; promote a digital, critical

multimodal literacy and digital multimodal prowess; gain dexterity in drafting, composing, and
NEGA&GAY3T | YIENNIGAGBS F2NI Iy FdzRASYOSQa Sy dSNI
their work, as well a identify with apocalyptic/posapocalyptic subjects. This article, involving

80 student participants, discusses a th#gar case study at a Southwestern university of a

digital storybook assignment. Students, engaging with apocalyptic/apsetalyptic ovels in a

Written and Visual Media course, composed a gaexmeforming, digitalized story with written,

alphabetic textual; pictorial; and aural elements, as well as a corresponding reflective essay. The
FaaA3yysSyiaQa |aa SaaYSKuNJ()ﬂ'}JS NB NX 6 | & dzBR j[JEIBaSngBS
students seiNB LJ2 NJJ)\)/EI 2y GKSANJI SyEII HSYSYU gAUK GKS @
F2NJ AYLE SYSYGdAy3 | YdzZ GAY2RFE gNRGAY 3T OdzZNNRA Odz
literacy and the composan of digital stories in which students can connect apocalyptic/post
FLI2OFf@LIWAO FAOGA2Y QA (KSYSa (G2 GKSANI AYRAODAR
COVIEL9 outbreak.

Keywords : Digital; Multimodal Composition;Digital Sorytelling; Apocalypticfost-
apocalypticHction; Critical Multimodal Literacy; RhetoricalConstruction ofldentity

Introduction

Apocalyptic/postapocalyptic fiction portrays the worries of a fractured world dealing with new

technologies postWorld War |, with the potential for social, political, biological, and ecological

systems to go awry. Apocalyptic/peapocalyptic or speculative fiction is a subgenre of Science
Fiction, Science Fantasy, or Horror where the Earth's technological capacitiesiageciaiiave
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collapsed, and it bears similarities to Utopic/Dystopic fiction in employing alternate universes

(Lucas, 2011). Apocalyptic events can be climatic, manmade, medical, eschatological, or

imaginative in nature (Zimbaro, 1996). In definitiond Sy RJA QG A2y ¢ A a & dzLJLJ2 & SF
presenting its topics, characters, and settings (McHale, 2005), yetaymmzhlyptic/post

apocalyptidiction subsumes these categorical limitations through offering originality,

innovation, and the function of transoéence (Lucas, 2011)ikewise, the range of
apocalyptic/postapocalyptic fiction writers and their choice of topics have grown more diverse,

with the field portraying not only male, Caucasian, superhero types but also a range of
GSOSNERI &8¢ lidBethhidf genddrNaBillYy, ayd;, abd socioeconomic categories

representative of a larger population.

Today, more people are reading apocalyptic/papbcalyptic literature than ever (Cohen &
Pielak, 2016), with the public displaying an ongoing interest in the genre since the appearance
of the COVIEL9 outbreak (Kirsner, 2020). Coinciding with this poprdading movement,

some university composition faculty are integrating apocalyptic/pgscalyptic fictional

themes into their classrooms (Shimkus, 2012). Yet, reading and writing apocalyptic/post
apocalyptic fiction provide students with more than jusiense of escapism. The genre allows
readers to explore topics they might not encounter otherwise and to think critically in
SygrarzyAy3d Kz2¢ || GSEGQa AYF3IAYSR NBIFfAGASE |
themselves have experienced or mighté (see Grossman, 201R).college, students must

learn to envision their personal backgrounds as fitting within their wider locale (Weis,
Benmayor, O'Leary, & Eynon, 2008)turn, writing teachers selecting apocalyptic/peost
apocalyptic stories as foctexts for reading and writing assignments can assist students in
investigating and sharing their individual, family, social, and career aspirations, as well as any
fears they hold about their future webleing.

Most faculty of readingand writingrelated courses forgo the option of giving their students

assignments related to the apocalyptic/pespocalyptic genre. Comparablpany instructors

avoid utilizing storytelling, including digital storytelling, in the classra@spite its similar value

(Holtzdatt & Tschakert, 2011; Pyne & Means, 2013). Responding to tleedexts, as a teacher
implementing digital, multimodal, writing course design inan uppe8 St = a2 NAG OGSy |
aSRAIFE¢ Ofladas L 02y aiRSNBR (K Se Engfish ®afoiisitd £ & 2 NI
read apocalyptic/postapocalyptic fiction and fashion their own geraéiliated, digital,

Ydzf GAY2REFE a02NBo6221 ! @MIAYISRE INIIKA ViKSa GANBH R HIN
d0dzRSy 1aQ SEI YAVl (A 2apocdypiic/pdskapocalyptie fictlogpeactirgy N1LJdza 2
digital storytelling is another newly lauded method of teaching students to read, think (Robin &
McNeil, 2012), research a togieobin, 2008 and compose work, including writing creatively

(Reyes & Clark, 2013)s a studententered approach, storytelling can be applied to promote
a0dzRSy 1aQ RSSLI tnakingMdLgad 2005 kle me&tihgyfhe yiegds of those

with diverse learning styles (Kortegast & Davis, 2017). Similar to featuring apocalyptic/ po

apocalyptic fictional texts in the classroom, pursuing digital storytelling also encourages

students to contemplate, critique, and act upon cultural norms (Porfilio, Gorlewski, &

D2NI SgaiAx wnmt0X a ¢Sttt I a dCashakelk §FHbeidA 0 K
2018). Indeed, because of an emphasis on representing worldsiedents engaged in digital
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A02NRGOSEEAYT YIe RSY2YalGNIGS Y2NB AyiSNBad Ay
(Suwardy, Pan, & Seow, 2013).

Through digital sirytelling, students can learn digital technology and participate in multimodal

writing by merging oral storytelling, print writing, and technical applicatiéiso valuable to

0KS RAIAGEFE S Ydzf GAY2REf O2 YL A&A (dighaftexBhstad a N2 2 Y
ONBI GABS NBLX I OSYSyYyd F2N) a2YS GUNIXYRAGAZ2YI T €& &
(Comer, 2015), a scenario promoting their discovery of the literate performances attached to a

range of multimodal texts (Jacobs, 2013). Wdtbital storytelling, students can practice process

writing by choosing a topic and conducting research; composing an alphabetic textual narrative;

and developing its corresponding pictorial and audial components (Sheafer, 2016), including

images and grdpics, a recording of the author reading the alphabetic text, and music and other

sound effects. Moreover, students employing digital storytelling can implement differing modes

in arranging, synthesizing, and presenting their informati€ar{egast & Davi®017;Wang &

Zhan, 2010) in order to generate important tales for themselves, define their content (McGee,

2014), reflect upon their work (Yang & Wu, 2012), and share it with the public to garner a

greater audience (Robin & McNeil, 2012).

Forthestud Qa a2 NAGGOSY YR xAadzZ t aSRAdapocalgptidc aa> aid
novels, including graphic novels, and generated a digital storybook based upon an

apocalyptic/postt L2 OF t @ LJAA O S@Syid F2N) 2yS dzyAdd ¢KS O2
novel,Blindnes® My 0 T WS Intg thd Forast i thbypR @& / 2 N€Mhe®oaa O/ | NI K
OHNnNncOT al NIDyNBdiCrakdimwR2R2ROEA YR w20SNI YAN] Yl YyQ:2
graphic novel episoddhe Walking Dead: Volumg2013). Students also wated films

associated with some books and discussed genre conventions for apocalyptiafpmsilyptic

works (see Rubens, 2012). In composing the storybook, students utilized PowerPoint, a user

friendly program familiar to most students through which theylemented written,

alphabetic textual; pictorial; and audial elements in crafting a digital, apocalyptic/post

apocalyptic narrative based on an event they believed could occur in the future (see Mackey,
Hanyod 1'a GKS | aaa3ayySwsiveeto ) tBihkNdfidaly2) e2pio@ S Ol A @S
and research their personal and social concerns (see Coscarelli & Ribeiro, 2018; Porfilio,

Gorlewski, & Gorlewski, 2017); 3) display creativity; 4) demonstrate a digital, critical multimodal
literacy and digitamultimodal prowess in composing alphabetic text and mixing it with visual

and aural elements in order to participate in the larger, social power structures at play within
RAIAGIE YdzZ GAY2RIf GSEG&E 04S5SS / 2Y0SNdess bAE2Y X
GNAGAYTE 2N RNFFOAYIS O2YLIRaAy3as YR NBEGAAAY T
6) reflect on their work.

The storybook unit contained assignments asking students to both study samples of digital
storybooks and produce their own. f8ee beginning the storybook, students viewed examples

on YouTube, many of which came from my previous classes, as a guide to envisioning their tale.
Then, to foster critical thinking skills and conjure a storyline for their book, students
brainstormed fortopics both connected to their identity and imminent concerns, including

those linked to their family, friends, disciplinary focus, and home. Once students decided upon
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a storyline, they storyboarded their narrative by sketching scenes on paper, jotbhggints,

and noting key dialogue. In imagining their storybook, students also opted for their tale to be

serious or humorous, realistic or fantastical, and presdmy or futuristic. After composing

GKSANI yI NN G§ABSQa G SE i tudents decidedAikewd adtv Fnlich @ NR R 2
would appear on each PowerPoint book page, in some cases using only pull quotes. Separately,
students recorded themselves reading their story and inserted an audio clip per page to match

the corresponding chunk of viren text, as presenting a narrating voice is an important

component adding a sense of reality to a digital tale (see Alonso, Molina, & Porto, 2013).

Moreover, some students included music as aural background. Finally, students selected photos
and/orimagéi 2F GKSANI OKIFNJ} OGSNBRX aSididAay3daz | yR LINZ
SYRY L o6dsaAafd I Ofladaa 6So0aAidsS G2 akKz2gO0lFasS addzR
Begoray, 2017), and some submitted their work to the undergraduate literarmgduBesides

producing a digital story for the unit, students wrote a reflective essay discussing how they

generated their tale, for whom, and why, as well as contemplating its design and focus.

Additionally, students commented on exploring and researckiieg personal and greater

concerns as a background for their tale and speculated on whether the apprehensions they

NI A&ASR O2dzZ R 0S daz2f OSRe¢ az20Alfteé& 0aSS / 2KSy
assignment questions). This article, inwng a threeyear case study, explores and assesses a

digital, multimodal, storybook assignment conforming with the apocalyptic/agsicalyptic
genre,aswellgsaNB Tf SOGA PGS Saale o6FaSR dzLl2y (GKS F2N¥YSNH

Literature Review
Reading and Wrihg Apocalyptic/PostApocalyptic Fiction
Ly SELX 2NAy3 O2f t S Japocalyptic/tostapdedlyptic Beranifemehy Sy i 2 F
writing classrooma small number of research designs exist. These studies, where students
read and/or compose work related tpocalyptic/postapocalyptic literature point to valuable
outcomes, with students utilizing their critical thinking skills and imagination, rarestigating
and researching their personal and social concerns connected to the genre. In thyedrst
composition (FYC) classroom, Katherine Hiser (2Xtil@ed postapocalyptic novels, so her
students could discuss the individual, cultural, and mrnmental issues raisedomparatively,
Jay Shimkus (2012), teaching FYC, assigned speculative fiction, including dystopiatonovels,
engender dialogues about current happenings, as well as the potential horrors that a society
could impose individuallydh O2t f SOGA GBSt &ed Ly AYIIAYAYyI K2g i
students identified who and where they were in the present time and how their actions and
ideologies might either forestall or precipitate an apocalyptic occurrence. Meanvhaey
Mackie (208), also teaching FYC, employed dodtJ2 O} t 8 LJGA O G SEG ae Ay Of dzR
Road to assist students in critically and creatively envisioning futuristic events similddgt
study involving Amy Rubens (2012), who asked FYC students to readyppolsist-
apocalyptic literature and write gentaffiliated stories, is especially relevant. By both reading
and authoring apocalyptic/ podt LJ2 OF f @8 LJGA O FTAOGA2Yy > wdzo Sy Qa 4&id
with its elements, leading them to understand stdyt f A y 3Qa LJdzZN1J2&4Sa Y2 NB 3
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Engaging in Digital Storytelling
A small number of studies describing the inclusioadcalyptic/postapocalyptic literature in
the college writing classroom exist. Likewise, the same is true of tesdling college
aGdzRSyiaQ Sy3alFr3asSySyid Ay aG2NRBGStfAy3aS Ay Of dzRA
often overlapping outcomes with students implementing critical thinking skills, utilizing their
imagination, and investigating their individual and cultudsals.Current curricular designs for
storytelling, including digital storytellindescribe studentenrolled in a basic writing (BW) class
who engaged in the practice. In implementing a storytelling format, AnBianegiani (2014),
aBWteacher,found KI § A G FFOAfAGFGSR KSN) addzRSydiaqQ Sy
a process necessitating their critical thinking skills. Similarly, Soba-BRandind Mary Sepp
(2014), teaching BW, determined that participating in digital storytelling presktiteir
students with sekdirected learning opportunities, prompting them #&xamine their personal
and social concerndMoreover, through digital storytelling, as BafiRio and Sepp concluded,
basic writers can compose a story and shape it into a digitaltimodal, and multidimensional
experience, encouraging their sense of creativity and a digital multimodal prowess. Finally, for
Rebecca Mlynarczyk (2014), storytelling assists basic writers in undertaking various academic
writing processes in order tgain a greatedexterity in drafting, composing, revising a text for
'y dzZRASYyOSQa @GASgAYy3IZ. YR NBFESOGAYy3I dzll2y GK

Employing a Digital, Critical Multimodal Literacy by Composing Digital Storybooks
For college students, the relevance of readirggating to, and writing apocalyptic/post
apocalyptic stories, as well as that of composing digital tales, has been established. However,
RSALIAGS oKIG Aa 1y26y> Y2NB Oly 6S aidldSR | 02
generation of multimodal textthemselves as an important educational design, with the
National Council for Teachers of English ((NCTE] 2005) calling upon teachers and students to
study and fashion multimodal texts. Enacting multimodality involves embedding diverse
elements within a coposition that provide unique ways for students to read and formulate
texts (Kress, Jewitt, Bourne, Franks, Hardcastle, Jones, & Reid, 2005). Likewise, applying a
critical literacy lens to a work involves not only detailing its design choices but alyziagats
racial, gender, and/or cultural structures as power frameworks (Rankine & Callow, 2017).
Indeed, through multimodal composition, students can understand how the traditional defining
of author, audience, genre, and linear sequence can be broadgnadY 2 h QI I f ft 2NJ y 2 ¢
E., 201% One way related to the current study in which students can achieve a greater critical
fAGSNIOe Ay FylftelTAaya 20KSNEQ ¢2NJa A& o6& F2N
structures (Comber & Nixon, 28; Exley, Woods, & Dooley, 2014). Additionally, generating
multimodal texts assists students in thinking critically and-@e#ctedly in employing differing
modes for their particular communicative rationales, showcasing their artistic and creative
sensbilities (NCTE, 2005), aaffirming and documenting their individual and cultural
backgrounds (Ajayi, 2015yleanwhile, students who construct multimodal texts with digital
features, such as digital stories, can include videos, sounds, graphics, icadjes)ors in their
work (see Coscarelli & Ribeiro, 2018) in order to increase their digital multimodal prowess, as
well as achieve a greater dexterity in drafting, composing, and revising a narrative.
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In the literature reviewed, some students read andierote apocalyptic/postapocalyptic

fiction, while others composed stories, with a few implementing digital and/or multimodal

elements. Suchexampl€2 Y i NA 6dziS (2 RA&AOdzaaAz2ya 2F &0GdzRSY
diverse genre and modal fornfseeCoscarelli & Ribeiro, 201&onetheless, a gap in the

research remains concerning the questiornofv the curricular practices of reading,

responding to, and writing apocalyptic/peapocalyptic stories, as well as composing digital

tales, could be combined into a singular assignment, the digital storybook, and with what

success. Indeed, the literatugedzi t A yAy 3 02t S3S addzRRSydaqQ Sy3atr 3
apocalyptic/postapocalyptic fiction and producing stories more generally tends to be largely
theoretical (i.e., Ajayi, 2015) or anecdotal (iMdlynarczyk, 2014)acking many or all of tlse
FSIFGdzNBayY | RSGFIAf SR RSAONARLIIAZ2Y 2F ailidzRSydaoQ
substantial enough sample of student participants from which to draw resultsBaagdiRao &

Sepp, 2014 a categorical delineation of how many students improveeirt compositional

practices, which ones, and to what degree; and a digital and/or multimodal component (i.e.,

Rubens, 2012). Additionally, the studies reviewed did not employ an exploratory model

framework or utilize a greater number of instruments frorhiah to benefit.

