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ABSTRACT 

FROM VICO TO GRASSI: TOWARD A RHETORIC OF OPENNESS 

KAREN ANDERSON HODGES 

AUGUST 1993 

This research fuses humanist concepts of language with 

chaos theory to move toward a rhetoric of openness. Like 

other dynamic systems, metaphoric/poetic language generates 

concepts and discourse which interact with each other and 

change each other over time. Such a non-rigid, flexible 

view of language rejects the static while it generates 

strategies which disclose actuality, illuminate being, 

discover presence, and penetrate the unknown. 

Giambattista Vico and Ernesto Grassi valorize the ever

expanding possibilities in language; like the early 

sophists, they call for discourse which uses details and 

examples in narrative, mythic, and allegorical modes. 

Vico's Imaginative Representation expresses poetic, 

imaginative forms of thought or discourse through which an 

individual senses a world of forces and emotional 

qualities. Ingenium, a faculty which links one person 

perceptually with others and with the natural world, 

flourishes in such metaphoric thought and discourse. It 

breaks down boundaries of binary thought as it sanctions 

limitless interplay between concepts and relationships. 
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With fantasy, innovation, and the play of folly, the 

writer/rhetor interprets and invents discourse which 

persuades a reader/audience by forming immediate identities 

between elements. 

This study grounds its language research in a review 

of cognitive sciences to understand how the brain functions 

as an integrated whole, not as divided into left and right 

hemispheres. The burgeoning cognitive model indicates a 

paradigm shift which conceives cognition as a specifically 

human capacity. 

Fusing metaphor with fractal into a dynamic semiotic 

- system, the meta-fractal process generates exploratory 

interpretation and invention which activate expressive 

communication. Through its quadrants (the Physical Body, 

the Socio-Cultural Situation, the Idea Realm, and Time and 

Place), collaborating participants generate complex, 

dynamic interchange. 

Student writing provides a pool of rich data through 

which this dissertation demonstrates the validity of myth, 

allegory, and narrative in forming and communicating 

meanings. Such rhetorical strategies present new insights 

and probable knowledge that promote a generative array of 

possibilities between imaginative and referential 

discourse. This demonstration substantiates Vice's 
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and Grassi's calls for discourse modes which rediscover 

genuine persuasion and move toward a rhetoric of openness. 
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CHAPTER 1 

FROM FOLLY TO CHAOS 

If writers had at their fingertips a tool that would 

produce insight into truth, that would allow both them and 

their readers to step into the light, that would even 

contribute to their self-realization, and that would bring 

the audience to insight, would they choose to use it? 

Strategies that disclose actuality, illuminate being, 

discover presence, and penetrate the unknown are available 

to us as thinkers, as writers. But these dynamic modes of 

expression have not been accepted in many discourse 

contexts. Indeed, to some, communication which fosters the 

dynamic process of rhetorical exchange between rhetor and 

audience is considered contradictory, irrational, even 

senseless. The boundaries of imaginative writing and 

scientific writing have been arbitrarily received as binary 

systems representing two disparate worlds. When viewed as 

interactive systems of language, these two kinds of 

discourse can fold back on themselves semiotically and 

break through the old dichotomy. If consciously arranged 
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discourse breaks open, "the fractured form points to the 

creation of something new" (Hayles, Chaos Bound 236), and 

from complex, irregular forms, fractal! forms may emerge. 

The new insight now available within the changed form 

creates a rhetoric of openness. 

To oversimplify the interactive field of language I 

set before the reader a dichotomy of scientific, refer

ential discourse as the antithesis to poetic, metaphoric, 

human expression. Such a binary opposition could be 

visualized as two currents gushing toward dominance in 

particular disciplines: the scientific tradition and the 

humanistic.2 James L. Kinneavy classifies discourse as 

reference, persuasive, literary, and expressive. In this 

study the term scientific writing includes scientific, 

informative, and exploratory as Kinneavy stipulates. Its 

counterpart, imaginative or poetic language, includes 

persuasive, literary and expressive discourse. My purpose 

IA fractal is a mathematical object that has 
detailed structure no matter how closely it is viewed, no 
matter how great the magnification. It looks the same on 
any scale. Fractals are famous in the mathematics world 
for their ability to represent a large structure with a 
tiny piece of the whole. Wegner and Peterson define 
fractal as "an object that has a fractal dimension that 
is greater than its classical dimension" (1, 6). 

2An historical examination of the two divisions of 
knowled9e is surveyed in William E. Tanner's essay, 
"Semiotics: An Isthmus between the Sciences and the 
Humanities." Out of Chaos. Arlington, TX: Liberal Arts 
P, 1991. 
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is to visualize a communication theory which encourages 

language styles to interact. Rather than accept the 

postmodern model of fragmentation which envisions a split 

life in an unstable universal context with language use 

reflecting such division, I champion the "colorful and 

unpredictable world" which mathematicians like Robert 

Devaney model as dynamical systems (Chaos Fractals and 

Dynamics VCAS). In chaos theory, "No longer may we use a 

binary logic with which to model reality and upon which to 

ground social policy," concludes T. R. Young (28 Feb. 

1992). The collision of dynamic poetic discourse with 

scientific expression results in a new dynamic paradigm. 

In multiple feedback loops, such metaphoric language 

reintroduces what it means to be human into hygienic 

language use. Poetic language implodes vigor and 

understanding; it creates new space for knowing. 

Boundaries are reconceived when discourse is infused by 

Imaginative Representations. 

To develop a concept of ever expanding possibilities 

in language, I turn to Ernesto Grassi. In his work 

Renaissance Humanism: Studies in Philosophy and Poetics 

(1988), Grassi suggests a language of openness, which he 

calls variously poetic or metaphoric language. Grassi 

indicates an opportunity for reform where former boundaries 

are realigned. He valorizes poetic language as the 
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original, the ground of other discourse. Such metaphoric 

language has long been criticized for masking, veiling, 

clouding, hiding the verifiable, the factual. Ramus in the 

sixteenth century distrusted rhetorical language; the Royal 

Society in the seventeenth censured poetic language, two 

examples of powerful influences which subdued consciously 

arranged discourse in favor of a plain style. Grassi calls 

for a discourse which allows for changeability in every 

context, a rhetorical/poetic/metaphorical language which 

will move an audience. Persuasion will stir an audience 

from the role of spectator and ingestor of material, to 

that of thinker and--perhaps--of actor. Grassi introduces 

his countervailing philosophy which he calls non-Platonic 

Humanism with the idea that "this tradition does not 

concern itself with the problem of the rational knowledge 

of being." A Cartesian paradigm implies "the preeminence 

of rational thought, which encompasses the logic of causal 

reasoning" (Renaissance 112). In contrast to such 

rationalist thought, the theses of Humanism which concern 

the philosophical function of ingenious, metaphoric, poetic 

and rhetorical language, lay claim to being able to provide 

"essential insights into the questions of our existence" 

(Renaissance 122). Grassi grounds his work on the ideas of 

Giambattista Vico (1668-1744) who calls the humanist 

philosophy of concept formation, "imaginative universals." 
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Vico wrote of imaginative universals in the 1725 first 

edition of The New Science.3 He conceived New Science, as 

a whole, by asking the question: if we as modern thinkers 

form concepts in terms of intelligible genera, how did the 

first people think such that our manner of concept forma

tion can be understood as developing from a first form of 

thought? This query presents the philosophical side of 

Vico's philosophical-philological method. The philological 

side of his method includes both Vico's knowledge of the 

mythology of ancient Greece and Rome and the eighteenth

century insight that there is a common way of thinking 

among ancients, primitives, peasants, children, and those 

who suffer certain pathologies of speech. Vico's philology 

includes an awareness of other cultural areas, such as 

China and Africa, and specific primitive peoples, such as 

3Throughout this dissertation, the title New Science 
denotes the Scienza nuova second, the title coined by 
Vico for the second edition of 1730 and commonly used 
since Nicolini to designate this and the third edition of 
1744. References to the New Science are to the paragraph 
enumeration common to the Scienza nuova seconda of the 
later edition and the Bergin and Fisch revised English 
translation: Opere di G. B. Vico, 8 vols. in 11 (Bari: 
Laterza, 1911-41), 4, and The Science of Giambattista 
Vico, rev. trans. of the fourth edition, Thomas Goddard 
Bergin and Max Harold Fisch (Ithaca: Cornell UP, 1968; 
4th printing 1991). 
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the American Indians, whom he mentions with some frequency 

in New Science.4 

Imaginative universal is Vico's phrase for his theory 

of concept formation. Vico isolates the elements of what 

he designates the imaginative universal by using three 

terms: caratteri poetici (poetic characters), generi 

fantastici (imaginative genera), and universali fantastici 

(imaginative universals). These expressions designate his 

principle of the origin of human mentality. Donald Verene 

compresses the three terms into a single phrase, 

imaginative universal, which he asserts is "a theory of the 

image" (68). It seems that Vico's central idea is 

contained more in the term representation rather than in 

the term universal.5 However, in this study, the phrase 

Imaginative Representation stipulates Vico's theory of 

concept formation. Imaginative Representation does not 

distinguish between the three terms employed by Vico, yet 

4The sections of New Science, which expound Vico's 
theory of imaginative universals, are these: 34, 204-10 
(axioms 47-49), 403, 809, and 933-34. 

5Representation: A depiction or a likeness, picture, 
model, or other reproduction. The action of setting 
forth or placing before another (as by a statement, 
account, or discourse) especially with a view of 
affecting action. The action of representing (as by 
portrayal or delineation) in a visible image or form. 
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each of the three elements in Vico's theory extends the 

concept of this proposed term. 

To Julia Kristeva, representation is equivalent to the 

sign. By image or word, "an object becomes meaningful, 

represents, or signifies," (Revolution 102). She carries 

language to a degree that it "bursts, pierces, deforms, 

reforms, and transforms the boundaries the subject and 

society set for themselves" (Revolution 103). Kristeva's 

terminology does not specify chaos theory; however, as she 

expresses her culture and positions herself within the 

discourse community, Kristeva represents language as 

chaotic. A writing subject tears through the sign or 

representation to "find the material signifying process" 

(105). "As a consequence," adds Kristeva, "the signifying 

process comes to the fore in the matrix of enunciation, 

and, through it, radiates toward the other components of 

the space of production" (Revolution 105). Kristeva's 

study identifies "work as [a] process, whatever kind of 

work it may be--when it is being carried out ••• --[that] 

shares something with this signifying process" (104).6 

Thus, the term Imaginative Representation in this study not 

only encompasses the exchange structures of a particular 

6Grassi acknowledges the sphere of work as the 
energizing force which helps make ingenium possible. 
Chapter 3 of this study investigates Grassi's emphasis on 
ingenium. 
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society, its language or signifying matter, but also the 

unbound, primal energy submerged in the process of forming 

the discourse. 

