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Annotated Bibliography: Problem of Tuning-In Journals

Emig, Janet. “The Uses of the Unconscious in Composing.” The Web of Meaning: Essays on 
 Writing, Teaching, Learning, and Thinking. Portsmouth, NH: Boynton/Cook, 1983. 

In this essay, first published in 1964, Emig discusses the problem of the student theme written in 

a short, restricted period of time, an assignment which, she says, ignores the unconscious 

processes that take place. Citing student writing textbooks of the time, Emig points out the way 

these texts and weekly writing tasks assigned by teachers do not allow for the kind of evolution 

of thought under which professional writers work. Emig describes two camps of writers: Mozarts 

(who can compose fluently, consciously) and Beethovens (who labor and stumble toward a 

finished piece). If we can incorporate room in our writing courses for this kind of labor and 

stumbling by allowing for flexible due dates and numerous drafts, she argues, we might better 

tap into the unconscious aspects of writing, a more natural way for students to approach writing. 

Application: There are very clear ties between Emig’s Beethoven metaphor and the kind of 

writing processes advocated by those in composition pedagogy who would advocate for a looser 

process, one more available to students on an individual basis, one which allows for processes 

rather than process, and which does not require a defined or refined process, but one which may 

change per student, per assignment, etc. The tuning-in journal is one way to get students to center 

at a part of their process, whatever it may be, in order to pause, listen, and reflect on what is 

going on with their writing. In other words, this process, though loose, and maybe sometimes 

messy, cannot be without purpose. The moment of reflection and potential for revision created by  

the labor of the tuning-in journal might help students recover or establish this sense of purpose.



Eschholz, Paul A. “The Prose Models Approach: Using Products in the Process.” Eight 
 Approaches to Teaching Composition. Eds. Timothy R. Donovan and Ben W. 
 McLelland. Illinois: NCTE, 1980.

In “The Prose Models Approach: Using Products in the Process,” Paul A. Eschholz relates 

criticism of the traditional prose models approach and defends the use of models by pointing out 

that the main problem with the traditional approach is that teachers use the models too early in 

the writing process, when students may be intimidated by the models, or may become to focused 

on form. The solution, Eschholz argues, is to select the proper time to intervene with a successful 

model, and to have a selection of models on hand to use with students. He cites several personal 

examples of ways students successfully utilized models in the revision process. He proposes that, 

with practice, teachers will become more confident in using prose models to help students work 

through the writing process. Application: Eschholz’s suggestion provides an easy answer to my 

dilemma of the model I used for the tuning-in journals. Upon review of the model, I decided that 

indeed, it shows exactly what I would hope students would do (at least one version of it, as it will 

be different for each paper). However, there may be something to be said for letting students 

approximate what is expected of them first, to attempt it on their own, before introducing a 

model which may intimidate or which may cause students to merely imitate instead of inhabit.



Fox, Mem. “Conveying the Inexplicit: The Problem of Teaching What Can’t Be Taught.” 
 Radical Reflections: Passionate Opinions on Teaching, Learning, and Living. San 
 Diego, Harcourt, 1993.

In this chapter of her book Radical Reflections, Mem Fox argues that reading aloud literature is a 

better method of teaching students rhythm and vocabulary than any explicit teaching of these 

concepts could be. While explicit teaching can produce competent writers, Fox argues, powerful 

writing comes from being exposed to excellent models. She cites her experience with a group of 

grade school children, whose engaged response to an oral reading of The Indian and the 

Cupboard cemented her belief that hearing the text can alone have such a powerful impact. Fox 

poses an important question in the chapter: “All of this makes me wonder whether we, as 

teachers of writers, focus too much on the mind: have we forgotten, or did we ever know, the 

explosive power, the necessity of focusing also on the ear?” (117). Application: This chapter 

from Fox suggests an additional activity I might incorporate early in the semester, as preparation 

for students listening to their own work and writing the tuning-in journals. When I first 

encountered this text in conjunction with this project, I was focused on the importance of 

listening. Now I am drawn to the idea of listening to someone else’s text, an established, perhaps 

familiar text, as a way to introduce this idea of analyzing written language through listening and 

paying attention to its composition in a new way. Another valuable element of such an exercise 

would be the ability to then pair it with a silent reading and/or an oral+silent reading 

combination, followed by whole-group discussion of what has been noticed. This last element 

would emphasize the idea that students will pay attention to and notice different elements of a 

text upon different “readings”.