Thus this article explores and assesses a major assignment, a digital, multimodal storybook
conforming with the apocalyptic/posapocalyptic genre, as well a reflective essay based upon

GKS F2NX¥SNDa NBYRSNR eIedearchjdkktions:HowaddedzRe > L a1 S
foregrounding digital, multimodal writing assignments, such as a PowerPoint storybook, affect
d0dzRSyiaQ mo ONARGAOFE GKAYlAy3a &a1Aftf&T wHO SEL
concerns; 3) creativity; 4) digitadritical multimodal literacy and digital multimodal prowess; 5)
RSEGSNAGE Ay RNIYFlOGAYy3IS O2YLRA&AAY3IS YR NBGAAAY
6) ability to reflect upon their work, as well as identify with the apocalyptic/mysicalypic

ISYyNBQa adzoa2SO00 YI iGSNK

Method

Research Site
From 2017 through 2020, the study was conducted at a rural Oklahoma university serving the
aldrisSQa t26SaiG AyO02YS O2dzydieéd ¢KS G286y oKSNB
0NAOSQa kelcdigé itsdlf ays dulgite di tribal nation jurisdiction. Many
undergraduates have loamcome backgrounds, 57% are figgneration students, and 30% are
Native Americans, mostly Choctaw and Chickasaw. Academically, only a little over 11% of
students gaduate within five years, and 28% finish at all, even though, according to prospects
at similar institutions, students should be graduating at a rate of over 39% (Deidentified
' YAOGSNARAAGE aClFO00221Z¢ HAM®DPL D ¢ KoméSuddnis, G KS ai
including rurally located and racial minorities, face persistence issues as marginalized groups.
Regionally, highh LISSRX AYGSNYSiG ASNBAOS |taz2 NBYFAYya a:s
GRAIAGEFE RAGARSZIE¢ aSS DIS)YoonBqdeAtl, LpoadnRithg&thd > 9
university, most students possess little experience with composing digitally and do not own
household computers. Before the COMI®outbreak, many students also drove to campus to
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utilize computer labs but then tond other means of completing their work, such as sitting in a
fastF22 R NBAGEFdzNI yiQa LI NJAy3I 238 FyR dziAft Al Ay 3

Research Methods
Having Institutional Review Board approval, | designed an exploratory case study offering an
G2LILR NI dzyAGe G2 fSEFENYéE o{dGlF 1S mMdoppE LI cud L
2F GKS SEA&AGAY 3 f AlSNI G dzNB 3 didital SoeyhdbkeabBtR K2 ¢ &
possible cataclysmic event would impact their ability to implement multimodal composition
practices, as well as portray their personal and greater social worries. Additionally, |
investigated how the storybook assignment mighS | 84 Saa4SR G2 YSI adz2NB &
outcomes. | utilized diverse forms of data to produce results, including agsssgnment

survey with Likerstyle andopeelSY RS R ljdzZSa A2y azx &aGdzRSyidaQ LINBgI
essays, and classroomos® I G A2y as |ff 2F gKAOK NBGSFf SR | &
multimodal reading and writing practices, critical thinking, research, and reflection.

CdzZNI KSNXY2NB= | OGAYy3 Fa NIGSNBRZ y2GKSNJ NBaSI N
storyb2 1~ YR NBFt SOGAGS Saale FT2NJ KSYSa FyR Ay
Fa GKSANI gNAGAY3I LINPOSaasSad CAylfttes L ONBIFGS

storybook. | selected this assignment for assessment because in prodiycnglients

discussed their identity, and the unit also reflected a measure of their interaction with

Ydzf GAY2RIf RA&O2d2NBESa® 'a& NYXIOSNARAZ ¢S faz O2Y
outcomes.Onafiel2 Ay i aO0Ff ST 6S NI G Sidh; dSveldpientiaiid2 NB 6 2 2 | G
clarification of ideas; diction, style, and voice; audience and genre features; artwork; and

synthesis of information and cohesion.

Sample Demographics
The 80 participants ranged in age from 19 to 48, with the majority in theiy éadnties. Men
represented 42%n(= 34), and women were 58% £ 46). Caucasian students were the
majority, with Native Americans, Choctaw and Chickasaw, ranking second. More than half of
students (= 41) had a combined household income of below $30,004; living at the
poverty level, and most came from rural backgrounds. Additionally, as elsewhere nationally,
aidzRSyia Ay (GKS aiddzRe Qa TF-A9pandemi. RefdidodébiNBforl FFS O
group demographics.

Findings

{GdzRSy 1aQ 9y3aF3aSYSyld Ay 5A3A ddated Quic@nesfar d f A y 3
Storybook

G GKS dzyAlGQa o0S3IAYyYAYy3Is: a42YS addzRSydaszs oKz |

event that might reflect their personal anxieties and/or saci@ Qa 3INBF G§SNJ 62 NNA S &

hesitant to do so. Nonetheless, once they began to explore their qualms about the future,
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Tablel. St udent s6 Demographic Characteri:

Race Caucasian Native American Hispanic/Lating African Asian/Pacific
52% (42) 39% (31) 4% (3) American3% (2) Islander
2% (2)
Age 1821 22-25 26-29 3539 45-49
52% (42) 43% (34) 1% (1) 1% (1) 2% (2)
Annual $0-15,000| $16,00030,000 | $31,00045,000, $46,00060,000 > $60,000
Household | 24% (19) 27% (22) 12% (10) 15% (12) 22% (18)
Income
Permanent| Oklahoma Texas NA
Residence | 81% (65) 19% (15)
Town Size Under 5,00610,000 | 11,00620,000 | 30,00650,000 60,000 +
5,000 23% (18) 21% (17) 11% (9) 2% (2)
43% (34)
N =80

Note: The number of students per category has been rounded to the nearest whole number.

contemplate their personal and larger identities, and decide upon a storyline for an apocalyptic
event, they were eager to produce their storybooks, which, like comics, distilled an idea into a
limited number of frames or pages while offering an entertagnpremise (see Appling,

Weaver, & Lay, 2009). As findings, in composing a digital storybook, a majority of students
fulfilled these assignment criteria to an average or better degree: 1) employed critical thinking;
42) explored and researched personal awtial concerns; 3) showed creativity; 4)

demonstrated a digital, critical multimodal literacy and digital multimodal prowess; 5) exhibited
I RSEGSNAGE Ay RNIFlAYy3IZ O2YLIaAyds yR NBOAA
and 6) displayed anbdlity to reflect upon their work, as well as identify with apocalyptic/post
apocalyptic genre subjects.

Students addressed these outcomes in specific ways. They practiced critical thinking and
creativity in completing prewriting tasks, namely listingithadividual and communal
apprehensions and brainstorming for storybook ideas. Additionally, students explored and
researched their concerns by utilizing internet searches to gather information about
apocalyptierelated topics in which they were interesteMoreover, students employed a

digital, critical multimodal literacky deciding independently how to proceed with their work,

as well as demonstrating a digital multimodal prowess in composing alphabetic text and mixing
it with visual and audial elemesf y dzi A f AT Ay 3 t 2SN 2Ay G G2 O2YLJ
pictures and/or graphics, and an edited recording of themselves reading their tale.
Interestingly, as a side note, in addressing PowerPoint, students also showed more
collaboration and unityf intention in their interactions than usual (see Appling, Weaver, & Lay,
2009; Hembrough, 2019). Next, students applied process writing in beginning their storybook
with prewriting, composing and peer reviewing the rough draft, receiving input from ne, a
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revising and producing a final version, thus effecting a dexterity in drafting, composing, and
NEGAaAAYT | YIENNIYGAGBS F2NI Iy FdzRASYyOSQa Sy idaSNI
propelling them to contemplate their reactions to apocalyfyimst-apocalyptic literature,

digital storytelling, and multimodality; ponder the concepts and choices behind their tale,

including its strengths and weaknesses; and assess their learning outcomes.

Upon interacting with the storybook assignment, only tvwadents, in the reflective essay,
NBELIZNOSR GKSANI RA&GEATS 2F GFO1ftAYy3 AGY hyS OF
commented on how she had to rerecord audio clips of her reading her story because of

interruptions, including her cat knockimyer items, rendering background noise. However, as

St SYSyida AYLIOUAY3I aidzRSyGaQ dzyAid Ay@2f @dSYSyi
experiences and familiarity with apocalyptic/pespocalyptic, as well as digital texts, influenced

their perceptionof the storybook aSS|gnment (see Jacobs, 2013; Rubens, 2012). Some students,
K2 AYRAOIFIGSRZ 0 (GKS 2dziaSiéisz GKIGO 0KS& GRAR
storybook had reported possessing limited experience with writing fiction and/or csing

Ydzf GAY2RIfféd hiKSNBR FTRYAGGSR (2 FSStAy3a aySN
FdzRA2 FaLlsSoiaod  Siz 06S0O0IrdzaS GKS laaAadayySyidQa
outlooks remained open to their preferences, they found thatytto®uld portray many current

or looming anxieties within their texts. Additionally, as many were familiar with
apocalyptic/postapocalyptic films, students also utilized these as models about which to think
critically and envision their own projects (seatiens, 2012) while retaining their sg@tirpose

and sense of creativity.

As the unit progressed, students discussed the apocalyptic/apstalyptic texts, including the

digital and the graphic, and thus multimodal, novels, we were reading in an inogbasi

complex manner, thus enacting a critical digital literacy. However, not everyone liked the
NBIIRAY3I ftAadQa aStSOtAzyaz a AG o0SOFYS | LILI N
aGdzRSyi Rdzo6SR (KS G(SEiGa 6S #SNPROGDENAKITAAN.
Indeed, as it became clear to me, stereotypes about apocalyptic/gpstalyptic texts and

graphic novels as being unsuited for advanced readers desiring to investigate complicated

topics still exist (see Richardson, 2017). Likevaeer students expressed their continued
LINSFSNBEYOS F2NJ AGNIRAGAZ2YIf€é¢ LINAYG AyadSHFR 27
F2NNdzf F GAYy3I GKS LX 20 6KAETS dziAft AT Ay3d GKS | dziK
2007). Nonetheless, as | mffied for students, apocalyptic/postpocalyptic and graphic novels

Fa 3ISYyNBa OFy LXle | ftAFSt2y3 NRtS Ay aiddRSyi
possess an established literary and cultural merit and provide concepts and patterns that one

might not encounter elsewhere (Gravett, 2005).

In the survey and reflective essay, students identified achieving various outcomes in composing

the storybook, including 1) implementing critical thinking; 2) exploring and researching personal

and social cocerns; 3) expressing creativity; 4) demonstrating a digital, critical multimodal

literacy and digital multimodal prowess; 5) showing a dexterity in drafting, composing, and
NEGAEGAY T I yIFENNFY¥IGAGBS F2N Iy I dzRA Styefe@uponSy G S NI
their work, as well as identify with apocalyptic/pespocalyptic genre ideals. Notably, three
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guarters or more of students reacted positively to nearly all of the associated survey items
tabulated below, thus demonstrating their intereist apocalyptic/postapocalyptic fiction

topics, as well as digital storytelling, with this calculation excluding only the last two items listed
concerning whether students would consider generating future digital storybooks and/or

revising theirdigital @ NB o221 +Fa | OFLAG2Yy S LINRPRFElP 6{ SS
survey outcomes upon completing the storybook

t NPOSSRAY3IS | OO0O2NRAY3I G2 GKS adz2NBSe yR G4KSYS
most believed that the storybook assignmemtengthened their critical thinking, exploration

and research of personal and social concerns, and creativity, as well as promoting their

educational interests. Specifically, as some racial minority students relayed in the reflective

essay, in formulating storybook, they had enjoyed the process of describing and researching

their concerns as a means of constructing their identity and perceived path. One Choctaw

g2YFLyYy O2YYSY(iSR> Ga2KSy L &aftSSLl L KIFI@S RNBIYa
story, | used my reoccurring ideas about how the end of the world might take place, along with

' yS¢ 0S3AAYyYAY I dAmefican|stbdent fr&/Hed any/insighFakddutthbwythe
F4aA3dyYSyid NBIljdzA NBR KSNJ (G2 SES Ndie, |lthougHt digiak S NJ O N.

Table2.Sur vey of S-tepodesl @Qutcories @enlFinishing the Storybook

Academic Outcomes for Digital Storybook Assignment

Strengthened critical thinking skills 95% (76)
Strengthened exploration and researof personal and greater

social concerns 92% (74)
Strengthened creativity 85% (68)
Strengthened critical, reading skills, including reading digital multimodal

texts 97% (78)
Proved useful in learning more about digital storybooks as a multimodal genre 86¢
Strengthened digital, multimodal writing skills 98% (78)

Strengthened drafting, composing, and revising skills in writing a narrative  90% (72)
Strengthened ability to wré for a said purpose, specifically for an

I dZRASY O0SQa SyGaSNIFAYyYSyl 86% (69)
Strengthened reflective skills 94% (75)
Strengthened ability to identify with the apocalyptic/ pespocalyptic

ISYNBQa (2LAOa 95% (76)

Promoted or reinforced educational interests 74% (59)

Prompted student to consider malgrfuture digital storybooks 53%
Motivated student to consider lengthening and revising the current

digital storybook as a capstone senior project 22% (18)

N = 80 students



35 JOMR5.2

storytelling was for children. However, | see how placing pictures in the book and including my
@2A0S Ay YINNI GAYy3I GKS a2 N TehcReRBIRati®nomdjor& S NJ |
claimed that the assignment reinforced their educational interests because they planned to

assign future students to read apocalyptic/pegiocalyptic novels, as well as author digital

storybooks, in their own classrooms. Inaidally, in the reflective essay, students who

discussed composing their storybook more positively also performed better on the unit

assignment.