Accordingly, Vice's study of the original mentality of 

early sign users explores the dynamics which set those 

"writing subjects"? into action. Which Imaginative 

Representations did they employ in the signifying process? 

Vice's theory of concept formation breaks through the 

structure to examine the language users themselves. His 

purpose--to establish poetic language as original, existing 

prior to the scientific. 

Imaginative Representations are the form of thought 

for the first two of Vico's three ages--the age of gods, 

the age in which people ordered their world in terms of 

gods; and the age of heroes, the age in which people 

ordered their world in terms of heroic figures. Fantasia 

(imagination) typifies the thought of these eras. This 

conception of an original mentality that ordered experience 

in terms of Imaginative Representation is crucial to the 

development of his new science. The original mentality of 

.?"Writing subject" is Kri~teva's term; "t~is wor';i 
[subJect) is constantly used with the meaning it has in 
psrchoanalysis, linguistics, and philosoph¥, i.e., the 
thinking, speaking, acting, doing, or writing agent" 
(Desire 19). 
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primary cultures includes much sensuous, human content 

which the third age--the present--lacks. 

The first people did not encounter the world as a 

world of clear-cut objects and persons, Vico explains in 

New Science, but instead as a world of forces and emotional 

qualities: 

218. Men at first feel without perceiving, then 
they perceive with a troubled and agitated 
spirit, finally they reflect with a clear mind. 
219. This axiom is the principle of poetic 
sentences, which are formed by feelings of 
passion and emotion, whereas philosophic 
sentences are formed by reflection and reasoning. 
The more the latter rise(s] toward universals, 
the closer they approach the truth; the more the 
former descend[s] to particulars, the more 
certain they become. 

Thus individuals among the first people spoke in poetic 

sentences which gained specificity as speech became 

concrete. Vico's statement means that the poetic, 

metaphorical language employed details, particular and 

exact examples of this world. Furthermore, early 

individuals created order in experience, not by abstracting 

a property held in common by a collection of particular 

entities, but by creating an ideal portrait, postulates 

Vico. In New Science, this portrait often took the form of 

an Imaginative Representation, a description of a 

particular reality: 

932. Three kinds of characters. 
933. The first were divine, ••• used, as we 
have shown above, by all nations in their 
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beginnings [435].8 And they were certain 
imaginative universals, dictated naturally by the 
human mind's innate property of delighting in the 
uniform [204, 209]. Since they could not achieve 
this by logical abstraction, they did it by 
imaginative representation (emphasis added]. To 
these poetic universals they reduced all the 
particular s~ecies belonging to each genus, as to 
Jove everything concerning the auspices (379] 
(the heavens) to Juno everything touching 
marriage [513], and so on. 
934. The second were heroic characters, which 
were also imaginative universals to which they 
reduced the various species of heroic things, as 
to Achilles all the deeds of valiant fighters and 
to Ulysses all the devices of clever men. 

To elaborate, Vico's imaginative universal includes a 

theory of the mythical consciousness as a stage of 

primitive mentality out of which consciousness itself first 

develops. Vico grounds the primordial form in mythical 

apprehension of the object. Such an object is grasped in 

terms of the potencies and powers, the demons and gods 

found in primitive life (Verene 68-69). Imaginative 

Representations, accordingly, form the thought process for 

the first two of Vico's three ages: the age of gods and the 

age of heroes. 

The Imaginative Representation occupies the central 

position in mythic thought. At first the individual senses 

a world of forces and emotional qualities, Vico speculates, 

through feeling, not perception. According to Vico's view, 

8vico cross-references his text with the bracketed 
numbers. They appear here as in New Science. 
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the distinctive characteristic of mythic or primordial 

poetic thought is its power to assert identities, not simi

larities. The poetic mind structures experience through 

the formulation of immediate identities between elements. 

Since identification is an important concept in 

Kenneth Burke's rhetoric, it links the twentieth-century 

philosopher to Vico. Identification requires a process of 

replacing difference with resemblance. One's ways become 

similar with the ways of another person while the 

individual retains an identity. Likewise, a person 

recognizes shared images with the other in the process of 

identification. Thus understanding another in a drama

tistic role reflects the process of identification. The 

most powerful type of identification, says Burke, "derives 

from situations in which it goes unnoticed" and the 

identification is unconscious (A Rhetoric 20). A contem

porary example is a person who buys Virginia Slims 

cigarettes because she identifies subconsciously with the 

image of a slender, sophisticated, yet fun-loving, young 

woman in advertisements. Burke notes that persuasion 

depends upon language, gesture, tonality, order, image, 

attitude, and idea, that identify common ways (A Rhetoric 

55). Burke's inclusion of the mystic's devout identi

fication with the source of all being (A Rhetoric xiv) 

and his inclusion of identification in the realm of 
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transcendence ("Rhetoric-Old and New" 203) enrich the 

concept that Vico began. 

Burke's exploration of identification corresponds with 

Vico's view that the particular trait of mythic or 

primordial poetic thought is its power to assert iden

tities. Narrative, myth, metaphor increase the reader's 

ability to identify with a text. The poetic, original mind 

forges experience through the creation of instantaneous 

identities between elements. As Joseph Campbell noted in 

The Power of Myth, such identification recognizes complete 

oneness with nature, with the God power in the world. Vico 

affirms that the poetic mind of an individual, has no 

reality beyond the generic9 character with which 

identification is achieved. Furthermore, in the poetic or 

mythic mind of primary cultures, events themselves are 

given form through fables or allegories. Fables are 

"imaginative class concepts" (generi fantastici) which Vico 

delineates in New Science: 

403. Thus the mythologies, as their name 
indicates, must have been the pro~er languages of 
the fables; the fables being imaginative class 
concepts, as we have shown, the mythologies must 
have been the allegories corresponding to them. 
Allegory is defined as diversiloguium ~210] 
insofar as, by identity not of proportion but (to 

9vico uses the term generic as descriptive of all 
members of a genus, species, class, or group; something 
that is common to or characteristic of a whole group or 
class. 
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speak scholastically) of predicability, 
allegories si~nify the diverse species or the 
diverse individuals comprised under these genera. 
So that they must have a univocal signification 
connoting a quality common to all their species 
and individuals (as Achilles connotes an idea of 
valor common to all strong men, or Ulysses an 
idea of prudence common to all wise men) [205]. 

In his work Language as Symbolic Action (1966), Burke 

focuses on the form of a work which he asserts "cannot be 

separated" from its content (487). The fable form leads 

hearers in the oral society "to anticipate another part, to 

be gratified by the sequence." Accordingly, identification 

results from an interaction of form and content. Through 

involvement in its form, the poetic language of fable or 

allegory generates tensions or expectations with which the 

audience identifies. The audience expects a conventional 

as well as a repetitive form when it shares the fable. 

Vico anticipates Burke in establishing the concept: 

204. The human mind is naturally impelled to 
take delight in uniformity. 
205. This axiom, as applied to the fables, is 
confirmed by the custom the vulgar have when 
creating fables of men famous for this or that, 
and placed in these or those circumstances, of 
making the fable fit the character and condition. 
These fables are ideal truths suited to the merit 
of those of whom the vulgar tell them; and such 
falseness to fact as they contain consists simply 
in failure to give their subjects their due. So 
that, if we consider the matter well, poetic 
truth ~s meta~hysical t~uth,.and.physical truth 
which is not in conformity with it should be 
considered false. Thence springs this important 
consideration in poetic theory: the true war 
chief, for example, is the Godfrey that Torquato 
Tasso imagines; and all the chiefs who do not 
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conform throughout to Godfrey are not true chiefs 
of war. 

So the successive images in Tasso's work about Godfrey 

would emphasize the same heroic character traits. The 

expected form of the fable leads the audience to anticipate 

super-human developments in Godfrey. This anticipation 

assures the audience of where the work will culminate. 

Similarly, the American myth of George Washington's 

chopping down the cherry tree and admitting to the folly is 

consistent with Vico's analysis. Whether Washington 

actually performed the act does not matter; that it 

represents the veracity of the first President of the 

United States makes it poetic truth. A true president 

should be absolutely truthful; and any president who does 

not correspond throughout to Washington, is not a true 

Commander in Chief. The presence of one quality prepares 

the audience for the introduction of another; in Burke's 

rhetoric, this progressive form is called qualitative 

progression. When form requires audience response, the 

rhetor displaces responsibility for agreement to the 

audience. Burke expands identification to include 

unconscious intent, the self as audience, and nonverbal 

elements that have significance for an audience. 

Nearly two centuries before Burke, Vico developed a 

system which attempts to discover the way the mind works. 
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Both blend philosophies about the nature of the human 

being. The imaginative universal is Vico's conception of 

how intelligibility takes place at the origin of human 

mentality, at the beginning of the human world (Verene 71). 

The notion of joining the form of a work with the form of 

its symbolism allows Vico to show that the first people did 

not think in the same manner as modern people. Moreover, 

Vico explains their Imaginative Representations as thought 

itself. Primary cultures express themselves poetically, 

not resulting from their unsophistication or amateur use of 

language but from poetic expressions that produce a form of 

thought which is both sophisticated and consciously open. 

Vico delineates a mythic consciousness in which an 

object is understood in terms of potencies and powers. 

Early writing subjects, thinking subjects, or speaking 

subjects asserted identities and gave events form through 

fables. Vico's theory of concept formation includes a 

system of ascertaining the way the original mentality 

works. Poetic language underpins Vico's theory. 

An especially valuable source of revelation for 

Humanists (both early and contemporary), poetic language 

discloses the variety and profusion of the concrete aspects 

of human actuality. Poetic language develops universal 

patterns. When Grassi reintroduces this humanist tradition 

which values poetic language, he emphasizes that poetic 
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language ranks first in order over rational language and 

thus over the entire scientific tradition. Grassi's 

philosophy establishes the immediacy of the metaphor in 

human thought and speech because metaphoric or poetic 

language is "nonderivable, primary" (Rhetoric as Philosophy 

19). Furthermore, Grassi contrasts this open system of 

language to Cartesian philosophy which he terms completely 

closed: "The deductive process [scientific speech] is 

completely closed within itself and as such cannot admit 

other forms of persuasion which do not derive from the 

logical process" ("Critical Philosophy or Topical 

Philosophy?" 39). Because of poetic language's rhetorical 

features, it specifies time, location, or person; and its 

validity has been questioned in the area of scientific or 

rational speech. 

In the work Rhetoric as Philosophy (1980), Grassi 

likens rhetorical, poetic expression to dialogue (dia

lectic) because it specifies time, place, and speakers. 