Kwinter, Sanford. Far From Equilibirum: Essays on Technology and Design Culture. Barcelona: 
 Actar, 

Two essays in Kwinter’s text spoke directly to my project.  In “Leap in the Void: A New 

Organon?” Kwinter addresses why it is worthwhile to work in a group, and explains the group 

(his audience) as “a ‘front,’ a line of resistance, a point of catastrophic irruption” (46). This group 

thrives on “diversity and dissent” and “rich, responsive feedback” (46). Kwinter’s discussion of 

“wildness” at the end of the book encourages us to look at the space between things, and urges us 

to work against the “control, management, and now planning of human activity” he cites in an 

earlier essay (128). The systems he sees working and moving us into the future are those “in 

which every layer functions and contributes--though in a totally unknown and untrackable way--

to the shape, behavior, and stability of the whole” (189). Such “polygenetic structures,” he notes, 

are complex, open, and unfinished (189). Application:  Many moments of listening, done by 

many ears (teacher and peers included) may prove more productive than one moment of listening 

done by the student alone. In terms of format, while I did not make it imperative that students 

follow a particular format for their journals, their lack of familiarity with the process made them 

nonetheless beholden to the model they were provided with.  The problem with this, of course, 

was that the model was written in response to one moment of listening to one particular text; the 

mode and trajectory of that one model could not necessarily be transferred to other such journal-

writing moments.  A solution? “...let research follow the real, let it be encumbered by no moral 

and aesthetic preconception, and design will follow as an integrated process” (51).  An opening 

of possibilities for accessing this productive moment (be it in writing, conferencing, audio 

recording, something else), will ideally help the student not to feel like they must struggle within 

a strict space.



Muckelbauer, John. The Future of Invention: Rhetoric, Postmodernism, and the Problem of 
 Change.  Albany: State University of New York Press, 2008.

In Muckelbauer’s The Future of Invention, he works to find a new method of invention which 

does not move away from methods of old, but rather inhabits these methods differently (for 

example, he notes that we cannot ignore binaries, that trying to take up a binary in a different 

way only reinforces the binary, so we must simply take a different approach to working within 

the binary). The “affirmative sense of change” Muckelbauer is seeking is available to us through 

a focus on the “singular rhythms” of a method or text. Such a method can not be explained, he 

notes, but must be demonstrated, which he does throughout the second part of the text. He writes, 

“From the perspective of an affirmative sense of invention, the content or the ‘what’ of the 

propositions that I was reading and those that I am writing may be of less importance than the 

‘how’ of the movement through those propositions” (xii). His ultimate point about invention 

seems to be that it is not about what is new, but what is something other than before. 

Application: Helping students identify such singular rhythms in their own text might be a way 

to get at what I hope will happen between the writing of the draft, review of the draft, and any 

subsequent revision. I can see Muckelbauer’s use of itineration as useful for helping students 

understand how to use the model of the tuning-in journal I am providing to them. His method 

also demonstrates that imitation alone is not productive. That is, rather than imitating a final 

product, like the model journal, it would be better for students to imitate the process, and come to 

their own conclusions based on their own texts. A question remains, though, about how to best 

help them understand the process. They will have it available to them on paper, but it might also 

be provided through an audio clip of my reading aloud, or through an oral example in class, 

which might be far more authentic. 



Perl, Sondra. “Understanding Composing.” Teaching Composition: Background Readings. Ed. 
 T.R. Johnson and Shirley Morahan. Boston: Bedford/St. Martin’s, 2002.

Perl writes about “felt sense,” a term introduced by Eugene Gendlin,  and how it influences the 

writing process (Perl 148). This felt sense refers to, in Gendlin’s terms, “the soft underbelly of a 

thought . . . a kind of bodily awareness that . . . can be used as a tool . . . a bodily awareness 

that . . . encompasses everything that you feel and know about a given subject at a given time . . . 

It is felt in the body, yet it has meanings. It is body and mind before they are split apart” (Perl 

148). So, when students read their work aloud to themselves, something happens when they 

listen, something which they feel perhaps unconsciously, which we might then work to develop 

and articulate consciously. Perl writes, “There seems to be a basic step in the process of 

composing that skilled writers rely on even when they are unaware of it and that less skilled 

writers can be taught. This process seems to rely on very careful attention to one’s inner 

reflections and is often accompanied with bodily sensations” (Perl 150). For Perl, this step is part 

of a recursive process of writing, in which, as Perl says, writers “move back” to previous parts of 

the process (previous routines, moments, etc.), “to keep the process moving forward” (Perl 147). 

Application: Perl’s description of “felt sense” refers to exactly what I hope students will pay 

attention to as they read their texts aloud. That is, I hope they will move beyond simple error and 

even logical gaps, and will begin to notice what they feel when they read certain words or 

phrases and think about how these match up (or don’t) to the ideas they hope to present in their 

writing. Perl notes that these things happen unconsciously, but might be made conscious, which 

is where the idea of focused auditory attention comes into play. By this, I mean not only listening 

to one’s text (perhaps in one’s own voice), but also tuning-in to the sensations felt when listening 

to that text by working to articulate them on paper.



Rotman, Brian. “The Alphabetic Body.” Becoming Beside Ourselves: The Alphabet, Ghosts, and 
 Distributed Human Being. Durham: Duke University Press, 2008.