Il OO2NRAY3I (2 (GKS adz2NBSe FyR NBTtSOGAGS Saal ea
and writing proceses, including a digital, critical multimodal literacy and digital multimodal
LINE6SaaT RSEGSNAGE Ay RN}IFlAy3dIs O2YLRA&AAY3IZI |y
SYGSNIFAYYSYUGT FYyR oAfAGe G2 NBTFE SOlpostzLl2y 2V
apocalyptic genre topics. At least 97% of students {8) surveyed reported that the

storybook assignment facilitated advancements in their reading and writing skills, including

those addressing digital, multimodal texts. Additionally, almost atlets surveyed agreed

that completing the storybook improved their understanding of composing digital multimodal

texts more largely. As a further outcome, in writing the reflective essay, half of student4Q)

also commented that generating the stoiytk strengthened their comprehension of and/or

interaction with general academic writing procedures in some significant way, including their
recognizing the requirement for process writing and revision. One Caucasian student remarked

Ay KSNJ S athoughtabouat the ne&I@oSiiddt a story instead of writing it all at once

and being done. Also, | had never considered the need to keep a story moving in order to

maintain audience interest. In writing my plot, | had to get rid of digressions. Intergstihg

alYS aArddzr- Gazya LI e 6KSYy L gNARGS | yn=I OF RSYA
TcO &AdzNBS@SR>X NBIRAY3I GKS dzyAdQa FAOGAZ2YIEIE 62
apocalyptic/postapocalyptic genre subjects and, by associatiorcontemplate and reflect

dzLl2y GKSANI 26y &ai2NRoO0221Qa GKSYSao

. SaARSa | 002 dzy i kepored FeuNdarivtheatzatsr yird & a@sess&l their
storybook outcomes. We ascertained that students performed highest in the areas of
GaeyikKSaAra 2F AYyTF2NNIGA2Y |yR O2KSaAizy£ | yR a

A

TNO Fdzf FAfEAy3d (KSasS 202S00A0Sad CAYRAYy3Ia &dz3
FARSR Y2aid Ay a&alGArafteiryd UKéeQW%ﬁ%mmEMQé 20KS
GRAOUAZY S aGefST IyR @2A0S¢ IyR al dzZRASYyOS | yR
studentsol’' nyo Fdzf FAEESR Fff adGd2NBo221 3I2Ffazx oAl
{SS ¢F6fS o FT2NJI NBYSARQI OBRSY¥AYSYdzi @FY S d dR2 NJ |

{0dzRSYy1aQ 9EIFIYAYlLGAZ2Y 2F t SNA2YLFf 22NNASE | yF
Character Conflicts in Composing the Storybook
¢tKS addzRéQa 20SNIff FAYRAyYyIa Klcahde @t ®ifowRSt Ay S
the storybook assignment led students to explore their personal and social concerns and
connect with apocalyptic/posapocalyptic genre topics by linking their worries to those of a
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Table3.Rat er s6 Assessment of 8SesdodteerStoylimokAc ad e mi c

Writing Outcomes for Percentage of Assignments Associated with Each Outcor]
the Digital Storybook GAUK aGamé . SAy3a GKS [26S
Fails to Meet| Fair Meets Good | Excellent
Requirements Requirements
1 2 3 4 5
Synthesis of Information 6% 7% 23% 52% 12%
and Cohesion n=>5 n==6 n=18 n=42 n=12
Development and Clarity 6% 6% 24% 36% 28%
n=>5 n=>5 n=19 n=29 n=22
Diction, Style, and Voice 11% 7% 37% 34% 11%
n=9 n==6 n=30 n=27 n=9
Audience and Genre 6% 11% 27% 24% 32%
Requirements n=>5 n=9 n=22 n=19 | n=26
Artwork/Images 7% 33% 39% 9% 12%
n==6 n=26 n=31 n=7 n=10

N = 80 students

main character created for the storybook. Indeed, one prewriasgignment allowed students

to pinpoint their stressors and potentially link them to one(s) that their main character

navigating a futuristic setting might alsofacéE @ SNBER y S| NJ 6 KS dzy A (i Qa

having five partspromoted critical thinkiig, creativity, and process writing. First, students

listed personal and cultural stressors that college students collectively could face currently or

60S13

might have faced in the past six months, with these being listed on the board. Second, students
wrote downpersonal and cultural stressors that they themselves had felt within this period, as
GaidNRy3

gStt I a

G§KSANJ RSaINEBS

27

AGNBY3IGK FTNRY

voluntarily discussed at least one of their individually reported stres§anstth, students
T2N) GKSANI LINRLIZ2ASR
their protagonist might undergo. Fifth, students shared aloud their second brainstorming
g KEK RY KRS AXNS ywit A 3y ORI Nt ©Olii (&

ISYySNI GSR

aSaairzyQa
similarly.

{GSYYAYy3 FTNRY
| 2y OSNYy Ay 3

¢FrofS no

alSioOKSa

Oz2yiGSyitax

KA a

S E S N xepditéd sttess@d if pesehteédini 2 y
AGdRSYG4Q AYRAODARdZ ¢

ai2NER QA

anxiety aboufpersonal, family, housing, and job issues, with the following factors ranking

highest: an existential issua € 38), having responsibility for a partner and/or a child: 38), a
YSY0o SNDa& n¥ B6gRpshchblyggaladiditicint= £8Y Sidstance

Tl YAL e

abuse(n = 28) a problem at workrf{ = 27), roommate difficultyn(= 25), and housing issuas<
25). More greatly and socially, students felt stressed by national economic issaégl], a

potential or actual pandemia(= 51), and plitical conflicts it = 51). Meanwhile, during the

2 F
aidNB
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Table4. St udent s6 Stressors

Personal Stressors Strongly| Very strongly
I FILYAf@ YSYOSNNAE Aya2dz2NBkAf |16 20
l'y SEA&UGSYGALFEt A&dadzS 2NJ I 1jd13 25
Caring for gartner and/or child 12 26
A conflict with a roommate 11 14
I O2yFEAOG G 2ySQa 226 10 17
A psychological condition, such as depression or anxiety 9 19
Substance abuse issues 9 19
A reduction in income 9 13
Going out with friends more dess than usual 9 12
A conflict with a spouse/partner 8 20
Housing issues 8 17
I FFEYAf@ YSYOSNDRakFITNASYRQa R 7 9
Transportation issues 6 10
Sleeping more or less than usual 5 4
An argument with a parent 4 10
A significant personal injury or illness 3 14
Issues with a teacher 3 5
Eating more or less than usual 3 3
Difficulty in choosing a future career 1 8
A legal issue 0 8
Being pregnant 0 5
A personakeparation/divorce 0 2
Having sexual issues 0 2
Greater Social Stressors Strongly | Very strongly
An act of God, including a tornado, hurricane, earthquake, etc.| 7 28
National political issues, such as a presidential election 3 48
[ 2dzy iNBE QA YyIGA2y It Ay@2f @gSY§ 3 18
Environmental sustainability issues 3 14
Homelessness 2 12
Immigration issues 2 4
Substance abuse issues 1 7
Economic issues, such as a recession 0 54
A pandemic 0 51
Threat of terrorist attacks 0 8

N =80
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aidzRéQa TFTAYIt &SI NE & dzRS ydichrRiderajolsi vt an Sciual 6 S NB
LI YRSYAOQa | LIISEFNFYyYyOS:T NBfFGSR SO02y2YAO ONRAA

As delineated for the cts prewriting activity, students outlined their set of stressors, as well as

those of their potential main character, in order to seek direction and gain inspiration in

composing their storybook. Afterwards, upon finishing the storybook, students viewsd th

prewriting material again to assist them in producing their reflective essay, a segment of which
entailed gauging potential connections between themselves and their main character. Notably,

for raters, as a reference point emblematic of both sets dfwirA y 33 Yl yeé aGdzRSy (a
a20A1t O2yOSNya oSNB | 23a20AF0SR gAGK FI OG2NA
9gSyita [/ KSOlfAaGéE T2NIbQaifA25aS fadlizdzRISlydaRsS yol[ aSa (1652
college enroliment correlatevith their longterm psychological webeing (Lee & Jeong, 2014),

GAUK G2RIFé&Qa dzy AGSNEAGE aldzZRSyda 2F GKS GNI RA
poorer psychological conditions than those of previous generations (Greene, Jewell, Fuentes, &
Smith, 2019). Among their anxieties, students at large feel especially apprehensive about the

status of their physiological and psychological health, family relationships and friendships (Lee

& Jeong, 2014), college loan debt, and other financial problgteskman, Lim, & Montalto,

HaAMNnOZ +F FAYRAY3I OGKIFIG GKS OdzNNBy (i aiddzRe SOK2S
personal and social concerns both within the class and their storybook. Additionally, first

generation and rural students feel lessademically prepared for college than do their peers, as

well as doubting their ability to graduate (Morton, Ramirez, Meece, Demetriou, & Panter, 2018)

and do well academically (Lee & Jeong, 2014), further findings ringing true for the current

& 0 dzR & YauraNagdiinsteneration student population, with many students worried about

their relationships with instructoran(= 8) and capacity to do well in their classes @1).

. Sa4ARSa ARSYyGATeAy3d aiddzRSyiaQ IyR G4KSANI OKI NI
activity and reflective essaj)dd 4 SNB @GASHSR addzZRSydaQ aidtz2NRoz221 3
their rendering of character traits, plotlines, genre aspects, sexbndary characters. (See

Table 5). In an apocalyptic/peapocalyptic story, one can envision the last days as a challenge,
journey, battle between two forces, and/or an introduction of alien forces (Leigh, 2008).

/| 2NNB aALRYRAY3If &3 aitwitwBuShhaliefgeadSpfot phitlerdsi SNE RS

In composing the storybook, students utilized critical thinking skills and creativity, as well as

enacting a sense of critical literacy skills and comprehension of the apocalyptiejposalyptic

genre, in presenting the new worlds and troubles their eltéers faced for an audience.

Additionally, most students acknowledged thp&rsonal and social concerns or stressors in

F2NNdzZ FGAY3 GKSAN YIAY Otudddtshéldapdiehensgonsa G Of Sa @
related to their ownphysical and/or mental hedth, as well as possessing worries about family

issues, and their characters struggled with these same problems if in larger numbers. For

example, almost a fifth of students € 17) reported experiencing a major personal

injuryl/iliness, and over a quartén = 28) faced depression or anxiety. Similarly, around half of
aGdzZRSy0aQ YIAYy OKI NI Olrs=\eH) arid/brdeltieprésSRor anyioud y 2 dzNE
(n=54). On another note, almost half of students felt concerned about being responsilale for

partner and/orachildfl’ oy 0 FyYRk2NJ KI yRfAy3 | FTh¥3¥r e YSYo
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Table 5. Themes for Character Traits, Plotlines, Genre Aspects, and Secondary
Characters that Students Generated in the Storybook

alk Ay /[ KIN}OGSNDRDa ¢NIAGA

Character represents a superhero (0).
Character has a secret power/skill (0) or special prop, like a sword (0).
Character has a special or known flaw/weakness (6).
Character possesses a sense of fear (57), anxiety or depression (54), alienatiapd®g),
(48), indecision (47), uncertainty (43), and/or anger (54).

Story Plotline Type and Conflicts
Story relies upon causal events, with a beginning and ending, and the story is a comed
or tragedy (60).
Story is operended (68) or closednded (2).
Story involves an actual journey in time and space for the main character (57).
{G2NB A& o2dzi F OGN dzyF GAO0 S@Syid F2NJ (K
6npoT FTNASYRQAa RSF (K 6 mm 8ubstace ashi2)L InddE 2 y
mental health condition, such as depression (38) or anxiety (39).
{G2NEB A& F02dzi GKS RNHzI OdzZ GdzNBQa y Sl
Story is about a natural or mamade disaster/emergency, includirgfire (7), tornado (1),
earthquake (1), hurricane (11), bombing (14), war (28), and/or pandemic (26).
Story is about a change in political leadership (45), including through the arrival of alien
forces (12).
Story includes negative events for the malraacter, including abandonment (56), physic
fighting (42), rape (14), cannibalism (9), harsh elements (47), and/or slavery (21).
Story includes positive events for the main character, including marriage (11), the birth
child (9), the act of applyg new skills for survival (59), and/or the assumption of a
leadership role (36).

Genre Aspects
Story involves a lesson or moral that the main character learns (61).
Story is realistic or plausible (51).
Secondary Characters
Story has a guide, including a parent, god figure, coach, etc. (38).

N = 80 students

GKAES | 1S@ 02y FtA00 SAUGKAY aldzRS#cGther G f Sa
student worries included housing € 25), job 6 =27), and/orpregnancy issues £ 5),

gKSNBIa addzRSyiaqQ OKIFINIOGSNE SELISNASYOSR (KS
abandonment it =56), living in harsh elementa €47), slaveryr{(=21), and/or raperf = 14).

. SaAARSa 0SAy3 (A Sévflidis2thei thlezRaBed atterdion tdfaMdr 2ufurat O
uncertainties. More than half of students were bothered by the statugaditical h =51) and

economic mattersr(=54), along with the threat or actuality of a pandemic<51), themes

A
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portrayedin a quarter to nearly half of their tale€omparably, approximately half of students

(n = 35) were leery about a possibly impending act of God, while over a quaretl() felt

YSNB2dza Fo2dzi | LRGSYGAlt 2 dzio tdisastersantluding NE & A
a war (1 =28), pandemicr{=26), bombingt =14), hurricanerf=11), fire =7), tornado (=

1), and/or earthquaker(=Mm0 ® 06 { SS ! LIWISYRAE LL F2N aidzRSyiaQ

Ly 20KSNJ gl &@asx & iamRiBeif dréudstarides\ajso poekdntbd-aQarafalt
a0dzRSyiaQ tA0Sa (KSYaSt@dSaod C2NJ AyaiulyoSs yz2
GadzLISNKSNRE 2N a2YS2yS gAGK || aSONBiO LIR2oSNkal]
similar to the stidents, their main characters could be considered average people, with only six
characters possessing a known, supernatural flaw/weakness by which they were defined. Most
students also wrote realistic or feasible tales=(51), rendering the types of roatbcks with

which their characters grappled as possibly similar to those that students themselves faced.
Separately, just as many students desired advice from teachers about completing their
assignments and/or beginning their careers as per their liseefls to be addressed, some of

their stories also featured the role of guides or mentars(38). Likewise, as a plot choice,

Y2al addRSYy(aQ &endetlfh=S58), phidllafihgkhgiSekisteddelst yhis point,

open to diverging roads in termg a profession, romantic relationship, and/or decision to start

a family. Indeed, as students mused upon their careers, alliances, and settings, many stories
involved a lesson or moral that the character learned ©1) and/or journey takem(= 57).

Discussion

¢2 YIEGAALGS 6AGKAY @FNRA2dza GaeaidsSya 2F YSFEYyAy
read and compose work in multiple textual modes and genres, such as through practicing digital
storytelling and writingapocalyptic/postapocalyptic fiction. Within the study, regardless of the
AGNHZA3ES 2y 42YS al0dRSYyGaQ LI NIZI LINRPRRdAzZOAY3 |
their composing capabilities, especially concerning multimodality aspects. Likewise, in

generating a storybook, all were willing to contemplate their individual and larger social

concerns connected to identity factors of gender, race/ethnicity, background, major, family and
career expectations, and location in some significant way, includiriglgg them to

apocalyptic/post L2 O f @ LJGA O FAOGA2Y QA fSAGY20AFad 2KSy
possessed a limited experience with reading and/or writing both apocalyptic/gostalyptic

literature (see Shimkus, 2012nd digital storybookgseeBandiRao & Sepp, 2014¥till, most

were able to grasp and enjoy the storybook assignment with its interdisciplinary focus and

digital, multimodal elements. Many students, as English majors, reported their continued

preference for writing alphabetibased texts, yet nearly all were willing, especially the creative

writers, to commit much time to digitally composing the storybook.