For Grassi, monologue which represents scientific language 

treats objects as abstract, universally definable 

phenomena. Rational monologue has no need to interact with 

circumstances of situation in order to proceed, much as a 

person delivering a monologue can proceed without concern 

for or input from the others present and without regard for 

situational factors (Rhetoric as Philosophy 113). 
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Consciously arranged language achieves an emotional 

identification with specific images that simply does not 

occur with rational speech. Metaphor provides a key to 

poetic language.10 By metaphor Vico and Grassi mean a 

crucial way by which humans know and understand their 

world; it is the "bridge between the rational and semantic 

realms" (Rhetoric as Philosophy 23). 

With the aim of validating poetic language as 

philosophically important, Grassi restores the forgotten 

ideas of remote Renaissance thinkers whose philosophies 

predated that of Descartes. One example is Albertina 

Mussato (1261-1329) who says that it is the language of 

poetry that "illuminates" the historicity of humankind 

(Renaissance Humanism 11). Poetry does not deal with 

absolute truth, it is constantly concerned with revealing 

the historical world, which includes the prevailing gods 

and institutions of each era. Mussato believes that the 

poet's function is to illuminate the historicity of 

humankind as it has a decisive effect on the future. "The 

origin is only revealed in and through poetry by the 

impact of words," Grassi points out (Renaissance Humanism 

11). The language of poetry, for Mussato, represents the 

original and eternal manifestation of divine power, such as 

lOThis study explores metaphor in later chapters. 
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it is revealed in history, where things are constantly re

discovered and assume new significance (Renaissance 

Humanism 11). Grassi reasons that it is through poetry 

that the origins speak and reveal themselves, though they 

also veil themselves in each of the different images 

(Renaissance Humanism 13). 

Another Humanist, Giovanni Pontano (1426-1503) argues 

that the "miraculous" is the subject of poetry, not the 

literary. Pontano claims that the poetic word conjures up 

"wonderment" in order to disclose being in its original 

significance. Furthermore, Pontano maintains that it is 

through the poetic word that the individual steps out of 

the "dark forest" in order to found human society. He 

asserts that the source of any language is the poetic 

expression; in such discourse rests the essence and the 

original function of words (Renaissance Humanism 40). The 

Muses disclose being. Poetic language opens a space for 

human action and creates a Lichtung (clearing) in the 

primeval forest, and that clearing will be the stage for 

history. Grassi reminds the audience of Pontano's equation 

of the poetic word with "wonderment" which the poetic word 

conjures up in order to disclose being in its original 

significance (Renaissance Humanism 40). Then Grassi 

provides a further definition from Dante who ascribes to 

poetic, metaphoric language four faculties: (1) it is 
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"illuminating"; (2) it is "grounding"; (3) it is "in need 

of space for its activity"; (4) it creates that space where 

the rules of a language are determined on poetry's own 

basis {47). Through poetry, origins speak and reveal 

themselves though they also veil themselves in different 

images (Renaissance 13). This duality of veiling in order 

to also illuminate creates ambiguity. 

In his theory of sapienza poetica {poetic wisdom), 

Vice explains the difference between a new understanding of 

the image and the rational idea. For Vico, the poetic 

character or fable occupies the same central position in 

poetic {mythic) thought which the concept of genus fulfills 

in rational {modern) thought.11 The expressions of 

primordial humans are always poetic utterances expressed in 

a type of class logic. Vice recognizes that" ••. poetic 

truth is metaphysical truth, and physical truth which is 

not in conformity with it should be considered false" {New 

Science§ 205). 

His theory of poetic wisdom is based on an idea 

generally held in the eighteenth century: that ancient 

peoples, primitives, children, and others share a common 

form of mentality which Vice termed poetic wisdom (New 

llGenus: a class, kind, or group marked by common 
characteristics or by one common characteristic. 
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Science: S 206-17, 375-76, 437, 470, 498, 517, 658, 708, 

841, and 1095, esp. 206-17): 

206. The nature of children is such that by the 
ideas and names of the men, women, and things 
they have known first, they afterward apprehend 
and name all the men, women, and things that bear 
any resemblance or relation to the first. 
209. The first axiom shows the natural 
inclination of the vulgar to create fables, and 
to create them appropriately. The second shows 
that the first men, the children, as it were, of 
the human race ••• had a natural need to create 
poetic characters; that is, imaginative class 
concepts or universals, to which, as to certain 
models or ideal portraits, to reduce all the 
particular species which resembled them. 
211. In children memory is most vigorous, and 
imagination is therefore excessively vivid, for 
imagination is nothing but extended or compounded 
memory (699, 819]. 
212. This axiom is the principle of the 
expressiveness of the poetic images that the 
world formed in its first childhood [34]. 

Vico also connects poetic speech with the mentality of 

women: 

457. Digressions were born of the grossness of 
the heroic minds, unable to confine themselves to 
those essential features of things that were to 
the purpose in hand, as we see to be naturally 
the case with the feeble-minded and above all 
with women. 

Kristeva in Revolution in Poetic Language (1984) 

equates the communication exchanges of women with poetic 

language, "from (Marcel) Mauss to L~vi-Strauss, social 

anthropology continually reconfirms this equivalence 

between the symbolic and the social when it considers 

society's various means of self-regulation" (72). To the 
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verbal exchanges of women, Kristeva adds "different kinds 

of magic, myths, etc.--as languages" (73). Kristeva's aim 

is "to investigate the workings of 'poetic language' as a 

signifying practice, that is, as a semiotic system 

generated by a speaking subject within a social, historical 

field" (Revolution 1). To this contemporary semiotician, 

poetic language stands for the "infinite possibilities of 

language, and all other language acts are merely partial 

realizations of the possibilities inherent in poetic 

language" (2). Poetic language does not connote belles 

lettres, literature that is an end in itself; neither does 

poetic language refer to verse. Instead, poetic language 

"bears a more basic significance that has to do with ••• 

individual and collective being-in-the-world" (Revolution 

7). "Magic, shamanism, esoterism, the carnival, and 

'incomprehensible' poetry all underscore the limits of 

socially useful discourse" (16). Perhaps more importantly, 

socially useful discourse represses "the process that 

exceeds the subject and his [the subject's] communicative 

structures" (Revolution 16). 

Kristeva begins from the concept of "poetic language" 

as introduced by Russian formalists, especially M. M. 

Bakhtin. She comprehends it as distinct from ordinary 

communication: "it is almost an otherness of language" 

(Revolution 5). It is not the language of transparency 
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"where the word is forgotten for the sake of the object or 

concept designated" (Revolution 5). Rather, in poetic 

language, words seem to encase rather than to work, 

consciously or not, with the sounds and rhythms of words in 

transrational fashion. Kristeva situates poetic discourse 

near the boundaries which admit "upheaval, dissolution, and 

transformation" (Desire 25). Kristeva's position aligns 

her with chaos theory in that the Imaginative Represen

tation "opens and closes; comes and goes; fades and 

reappears ••• in a fractal basin of outcomes" (Young 28 

Feb. 1992). She respects Heidegger's work12 "because of 

his (Heidegger's] attentiveness to ••. 'poetic language' 

as an opening up of beings; as an openness that is checked 

but nonetheless occurs; as a struggle between world and 

earth" (Desire 25). To Kristeva, "poetry is a practice of 

the speaking subject, consequently implying a dialectic 

between limits, both signified and signifying, and the 

setting of pre- and trans-logical rhythm solely within this 

limit" (Desire 25). 

12Grassi dedicated Renaissance Humanism (1988) to 
his teacher, Martin Heidegger. In Vice and Humanism: 
Essays on Vice, Heidegger, and Rhetoric (1990), Grassi 
celebrates Heidegger's recognition of the importance of 
the poetic word for philosophizing. However, Grassi 
contends that Heideg~er misunderstood the actual humanist 
tradition and its philosophical importance. A third 
important work began the dialectic between Grassi and his 
teacher: Heidegger and the Question of Renaissance 
Humanism: Four Studies (1983). 
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Poetic language is double, to Kristeva a positive 

term. Saussure's concept of sign which is a vertical 

(hierarchical) division between signifier and signified, 

"cannot be applied to poetic language--by definition an 

infinity of pairings and combinations" (Desire 69). To her 

the notion of double is "the result of thinking over poetic 

(not scientific) language." Such doubleness implies one 

and other (Desire 69). Kristeva insists on the power of 

the continuum in contrast to logical (scientific) 

procedures which distort poetic language. Such poetic 

language cannot be limited by ideas of true-false, 

nothingness-notation which she calls "a zero-one sequence" 

that seeks one truth. Kristeva insists that "the only 

discourse integrally to achieve the 0-2 poetic logic is 

that of carnival. By adopting a dream logic," she adds, 

"it [poetic logic] transgresses rules of linguistic code 

and social morality as well" (Desire 70). At the same 

time, acknowledging her indebtedness to Bakhtin, Kristeva 

concludes, "if there is a model for poetic language, it no 

longer involves lines or surfaces, but rather, space and 

infinity--concepts amenable to formalization through set 

theory and the new mathematics" (Desire 88). Her method 

strives "toward harmony, all the while implying an idea of 

rupture (of opposition and analogy) as a modality of 

transformation" (Desire 89). 
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In sum, poetic language is philosophically important. 

Grassi shows by unearthing concepts of pre-Cartesian 

humanism that poetic expression grounds all language. 

Those who use poetic language express themselves naturally 

in fables and images which are often tied to the vigorous 

memory of childhood. Ancient peoples, peasants, women and 

others share a common form of mentality which Vico termed 

poetic wisdom. He postulates a poetic wisdom which 

manifests itself in Imaginative Representations. Such 

poetic language is contrasted with "socially useful 

discourse" by Kristeva. She exalts a signifying practice 

which stands for the unlimited potential of poetic 

language. 