In discussing Deacon’s assessment of auditory processing, Rotman writes, “We listen, it seems, 

not to speech sounds as such, not, that is, to isolatable sonic entities, but to the movements of the 

body causing them; we focus on what happens between the sounds, to the dynamics of their 

preparatory phases, pauses, holds, accelerations, fallings away, and completions--the very 

features of gestures we attend when perceiving them” (23). Application: Rotman defines 

prosody (“the phrasing, the intonation, the musicality, the rhythm, the volume and emphasis, the 

rise and fall of pitch, the fallings away and accelerations, the pauses, gaps, hesitations, the 

anticipations, elisions, silences, elongations, repetitions, and contractions that the word-strings of 

an utterance are subject to” (24)), and I believe this definition gives voice (so to speak) to part of 

what happens with Perl’s felt sense. If writing “cuts speech loose from the voice,” as Rotman 

says, then reading aloud may be a way of getting us closer to capturing meaning in writing, when 

the printed words alone “fall short of representation.” I would suggest that prosody provides 

immediacy, presentness of a text, and it is part of what makes a text written long ago have life 

when it is read aloud, or what suddenly gives feeling or clarity to a student’s essay. What this 

says to me is that for a student text to have this life, the best way to capture this vitality, because 

we cannot rely students’ oral stream-of-consciousness as a record of their ideas (for a few 

reasons, feasibility and anxiety being two that immediately come to mind), is to couple students’ 

written and revised text with an oral reading that fills in the spaces in between the words, though 

I wonder still how feasible or practical this is, and how it might play out.



Schwartz, Jeffrey M. and Sharon Begley. The Mind and the Brain: Neuroplasticity and the 
 Power of Mental Force. New York: Harper Perennial, 2003. 

Paying attention to what is going on in our minds is the focus of Schwartz and Begley’s research 

in Chapter Six of their book The Mind and the Brain: Neuroplasticity and the Power of Mental 

Force. This chapter, called “Survival of the Busiest,” explores the ways concentrated sensory 

stimulation can change the brain, in other words, the way attentive experience can shape the 

brain, specifically the motor cortex. They describe several scenarios in which the brains of 

subjects (humans or monkeys) are significantly changed due to repeated practice. They discuss 

their finding that “the rezoning was purely a response to purposeful behavior” (p). On Pascual-

Leone’s work with braille readers, Schwartz and Begley write, “It was a clear case of sensory 

input increase, with the person paying close attention, leading to an expansion of the brain region 

devoted to processing that input” (213). Pascual-Leone’s research, they note, resulted in the 

finding that “mere mental rehearsal” also leads to changes in the brain. Schwartz and Begley 

point out that without attention, however, experience does not change the brain in the same 

productive way. Application: My hope is that the focused attention on the text, the sort of 

slowed-down tuning-in I am asking students to do, would first result in stronger revision taking 

place in the process of writing that particular paper, and would then transfer into their work on 

other writing (so that composing the journal would not be needed anymore, as the thought-work 

would be happening without the focused attention). If attention is required to change the brain in 

this way, then I stand by my method of focusing attention on students’ work (of course, this may 

also be done in individual conferences, or by other methods, but this particular method allows for 

the student to work independently). Once the attention becomes internalized, students should be 

working through this more thorough and thoughtful revision process as they write.



Stiegler, Bernard. “The Orthographic Age.” Technics and Time, 2: Disorientation. Stanford, CA: 
 Stanford University Press, 2009.

Two key elements of Stiegler’s chapter “The Orthographic Age” seem to be his discussion of 

Barthes’ writing about the photographic (a way of accessing “what happens . . . what happened, a 

right, true memory,” which “unavoidably gives rise to an imprecision” (20)) and the problem of 

the imprecision of orthographic writing. Stiegler also addresses active reading of a text, and what 

this process does for meaning and understanding. He writes, “Active reading is not simply 

mechanical re-comprehension, as of a theorem: it is the re-activation, the resumption or 

recovering, of originary opening” (40)  Application: Reading one’s own text aloud, listening to 

it, allows the writer to sense what may be missing, what may be more clearly stated, etc. The 

writer is thus “re-activating” the process of composing (which, we might say, has never ended). 

However, this still does not lead to precision. An event can be captured on film as it happens, but 

not after, Stiegler notes. With writing, the capturing will always have to happen after. This is part 

of the problem of the tuning-in journal I propose: the moment of experience cannot be captured 

in the moment; the capture is only attempted after. While this can lead to reflection, perspective, 

shades of meaning in some forms of writing (like the narrative), it seems more problematic in the 

sort of stream-of-consciousness composition required to do the tuning-in journal. First, facility in 

this kind of composition is required (both in the ability to type or write quickly and in the ability 

to allow thoughts to stream freely onto paper without reserve), and even then, it is occurring 

always a moment after; second, while it is occurring a moment (or several days) after, and the 

change in perspective can be helpful to the writing process in terms of revision, the imperative to 

capture thought may block students, because it is not as simple as capturing a scene with the 

click of a camera.