For the study, foregrounding digital, multimodal writing assignments, such as a PowerPoint
storybook with alphabetic textnixed with visual and audial elements, assisted students in
addressing key compositierelated processes, including 1) critical thinking; 2) an exploration
and research of their personal and social concerns; 3) creativity; 4) a digital, critical multimoda
literacy and digital multimodal prowess; 5) a dexterity in drafting, composing, and revising a
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YENNI GABS F2NI Iy FdzZRASYOSQa SyuSNIFAYYSYyOGT |y
as identify with apocalyptic/posapocalyptic topics. Indeedyerall, at least 85% of students (

= 68) surveyed reported that the storybook assignment facilitated advancements in these

categories for them. Arriving at a similar figure in utilizing comparable writirtgomebased

criteria, raters assessing the sytwook assignment also found at least 82% of studemts §6)

were also able to synthesize information and create cohesion; develop their work and offer

clarity; utilize the appropriate diction, style, and voice; and meet audience and genre

requirements inundertaking this task. These se#fported and raterassessed results, with a

high degree of overlap, indicate that the storybook assignment benefited a good number of

students in achieving various compositioriented outcomes valuable to the larger ceer

Largely, this study is significant in providing writing teachers with information about the

benefits and obstacles involved in formulating a digital storybook with an apocalyptie/post
apocalyptic outlook for a multimodal composition course as an assqt hereto undescribed

Ay GKS fAGSNI GdZNB® ! RRAGA2yFftex (GKS ad{idzRe 27
reported and raterassessed outlooks, patterns, and outcomes upon producing a digital

storybook. Moreover, the study is unique in pretieg a set of student stressors and a list of

fictional literary devices and categories affiliated with character, plot, and setting types that

students rendered in their storybook, with many students aligning their anxieties surrounding

death; injury; digase; and the loss of family, friends, livelihoods, educational pursuits, and

homes with those of their main character. Altogether, thus, the study fills specific gaps in the

f AGSNI GdzNB® | TS¢ adGdzRASAa RA&Odelydarcayki 22RMSy (1a Q LI
including digital storytelling (i.eBandiRao & Sepp, 20)4while others portray their

composition of apocalyptic/posapocalyptic fiction (i.e., Rubens, 2012) or at least a response to

GKS 3ISYNBQa (KSYSa OthedBrenEstutlyiszuigN&in combining) @ | 2 6 S &
multiple genre elements in a single assignment. As a further factor separating past studies from

the current one, the existing literature is limited to portraying students enrolled in basic writing

and firstyear @mposition classes, while the current study contributes to the spectrum in

depicting a population of English majors enrolled in an ugpeision, multimodal writing class.

In other opposition to the current study, the prior literature available tendseéddrgely

theoretical (i.e., Ajayi, 2015) or anecdotal (iMlynarczyk, 2014)acking many or all of these
FSIFGdz2NBayYy | RSGFAf SR RSaAONARLIIAZ2Y 2F (GKS 0O2ydsS
assignments enacted; a substantial student sampenfivhich to draw conclusive results (i.e.,

BandiRao & Sepp, 20)4a categorical delineation of how many students improved their

composition practices, which ones, and to what degree; and a digital or multimodal component

tied to the task (i.e., RubensQ22). Also, the studies reviewed did not employ an exploratory

model framework or implement a greater number of study instruments from which to benefit.

According to study findings, as the first assignment outcome, the storybook assisted students in
building their critical thinking skills (see Coscarelli & Ribeiro, 2018), creativity, and

comprehension and identification with apocalyptic/pesgpocalyptic subjects. In composing
apocalyptic/postapocalyptic texts, writers can test the basic theories that gedmwld about
GKSYaSt gSaszx AyOfdzRAYy3d (GKS 02y OSLIi 2F oKFG Al
interacting with both apocalyptic/postpocalyptic fictional texts and digital stories can provoke
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students to contemplate, critique, and act upon culilnorms (see Porfilio, Gorlewski, &

D2NX S6a 1A HAamtTO® ! LK2fRAY3I YR SEGSYRAYy3 &dz0

storybook assignment also prompted students to explore apocalyptic/ppstalyptic themes,
ones they might not encounter otherse, and think critically in positing relationships amongst
humans and their current and future world (see Grossman, 2012). Such contemplation proves
important, as many people concentrate on preselaty issues, with an inability to conceive of
what could le ahead. Similarly, for the study, the storybook assignment provided students with
opportunities to showcase their creativity, as the task compelled them to choose from an
unending array of characters, plots, settings, and styles in examining everydaisgsesnd
LI2aAy3 GKS [dzSadAz2y> G2KIFEG AFTKE 5dzNAy3a GKS
affected by the advent of COVI, making their problems and circumstances seem
apocalyptic in nature as never before, as some remarigmhdapocalyptic/mst-apocalyptic

fiction affords for originality, innovation, and transcendence (Lucas, 2011), and in the
storybook, students, drawing upon their stressors, backgrounds, and experiences, utilized
material generated from their prewriting exercises similanlyportraying memorable

characters located in interesting situations, with existaagial, political, biological, and/or
ecological systems having gone amudktably, a few students even formulated tales offering a
fictional reaction to COVHD9 itself kecause, as they explained in their reflective essay, they

i K

g YyGSR GKSANI g2N] (2 o0S aNBtES@OlIyié¢ (2 GKS LINB

As the second, related assignment outcome, the storybook aided students in exploring and
researching theipersonal and greater cultural concerns (see Porfilio, Gorlewski, & Gorlewski,
2017). Within and outside of the classroom, students read and write to comprehend the
universe around them and how they connect to it (Grossman, 2012). Likewise, in the &tidy, t
storybook assignment led students to embody this stricture by analyzing and researching their
surroundings and pondering how they and their stressors were linked to the larger landscape.
During the COVHD9 outbreak particularly, students became consuhwath locating

information about how they and their plans and dreams might be affected physically, socially,
and economically by the virus, and they fashioned characters facing similar wésias.
studentcentered approach, storytelling can be employedstimulating deep learning and
meaningmaking(McLean, 2005), whilstudents engaging in digital storytelling may show more
interest in the subject matter being taught than otherwisugvardy, Pan, & Seow, 2013).
Correspondingly, for the study, studeratso reported that the research they undertook was
Y2NB GdzaSFdzZ ¢ G2 GKSY GKIYy adzadz- £ ¢ a4 GKSe@
possess some present or future personal impact. Moreover, having connected with the
apocalyptic/postapocalyptc genre and its painting of diverse heroes by race, gender,
background, and economic condition, students constructed their characters as being ordinary
yet complex people, who, like the students themselves, could become heroes in a new world

no matter ther individualand group attributes (see Coscarelli & Ribeiro, 2018). Notably, by
tackling a digital storybook emphasizing oral and visual communication patterns, some
marginalized students, facing racial, educational, and economic inequities, also féomnoa

for their stories where they could express the natures of their histories, cultural traumas,
practices, and communication styles and preferences (see Royal, 2010). Likewise, the storybook
FAaaAadyyYSydz aAYAEIFN G2 | O@prdsadiQiiir teS thieudgiNA y 3 =

A

LJ
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the use of metaphor or a fictional stance, allowing them to cover topics, such as pregnancy,
suicidality, the death/injury of family members, and homelessness, that are difficult to present

(see Eisner, 1996n the reflechk S Saal &> 2yS / K20GF ¢ aididzRSyada O
ISYNB>X GKS FdzidzNB Aa 2Ly ¢KFGQa 3I22R F2NJ YS
that people tell are closed, over, past tense, historical, end of the line. What about me? My
storyiscdza i 6 SIAYYAYy3IZ FyR 2yfeé L Oly &aKdzi GKS 062

The third assignment outcome with which the storybook aided students learning to navigate
PowerPoint was in bolstering their digital, critical multimodal literacy and digital multimodal
prowess in addressing K S f 201 £ SQa RAIAGEFE RADGARS 6aSS b/ ¢
Fa I ONBFGAGBS NBLIEFOSYSYyld F2NJ 20KSNJ aGNFRAGA?Z2
students may investigate the literate performances attached to diverse multimodal tsegs (

Jacobs, 2013). Indeed, within the study, students discovered that a textual message containing
multimodal elements is different than one without them (see Coscarelli & Ribeiro, 2018). On

this point, students discussed how implementing multimodal eletsavithin their story,

including sound, images, and color, added to its complexity as modes that viewers would have

to consider as they read the alphabetic text. Notably, in the reflective essay, students reported

that by inserting a voice recording of thieli 2 NE Q& | f LIKF 6 S3GA 0O GSEGET GKS¢
information about the narrator, while including pictures and images produced a more detailed
configuration of the setting, and implementing background music presented a specific mood for

the story. $orytelling can also be utilized toeet the needs of students with diverse learning

styles (Kortegast & Davis, 2017). Comparatively, in the study, the storybook assignment

promoted the strengths of a range of students, including those who preferred enmglayal

and/or visual elements over the written alphabetic text. As another valuable feature of digital
storybooks that is also similar to that of comics, the former permit students to present their
GFrfSa Ay | YSRAdzY (GKI G  theBMisé (sef BignerKI296)Rn NB I RS NA
response, for the study, students were eager to share their storybook not only with one

another but also with family, friends, and the larger public, with two students showcasing their

work on Facebook. Overall, through ilid) multimodal composition, students can compose,

formulate, and publish their work in a manner impossible before its advent (NCTE, 2005), with
GKAE O2yGSEG o0SySTaldiAay3a GKS addzReQa aiGdzRRSyda
chosen modal eleents, purposes, and talents.

1'd GKS F2dz2NIK 2dzi02YS> GKS aid2NRro221 LINRBY2GSR
NEGAaAAYT | YIENNIYGAGBS F2NI Iy FdzRASYOSQa Sy idaSNI
reflection.Largely, through the aggiment, students applied process writing by synthesizing

their ideas (se&ortegast & Davis, 201 Presenting and arranging information (see Wang &

Zhan, 2010), generating important tales and defining their content (see McGee, 2014),

reflecting upon theiwork (see Yang & Wu, 2012), and sharing it with the public to capture a

larger audience (see Robin & McNeil, 2012). Indeed, in fulfilling the assignment, as many

students declared, they engaged in process writing if only because the assignment sequence
prevented them from sitting down the night before the storybook was due, writing for a single

period, and submitting their work. Instead, students had composed their storybook in segments

that fit together in selecting a topic; conducting research; compoamglphabetic textual
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narrative; and developing its corresponding pictorial and audial components (see Sheafer,

2016), including images and graphics, a recording of the author reading the alphabetic text,

and/or music and other sound effects (see Wangh&ry, 2010). Additionally, for purposes

beyond the class, at least a dozen students planned to expand their storybook into a longer
LASOS® hyS &ai0dzZRSyid NBGSItSR Ay KA&a NBTFTESOGAOGS
gKIGQ&a 3A2Ay 3 naystorik Mbstides, | gebup and wofk on it. That never

happened with any essay | wrote for a class. | used to struggle to find ideas, get interested in

GKS (2LIAO0OT YR YI1S (GKS g2NR O2dzyi® b2gx L (S
abodziT YST o6dzi y20G lFo2dzi YSH 22dzA R &2dz tA1S G2 a2
Saaleé 0SOlIdzasS A4 KSEfLISR YS FAIANE 2dzi Yeé &aidz2N

Study Limitations and Future Directions

This study has shown that foregrounding digitaultimodal writing assignments, such as a

t 26SNX 2Ay0 ad02NEBO02271 3 LINEY DbasEdrkillg, indadiggylYi & Q @I NA
critical thinking; 2) an exploration and research of their personal and social concerns; 3)

creativity; 4) a digital, critial multimodal literacy and digital multimodal prowess; 5) a dexterity

AY RNIFOGAYy3A: O02YLRaAYy3IZI YR NBGAaAAY3A | yI NN
ability to reflect upon their work, as well as identify with the apocalyptic/gasbcalyptic
ISYNBQa d2LAOad 'a | fAYAGlIOA2YyE (GKS &adGddzRe RA

of stressors, such as via implementing the bl 02 Iy AT SR [ AFS { G NB&a2NJ
U.S. Veteran Affairs, 2020), which provides informatioreadzic 'y A Y RA @A Rdzl f Q& L
defined stressors and range of degree, yet future studies could do so. Namely, this would

LINE DA RS FAdZNIKSNI AYF2NNVIGA2Y Fo2dz0 K2g¢g adGdzRSy
categories. Moving forward, as an additad direction to pursue, researchers could focus on

other outcomes of potential significance stemming from composing a digital storybook, such as

how much the assignment propels students to collaborate with one another and whether this
degreeisnoteworthy & | G2LIA O GKIFG GKS OdzNNByld addzRe G2
enaction of a digital, critical multimodal literaeynd willingness to share their digital

Ydzft GAY2RIFf LINPgSaa gAGK 20KSNE Ay GSIFOKAy3 (K
Finally future studies might investigate the impact of composing digital storybooks for

marginalized populations, such as Native American students, who are a large group

represented in the current study but whose identity, background, and concerns were not

assesed independently.

Conclusion

In the writing classroom, there is a new focus on possessing multiliteracies, including visual,
FdzZRAFE X RAIAGIEY YR ONRGAOFE fAGSNIOASE gAlK
multimodal texts (Serafini, 2@), implement a particular text in a given rhetorical situation, and

seek higher multimodal literacy levels by investigating diverse genres (Misemer, 2015), such as
Ay@2t @S GKS aiddzReé Qa aidzRSy inder 0 8urcedd aehRilAR2y/a 2 F
mediarich workplaces, students must be provided with opportunities to increase their digital
technology skills connected to enacting a digital, visual, and information literacy (Niemi &
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Multisilta, 2015). However, it is also important for studetdgresent their stories, identities,
backgrounds, and stressors in the writing classroom (see Parmegiani, 2014) because through
culturally responsive storytelling, teachers can help students to face obstacles associated with
obtaining an education in aabal age (see Gay, 2010)stead of viewing stories as a lesser
discourse form unworthy of attention, one must also concede that the aptitude for constructing
narratives is what differentiates humans from other species, as well as providing a comparison
amongst individual storytellers as authors themseleshe writing classroom itself,
AYO2NLIR2 NI GAY3 RAIAGEE aaArayySyida Ayiaz 2ySQa
faculty do not possess digital technology backgrounds (Selfe, 2004) andsnateonstrating

how computerbased assignments can be integrated (Sedeyris, 2015). Nevertheless, by
utilizing digital storybooks as focal texts for writing assignments, teachers and students can
address not only multimodal composition literacy reduas, but also prompt students to
investigate their personal and larger cultural, identiglated conflicts, with students opting to
compose digital storybooks as a creative replacement for some traditional;lpased writing
assignments.
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Appendix I: Major Questions Students Addressed in the
Reflective Essay

1. Discuss how yotomposed your storybook, with its strengths and weaknesses, and the
effect on viewers you hoped to produce and why.

2. Did the Storybook assignment strengthen your critical thinking and research skills? If so,
how?

3. Did the Storybook unit strengthen yomultimodal reading skills? If so, how?
Did the Storybook assignment strengthen your multimodal writing skills? If so, how?
Did the Storybook assignment strengthen your reflective practices? If so, how?

Did the Storybook assignment strengtheyuy collaborative practices? If so, how?

N o g &

Did the Storybook assignment promote your educational and personal interests? If so, how?