In Rhetoric as Philosophy, Grassi explains that 

"poetic, figurative, and hence metaphorical activities 

provide the possibility of mankind liberating itself from 

the immediate strictures of nature. This possibility 

proves itself in the festival" (75). With Horace in his 

Ars Poetica, Grassi acknowledges that "humanity is 

celebrated in the freedom that is attained in the power of 

the metaphor" (Rhetoric 75). "Metaphors," maintains 

Grassi, "reduce themselves to a mysterious 'game' that 

scientific thought never can grasp" (Rhetoric 83). As he 

explores the concepts of festival and folly, Grassi recalls 

a medieval tradition, "the nonrational one which was 
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somewhat concealed by the rationalistic one" to establish 

metaphor and poetic language as more than a "clever witty 

statement" (Rhetoric 97). Repeatedly Grassi emphasizes 

that the "nonrational character of the principles [of 

metaphor and poetic language] are by no means identical 

with irrationality" (Rhetoric 64). Grassi and Maristella 

Lorch, who authored Chapter 5 of Folly and Insanity in 

Renaissance Literature (1986), deal with folly as an 

important philosophical question. They contend that 

understanding folly is fundamental" • because to see 

human affairs as folly is to have an ontological insight 

into" possibilities. In other words, to be able "to see 

all as folly is to realize" the incongruity between 

appearance and reality (11). By viewing a situation or a 

person or life itself through the lens of folly, an 

individual realizes that "What appears to be solid reality, 

the real nature of things, is not so," rather, it is as 

likely to be its opposite (Folly 11). Grassi claims that 

such willingness to be open cannot "be reached by a logical 

deduction. It can be reached only by an act of ingenium, 

an act in which one sees the ironic dimension of a 

situation," Grassi goes on to say. If "things can just as 

well be true in a sense opposite to what they are," Grassi 

argues, "the human world" opens up. Indeed, "we are human 

only when we can see beyond what is there to its opposite 



26 

truth," asserts this modern humanist (Grassi, Folly 11). 

A review of Desiderius Erasmus's The Praise of Folly 

will juxtapose the encomium with Grassi's critical analysis 

by highlighting the nonlinear reasoning and dynamic 

dimensions of the work. In the context of the Humanist 

movement, Erasmus, a northern European, first published 

Folly in France before August 1511 (Miller x).13 Erasmus 

alerts readers of his rhetorical strategy in his dedicatory 

letter to Sir Thomas More where he acknowledges his jeu 

d'esprit and More's appreciation of a great joke (Folly 2). 

Since Erasmus views Folly as the "pleasure derived from an 

ingenious game," much of that pleasure rests in word play 

found in the paronomasia on the word moria that evokes the 

name of his friend. He responds to censure that "if anyone 

is not satisfied with these explanations, he should at 

least remember this: it is an honor to be insulted by 

Folly" ( 4-5). 

Folly represents disorder and uncertainty to the 

closed system of the Roman Catholic Church, and critical 

reception of Folly indicates that the work was widely read. 

Reactions, particularly those of the Church, to Folly's 

13clarence Miller's translation of the Latin text is 
derived from a complete collation of the thirty-six 
editions printed during Erasmus's lifetime and of.five 
major editions which appeared afterwards (The Praise of 
Folly xxxiii). 
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rhetorical strategies cause Erasmus to defend his work. 

For instance, he writes a letter to Martin Dorp (1514) and 

attempts to "elucidate the ironical genre to which the 

Folly belongs, the paradoxical encomium" (Miller ii). 

Erasmus justifies daring passages, by their affinity to 

literary decorum.14 After the Sorbonne officially 

condemned the Folly in 1543, it appeared on lists of 

forbidden books in France, Italy, and Spain. 

Folly, personified, identifies herself with "ancient 

rhetoricians" whose "aim was to sing the praises of gods 

and heroes in formal encomia" when she proclaims, "You 

shall hear, then, an encomium, not of Hercules, nor of 

Solon, but rather my own of myself--that is, of Folly" (10-

11). That the venerated, sixteenth-century theologian put 

on a feminine mask of Folly for his persona refutes 

feminist criticism that the figure exemplifies Erasmus's 

misogyny. Her laughable absurdities bring friends 

together; and as a fool, Folly recognizes the 

carnivalesque: "but my fools. give pleasure not only 

when they speak the truth but even when they utter open 

14Four centuries later, Grassi continues to defend 
Erasmus's The Praise of Folly. In the fifth chapter of 
Renaissance Humanism: Studies in Philosophy and Poetics 
(1988) entitled "History without Myth," Gra~si explo~es 
allegorical language and the problem of moria. Earlier 
Grassi dealt with folly in the 1986 work, Folly and 
Insanity in Renaissance Literature. 
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reproaches." Folly claims, "the very same statement which 

would have cost a wiseman his life causes unbelievable 

pleasure if spoken by a fool [emphasis added]" (56). 

Erasmus follows the Aristotelean principle of starting 

with the type and coming to the individual (Rhetoric 2.12). 

The rhetorical strategy personifies character types. 

Erasmus gives offense to everyone in the audience: to the 

family unit--babes, old men, women; to the middle class-

soldiers, gamblers, merchants; to academicians--professors 

of the arts, scientists, grammarians; to politicians-

princes, popes, and the nobility; even to those in the 

Church--theologians, members of holy orders. Neither does 

Folly omit the fluent--poets, writers of books, 

philosophers. The reader realizes that Erasmus himself is 

thought by many to be the greatest patristic and classical 

humanist scholar. Standing behind the mask of Folly is the 

respected Roman Catholic theologian. 

Erasmus validates the wandering minds of childhood and 

old men, the first type of fool. Early on he designates 

"the first age of man most charming and delightful" (Folly 

20). "The allurement of folly" is the feature which makes 

even enemies "hug and kiss and coddle" babies. Babes give 

such pleasure that the burden of rearing them is lLghtened. 

Folly says that Christ "set before" his followers "the 

example of children, lilies, mustard seed, and sparrows--
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stupid creatures lacking all intelligence, leading their 

lives according to the dictates of nature, artless and 

carefree" (Folly 130). As for old men, Folly says, 

"clearly, no mortal could tolerate the pains of age if 

I ••• did not offer my help" (20). "I bring those who 

already have one foot in the grave, back once more as close 

as possible to childhood," she boasts (20). Her plan is to 

make old men lose their grasp on reality. Folly observes 

the exaggerated fondness between old men and children. 

Then she melds them with this description: "both have 

whitish hair, toothless gums, a small bodily frame, and a 

liking for milk; both stutter and babble and engage in 

tomfoolery; both are forgetful and thoughtless; in short, 

they resemble each other in every respect" (22). 

A second type depicted by Folly is the woman who 

allows her emotions to carry her to simple pleasure which 

is sometimes close to madness. Folly reports that she 

advised Jupiter to "join woman to man (for women are 

foolish and silly creatures, but nevertheless amusing and 

pleasant) so that by living with him she can season and 

sweeten the sourness of the masculine mind with her folly" 

(28). Then Folly says that "I, who am both a woman and 

Folly herself, attribute folly to them [women]"; con

sequently, women will not take offense at this designation 

(Folly 29). As with other types, Folly skews and elevates 
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the personification in the final chapter of the work. "And 

this is Folly's part," she observes, "the transformation of 

life" and its perfection (137). Hayles observes that 

"chaotic unpredictability and nonlinear thinking ••• are 

just the aspects of life that have tended to be culturally 

encoded as feminine" (Chaos Bound 173). 

A third type of fool is "those people who have been 

completely taken up. with a burning devotion to 

Christian piety; they throw away their possessions, ignore 

injuries, allow themselves to be deceived, make no 

distinction between friend and foe" (132). Folly explains 

that the "happiness which Christians strive for with such 

great effort is no more than a certain kind of madness and 

folly" (132). Artless minds have "a sort of divine aura 

about them" (133). This aura is produced by a mind, which 

is "a little freer from the contagion of the body, [and] 

begins to exercise its own inborn powers" (133). Openness 

to all possibilities combined with an absence of self

consciousness enables the simple ones to touch the divine. 

Their ecstasy is a "kind of madness" that gives "a faint 

taste" of "future happiness" (138). To prove her point, 

Folly observes "first of all that children, old people, 

women, and retarded persons are more delighted than others 

with holy and religious matters and hence are always 
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nearest to the altar, simply out of a natural inclination" 

(132). 

Grassi sees the principle unifying rhetorical strategy 

of Folly as metaphor. He designates Erasmus's work as an 

allegorical oration consisting of a string of metaphors. 

Grassi maintains that it was by no means written simply as 

a philosophical treatise in the traditional sense 

(Renaissance 88). In fact, The Praise of Folly is more 

than an ironical study of human behavior; it is a "treatise 

about Being and its self-disclosure" (Renaissance 89). For 

Erasmus moria does not represent stasis, but it is a 

dynamic process "through which all being manifests itself" 

(Renaissance 90). It is more "in its semantic 

significance; it is the pervasive power, which cannot be 

explained or derived: the unfathomable" (90-91). Folly is 

a dynamic process. Erasmus further equates moria with 

0va~~ as the essence of the eternal 0ve~v, growing, 

sprouting (Renaissance 90). Such a complex, non-linear 

concept links Folly to chaos theory. This theory 

"represents an opening of the self to the messiness of 

life, to all the chaotic unpredictable phenomena that 

linear" thinking has taught individuals to screen out 

(Hayles, Chaos Bound 173). When individuals reject stasis 

and accept the dynamism inherent in the power of moria, 

they affirm the possibilities of life. 
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Through folly which relies on process, humans achieve 

their essential nature. Grassi contrasts stasis and 

process in his explanation of metaphor: " ••• the 

transforming power of metaphor, which derives from moria, 

lets man be what he is, and more, allows him to manifest 

himself through it" (Renaissance 91-92). For Erasmus, a 

dynamic transformation occurs when a person recognizes the 

extension of self as individual to that of the larger 

context of human. Moria masks the individual by extending 

the momentary into other Imaginative Representations. 

These Imaginative Representations can reveal and conceal 

the individual by displaying diverse possibilities. Moria 

suggests a metaphoric process that permits an individual to 

exceed a single Imaginative Representation by manifesting 

the representation through additional and multiple 

representations. Through the process of moria, humans 

define their essential nature in multiple Imaginative 

Representations which valorize complexity. Such complexity 

connotes "a mingling of symmetry with asymmetry, 

predictable periodicity with unpredictable variation" 

(Hayles, Chaos Bound 51). Erasmus warns against wisdom 

which consists "solely in the activity of reason, then even 

Jupiter would recognize such a life to be sad and dismal; a 

marble, lifeless, false image of man" (Renaissance 92). 
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Grassi confirms Erasmus's position that "in order to 

realize his own existence man must respond to the appeal of 

moria" (Renaissance 93). To carry moria to its maximum, 

Grassi asserts, "knowledge as the highest form and essence 

of human endeavor is equal to 'mania': the irrationality of 

rationality, the senselessness of the 0ewpia (insight)" 

(Renaissance 94). Extended, moria could acquire the 

meaning of mania, of delusion. Rather than a negative 

fulfillment, I propose that folly be folded into the 

paradigms of chaos theory. One aspect of this burgeoning 

theory emphasizes the ability of chaotic systems to 

generate new information, new forms. The blissfulness 

which characterizes the human comedy cannot be attributed 

to a static, divine, or Platonic truth. Rather, this 

condition can possibly be attained by participating in the 

process of moria. Grassi's interpretation of The Folly 

concludes that the structure of folly is unfathomable 

because it cannot be rationally clarified. Chaos theory 

proclaims that nature itself is too complex to fit a model 

of linear dynamics and "can renew itself precisely because 

it is rich in disorder and surprise" (Hayles, Chaos Bound 

10-11). Thus a person must remain "open" for every new 

form of self-manifestation (Renaissance 96). 
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Julia Kristeva's view of carnival or the carnivalesque 

parallels the dynamic features of moria. Kristeva's term 

carnival is her Imaginative Representation of moria. 

To accept the poetic force in language which primitive 

societies called sacred and modernity has rejected as 

schizoid shatters the possibility of static signification. 

Kristeva explains that "Negation is •• 

affirmation of duplicity" (Desire 43). 

• repeated in the 

Her postulate 

reflects that of chaos theory which recognizes that chaotic 

systems are disorderly in the sense that they are 

unpredictable. Nevertheless, complex, dynamical systems 

are ordered in the sense that they possess recursive 

symmetries that almost replicate themselves (Hayles, Chaos 

Bound 51). Kristeva's insight can be illustrated with 

Erasmus's The Praise of Folly. For instance, when the 

writer puts on a mask, Imaginative Representation is at 

work. Erasmus communicates in his letter to Sir Thomas 

More that he recognizes that there are always multiple 

possibilities for interpretation of the work. One is the 

static, scurrilous attack of his critics; another enables 

the reader to arrive at a new understanding of vices 

through folly. Erasmus knows that readers can imagine that 

he "was simply playing with pawns for ••• amusement" and 

that he "was riding a hobbyhorse like a child" (Folly 3). 

Nonetheless, he recognizes that on many counts he indicts 
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himself (Folly 4). The great humanist philosopher affirms 

duplicity in the guise of Folly, a woman. Such a mask 

allows him, a religious thinker, to pen the absurd, the 

grotesque, the objectionable. 

Erasmus arrives at carnivalistic play because the 

Folly's discourse can be read in several ways; Kristeva 

terms such carnivalistic discourse as ruses, actions of 

foreigners, utterances that can be doubly interpreted or 

have double destinations (Desire 43). Dressed as the 

licensed fool with bells on her cap, Folly mounts the 

podium to preach to a congregation of fools: "Thus, what 

these eloquent orators can hardly accomplish in a long and 

carefully thought out speech--namely, to clear the mind of 

troubles and sorrows--that very goal I achieved in a flash 

simply by making an appearance" (Folly 10). Folly is not 

an orthodox preacher; neither are the fools a traditional 

congregation. The surrealistic situation of a woman 

preaching to fools permits all listeners in the congre

gation to derive their own interpretations. Her delivery 

and appearance remove the possibility of a single interpre

tation. "But now you shall hear the reason I have come 

forth today in this unusual costume," intones Folly. She 

cajoles the audience, " ••• be so good as to give me your 

attention--not the kind you give to godly preachers, but 

rather the kind you give to pitchmen, low comedians, and 
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jokesters •••• " (Folly 10). Because of Folly's fa~ade, 

the audience is prepared for entertainment, and is 

certainly open to play and game, to carnival. 

The reader "soon loses sight of the dissimulation and 

is taken in by the game •.• of a message that remains 

double" in Kristeva's sense of the term (Desire 44) . The 

surrealistic episode introduces a carnival atmosphere: "the 

actor (Folly) and the crowd (fools) are each in turn 

simultaneously subject and addressee of discourse" (Desire 

46). Ambivalence piles up through Erasmus's use of 

carnivalesque language. The learned theologian laces his 

work with allusions and direct quotations from the Bible, 

ancient Greek and Latin texts, popular wisdom. From 

Folly's lips these allusions often produce ambivalent 

significations and caustic entendre: "--and yet this 

shamefast nobleman preens himself like a peacock and 

ruffles his feathers while that shameless flatterer lifts a 

worthless nonentity to the level of the gods." Folly roots 

her jibe in the basic humor of insult as she concludes that 

the flattering orator or superficial poet presents "an 

ideal from which the patron knows he is 'whole worlds' 

away, while he 'decks out a crow in borrowed feathers"' 

(Folly 11). 

A learned reader as Sir Thomas More immediately would 

recognize the allusion from Horace: "The crow who borrowed 
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the peacock's feathers" [Epis. 1.3.19] (Folly 11). The 

reader would reap additional pleasure as Folly occasionally 

incorrectly twists her quotes. For all that, the "laughter 

of the carnival is not simply parodic; it is no more comic 

than tragic; it is both at once, one might say that it is 

serious" (Kristeva, Desire 80). The status of its words 

makes carnivalesque language serious. For some in Folly's 

audience, the carnivalesque language is politically and 

socially disturbing. As preacher, Folly regards herself an 

incarnation or reflection of the audience. Through the 

Imaginative Representation of her funny form she implies 

that her image mocks itself to make her message trans

parent. The visual irony introduces Erasmus's rhetorical 

strategies which remove the veil, raise the curtain for the 

audience who listen to Folly as well as to readers who 

vicariously participate in the reciprocal transaction 

between the writer and the audience. Shared laughter of 

jouissance creates identity, because some in the con

gregation accept the function of folly which leads to self

awareness and openness. 

Grassi's work, Renaissance Humanism, employs words as 

veil, hidden, cloud, concealing, mask, dark forest, 

cloaked, unfathomable. This study initially defines 

openness by examining its opposites and thus dissociating 

the philosophical pair: mask/openness. "It is through 
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poetry that the origins speak and reveal themselves, though 

they also veil themselves in each of the different images," 

concludes Grassi (Renaissance 13). He asks, why is there 

any need for the openness of poetic language to attain 

philosophical truth? As in other works, Grassi turns to 

the early Humanists to illuminate a mindset which would 

later be displaced by Cartesian thought. Petrarch (1304-

74) answers: "Poetry hides truth under a velamen (veil)" or 

cloud (Renaissance 16). In his work Oratio Petrarch states 

that poetry "has a sweeter effect the more laboriously the 

truth is sought; once it is discovered, it is more and more 

enjoyable" ( 16) • 

Another Renaissance writer, Giovanni Pontano (1426-

1503), maintains that the source of any language is the 

poetic expression; in it rests the essence and the original 

function of the words (40). Through poetry the power is 

disclosed which opens up a space for human action and 

creates a Lichtung (clearing) in the primeval forest. 

(40). Even earlier, Bernardus Silvestris (twelfth century) 

maintained: "The integument15 is a form of description in 

15This study associates Silvestris's integument 
(something that covers or encloses, a covering or an 
enveloping layer, membrane, or structure as the skin of a 
fish or the exoskeleton of an insect) with Ricoeur's 
concept of metaphor as an envelope of thought. Like 
Richards's vehicle, the integument provides structure for 
the tenor or meaning of metaphor. 
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which the insight into truth is cloaked into a fairy-tale

narrative which, therefore, is also called a veil" (49-50). 

Chaim Perelman and Lucie Olbrects-Tyteca in The New 

Rhetoric call for dissociation of philosophical pairs. 

Pairs are introduced for the purpose of reconciling them; 

they recognize "that a single incompatibility can yield 

several adjustments of concepts designed to resolve it. 

These rival solutions may themselves also appear as 

incompatible" (415). These Belgian philosophers, whose 

primary emphasis is rhetoric as a way of knowing, add: 

"These solutions in turn might give rise to new adjustments 

in order that they might be reconciled" (415). "The 

compromise solution to incompatibilities," observe Perelman 

and Olbrechts-Tyteca, "requires a new structuration of 

reality" (415). Systematic thinking tries to relate 

undeveloped thought to something understood. Philosophical 

pairs provide a set of commonplaces that can be used by the 

interpreter to place an undeveloped thought along a 

continuum. Doing so develops an understanding of the work. 

When dealing with dissociative pairs, one does not look for 

opposites, but for commonalities, or agreed similarities 

because stressing differences will not resolve the 

dissociation. Philosophical pairs are not antithetical 

pairs like "good/evil"; indeed, opposites are not 
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philosophical pairs, say Perelman and Olbrects-Tyteca 

(422). 

A reader would recognize the veil or mask before 

attempting to unveil or unmask the poetic character in a 

process of dissociation. Term I represents the veil/mask; 

Term II, openness--not opposites but both integral if one 

is to comprehend the complexity of life present in 

language. 

thought. 

These pairs are evoked simultaneously in 

The mask discloses an aspect of the player behind 

it; at the same time, it cloaks a multitude of other 

facets. Poetic language then may appear to mask openness 

while, in reality, it reveals the philosophical. Campbell 

in the film "Masks of Eternity" recognizes that masks both 

cover and reveal. The mask is a metaphor or symbolic image 

for an elemental energy. It personifies the human psyche, 

the collective unconscious. 

Dissociation is a semiotic process in that it is 

limited by the reader/audience's context and imagination 

alone. Decoding the similarity of an icon or image with 

its object presupposes a high degree of cultural 

conventionality. Readers create new dissociations by 

applying their values to a text, then trying to establish 

connections between pairs (Perelman and Olbrechts-Tyteca, 

New Rhetoric 421). Alice Walker's novel The Temple of My 

Familiar (1989) provides an example of how dissociation 
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can clarify a dense text. Cameo shaped illustrations 

introduce each of the six sections of the work. I suggest 

that these sign-vehicles, icons, open an avenue for shared 

understanding (Hodges 63). Certainly, the icon could be 

viewed as a mask similar to that worn by ancient Greek and 

Roman actors which both identified the characters and aided 

in projecting the voice. With this assumption, the reader 

gathers the resembling ideas together into one conception, 

the icon itself, which then spins off other resemblances. 

Such a semiotic spiral resembles a chaotic system which 

"generates new information" and a pattern "of extreme 

complexity" (Hayles, Chaos Bound 10). 

Of Walker's six major cameos, I select the owl icon of 

Part IV of Temple to dissociate with Suwelo. Setting up 

the philosophical pair Owl/Suwelo begins this dissociative 

act. Suwelo is a professor of history who has inherited 

the Baltimore house of a deceased uncle. The professor 

tells friends of his Uncle Rafe that "there were enormous 

hawks . hovering, and appearing to play--against the 

wind, and the most graceful vultures, with huge wingspans, 

and owls--which, Fanny always said, I resembled, and so 

perhaps the owl was my totem--" (Walker 275). The 

nocturnal bird of prey has a large head, large eyes 

directed forwards, and feeds on small birds and animals. 

Although Suwelo is not a person with nocturnal habits, he 
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figuratively sleeps through daylight. This owlish 

individual finds the light of self-knowledge repugnant. He 

will not open himself to a level of awareness which would 

allow him to find his own truth. In addition, the 

professor appears grave and wise behind his spectacles. 