8. Did the Storybook assignment prompt you to consider continuing to compose stoties in
future? If so, why?

9.DesblA 6S @2dzNJ { G2NRBo6221Qa YIAY OKIFNYOGSNI YR K.
MAn® 5SAO0ONROS @2dzNJ {12NRo6221Qa aSitiaAay3ao

MM® 5SAO0ONROS @2dzNJ { 12NRo6221Qa aSO2yRINE OKIF NI
MH® 5SaONAO0S @&2dzNJ {,iftheitisoofe2 1 Q& f Saaz2y 2NJ Y2 NI f
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Appendix II: Examples of Studentsdo Digital Storyhb

' & a{ dZNBAGIFE Ay | 58Ay3a 22NIRE
https://www.youtube.com/watch?time continue=51&v=uYQjiokghUO

In this storybook, a teenage girl named Catherine has changed her name to Blaze. She is writing
her story in a journal and talking to the reader in a-seffexive way as she imagines the reade
finding and publishing her journal in the future. Alone now, Blaze lives in a small, unremarkable
town and has lost her family and friends. Overall, Blaze is tired of her new existence. She is a
frank and postmodern hero.

. ® G¢KS ! LILIRAYGSRE
https://www.youtube.com/watch?v=zMwXv7h90hs&feature=youtu.be

Kia is a teenage girl who lives in a futuristic world that is crowded and-éiteaty When she is
appointed to be part of a sp& community with a unique task, she and her family are excited
at this honor. However, Kia does not understand until it is too late that she has been appointed
to die in order to reduce the population problem.

/| ® G¢KS wSO2NRAY3I al OKAyS¢
https://www.youtube.com/watch?v=1SRVhc5myA8&feature=youtu.be

The narrator is part of a community formed to be a safe haven. However, the government has
placed the occupants here in order to ingwn and separate them from the greater society. On
the recording machine, a man gives an account about this plan to others, but his warning is
grasped too late.

5 4¢KS 9LIARSYAOE
https://www.youtube.com/watch?v=NMEt1tZ 4wqg&feature=youtu.be

A girl in third grade is writing an account in her diary. She sees that her classmates are

beginning to be absent from school because of a form of the flu, which changes before a
vaccinecan® Yl RS® ¢KA& adNIAYy 2F AyFedsSyIll gALISa 2
narrator sees many of her family and friends die.

9 a{ OF Sy ISNE
https://www.youtube.com/watch®me continue=12&v=DThh0OIlzm8M

This story shows a lone boy, who is taken into safety by an older man, a sage. Together, they
scavenge the landscape because there is no food, and little is alive. However, as it becomes
apparent, when this duo meets anothgroup, the former will have to deal with the prospect

of cannibalism.


https://www.youtube.com/watch?time_continue=51&v=uYQjiokqhU0
https://www.youtube.com/watch?v=zMwXv7h9Qhs&feature=youtu.be
https://www.youtube.com/watch?v=1SRVhc5myA8&feature=youtu.be
https://www.youtube.com/watch?v=NMEt1tZ_4wg&feature=youtu.be
https://www.youtube.com/watch?time_continue=12&v=DThh0Olzm8M
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Constellating Arts -Based and Queer

Approaches:
Transgenre Composing in/as Writing Studies
Pedagogy

Kristin LaFollette, University of Southern Indiana

Abstract

Visual artwhen intersected with writing, resists traditional norms in composition and creates
space to embrace alternative composing forms and voices, and this projecségtiee

benefits of intersecting art and writing in the teaching of writing (and | useetine

GONI yaaSyNBe (G2 NBFSNI G2 62N] GKIG O2ydal Aya
research usearts-based and queer methodologies to explore the benefits of transgenre
composing and the ways it challenges composition teachers and studeetsitk their
composing practices and pedagogical approaches to writing. Traditionally, the alphabetic
document has been privileged in academic settings, butm$ed and queer approaches
provide lenses through which to (re)examine traditional acad@naictices so that over
simplified binaries can be broken down. This project also gtibx¢ual analysis, interviews
(from authors who have published transgenre compositions), and collage as methods. In
employing these methods and methodologies (anckeimdpa tangible representation of what
transgenre composing can look like through the intersection of image and text), this project
worksto (re)imagine traditional academic norms and advocate for the use of art in writing.

Keywords : Arts-basedResearch Arts-basedPedagogy Queer Theory, Transgenre
Composing

Introduction

Note: This project is designed for the reader to analyze/perceive images as text, so visual art
(particularly collage work) is woven into the tekixcepting student exampled) af the artwork

in this project is my own work.

This essay begins with a storgpent the first three years of my undergraduate career as a pre
med student. In the middle of my third year, | told my academic advisor | wanted to change my
major. She asked me what else | liked, and | told her | liked to write. She suggested English and
creative writing and | said | would give it a try. The next semester was-aumi&r me, but |

enjoyed all my classes and decided to continue on as an English major. During the final
semester of my program, | needed to take an upferel English couesto fulfill a humanities

St SOUADGSd® L OKz2asS | OflFraa OFftfSR dabl NNI GA@BS
into it, but we ended up discussing the intersections of art and writing (what our professor
NEFSNNBR (2 | & réadingNadlanafzéigwoRLof narrafivé éolfage yand
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creating our own compositions that combined both art and writing. | kept a collage novel

throughout the entire class and continued to use it and the art supplies | accumulated during

the class even aftegraduation. Two weeks after finishing my final courses during summer

d0K22f TFT2NJ Y@ dzy RSNHENJ Rdzr ¢S RSAINBS:T L oS3ty |
at the same institution. My concentration was in poetry, but when the time came to asseanbl
committee and start my thesis project, | talked with the professor who taught the narrative

collage course and asked if my thesis could be a narrative collage. She loved the idea but

needed to check with the department chair to see if it would meetrisguirements for a

thesis project in the program. She was concerned that the project would be considered too

YdzOK aF Nli¢ yR y2i Sy2dzaK agNAGAYy3IeE 6aSS CA3dz
L KFR G2 adzoYAlG Fy | fpedtdedBakdradnd inforingtiondithe Saal & ¢
project and discussed other pertinent authors/artists whose work impacted the thesis project.

The initial skepticism about my thesis project and the need for a context essay led me to

question whether creative work veavalued on the same level as traditional scholarly work,

especially work that incorporated art. | began wonderingg 'y aF OF RSYAOX ¢ 41 &
art and writing always going to be unrecognized?

As a doctoral student, | began making connections Bevy’ a Ydz GAY2RIFf O2 YL &

YIENNI GA@S O2ftf I 3SY . 2{dR LADYIIZA AW (K2 NIy & KESNIR A

traditionally valued print, alphabetic form. Both forms conveyed messages and engaged with

audiences in different ways. Bothgave ayi® S & G KS 2 LI Nl dzy A& (2 SEL

new and exciting ways. During my doctorate, | came across a multitude of research in writing

studies on multimodality and saw my professors and my colleagues advocating for the use of

digital tools both in tleir own work and in their classroom spaces. While | frequently use digital

tools in my own work and encourage students to do the same, and while | saw many similarities

between multimodal work and the work | was doing at the intersections of art and gyritistill

guestioned whether there was space for creative work in writing studies and in academia as a

whole. This questioning came from the pressure | felt as a rising scholar in the

FASER (2 LINPRdzOS daOK2f I NEKA ke¥nmaking &dafivéwoikK S N

6F2NJ SEI YLIX ST dzAAy 3 Ydzf GAY2RIE G22f&a0% GKA
2

B
a
NI GKSNIJ F2NJ daaOK2f I NI &é¢ 2NJ aF OF RSYAO¢é LJdzN1lJ2 a

|.
[%)
Sa
Early on in my doctoral program, | attended a workshop on-lagtsed research where the
facilitator talked about how beneficial it can be for students to utilize creativity and art in the
classroom to grasp difficult concepts and, in my case, learn how to become more effective
writers. In that workshop, | started to see more clearly thatlmagkground as a creative writer
could help me as a writing studies scholar and teacher. My passion for art and writing could be
used to help students, and my work at the intersections of art and writing had value. In the
introduction toHandbook of ArtBased ResearctPatricia Leavy (201Wyitess awS OS y (i
NE&SINOK AY yYSAdNRAOASYOSXAYRAOFGSa GKIFG NI Y
engagement, make lasting impressions, and therefore possesses unlimited potential to
SRdzOF (1 S¢ 6 LIDI SR dLI2 INSIyQBA Mafdzyd 20 YS\RdzOF 1S¢ A& @KL
arts-based and queer approaches, | argue that art is a valuable tool in the teaching of writing. In
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Figurel:Composing is too complex for simpl
that (ex. scholarly or creative).
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arts-based and queer approaches, | argue that art is a valuable tool in the teaching of writing. In
performing this research, | developeadught, and reflected upon a writing course that

embraced an artbased pedagogy. In addition, | also used collage as a research method,
interspersing this text with visual art and creating my own transgenre composition in the
process. The guestions | sdudo answer in this research project are as follows:

1 How does intersecting art and text challenge dominant norms in writing, and how does
it break down traditional expectations of writing?

1 How can art be used in the writing classroom to help teach writing? How can art and
writing work together to create mar effective and rhetorically aware composers?

1 What is the process of composing transgenre work like?

. STF2NB Y20Ay3 F2NBFNRS L GKAY]l A0Qa AYLERNIFyY
Gy F NN GA@S O2fttl3S¢ (2 Ra&Fwiyhg, everdublly addpking the O2 Y 6 A
0SNY ¢XKSYONRdRE 5Aa0dzaaA2ya | arBicdischoak Andes HaME® SO G ¢
SPSyiGdzr tté& SR YS (2 theR®dzH I SXKGES K SNBYr NIBSENE &/ G NISH
perpetuated an either/or dichotomy rfiplying that composing is either this that) and that

GUNI yaaISyNBé o0SGGSNI NBFt SOGSR GKS O2YLX SE 41 &
come to be. While transgenre can be used to refer to any composition that crosses the

boundaries of genre, for thpurposes of this project, | use transgenre to specifically refer to
compositions that use both elements of art and writing (visual art/imagery and text are both
LINBaSyd Ay (GKS O2YLRAAIGAZ2YO0OD L (GKAY] eAl1Qa AYLJ
GSNY GiUGNIyaaSyNBe Aa y20 Fy FLLNBLNARFGAZY 27
project embraces a queer methodology and, because of that, | can see how easy it would be to

create connections between the terms as this essay goes back and favkedrediscussions of

Gl dzZSSNAYy IS¢ aljdzSSNI 6KS2NEZ¢é YR GiNIya3aISyNBode
GGNI YARAAOALIX AYEFENEE 2NJ AN YAOSYRSYyGé O2y 0OSLI
moves freely across boundaries, borders, disciplines, genres, pedtaxions. It challenges

norms while resisting constraints. In this waynibvesbeyondwhat we think/know about

traditional ways/forms of writing.

| also want to differentiate between the terms transgetre/ R a Ydzf G A Y2 RI f ®¢ L A&l
GKS GSNY avdzt GAY2RFEf £ Ay GKA& LINR2SOG (G2 NBTS
and modalities (audio, video, digital imagery, blog and social media interfaces, etc.). In short,
multimodal is used toefer to digital compositions and transgenre is used to refer to

compositions that combine art and writing; however, these transgenre compositions (in their
GFAYIFEZé LIEAaAaKSR Fdyihlyand may hage bées créatedLiirig Hidital 2 NJ Y 2
or non-digital means. | acknowledge here that a strict separation between digital and non
RAIAGIE R2SayQi 2FGSy SEA&G Ay 2dz2NJ 02y (i SYLR NI
so prevalent. Instead, many works that start out as 4glogital works ofart and writing may end

up undergoing remediation in the process of being shared with the world online or through

eventual print publication. In addition, while this essay is an enactment of the combination of

art and writing | advocate for, it is both digl and nondigital. The words have been typed on

these pages using a word processor on a computer. The art was created by hand but was then

scanned and added to this document. The student work discussed later was created using both
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non-digital and digithmeans. While | often refer to artwork in this essay that is made by hand, |
acknowledge that even nedigital work can and so often does become digital at some point in
time in order to be remediated, reviewed, or shared with a wider audience.

While crating art is a frequently messy process and can require large physical spaces to move
around,PaulaGerstenblatt (2013) notethe benefits of creating art when sheritesi K & a G K S
visual arts can open up dialogue among diverse people, offer new insigtht®#ection, and

LINE DARS ySg glreéa (2 ONARGAldzS | adzweSOoGé oL H
d0dzRSya AYLERNIIy(d G22faz RAIAGEE O2YLRAAYy3 A
forms. If a composer wants to incorporate drawings, fiams, or cutand-pasted scraps into

their work, this might not be as feasible or doable with only digital tools. Transgenre composing
works toward the same goals of multimodality (to give composers a broader range of tools to

convey their message and rdatheir audience) but can involve a more haraisapproach. As

mentioned, art has immense potential to educate, and its abilities to enhance the composing

process for students deserves more attention and consideration. While | use the terms

GGNI yadOyaBy D Y YR aYdzZ GAY2REFEE O2YLkRaAy3aé G2
utilize composing tools beyond the alphabetic; further, little scholarship exists in writing studies

on transgenre composing, but much has been written about multimodal composingchAs su
scholarship surrounding multimodal composing served as a springboard in this project for

discussing transgenre composing.

Methodologies and Methods

Arts-Based and Queer Methodologies: A Constellated Approach
Within the subfield of cultural rhetoric§i KS 02y OSLJI 2F aO02yadaStftl GAyYy:=
decolonial approaches inside and outside of academic institutions. To decolonize is to break
down existing norms and barriers that have been put in place by the dominant culture and/or
society. Western idealare what created the academy, and to decolonize means to challenge
those ideals and work toward creating space for all cultures, all ways of knowing, all ways of

meaningYF {1 Ay 3 FyR ff gl é&ad 2F SEA&GAY3I IthER 06 SAY:
difficult work of decolonizing and emphasizes relationships, culture, storytelling, and the

O2YLX SE sl e&a 1y26ftSR3IASE I NB F2N¥SR YR YSIyAy
[ 2yaildStt Ay [ dzf GdzNI £ iwWKBSGrep#cOé ¢ al £ SI t26S

of constellatinggives us a visual metaphor for those relationships that honor all possible
NEBIfAOGASEaE O0SYLKI mazay 220N FAlyel fOokd (t 206KSS €O 2510 S Loid
linear one that privileges certain knowledges and marginalizes others, but that constellating
Ffft26a T2NJ aRAFFSNBYyG gl eéa 2F aSSAy3a lye aiay3
positionalityl Y R Odzft 1 dzZNBdé¢ ¢KAa ARSI 2F RSO2ft2yAl Ay13
of an artsbased, queer pedagogy and transgenre composing. Traditionally, only certain forms

of writing have been accepted and valued by the academy. The idea that nothmague exists

outside of this is absurd, but these ideals have persevered over time. Scholars in writing studies

have attempted to tackle and dismantle these norms in various ways. One way has involved
advocating for multimodal composing and the importaraf considering constellatiorsthe
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unique identities and abilities of students, the numerous modalities available to composers, the
development of digital tools and technologies, the teaching approaches of instructors, etc.

In this essay, | emphasizeetimportance of recognizing and celebrating constellations and
argue that the artdbased and queer methodologies discussed here are constellated: they are
intertwined, are working together simultaneously, and are inseparable. This constellated
approach igpresent both in this essay and in the altased, queer pedagogical approach of

using art as a tool to teach writing. If the alphabetic document has been thevaastd form

of the past, then a composition that constellates art and writing is breakingndmarriers

about what writing is, what writing looks like, and who can be a writer. Powell et &l. &/ & !
O2yaidaStftl A2y Xl { t-Rakidg prAdiddd ahd thieir ral&iGshipsStd nyaltey. 7
allows for multipy-situated subjects to connect tmultiple discourses at the same time, as well

as for those relationships (among subjects, among discourses, among kinds of connections) to
AKATO YR OKFy3S gAGK2dzi K2f RAYadedlandgudmr 2SO0 Ol
approach creates spacerfetudents with complex backgrounds and experiences to utilize their
unique identities and to connect to their knowledges and meamaking practices (and the
knowledges and meaningpaking practices of others) in their work. While an drésed

approach ecognizes the importance of creatkeetical thinking and the uniqueness of

composers and audiences, queer theory celebrates identity anetramtitional approaches,

and this constellation of methodologies is woven within and throughout this essay (and
throughout the pedagogical approach this essay advocates for).