Logical inquiry, not emotional introspection, characterizes 

the historian who only surreptitiously injects Afro

American figures into his lectures while he plays the 

politics of the predominately Anglo university. When his 

wife Fanny attempts to raise his consciousness about Africa 

or womanhood or personal freedom, Suwelo refuses to crack, 

much less to read the offered books and opportunities. 

That the owl's large eyes are directed forward prevents any 

self-examination which might result in changes in Suwelo's 

world view. 

Suwelo superficially perceives his lover, Carlotta, as 

the living model of the voluptuous woman--perfumed, 

coiffed, dressed provocatively to attract the attention of 

a male. He frequents topless nightclubs, buys erotic 

flimsies for his wife who prefers cotton gowns. Suwelo 

seldom moves beyond the sexual relationship in which he 

consumes the woman to satisfy his physical passion. 

By the sixth and final section of the novel, the owl 

shakes off his slumber and opens his eyes to new ways of 

understanding himself, his wife, and his lover: "and he 
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suddenly felt as if all of himself was awake: and that his 

mind was not in the fog it was usually in when he argued 

with Fanny" (Walker 321). Two friends of Uncle Rafe have 

led Suwelo to remember and relive his painful past. The 

professor accepts the messiness of life with its chaotic 

unpredictability which he had previously submerged beneath 

linear, scientific logic. Before he could value self or 

others, Suwelo had to escape the boundaries that Western 

tradition had placed on chaos as other: "the unrepresented, 

the unarticulated, the unformed, the unthought" (Hayles, 

Chaos Bound 173). Suwelo breaks through the "culturally 

encoded" practice of depicting chaos as female, untamable, 

nonrational (Hayles, Chaos Bound 173). He shaves off his 

eyebrows, discards his eye glasses, inserts an earring, and 

dons a medallion to change his owlish image. One of his 

paths to wholeness would be confession to Carlotta that he 

has treated her as object, not human. As he renews the 

marital relationship with Fanny, they build a house 

patterned on an African bird model which allows each to 

live in spatial independence. 

Assuredly, the owl icon is a synecdoche of the 

dominant bird image of Walker's work. From Lambert Davis's 

illustration of a peacock feather on the book jacket to the 

red parrot feathers, downy pillows, angel wings, toy bird, 

and peacock cameo of the text, Walker weaves the metaphor 
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of freedom into Temple. By the novel's end, the owl icon 

is identified with qualities of physical energy, confident 

flight, harmony, and liberty. 

Charles Sanders Peirce revealed that "a sign may be 

iconic, that is, may represent its object mainly by its 

similarity, no matter what its being" (Sebeok 112). The 

pioneer semiotician explores the icon as a living influence 

whose several parts are connected in thought to an equal 

number of feelings or ideas (Sebeok 117). Thus, when 

Walker combines the verbal domain of Temple with the visual 

icons which act as text dividers, she invites readers into 

a semiotic realm of shared creativity. To dissociate the 

owl icon or mask (Term I) as it relates to Suwelo (Term II) 

is an exercise in shared ingenuity. Rather than stress 

differences between the icon and the man, the reader 

establishes connections between the pair as is suggested in 

New Rhetoric (Perelman and Olbrechts-Tyteca 421, 423). 

Through dissociation the icon opens several aspects of the 

individual represented behind it. Term I represents the 

veil/mask; Term II, Suwelo--not opposites but integral to 

the complexity of human life which such Imaginative 

Representations convey. 

Grassi argues that "Poetic, metaphorical language can 

be seen either as a 'veiling' of the true, or as a 'game,' 

and 'escape,' a 'diversion' compared with the demands of 
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reason" (Renaissance 87). He contends that humanists turn 

to metaphorical thought and speech in order to acknowledge 

that it has a specific theoretical function. In addition, 

for the humanists, "the poetic, rhetorical word has its own 

acknowledged function, and even preeminence over rational 

thought and language" (Renaissance 88). 

One of the last Renaissance humanists, Vico returns to 

the concept of a transferable character or tropus which he 

identifies with the nature of the word. He questions the 

view of a logical truth which is valid at all times and in 

all places. Instead of accepting the empirical framework 

for language, Vico asks, "what reveals itself in the 

historical process from time to time" (Renaissance 97)? 

In New Science Vico says of poetic wisdom: "the first 

wisdom of the gentile world, must have begun with a 

metaphysics not rational and abstract like that of learned 

men now, but felt and imagined as that of these first men." 

He continues that the original people "must have been 

without power of ratiocination." Instead, they "were all 

robust sense and vigorous imagination" (S 375). "Outside 

the symbolic world of the [language] system," Grassi 

interprets, "we have only silence and mystery" (Rhetoric 

5) • 

"This metaphysics was their poetry," according to 

Vico. Openness is a trait whose complexity implies the 
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mingling of symmetry with asymmetry, much the same as the 

natural world exhibits. To attain it, the rhetor combines 

the senses and the imagination. In primary cultures the 

Imaginative Representation was "born of their ignorance of 

causes, for ignorance, the mother of wonder, made every

thing wonderful to men who were ignorant of everything" 

(New Science§ 375). They had no boundaries to understand 

what happened to them. Hayles advocates chaos "as our 

primordial parent" (Chaos Bound 105). If they were in awe 

of the world because they were ignorant, these original 

humans would also allow for changeability. Their openness 

would permit the irrational, the senseless, the 

contradictory--Kristeva's carnival, Erasmus's folly. This 

non-rigid, flexible view of language permits chaos with its 

different levels of turbulent flow and recursive symmetries 

to establish a new epistemic ground for contemporary 

culture (Hayles, Chaos Bound 13, 16). 

Poetic or metaphoric language discloses actuality, 

illuminates being, discovers presence, and penetrates the 

unknown. Poetry, Joseph Campbell contends, is a vocabulary 

in the form not of words but of acts and adventures which 

connotes something transcendent. Poetry gets to that 

unseen reality which transcends all thought (Campbell, "The 

Message of Myth" VCAS). Such ever expanding possibilities 

in language are of philosophical importance to Ernesto 
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Grassi. The theses of humanism which concern the 

philosophical function of ingenious, metaphoric, poetic and 

rhetorical language lay claim to being able to provide 

"essential insights into the questions of our existence" 

(Renaissance 122). Vico introduced the concept of 

Imaginative Representation in his humanist philosophy of 

discourse, The New Science. In his twentieth-century 

works, Grassi further validates this language of openness. 

Likewise, chaos theory, with its complex connections and 

feedback loops among theory, technology, and culture 

provides a crossroads where scientific and poetic language 

may meet and expand in unpredictable ways. Chaos is not an 

absence or void, but a positive force; not an absence, but 

a presence (Hayles, Chaos Bound 3, 6). Out of chaos comes 

openness. 



CHAPTER 2 

THE BRAIN, THE BODY, CULTURE AND COGNITION 

Fin de Siecle, a century's close, can signal the 

finale of one conceptual model before a new idea breaks 

open in multiple fields. A paradigm shift in the way 

cognitive scientists view brain structure and cognition is 

emerging at the conclusion of the twentieth century. In 

linguistics, philosophy, and rhetoric; in neurophysiology, 

psychology, and anthropology; in computer science and 

artificial intelligence, brain research confirms that the 

conceptual system of humans is as complex as the universe 

itself. As neuroscientists peer through magnetic resonance 

imaging (MRI), positron emission tomography (PET), or 

superconducting quantum interference devices (SQUID), they 

photograph detailed images of the brain, track brain 

functions, and distinguish minuscule structures. Cognitive 

scientists who focus on intellectual processes by which 

knowledge is gained are acutely aware that a paradigm 

shift is opening up space for specifically human capacities 

of cognition. 
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When a theory of language is based solely on the 

surface utterances or texts, "it has no hope of under

standing its most important and essential properties" 

(Campbell, Grammatical 159). Language research, when 
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viewed as an extension of the human mind, requires an 

understanding of the brain's functioning in order to 

determine how people learn and share information. This 

chapter synthesizes research on the organization and 

function of linguistic activities in the brain that 

emphasize the cognitive processes of the mind. From review 

of current neuro-scientific research on some aspects of the 

brain, a modified cognitive model will emerge. 

What does the mind know, and more importantly, how 

does the mind know? 

From a Western classical, objectivist philosophy which 

views meaning, reference, knowledge, and understanding as 

qualities outside or external to reality and requires a 

fixed, even mathematical truth, some individuals are moving 

toward a philosophy of cognition that includes actual human 

activities of categorization and perception. In the 

emerging paradigm, thought involves concepts which include 

the individual thinking as well as the body itself which 

"pla.y[s] an essential role in giving concepts meaning," 

(Lakoff Women 174). Lakoff stresses that "on the new view, 

reason has a bodily basis" (Women xi). The work of Eleanor 



50 

H. Rosch whose "Natural Categories" was first published in 

1973, and the work of Hilary Putnam, Mind, Language, and 

Reality, which detonated like a fireball on the objectiv

ists in the mid-seventies, initiated the paradigm shift in 

cognitive sciences. Lakoff's Women, Fire, and Dangerous 

Things (1987) and Mark Johnson's The Body in the Mind 

(1987) extend the concepts of Rosch, Putnam, and other 

theorists. Lakoff summarizes the classical model as having 

"rigid boundaries" and defining reason as "abstract and 

disembodied" (Women 153, xi). A traditional or objectivist 

view of cognition excludes anything that depends on the 

"nature of the beings doing the thinking": "gestalt 

perception, motor movement, image-formation ••• products 

of the imagination such as metaphor, metonymy, and mental 

imagery." The functions of cognition and language which 

"may not be capable of corresponding to entities in an 

objectivist world, are banned" by classical philosophers 

"from the realm of true concepts" (Women 165). 

Grassi also rejects the objectivist semantics which 

presumes that in any sphere of knowing there is only one 

correct way to understand what is going on. Grassi 

identifies as · logical reason the objectivist philosophy 

grounded in thought patterns of Plato and Descartes. His 

argument that a philosophy of logical reason conceals the 

full, humanistic meaning of rhetoric, places Grassi among 



51 

the agents of the paradigm shift at the conclusion of the 

twentieth century. In its stead, he propounds the 

rhetorical philosophy of openness. Grassi asserts that 

"the metaphor lies at the root of our knowledge in which 

rhetoric and philosophy attain their original unity." 

"Therefore we cannot speak of rhetoric and philosophy," 

asserts Grassi, "but every original philosophy is rhetoric 

and every true and not exterior rhetoric is philosophy" 

(Rhetoric 34). 

When Grassi highlights Renaissance thought as a 

philosophy which centers on the human, he recognizes Vico 

as the epitome of the Renaissance spirit. Grassi brings to 

twentieth-century minds a philosophy of language as poetic 

and metaphoric, which steps into the light through ingenium 

and the imagination. Grassi's philosophy establishes the 

imminence of metaphor in human thought and speech because 

metaphoric or poetic language is "nonderivable, primary" 

(19). Because metaphor bridges the "rational and semantic 

realms," it opens alternative processes for individuals to 

know and understand the world (Rhetoric 23). Metaphor 

allows the familiar and the strange to exist in the same 

context; metaphoric thought hinges knowledge which learners 

already possess to new information "which they are required 

to learn" (Campbell, Grammatical 250). The metaphor 

iterates onto the unfamiliar, a familiar pattern. 
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By duplicating a known structure onto an unknown concept, 

metaphor helps individuals to absorb large amounts of new 

material quickly. Thus imagery blends with idea units to 

open the mind to understanding. 

Grassi also contributes to the paradigm shift by 

showing the interconnectedness of mind and body in a 

cultural milieu. In the eighteenth century, Vico 

aggressively attacked Descartes's cognitive model of the 

brain as a machine, separate from the mind. Cogito, ergo 

sum presents Descartes's equation of mind as more important 

than body, including the brain (Restak 10-11). Cartesian 

dualism, mind as separate from matter (both the brain and 

the body), insists upon manipulation of abstract, mathe

matical symbols and rational speech to represent human 

consciousness. To Cartesians, "thought is considered to be 

scientific which proceeds in the framework of a rational 

process, i.e., in the sphere of proof," Grassi notes. In 

the tradition of logical reason, "the ideal of language as 

a calculus with a mathematical structure" reduces it "to 

the function of formalizing symbols" (Grassi, Rhetoric 5). 

Grassi's theory recognizes the importance of the 

individual in ·a cultural context, the rhetorical situation. 

His 1980 philosophical work Rhetoric as Philosophy: The 

Humanist Tradition meshes with concepts of internal realism 

and experiential realism which many cognitive scientists 
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expound. A person cannot stand outside of reality and find 

one unique, correct way to understand what actually exists, 

asserts Lakoff (Women 260). Grassi and Lakoff share 

concerns for thought and language as embodied, as imagi

native, as gestalt or metaphoric. Indeed they agree that 

"thought is ... more than just the mechanical 

manipulation of abstract symbols"; it has an ecological 

structure which "depends on the overall structure of the 

conceptual system and on what the concepts mean" (Women 

xiv-xv.) 

Campbell's work, Grammatical Man: Information, 

Entropy, Language, and Life (1982) synthesizes the accepted 

paradigm in cognitive studies of the second half of the 

twentieth century. This conceptual framework has been 

modified by the work of Grassi. Though much of the model 

remains valuable, some aspects must be discarded because 

they no longer reflect current research. The pre-shift 

cognitive model, by using terms as lateralization or 

hemispheric dominance, views the brain as distinctly 

divided. Lateralization is the term used to refer to any 

cognitive functions that are primarily localized to one 

side of the brain or the other. Fig. 2.1 lists accepted 

specialization functions for each hemisphere. It suggests 

that persons whose left brains dominate will exhibit a 

lineal, objective approach to the world. Right brain 
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dominant individuals are characterized by holistic, 

imaginative thinking. Scholarship of the '80s correctly 

concluded that the human brain is not symmetrical with each 

hemisphere duplicating the other. Such asymmetry indicates 

that each part of the brain produces knowledge in a 

particular way. Individuals think abstractly, reason and 

imagine, use language, and conceptualize the future. As 

the century closes, however, technical brain research 

shifts the paradigm away from the left brain/right brain 

model. An understanding that one hemisphere may be 

dominant for some individuals while others exhibit a 

balance between the hemispheres suggests that humans are 

designed for greater diversity than the left brain/right 

brain paradigm allowed. 

Much recent study of the brain focuses on language 

formation and corroborates suspicions of some researchers 

that language is not strictly the domain of the left 

hemisphere. David McNeil! represents the research frontier 

of neuropsychology which is pushing a shift in the 

paradigm. He presented his findings at the American 

Association for the Advancement of Science in February 

1992. The new data which he gathered and analyzed by 

comparing the language patterns of normal individuals with 

patterns of brain-impaired individuals supports the claim 

that language is not just a linear progression of segments, 



Fig. 2.1 

Hemispheric Specialization 

Left Brain Dominance 

§ Handles things in 

sequence 

§ Specializes in numbers 

and analytical thought 

§ Plays a dominant role 

in speech 

§ Uses a "bottom-up" 

strategy, using the 

parts to construct the 

whole 

§ Thinks in terms of 

single words 

Right Brain Dominance 

§ Deals better with 

space, shapes, pictures 

§ Makes multiple and 

simultaneous 

connections among items 

of information rather 

than treating them 

sequentially 

§ Is proficient in the 

coding device for 

recognizing faces 

§ Tends to use a "top

down" strategy, 

processing information 

as a whole 
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§ Thinks in terms of 

entire sentences and is 

sensitive to the way 

sentences fit into 

paragraphs 
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sounds, and words. The role of the right hemisphere 

provides an instantaneous, non-linear, holistic, and 

imagistic co-presence to the left hemisphere. Julia 

Kristeva's insistence that "if there is a model for poetic 

language, it no longer involves lines or surfaces, but 

rather, space and infinity" valorizes these right 

hemispheric traits (Desire 88). Adroitness of imaging and 

of spatial awareness belong to this hemisphere. 

In normal individuals, the two hemispheres work 

together in an integrated performance. Understanding such 

coordination of the two hemispheres allows researchers to 

apply fresh insight into the processes of language and 

thought. 

McNeill's study of cerebral laterality demonstrates 

that speech is tightly coordinated with gesture. Both 

hemispheres, McNeil! argues, contribute to production of 

narrative, as well as to all other forms of discourse. Yet 

his study continues to acknowledge the traditional division 

of cerebral laterality. Figure 2.2 represents the left 

hemisphere of the brain as being analytic, rational, and 

linguistic while representing the right hemisphere as 

emotional, imagistic, and holistic in cognitive processing. 

Even in an individual whose corpus callosum has been 

surgically divided, the right brain exerts an influence on 

language and gesture. Some speaking subjects in 
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Fig. 2.2 

Cerebral Laterality 

Left Hemisphere Right Hemisphere 

s analytic s emotional 

s rational s imagistic 

s linguistic s holistic 

Source: David McNeil!. Gesture and Narrative: the 

Importance of the Right Hemisphere. Audiotape. Mobiltape 

Company, 92AAAS-TL30, 1992. 

McNeill's study pause for an appropriate gesture to follow 

as if the left hemisphere cross-cues the right. The right 

hemisphere seems to produce images for the linear left. Of 

course, the normal individual exhibits speech and gesture 

which are generally well coordinated without the pause to 

toggle between the two hemispheres. Normal speech and 

gesture are concurrent. 

The left hemisphere working alone lacks the ability to 

create overarching discourse structures of more than just 

sentences. McNeill's study includes elderly subjects who 

had suffered cerebral strokes as well as some individuals 

who had suffered lesions in right hemispheres. Such 

impairments diminish a person's ability to image and 

utilize spatial representations which the right hemisphere 
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normally supplies. So the right hemisphere supplies 

cohesive construction of space and the concept of time. 

The imagistic right hemisphere is the source of visual/ 

spatial cognition. It plays a crucial part in the overall 

linguistic process through its specialization in imagery, 

spatial constructs, and gesture. Evidence of its operation 

may be observed when someone gestures when talking on the 

phone. 

In a normal, intact brain, concludes McNeill, 

narrative production results from interaction and 

cooperation between the hemispheres, both the rational 

(left) and the imagistic (right). As with the humanists 

and with Grassi, the philosophical importance of narrative 

emerges. Narrative involves coordinated use of macro- and 

micro-levels of knowing; more than just connecting 

sentences, one who narrates combines senses of space, 

imagery, time, and gesture in story form. Thus, a person 

with insufficient visual/spatial support may have diffi

culty mapping the structure of a story. The narrative 

boundaries blur with inconsistent linguistic markings and 

an incohesive use of space. 

To consider the design of the brain as a communi

cations device would be to view this two percent of the 

human body as a system for coding and organizing 

information. Twenty percent of the body's energy powers 
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the brain which is far from a passive receiver of stimuli. 

The brain responds to novelty; when an incoming message 

contains unpredictable information, the brain sorts through 

known codes and puzzles to assimilate the new. Rather than 

remembering or saving all the facts, the brain may "single 

out only salient information of a specific kind and discard 

the rest" (Campbell, Grammatical 197). 

Strategies of knowing vary with each individual 

because each act of perception, of learning, of remembering 

is personal and distinctive (Campbell, Grammatical 212). 

Thus there are multiple processes of knowing the world. 

Cultural differences, contextual variations, perceptual 

nuances affect the individual's way of seeing and coding 

and knowing. 

A sketch of brain organization begins to explain its 

complexity. The cerebral cortex, for example, is composed 

of "multiply replicated, more or less similar modules, each 

containing hundreds of thousands of neurons" (Restak 22). 

The corpus callosum, which contains more than 200 million 

nerve cells, connects the two hemispheres and allows each 

side of the brain to communicate with the other. The cells 

are linked by numerous and specific connections. Neuronal 

pathways distribute and process modular elements within the 

cortex. The three-pound mass of tissue encased within the 

skull is "the physical embodiment of mind," Restak observes 
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(26). The brain, a complex, chaotic system, can be 

perceived as disordered because it is unpredictable and 

possesses "recursive symmetries." "Recursive sym

metries .•• almost, but not quite, replicate themselves 

over time," Hayles observes. Complexity enters the 

paradigm by implying "a mingling of symmetry with 

asymmetry, predictable periodicity with unpredictable 

variation" (Hayles, Chaos Bound 51). 

James Watson, joint discoverer of the double helix DNA 

(deoxyribonucleic acid), calls the brain "the most complex 

thing we have yet discovered in our universe" (66). An 

intricate network of connections among nerve cells 

contributes to the brain's complexity. The limitless 

creativeness of language "is not due solely to its use of 

rules of syntax," observes Campbell, but its creativeness 

is also a result of "the brain's ability to generate 

concepts" (Grammatical 249). 

Neuroscientists bypass the skull to examine a living 

brain with magnetic resonance imaging (MRI), positron 

emission tomography (PET), or superconducting quantum 

interference devices (SQUID). Photographing detailed 

images of the brain, tracking brain activity, and distin

guishing minute structures allow scientists to study 

healthy, living brains. Cecile Naylor finds in PET scans 

that "women's mental acrobatics were all over the brain; 
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men's were compartmentalized" (70). She speculates that 

women use more of a visual strategy than males. Naylor's 

study corroborates integrated brain activity in a normal, 

healthy individual. SQUID, PET, and MRI technology confirm 

some earlier hypotheses and invalidate others. Cognitive 

scientists, psychologists, philosophers, rhetoricians, and 

linguists contribute to the emerging cognitive model of the 

brain as integrated whole. 