An ArtsBased (and Queer) Methodology
| used an artbased approach to explore the role art has/can have in composition pedagogy.
Art allows people to see and understand concepts in new ardrdiit ways, and this is part of
what makesanartd  a SR | LILINR | OK (2 NB&aSI NOKBase@ QI f dz o f
aSiK2RaxX¢é¢ {IFYRNI [ @ CIdzf { YySNI I yosedrdseanye t & ¢ N
(ABR) represents diverse qualitative methampés that rely on an aesthetic process of
imagination and artistic expression through various art mediums as a way to understand and
SEFYAYS | NBaSINODK LINRPofSYZ &dzo2S0iGx 2N G6SEG¢
that artsbased approache Ay @2f @S aUKS dzaS 2F NI FyR | NIA:
K2t Aa0A0 YSiK2R2t238 (GKIG AYyUuUSNIgAySa (GKS2NRX
focused on the role transgenre composing can have in shifting traditional ways of teaching
composing, and an arsased approach helped me work toward answering those questions.

Specifically, collage is the artistic medium | used in this project. Put simply, | included original
collage work throughout so that this project is a representatibmbat transgenre composing

can be/look like and to help me organize and identify important data points (I discuss this in
more depth in the paragraphs that follow this one). Collage work, like many forms of art, is a
form that works to challenge (aquee traditional ways of thinking and creating. Dada and
Surrealist artists worked to shift what people in the 1910s and 1920s saw as art and shifted who
could be viewed as an artist. badaism and Surrealism: A Very Short Introductiavid

Hopkins (2004hotesti K G | NI Aada Ay (GKS&asS Y2@0SySyia

G 6 S NJ
AyalAGdzianz2yr wlyR8 GUKS 5FRIFIA&aGa 2F4Sy LI SR13

S
SR
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toward that goal as they sought to show that anyone could create collage art with anlgaru
2T YFGSNAILIfad 2A0K O2tftl3SY GKSNB AayQid 2yS ¢

to tell a story

- . e - B 1

§ :
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Figure 2: In collage work, the artist assembles an archive of materials and the
materials work together to communicate a unique story or message.
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r

(2013) wites, collad S G FNJF AYSy da &aLJ OS¢ | yR uadidteddiNLIZ & S ;
OKFG é2dz RyQU y2NXYIFfte 6S O2yaARSNBR NIz
traditionally conceived (p. 295). This is a queer notion; the concept of challelogigrpeld

traditions and values about art and artists is woven in and throughout Dada and Surrealist

ideals and work (including collage). Certain forms of art were considered superior to others and

only certain people could be artists; Dada, Surrealisrd,the art of collage queered these

ideas and shifted the focus of the art world.

a
2

| specifically decided to use collage as opposed to another art form as a method for performing

this research for a few reasons. One reason is that transgenre composing developed from Dada

and Surrealism, and many of the artists in those movements wedingecollage art. Further,

since this project argues for the use of art in writing, the collages act as a manifestation of that
argument and what the intersections of art and writing can look like. Another reason is that

collages are mixethedia and camvolve numerous materials, and | think this artistic freedom

lends itself to better communicating the goals of this project, which are to advocate for the use

of art in the teaching of writing. Further, collage art has the potential to make composition
StURSY3ad Y2NB O2YF2NIIofS gAGK ONBFGAY3I NI LG
O2yaARSN)I GKSYaSt @Sa alF NIAadaeg G2 ONBIFGS | NI
have students intersect art and writing in their work because they have phieroto use

alreadyexisting materials (like magazine and newspaper clippings, photographs, etc.).

Collaging also helped me analyze the data | gathered while researching this project. Before

starting the collages, | pulled words and phrases fromthe datag I & 31 G KSNAg I G K
| printed the phrases | selected, cut them out, and laid them all out on my desk. | asked myself:

1 How are these pieces of data furthering my project?
1 How are they helping me better understand creatu@ical work andntersecting art
and writing in pedagogy?

In response to these questions, | created collages to accompany the data | pulled from the

project, and each of the selected pieces of data was used as the focus for one collage. The

resulting collages representefyr me, what | was learning from the data and were a visual
representation of the data. The collages also give readers a moment to pause, look at the

artwork, and reflect on the important data it represents (and what the artwork/data means to

them). Thek adz- £ St SyYSyida 2F SIOK O2ftflF3S R2y Qi YSN.
O2tfF3S> o6dzi NIYGKSNI g2N] G261 NR ljdzSSNAYy3I NBIFR
of Dada and Surrealism.

A Queer (and Artd8ased) Methodology

Indevelopingdg YR 02y adSttlidAy3a0 I 1jdzSSNJ Y&t K2 R2€ 238

' NJ] SNR& oHnmcO0 RSTAYAGA 2 yheokefical hpprSabitNdt godsS 2 NB Y d
beyond queer studies to question the categories and assumptions on which current popular
FYR I OFRSYAO dzy RSNEGFYRAYy3Ia INB o6FaSRE oO0LID wm
RSTAYAGAZ2Y R2SayQi RANSBOlhyfistinsepardpl fromKEBT@2 yy SO
dGdzZRASAT L YIF1S y20S KSNB 2F 1jdzSSNJ 6KS2NEB QA o
appreciate the history of queer theory as a critical lens and methodology). VéisiBarker

>0
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(2016) notes, & Ij dzS S NE ssBx8aditiedidlaiiosships, and gender identities beyond

heteronormative traditions, this definition has been expanded to a contemporary theoretical
definition that encompasses anything that challenges dominant norms. In examining transgenre
work as a queered compogrform, | explored the ways it challenges traditional and dominant

norms in the teaching of writing (see Figure 3). To use arbaded approach, to embrace

transgenre composing, is queer; to queer is to challenge the status quo, aRdseaes

approachesn writing classrooms, much like Dada and Surrealist work, attempt to do just that.

Ly a9y3r3aAy3d vdzSSNySaa FyR /2yialOG %2ySas wSa
(2012)writes,

At many different moments, queerness erupts to trouble normalegitimacy and

signification. Queerness skews, bends, or queers the realities we construct around
2dzNE St 9SaddpL i AayQi 2yfeée GKS KSGSNRYy2NXI G
status quostability...need to be refracted, redirected in therahsparency to a burst of

their colorful parts...In other words, queerness ruffles or disturbs the boundaries and

borders of knowledge and practice already in place in the academy. (p. 200)

As Marinara nots, queer theory disrupts longeld traditions andeliefs and challenges people

G2 GKAY]1l ONRGAOIfftE Foz2dzi O2yaiNHzOlad 2 KSy ¢S
LI NI aé¢ NFYGKSNI OKFy GKS adadlotS 202S0i0k02y OSLIG
exploring differently (and the creatiorf art helps us to queer what we think we knovthat

GNAGAY 3T Aad @dYNRRIONDBY GISKIEAISHS &I Kl 0 aodzNRG 2F O2f
print document has been the traditionally valued composing form; intersecting art with writing

(in the many forrs it can take, both digital and netigital) breaks through the boundaries of

what composing has been in the past and shows what it can be. As such, a queer theory
methodology consistently informed this research as | examined the ways that transgenre

compasing challenges traditional norms in writing studies pedagogy, and this project itself is an
enactment of that queer methodology through the constellation of text (writing) and image

(art).

A Framework for Transgenre Composing in/as Writing Studies
Peda gogy

Art, Multimodality, and Identity
Ly W2Reé { Krawaldka Ooinpositiom Made)\Whokhewrites about making students
aware of the alternative composing methods available to them. As mentioned, transgenre
composing developed out of the Dada andr8alist art movements, which employed any
materials necessary to communicate the goal/purpose of the art. While Surrealist artist Marcel
5dzOK I YLIQA T YPRododainglaZO daf 2diKMNYSZE Y2 NB GKFY | dzNR Y|
arrogance of the art world conie in order to be read as art, [and] its readability as art sought
G2 RSoO0dzy1{ GKS FTNNR3IIYyOS 2y GKAOK AlG GKNANOGDSRE
the work Fountain the object was given much more prestige than a urinal; Duchamp
understaod that, in order for the piece to communicate what he wanted it to, he needed to use
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Figure3: T o

gueer or fAmisperformo wr
alter assumptions about the forms writing can take.
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a material that would achieve that goal. Shipka (2011) similarlg &dkut this awareness and
notesthat

what makes this framework for composing unique is the responsibility it places on
students to determine the purposes of their work and how best t§ 4cS @S G KS Y X!
mediated activitybased multimodal framework for composing provides
metacommunicative awarenesgithout predetermining for students the specific

genres, media, and audiences with which they will work. (p. 87)

Duchamp understood the purpose Bbuntainand created the art accordingly; transgenre
composing gives students the opportunity to do the same thing and become more effective and
aware composers in the process.

Proponents of multimodal composing have argued for years that students beviedit they

are given the opportunity to use the composing form that best fits their needs and message. In
G¢KS az2@SYSyid 2F ! ANE GKS . NBFGK 2F aSlyAay3ay
Selfe (2009prguesi K+ G G KS FA St R 29f vaud thehpghBdocuriettRveS 3 Q K A
20KSN) O2YLlaAy3d YSIiK2Ra KlFa ¢2NJ SR G2 fAYAQG 6
a multimodal rhetorical activity and [has deprived] students of valuable semiotic resources for
YSIYAyYy3 YI 1 AY Henre oohddosing warks dwatdNhieakiag down these outdated
SELISOGIGA2y&a AY 6NARGAY3I &a0dzRASEAT | LINAYS SEIY
(2011) discuss&En the introduction toToward a Composition Made Whoks student wrote

her essay on pair of ballet shoes and, when Shipka was facilitating a workshop on multimodal
composing and mentioned this particular student project, workshop attendees expressed

a1 SLIWAOAAY 02dzi GKS LINR2SOUGQa Gadmast  NIe¢ yI
poA AGA2YSRXAY gl &a GKIO FEft26SR YS inZelaioBSZ | yR
to the complex and highly rigorous decisioraking processes the student employed while

LINE RdzOAYy 3 (KA& (GSE(Gé¢ o6LIP o0d | SNBTX {KALJNI ¥F20
and rhetorical decisiommaking are just as valuable as the final prod@eating art is a haneds

on process and involves making rhetorical decisions about the use of certain materials, the
placement of certain pieces/parts, etc., and we know that writing is also a deeply rhetorical

process. Including both art and writing togpet not only works toward this proce$scused

approach of teaching writing, but also gives students the opportunity to create and write about

things that are important to them.

This essay focuses on a constellation of-adsed and queer approaches,caexpression and
identity are both at the forefront of these approaches.Hrperimental Writing in Composition:
Aesthetics and Pedagogijdatricia Sullivan (201®)ites about how alternative composing
formscreate space for identity, individuality, amditistic freedom:

Though the lines dividing different pedagogical projects can be blurry and shifting, in
ISYSNIf (GKSasS | NHdzySyida OflAY (KI{G G§KNRdJzAK
experimental and alternative discourses, students may be allowexpoess their

unique individualities, articulate marginal or underrepresented social realities, and/or

critique the limits of dominant sociopolitical discourses and the institutions that

perpetuate these discourses. (p. 2)
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This statement reflects an arsased and queer focus which works to destabilize the prescribed
norms that have pervaded academic institutions and, spedyicabmposition classrooms for
years. There are forms and ways of composing that have traditionally been valued over others,
and transgenre composing provides a way for students to work around those prescribed norms
and create new realities through freedoof expression (see Figure 4).

Figure 4: Transgenre composing allows students to embrace their interests and
identities and experience freedom of expression.
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Art as a Tool for Teaching Queer

Ly {4} O®&B17)TdachingQueer: Radical Possibilities for Writing and Knowsiregtalls

about several patterns in scholarship on queer pedagogy, inclubatghese discussions are

typically specific to LGBTQ subjects (students and/or teachers who are queer), that queer

teaching is limited to the reading of LGBTQ texts, and that discussions of student writing seem

to be focused on how to respond to homopholwriting or how to teach students to celebrate

diversity in writing (p. 5). Waite (201Wites that she values these discussions and considers

them in her own teaching; however, in her book, gxamineghe intersections of queer

theory, writing,and 8 RIF 32 3@ | yR K2g (GKS@& aVY2 @fesh ydilz ekysi |
to consider queer possibilities for the teaching of writing with particular attention to college

writing courses. | want to continually develop queer methodologies, thinking of queer
LISRIF323ASa a asSia 2F GKS2NAT SR LINY OGAOSa GKE
2017, p. 5). Similar to what Waite natkere, | think of queer pedagogical approaches as being

for all instructors andall students in writing classrooms. Waited{@7)goeson to say,

| offer writing and teaching as already queer practices, and | contend that if we honor

the overlaps between queer theory and composition, we encounter complex and

evolving possibilities for teaching writing. | argue for and employwth L OF f £  WIj dzS ¢
T 2 Novh@anmormative and categorgesistant forms of writing that move between the

critical andthe creative, the theoretical and the practical, the rhetorical and the poetic,

the queer and the often invisible normative functions of classns. (p. 6)

In my writing courses (and in the intermediate writing course/case study | will discuss in a
Y2YSyGoz GKSaAaS dljdzSSNI F2NX¥aé 02YS GKNRdAdAK GAl
about and practicing writing, but are weaving that writingpircreative, practical, and poetic
FT2N)¥asz G2 dzasS 21 AGSQa GSNyao

In Teaching QueeMaite (2017) also argsehat the individual components of our identities

cannot be separated from each other and that a queer pedagogy involves intersecting theory,
story,and identity (and I utilize this same intersectingr constellating in this essay). Like the
arts-based pedagogical approach | discussed in the previous subsection, a queer approach
AAYAT I NI @ ONBIFGSa aLlr OS T2 NJ A R Wdita  @A7) tlaR ¢ NA
that narrative is just as important as theory and that stories are knowledge (emphasizing

importance of constellations and constellating), much in the same way art and writing can work
together to create new ways of thinking @nelling a story. Waite (201 Writes,

| want to offer a particularly queer understanding of what narrative might mean to
theory and, dialectically, what theory might mean to narrative. | most closely link my
own understanding of the scholarly use oIl G A @S (2 bl yOeé Yo aAff
in Getting Personal: Feminist Occasions and Other AutobiographicalShetsvrites,
. & GdzZNYyAYy3I AGaA FdziK2NRAFE @2A0S Ayida2 aLISoi
AGA 26y LISNF 2 N | ypenS xntin§Uiricd §i¢ cost of Widkindgekitigal 2
writing or Theory and its effect< (p. 15)
2 A0SQa ARSEF 27F [[dzZSSNJ LISRI 3238 Ay@2f @Sa GKS LI
making public what is usually left private. In understanding, discusasipinteracting with
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2ySQa aStFK22R YR SY02RASR a4dzw2SOGAGAGASAIT |
of writing. Art not only allows students to choose the form that best fits their project, goals, and
the needs of their audience, but it cres®pportunities for selexpression.

This concept of identity as a central tenant of queer theory and a queer pedagogy is furthered
AY 1TFglAya Si toQa of RIAANAAY I vidSSNIEOazA A2 Ny/ N
In the essay, Barrie Je&orich (2014) stated,

As a teacher to have no center means to me, in part, that there is no one canon, no one
mandatory reading list, no center bar to which we are all to aspire. This means when |
teach | focus on authorial intention, within a world vievinere the author and the world
the author speaks from is their own, while still attempting to embrace all the ways one
GNRAGSNDE OSYyGSNI YFé y2id 6S y20KSNRa®
Here, Borich takkabout her own pedagogy, the decentralized nature of it, and how it accounts
F2N) ARSYyGAGEed LYyaadgSIR 2F GKSNB o60SAy3 2yS aidNYz
list, her queered teaching creates space for all writers and voices. This is acquneept as
Of FaaNRr2Y &L}l OSa KIF@S UNIXRAGAZ2YILIEETE f1 06
Gy20A0Saé¢T AYy | ONXYRAGAZ2YIE aeaidisSyz GKS
transfer this knowledge to their students over theurse of a semester, frequently testing
d0dzRSyidaQ FoAftAGASE (2 dzyRSNEGIYR |yR NBGFAY
| 26 SOSNE Ay . 2NAOKQA (SIFOKAY3 | LIINRI OKX | 1 dzS
students act as mutual teachers aleédrners and individual identity is not only considered but
@l £ dzSR 6KSNJ Of FaasSa IINB SyO2dz2Ny 3SR (2 aSYOoNF O
FY20KSNR&£ 0P ¢ NI yadSy NBbase@arid geeiagpibach)world oy & G St f
achieve thesgoals through providing clear opportunities for sedpression and rhetorical
thinking and decisiommaking. It gives students more ownership over their work, allows them to
include their voices and identities at the forefront of their work, and recogrizasone
a0dzRSy 0Qa | LIINZFOK YIe 6S RAFFSNByYyG OGKIFy |y2i

S

Qx puf

f S i
Ay aiN

The Case Study: Transgenre Composition in Intermediate
Writing

The Queer Art of Writing
During the Spring 2018 semester at Bowling Green State University, | had the opportunity to
design and teach a writing course that encouraged students to create transgenre work; here, |
discuss the rationale for that course, explain the transgenre assigtsmaad how some
students approached them, and reflect on teaching the course and how the course impacted
how | embrace transgenre composing as a teaching tool and a key aspect of my pedagogy. The
course | designed was titled ENG 2070 Intermediate Wriéind,| subtitled the course
Understanding Identity and Queer Theory in Academic Communities. To sum up the course, we
focused on queer theory as a lens for thinking critically and writing about identity, normative
and traditional constructs and ideologies)d what it means to be a part of an academic
community, and we did this through transgenre composing. The goal of the course was for
students to learn to write well in their discipline while also exploring the shift from the
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Figure 5: Queered compositions exist outside of traditional understandings of genre.
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normative to the noanormative through a queering of traditional acaderaind writing
practices. The course encouraged students to explore the ways cgingpbas been and can be
remixed with the use of various digital and nrdigital tools and modalities and that choosing a

composingformh & | @SNE aALISOAFAO NKSG2NAOIE OK2AOSO®

to compose, and helping students derstand the variety of tools available to them in the
course helped them better articulate the rhetorical decisions they made in their compositions,
both within and outside their discipline (see Figure 6). The full syllabus/schedule from the
course can béound in Appendix A.

To think critically and carefully about the meaning

that they and others compose

Figure 6: Composers should have the ability to choose the form that best fits the
meaning they wish to convey.



88

tKS O2dzNES RSAONRLIIAZ2Y 2y (KS aetflodza adal dSR
reimagining)longi i  YRAY 3 RAGA&AAZ2YAY RAOK2G2YASasx yR C
SEIFIYAYS aK2g | dzSSNI i K Sextbl@ossibaundaries add/how ezat) a SSA Y
ONARGAljdzS GK24S o02dzyRI NASadée 2KAETS RSGOSt2LAyYy3
gueer practice that would help the class understand and embracetramtitional composing

tools and methods (like intersectingtaand writing), not just for the sake of being different, but

because the particular projects called for a queering of the traditional. This remixing would

NEBIljdzA NB &0GdzRSyiGa (2 GKAYyl Ay ySé6 IyR SEOAGAY3
comfortableprocess for them).

Since queer theory gives us the opportunity to examine our own identities and the ways we
think, create, learn, and communicate, | wanted students in the course to consider the
following in reference to their composing practices:

f Doéd2dz O2YL}2&aS dzaiAy3a 2yfteé (GKS FfLKIoSGAO 06SC
project well?

If you are hesitant to embrace new composing forms, why?

How can queer theory help you be a better scholar and future employee in your field?

How can it inpact and benefit your composing practices?

T
1

The readings and assignments in the course (refer to Appendix A) attempted to help students
develop a fuller understanding of the genres of writing that take place inside and outside of
their discipline and how tbest communicate to their audience. There were five assignments
students completed over the course of the semester, and while each assignment helped
students build their writing skills and gain knowledge about their disciplines, the assignments
themselvegemixed longstanding traditions in academic writing in that they incorporated
opportunities for alternaitve composing forms (including multimodal composingsing

programs like VoiceThread, Piktochart, and Rremd artmaking through methods like
collagng, drawing, and painting). | chose to integrate transgenre and multimodal composing
into the course to give students many more elements and tools to work with; in doing this, |
hoped students would explore and learn more about making sound rhetoricatehiand
reflecting on how those choices benefit their projects and their audience(s).

Transgenre Student Projects from the Course

Here, | focus on a few examples of the artwork students created in the course to accompany

the written portion(s) of their assignments. Figure 7 features two collages by the same student,
whom | will refer to as Jane; the first collage is a depiction oheamview the student did with

a faculty member on campus (Project #1), and the second collage was a visual explanation of a
conversation Jane explored about architecture in a public forum (ProjecAg3ullivan (2012)

notes, normative forms of compogid K|l @S 06SSy ONARGAIdzZSR o6& @NARGA
AYy@21Ay3 GKS f A0 SNI GAY Furthef, Bs SOINN {201Q)-stisfeolldges S NI 2 F
Ffaz2 ¢g2NJa G26FNR GKS {dz2NNBIFIftAad ARSIKHta 2F ao
the aesthetics of coherence, and exploring the language of the irrational and the chance
SyO2dzy it SNRé¢ 0L mncpuvd 2KSYy ONBFGAY3a NI |FyRZ
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Figure 7: Jane's collages.
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yS6r SEOAGAY3IS IyR SyiaANBte GKSANA® W ySoa Oz
with form/materials and her identity as an architecture scholar, and reading her written work
while referring to her visual(s) created an altogether new regfliiewing experience.

Figure 8 is a collage that a student, whom | will refer to as Kayla, created to accompany her
Saaleé NBOFfftAy3a GKS LI GK GKFEG fSR KSNJ G2 aiddzR
in thatit combines several of her own pieces of artwork, including multiple drawings and a
photograph of her posing with one of her architecture projects. This collage was completed as

Figure 8: Kayla's collage.
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part of Project #4, which asked students to use transgenre composing tegamneir journey

02 GKSANI OK2aSy RA&AOAL AySed YlLeftlQa Oz2tftl3asS i
noted in her essay how much her love of art and drawing contributed to her pursuing a degree

in architecture. Her collage showcased that artwarid, through the artwork and writing, she

told a more complete story of her path to becoming an architect (a story that would not have

been as engaging or intriguing with text alone). The artwork brings the readeser into the

narrative and better commuicates her message.

CAIdzNBE o Aa I LIASOS 2F INIg2N)] GKIFG SELIX I Aya
refer to as John) personal and professional identities (Project #4). John (also an architecture
student) used his drawing and sketchingetats to create the artistic component of his

transgenre Project #4. During a conference after the project was complete, he informed me

that his ink drawing took him over ten hours to complete. While the Project #4 assignment

called for students to discubiustrate the path that brought them to their academic fields (and

where they saw themselves in a future career), John queered the assignment a bit. He said his
love of art certainly contributed to him pursuing an architecture degree, but that theresavas

much more tohis identity as a person and a professional that he wanted to convey through the

Figure9: Johnés drawing (the studentds name
circles have been blacked out).
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project. He decided tareate this drawing, which is made up of small circles with different
symbols in each one; for John, these symbols show who he is as a person and the multiple
identities he inhabits on and off campus. The symbols show his spirituality, his love of nature
and hiking, his interest in architecture, and more. John very specifically chose to do an ink
drawing as opposed to other art forms because he thought it best helped to illustrate his essay,
his story, and his identity. Further, as | was reading his etisagrt worked together with the
narrative to give me a fuller picture of who John is as a person. John shared a draft of his
drawing with the class during workshop/peer review time and many other students were
inspired by his drawing and wanted to credte Y2 NB da I NGA&AGA O¢é O2YLRY Sy (
projects. He was proud of his work, and he enjoyed the opportunity to utilize his skills and
talents as an artist. His creativity was contagious, as well, and once other students saw the
various forms the art codltake, they were more open to trying it themselves.

Finally, Figure 10 is a comic strip that illustrates how this student, whom | will call Mary,

became a computer science student (Project #4). After introducing Project #4 and

brainstorming with Mary in m office, she said the best way for her to tell the story of how she
became a computer science major was through a comic strip. Mary described herself as a non
artist, but said she enjoyed sketching and doodling from time to tidee.comic is wonderfully

drawn and does a great job of narrating the story of how she came to study computer science.
While her essay component wall-written, the combination of image and text in the comic

told a better story than the alphabetic alone ever could, and Jason $HHg017) talkabout

this unique storytelling experience created by comicRImzcomics: Rhetoric, Technology, and

New Media CompositioHelms (2017ritess a ¢ SEG Yl & OFftft (G2 YAYR 672
indicating the woven nature of [comics], distinct des overlapping in a unique composition

odzii Ffaz2 GKS @FNA2dza 2GKSNJ G6SEda O6RA&OdzNEA OGS
While Mary said she was anxious about her drawing skills and creating a comic, she stepped out
of her comfort zone and eated a transgenre composition. Her project was a wonderful
representation of what | was attempting to teach students by encouraging them to intersect art

and writing: to become aware of the various composing methods available to them to
communicate, andd use the method(s) best suited for their projects to create unique,

multifaceted, and interesting compositions.

Ly LI &ad O2dz2NES&a LQ@OS (FdzAKGX aiddzRSyida ¢SNB dza
weretoartYF {Ay3Id ¢KSe& 2F0Sy FStd tA1S GKS&@ RARyQI
GI22RE 2N GAYGSNBaldAyIé LIS OHe stadént dopudatiorFirg NJ G K S A
the ENG 2070 course | describe here was about 50% architecture students. Art is already so

much a part of what architecture students do, so many of them excitedly brought their artistic

skills into our class for several of theisagments. The results were stunning, and the artwork

greatly improved their projects. In addition, the students reported enjoying the assignments

more, were proud of their work, and frequently shared the work with the class. When | asked

for permission tanclude the student artwork in this essay, they all enthusiastically agreed.

While Jane and Kayla were excited from the beginning about the artistic components of the
projects,John and Mary were initially unsure (but they were open to it). When | contee

with John and Mary and they had the opportunity to map out their projects with me and
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brainstorm the possibilities, creating art became an approachable and excitisggrt for
them, and their art and overall projects reflect that. | also modeleehaatking for them,
brought in examples of my own artwork, and allowed students to ask questions about my
rhetorical decisiormaking processes.

PfOAYEF GSE @ 2 an8gérfe pinjeaizv& e aimdriderful Bidowcase of creativity, artistic
alAfftaz FyR GKS FtoAftAGe (2 aldKAYy]l 2dziaiARS GKS
how transgenre composing encouraged them to approach their assignments in new ways, and

the artmaking gave them excellent opportunities to describe their composing process(es) to

me. When prompted, they were able to clearly articulate why they chose the art form they did,

why they chose specific materials/colomtangements, and how theyexe working to better

engage their audience with both the art and the writing. Further, they were able to talk about

GKS ¢l ea GKSe al¢g GKS NI FYR gNRGAYTI g2NJ Ay3

Creating, Reading, and Viewing Transgenre Work: A H euristic

G GKAA LRAYGS AGQa Jovhbizyndichnyfhink ab&ut, cahsRled, arilS | K S
GNBIF R GNYyaaSyNB O2YLlRaArAldAzya oO0AyOfdzZRAY3I (KA
approach, students should consistently be remindeavby they are doing this work ankow

they should read/experience their own transgenre compositions and the transgenre
O2YLIRaAlGA2ya 2F 20KSNBE® | 24 O gomgoStionis 8nd OK & § dzR
fully engage with them so they know how to approach/create them?

1) Reading/viewing transgenre work: Read/view the individual aspects of the transgenre
O2YLRaAlGA2yY ASOSNIft (GAYSad ¢NB GaNBIRAY3IE
top to bottom, and bottom to top. How did your understanding/perception of the
composition change/evolve/expand when reading/viewing the composition from all
directions?

2) Creating transgenre work: Think about your goals as a writer and an artist. Hgw mi
you constellate words and images to challenge (or queer) your re@dderS g S N &
perception of the composition? How might you use unlikely pairings of text and image
to work toward the overall goal of your compaosition?

3) Reading/viewing and creating trarage work: Helms (201 %rites that scholar
al NAKIFff aO[dKlIy 06aGKS YSRAdzY A& (KS YSaal
GNBFRAY3IE O2YA04a YR (KIG GKS aNBFRSNI Aa 7
O2yalAirzdzate GKIY ¢ nuchkaréfullyicoibidentie ingdiwdual G SEG dé
aspects of the composition you are reading/viewing or creating, then think about the
ways those individual aspects work together to create the whole. Why did the
writer/artist (or you as the writer/artist) choose thdayout or those specific colors,
AYF3Sas FYyRk2N g2NRaAK ¢KS AYlF3ISa FyR 62NRa
separate entities. How does this impact your perception of a composition or the way
you approach creating a transgenre composition? JusOiea and Surrealist work,
transgenre compositions encourage read@h Sg SNB (12 GG KAY 1 2dziaAR!
to feel uncomfortable or not understand what you are reading/seeing at first and, as a
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GNRAGSNKk I NGA&AGET AdQa 2 1ptdfcrenihg Sbrfethingréwand € Sy 3 S
different.

Above all, transgenre compositions embrace the messiness of composition; give students the
space to be truly creative, and encourage them to take risks.
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Appendix A: Materials from ENG 2070 Intermediate Writing
Course

ENG 207@ Intermediate Writing: Understanding Identity and Queer Theory in Academic
Communities (Abridged Syllabus)

Required Texts
1 Writing about Writing(Second Edition) ed. by Elizabeth Wardle and Doug Downs
1 Additional readings will be posted on Canvas throughoutahigrse of the semester

Course Description

This course introduces students to key terms, concepts, theories, and approaches to rhetoric
and writing and asks students to draw on that knowledge to analyze and produce a variety of
genres, both alphabetic anduttimodal, for a variety of audiences and purposes. As a gateway
to the Writing Minor, this course provides a broad theoretical framework intended to help
students critically analyze authentic texts characteristic of their discipline/major as well as texts
that circulate beyond and across traditional academic boundaries. Students will develop a
nuanced understanding of concepts and practices widely used by contemporary rhetoricians to
better understand and manipulate the discourses that suffuse their lieeveorlds. Major

course projects include critical analyses of rhetorical practices in and across academic settings,
developing a communication strategy for intervening in an ongoing public dialogue, as well as a
culminating reflective project in which stedts assess their own learning trajectory throughout
the semester and describe the features of their emerging expertise in rhetoric and writing.

Queer theory will provide a critical lens/theoretical framework for this course. Queer theory is
all about identifying and remixing (or reimagining) lostanding divisions, dichotomies, and
categories, and we will particularly be using queer theory as a lens for seeing how texts cross
boundaries and how we can critique those boundaries. In addition, one of sigrasents will
further discuss the crossing of boundaries by using queer theory to analyze the ways that the
public and private are eroded through the use of social media/public forums. In an effort to
stay true to the goals of queer theory, our discussiasmssignments, and the overall structure of
the course will be queered. Queer theory will be used in two ways throughout this course: first,
we will be using queer theory to open up new ways of teaching/experiencing a writing course
and, second, studentsill actively use queer theory as they work toward becoming active
members of their disciplinéds Jacqueline Rhodes and Judith Butler note, queer teaching makes
room for a number of possibilities and leaves room for students to discover some of those
possbilities themselves.

Learning Outcomes
9 Students will critically analyze how the principles of rhetoric work together to promote
effective communication by inserting themselves into the conversatiakisig place in
rhetoric and composition studies as lvas in their own disciplines
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1 Students will participate in the rhetoric and composition discipline and their own
discipline through an application of queer theory and queer rhetorics

1 Students will construct materials which respond effectively to the neddsvariety of
audiences anavill demonstrate critical thinking, reading, and writing strategies when
crafting written work that synthesizes multiple points of view

9 Students will be critical of what it means to participate in a classroom space, reat] a te
and complete an assignment and use queer theory in their own lives to build inclusion,
value diversity, and see the ways identities intersect

Assignments

Project #1: Interview of a Faculty Member and Analysis of a Written Work in Your Discigline
100 points
This project will give you the opportunity to further explore writing in your discipline. You will
perform an interview with a faculty member in your discipline at Bowling Green State
University.
1 Here are some questions to guide your interview (but you oartainly ask other
guestions in addition to these)
o0 What does the faculty member do?
0 Who are they as a researcher and a scholar?
o126 R2S&a GUKS FI Odz G& YSYOSNI GR2¢ GNRGAY
how are they written and who are they writteio?
1 You can also think about questions through a queer theory lens by asking about
prescribed academic practices
0 What are the established ways to be an academic?
o0 How has their writing been influenced by their history?
0 How is gender/sexuality treated in the discipline?

After completing the interview, find an article written in your discipline; you will explore the
rhetorical practices characteristic of the disangliand analyze the genre(s) produced by people
Ay @2dz2NJ RAAOALIE AySd ¢KS AYGSNWBASSG aKz2dzZ R fSIR
1 What writing genres are unique to your discipline?
f What types of writing are happening in your discipline that®tJ RA & OA LJX Ay Sa I N
doing?
1 Does the writing in your coursework and in your discipline/field match?

The assignment will be completed in two parts. The first part of the assignment will take the
form of a formal report (b pages) in which you analyze yahosen article. However, we will

be queering the assignment when it comes to conveying the interview. You will discuss the
interview using multimodal means: a video recording, an audio recording, a Prezi, a
VoiceThread, a Piktochart, etc. In the multinabgart of your project, you will
discuss/convey/portray the interview and your thoughts about the interview and writing in
your discipline. If you are unsure about how to queer your project or if your idea is acceptable,
R2y Qi KSaAadl G Schédale an bppdintmérit i Ky offic. 2 NJ
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Project #2: Writing Across Boundariesl00 points
For Project #2, you will pull an interesting issue or topic from Project #1 and think about it in a
public space outside of academic boundaries. You can choose sogétiait you find
interesting in your specific field of study or something that led you to study in your discipline
(ex. an engineering student might choose to examine car design). You will focus on how this
particular issue or topic is discussed in a extside of academia (Reddit, Twitter, Facebook,
Tumblr, a magazine article, etc.).
1 Analyze the communication strategies taking place in that venue

0 2KIG A& 0KS AaadzS 2N 2LIA 0O &2dz2Q0S OK?2

o In what space is this topic discussed? What is theefize?

o Inwhat ways are people communicating about the topic?

o Do you know anything about the people participating in this forum?

One aspect of this project should involve thinking about the ways this topic was discussed in
Project #1 (academic spacea)dahow it is discussed in Project #2 (public, 1amademic space).

This assignment will be completed in two parts. The first part will be a traditional written
component (24 pages) and the second part will take the form of a multimodal (physical or
digital) project that will be used in a briefminutes) presentation of your results to the class.
The second part of this project is up to you: create a Piktochart, a collage, a video, a drawing, a
poem, etc.

Project #3: Communication in an Outside Spac&00 points

This assignment is similar to Project #2, but now you have the opportunity to participate in a
conversation taking place in a public forum. You will be examining and analyzing a topic related
to your field of study OR a topic in queer theorgléted to gender, sexuality studies, a queering
of the traditional, etc.) in a public forum (Reddit, Twitter, Facebook, Tumblr, etc.) and will get
involved with the conversation taking place (by posting, commenting, Tweeting, etc.). The
project will take he form of a written component 8 pages) that will explain the topic/forum
(ex. queer theory on Twitter) and answer/discuss the following:

1 How did you enter the conversation?

1 How did you contribute to the conversation?

1 How did others in the forum interaevith you?

1 What responses did you get?

Feel free to include screenshots of the forum/conversation to illustrate your discussion, but
these images should not be counted as part of the overall page requirement.

Project #4: Assembling an Identity Kjt100 points
¢CKA& NBTFESOGALDS LINRP2SOG ¢gAfft I RRNBSaa DSSQa
ways of being in the world, and this project gives you the opportunity to be critical of your own
ways of being and how those ways of being have bemstructed and assembled.
1 Your disciplinary self is assembled by discou¢sghat relationship does this have to
writing?

as

y 2
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How do discourses inform/use us and shift across contexts?

How can we think about rhetoric and writing through the lens of queeory?
What readings have you done outside of class that can inform this project?
What scholars/readings resonate with you?

= =4 4 A

This project will be informed by the interview you performed and readings from the semester

inside and outside of class. You ¢himk of it as an inventory or an articulation of your learning

Ol GOGKS2NRé 2F @2dzNJ f SENYyAy3aI0 GKAA aSyYSadSNp
illustrates your identity kit and a written reflective piece%4ages) that explains yourap and

GStftta YS K2¢ (2 AaNBIRé Ald 22N] G26FNR yasSN.
of your discipline?

Project #5: Reading Journgl100 points
You will be expected to maintain a weekly reading journal (physical or digital) where fou wi
take notes and jot down your thoughts and ideas on the readings. There should be a new entry
each week, and the goal is for you to use your journal as a springboarddiassdiscussion
and to help you keep track of reading questions, important/iettmg concepts, and ideas for
course projects. The reading journal will be turned in in its entirety at the end of the semester.

In addition to completing the reading journal, part of your overall grade with this project is to

complete a reading facilition with a group during the Project #3 unit. You will choose a group

and sign up for a day to facilitate. You and your group will choose a reading (or a multimodal

project) related to queer theory, composition, identity, academic communities, etc. alhd wi

open up conversation at the beginning of class by discussing the reading and how it relates to

the course. The reading can be a selection fromWhéing about Writingtextbook that we

KISy Qi NBIFIR &8SG F2NJ Of I aa rededsdily flaveddbe | y & 2 dzi &

GaoOK2ft NI &@xé¢ odzi @2dzNJ INRdz2LJ ySSRa G2 YI{1S I O
helps further the goals of the course). Your group should bring/electronically disperse a

handout with some questions to guide ourdfass dicussion (this can be multimodal, as well)

and you should reflect a bit on this group activity in your reading journal. This activity is a way

G2 GFEALIE 2N |jdzSSN) GKS OflFaaNe2yY FyR 3IA0S aidz
learning in the cotse and provide them with moments to teach their classmates and instructor

(the learners become the teachers). This part of Project #5 will be graded holistically and, as

stated previously, will be a part of your overall Project #5 grade.
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ENG2070¢ Intermediate Writing
Identity and Queer Theory in Academic Communities

Assignment Schedule
The assignment schedule is subject to changes and amendments throughout the course of the
semester. If you miss class, be sure to check with the instructor about what was missed and
what needs to be made up.

WAW( Writing about Writing: A College Reader
Canvag NS RAYy 3 A& | GFAtfLFofS dzyRSNJ aCAf Saé¢ Ay 2 dzNJ
Onlineg reading is available in anteok format (search for the title in Google)

Day | Class/Due Dates | Readings/Homework
Project #1¢ Interview/Writing in Your Discipline
Week #1
Monday 1/8 Introductions, review wSIFR d2KIFG Aa wkSi
syllabus Covino and David Jolliffpg. 325) in

WAW, reading journal

Wednesday 1/10 Introduce queer theory, | Read excerpt fronQueer: A Graphic
introduce Project #1 Historyo / I y @ 40 | yR a¢
assignment 5Aa02dz2NBRS / 2YYdzyAd
(pg. 215) in WAW, reading journal, work
on Project #1 interview questions

Friday 1/12 In-class workshopping
Week #2
Monday 1/15 No classMartin Luther
King, Jr. Day
Wednesday 1/17 Review Project #1 wSFR a{LISSOK ! Otay
interview questions Systems: How Texts Organize Activity &
t S2LX S¢ o0& / KIFNI S
WAW, reading journal
Friday 1/19 In-class workshopping wSI R &Ly i NPGudeOThéosy
An IntroductionCanvas), reading journa
Week #3
Monday 1/22 wWSIFR G[ AGSNI Oz 5A

LYUGNRRdzOUA2YE 6@ V
pages, PDF version also available on
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Wednesday 1/24

Project #1 rough draft due
in-class peer review

Canvas) in WAW, work on Project #1
rough draft, reading journal

wSIFR G[ AYA(l& Qeer LR
Theory: An Introductio(Canvas), reading
journal, revise Project #1 based on peel
review feedback

Friday 1/26 In-class workshopping Work on Project #1 final draft
Week #4
Monday 1/29 Project #1 final draftdue, WS R aDSYNB Fa {2(

Wednesday 1/31

introduce Project #2
assignment

R. Miller (Canvas), reading journal

wSIFR G{LR2yaz2zNrn 27
Brandt (pg. 43) in WAW, reading journa

Friday 2/2 In-class workshopping, sig
up for conferences
Project #2¢ Writing Across Boundaes
Week #5
Monday 2/5 No class this week, meet i
my office (East Hall 360)
for your scheduled
conference
Wednesday 2/7
Friday 2/9 wS I R 4Ly i NPTRdr@IQueey,
Meditations on Writing the Sefbnline),
reading journal
Week #6
Monday 2/12 WSFR G¢NI OAy3a ¢ NI 2
WS LIZNLIZ AAYy 3 AY hyS
5AA0ALI AYyLFNEB 2NARGA
Roozen (pg. 157) in WAW, reading jour
Wednesday 2/14 Sign up for presentations |wS I R & wK A | TRcHre:XQéieerF N

Friday 2/16

In-class workshopping

Meditations on Writing the Sefbnline),
reading journal
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Week #7
Monday 2/19 In-class presentations wSIFR 45Nl ¢ aS | 22
t A OG dhBrias Newkirk (pg. 76) in
WAW, reading journal, work on Project
#2 rough draft
Wednesday 2/21 In-class presentations Work on Project #2 rough draft
Friday 2/23 In-class presentations Work on Project #2 rough draft
Week #8
Monday 2/26 Project #2 rough draft due| Revise Project #2 based on peer review
in-class peer review feedback
Wednesday 2/28 In-class workshopping Work on Project #2 final draft
Friday 3/2 Project #2 final draftdue, [ WS R a2 NAGAYy 3 2 KI {
introduce Project #3 Struggle to Bridge the Academic/Persor
assignment 5 A @A FESidy Stoagser (pg. 199) in
WAW, reading journal
Project #3¢ Communication in an Outside Space
Week #9
Monday 3/5 No class, Spring Break
Wednesday 3/7
Friday 3/9
Week #10
Monday 3/12 Sign up for reading wSIFR Gt NRPadzYSNA ays:
facilitation withagroup |[F YR v dzZSSNJ { IO8OG I Of
Multimodality: New Media in
Composition Studidsy Jonathan
Alexander and Jacqueline Rhodes
(Canvas), reading journal
Wednesday 3/14 Studentreading choice, reading journal
Friday 3/16 In-class workshopping Student reading choice, reading journal
Week #11
Monday 3/19 Student reading choice, reading journal
Wednesday 3/21 Project #3 rough draft due ReviseProject #3 based on peer review

in-class peer review

feedback
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Friday 3/23 In-class workshopping Work on Project #3 final draft
Week #12
Monday 3/26 Project #3 final draft due, | Student reading choiceeading journal
introduce Project #4
assignment
Wednesday 3/28 wSIFR GLRSyidAGez ! d
2NAGS AY DbSg 22N]L
and Elizabeth Wardle (pg. 273) in WAW
reading journal
Friday 3/30 In-class workshopping Student reading choice, reading journal
Project #4¢ Assembling an Identity Kit
Week #13
Monday 4/2 In-class workshopping Student reading choice, reading journal
Wednesday 4/4 In-class workshopping
Friday 4/6 In-class workshopping, sig
up for conferences
Week #14
Monday 4/9 No class this week, meet i
my office (East Hall 360)
for your scheduled
conference
Wednesday 4/11
Friday 4/13 Work on Project #4 rough draft
Week #15
Monday 4/16 Project #4 rough draft due Revise Project #4 based on peer review
in-class peer review feedback
Wednesday 4/18 In-class workshopping Work on Project #4 final draft
Friday 4/20 Project #4 final draft due
Week #16
Monday 4/23 Prepare to turn in Project #5

Wednesday 4/25

Project #5 due
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Friday 4/27 | Last day of class |

Final Exam Week

4/30-5/4, no exam |
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artifact:
a comic essay about a revision of a revision
assessment rubric for student writing

Karah ParksSan Francisco Staténiversity

Abstract

Many scholars have examined the ecosystem of the writing process in pursuit of more effective
composition pedagogies over the past forty years. Of current interest are ways of applying
communitycentered, participatory approaches to the assessment and revision stages of writing
as a nodlinear process, uniquely traversed by each individual witlhémgeer discourse

community. Several recent studies have demonstrated that this kind of approach to revision and
FaaSaaySyid AyONBlIaSa aitdzRSyiaQ O2yFARSYOS | &
a discrete part of the writing process. Hoxee, despite these findings both past and present,
revision continues to be taught as an afterthought at the end of the writing process, and many
students lack confidence to both produce and engage meaningful feedback that leads to better
revision work, ad, eventually, better writing. The content of this comic essay is a metacognitive
journey about my revising of an assessment rubric of revision work performed in an advanced
writing course for English speakers of other languages (ESOL) at the commiety leskel. It

reviews and integrates what scholarship has taught us about revision and assessment starting
with foundational writing process theories and ending in their relationship to current social

justice pedagogies in composition courses that seektpower students by involving them in

the assessment cycle. Along the way, | reflect on ways | have practically applied these theories in
my own classroom, and in the process, share what was learned, reinforcing what the literature
up to now has stated:Ipwing more time and space to teach and practice revision, providing
regular assessment of feedback throughout the writing process, and designing assessment in
O2tftF062NX A2y gA0GK ailddzRSyda (2 aaSaa NBOJAAA?Z2
corfidence as writers.
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