To conceive any issue from a new perspective may 

require a break from the old model. If ideas cannot be 

converted into a tradition and synthesized into the 

prevailing paradigm, either the new concepts will be 

forgotten or at some later time, they will be integrated 

into a new paradigm. 

In New Science Vico speaks of thought as embodied by 

humans: "in all languages the greater part of the 

expressions relating to inanimate things are formed by 

metaphor from the human body and its parts, and from the 

human senses and passions" (§ 405). Furthermore, Vico 

states that "the human mind. immersed and buried in 

the body ••. naturally inclines to take notice of bodily 

things" (§ 331). Because the brain and body are one, the 

emerging cognitive model of the mind cannot be uncoupled 
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from the human body. "The human mind is naturally inclined 

by the senses to see itself externally in the body, and 

only with great difficulty does it come to understand 

itself by means of reflection," Vice asserts(§ 236). The 

term reflection reinforces the disagreement between Vice 

and Rene Descartes who views the functions of the mind as 

isolated from fleshly substance. 

Vico's New Science (1744) anticipates the paradigm 

shift of the late twentieth century, but in the eighteenth 

century his ideas were debunked as reactionary and anti

rational. Vico opposed the accepted neoclassic cognitive 

model, John Locke's tabula rasa, which through sensations 

acquires ideas. Instead, Vico articulates his under

standing that human bodily activities, whether at work or 

at play, · whether in a social context or in private 

contemplation, alter the forms of bodily thought. 

Vico's use of mythic and historical figures corre

sponds to contemporary theories of categorization and 

prototypes. Hercules, for example, was "the type of the 

political heroes who had to precede the military heroes" 

(§3) and was believed to be the greatest among the sons of 

gods (New Science §53). Eleanor Rosch, some two hundred 

fifty years after Vico's death, speculates upon the 

importance of prototypes which form the internal structure 

of categories. They "appear to be just those members of a 
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category that most reflect the redundancy structure of the 

category as a whole," observes Rosch (37). Rosch reminds 

cognitive scientists that "human neurophysiology, human 

body movement, specific human capacities to perceive, to 

form mental images, to learn and remember, to organize the 

things learned, and to communicate efficiently" are 

specifically human capacities (Lakoff 7). Since the 1970s 

Rosch's prototype studies have influenced psychologists, 

anthropologists, linguists. "To speak of a prototype at 

all," says Rosch, "is simply a convenient grammatical 

fiction; what is really referred to are judgments of degree 

of prototypicality" (40). 

Rosch bases her study on two general principles for 

the formation of categories: "The first ••• asserts that 

the task of category systems is to provide maximum 

information with the least cognitive effort." Rosch's 

second principle "has to do with the structure of the 

information ••• and asserts that the perceived world 

comes as structured information rather than as arbitrary or 

unpredictable attributes" (28). The role of prototypes in 

cognitive processing, representation, and learning is an 

ongoing study. Undoubtedly Rosch's theory opposes long 

held Western ideas of reason: "disembodied and abstract-

distinct ••• from perception and the body and culture, 

and ••. from the mechanisms of imagination" (Lakoff 7). 
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"Experience involves everything that makes us human-

our bodily, social, linguistic, and intellectual being 

combined in complex interactions that make up our 

understanding of our world," states Johnson (xvi). 

Certainly a century and a half ago when Walt Whitman 

published Leaves of Grass, his bold celebration of the body 

won him little favor. On the Boston Common he defended the 

group of poems now known as "Children of Adam"; to Emerson, 

Whitman said that taking those pieces (which spoke of the 

body) out of the scheme would cause the whole scheme to 

come down about his ears (Bradley and Blodgett 90-91). 

"Children of Adam" is a group of sixteen poems including "I 

Sing the Body Electric": 

O my body! I dare not desert the likes of you in 
other men and women, nor the likes of the parts 
of you (9.128) 

I believe the likes of you shall stand or fall 
with my poems, and that they are my poems, 
(9.131) 

Head, neck, hair, ears, drop and tympan of the 
ears, (9.134) 

Ribs, belly, backbone, joints of the backbone, 
Hips, hip-sockets, hip-strength, inward and 
outward round, man-balls, man-root, (9.142-43) 

All attitudes, all the shapeliness, all the 
belongings of my or your body or of any one's 
body, male or female. (9.147) 

Whitman brashly presents the body with its smells and 

drives as natural, as central to the human experience. 
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Most agree that Whitman convinces in his descriptions of 

the masculine. 

For a convincing celebration of the feminine body, 

H6l~ne Cixous's "The Laugh of the Medusa" (1975) flames 

forth: 

Oral drive, anal drive, vocal drive--all these 
drives are our strengths, and among them is the 
gestation drive--just like the desire to write: a 
desire to live self from within, a desire for the 
swollen belly, for language, for blood •••• it 
has always been suspected, that, when pregnant, 
the woman not only doubles her market value, 
but--what's more important--takes on intrinsic 
value as a woman in her own eyes and, undeniably, 
acquires body and sex. (891) 

Cixous proclaims that women are "in body." Women are more 

in body than men who are coaxed toward expression of 

socially unacceptable impulses or biological drives in 

constructive, socially acceptable forms. Thus women's 

reasoning contrasts to that of men: emotional vs. logical, 

imaginary vs. rational, circular vs. linear. Feminine 

experience invites dreams, bodies (though muted), silences, 

aphonic revolts ("Laugh" 886). Surely women are now 

emerging from their "muffled history" which in part was 

colored by Western classical logic as well as Freud's 

interpretation of the phallocentric tradition which 

considers woman as "other," as "dark continent to be 

colonized." Affirming feminine openness, Cixous concludes, 

"women must write through their bodies, they must invent 
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the impregnable language that will wreck partitions, 

classes, and rhetorics, regulations and codes" (886). A 

woman's "language does not contain, it carries"; Cixous 

adds, "it does not hold back, it makes possible" (889). 

Her definition and practice of language attempt to make its 

properties different from the language written by men. 

However, comparison of Whitman and Cixous reveals that in 

powerful language the two affirm a discourse of body 

images, including genitalia. Both assert their humanity as 

they "write their bodies"--such language does not limit, it 

promotes openness. 

Even as Cixous's ideas affirm the bodily aspects of 

human understanding, Johnson states that some objectivist 

cognitive scientists have ignored the body "because reason 

has been thought to be abstract and transcendent" (xiv). 

The body "has been thought to introduce subjective elements 

alleged to be irrelevant to the objective nature of 

meaning." In contrast to the objectivist notion, Johnson's 

work proclaims an experiential philosophy that validates 

the human body as "integral to meaning and rationality" 

(xiv). For Johnson, Lakoff, and Cixous, "'experience' is 

to be understood in a very rich, broad sense as including 

basic perceptual, motor-program, emotional, historical, 

social, and linguistic dimensions" (Johnson xvi). 
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Unlike the objectivist view of meaning that "ratio

nality is essentially disembodied; it consists of pure 

abstract logical relations and operations independent of 

subjective processes in the reasoner's mind," (Johnson 

xxvi) Johnson and Lakoff view rationality and meaning as 

embodied. Johnson traces Western philosophy which has 

devalued embodied imagination from Descartes and Kant. The 

Cartesian account articulates "a view of the mind/body 

split that is deeply rooted in certain interpretations of 

the Judea-Christian tradition" (xxvi). Descartes excludes 

the physical body, the flesh from cognition: "what the mind 

knows are its own representations, or ideas. Knowledge 

consists in grasping clearly what those ideas involve and 

how they are related to each other" (Johnson xxvii). 

Immanuel Kant, Critique of Pure Reason (1781), rigidly 

"separated the cognitive faculties into ••• the formal, 

conceptual, and intellectual, on the one hand, and the 

material, perceptual, and sensible, on the other" (Johnson 

xxvii). Thus the rational and the bodily "sides of our 

nature" were separated. 

Careful to delineate his position in contrast to the 

objectivist tradition in Western philosophy, Johnson 

develops a theory of imagination and understanding "that 

emphasizes our embodiment as the key to dealing adequately 

with meaning and reason" (xxi). He develops aspects of 
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image-schemata, abstract structures of images, which are 

"gestalt structures, consisting of parts standing in 

relations and organized into unified ~holes" (xix). Human 

experience projects discernible order through bodily based 

schemata. Such structures "can be figuratively developed 

and extended as a structure around which meaning is 

organized at more abstract levels of cognition," (Johnson 

xx). 

From his book's title, The Body in the Mind, readers 

can determine Johnson's position: to show how the body, 

that is "physical experience and its structures," works its 

way into mental operations (xxxvi-xxxvii). Johnson argues 

that "understanding is never merely a matter of holding 

beliefs, either consciously or unconsciously. More 

basically," he says, "one's understanding is one's way of 

being in, or having, a world" (137). "Perceptual mecha

nisms, patterns of discrimination, motor programs, and 

various bodily skills" actuate not only one's embodiment 

but also one's participation within "culture, language, 

institutions, and historical traditions" (Johnson 137).16 

16such a bodily basis for reason and imagination 
links Johnson to continental philosophers of the present 
and the past: Grassi and Vico. Metaphor, the subject of 
a later chapters of this study, is one of the "pervasive, 
indispensable structures of human understanding by means 
of which we figuratively comprehend our world" (xx). 
Johnson further argues that "'imagination' is a.basic 
image-schematic capacity for ordering our experience; it 
is not merely a wild, non-rule-go~erned fa~ulty.f?r 
fantasy and creativity" (xx). This study 1.dent1.f1.es 
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Johnson clarifies the idea of "preconceptual factors" 

in image-schemata by relating interactions between a young 

child and the environment: "our reality is shaped by the 

patterns of our bodily movement, the contours of our 

spatial and temporal orientation, and the forms of our 

interaction with objects" (xix). Each of us "gurgled, 

grasped, crawled, sucked, tottered, and groped" our way 

"toward a balanced upright posture and the miracle of 

speech that comes with it" (xviii). Like Johnson, Lakoff 

delineates "at least two kinds of structure in our 

preconceptual experiences" (Women 267). The first basic

level structure involves definition of basic-level 

categories through "the convergence of our gestalt 

perception, our capacity for bodily movement, and our 

ability to form rich mental images." The second basic

level structure encompasses "kinesthetic image-schematic 

structures" which "constantly recur in our everyday bodily 

experience: CONTAINERS, PATHS, LINKS, FORCES, BALANCE." 

Lakoff adds that image-schemas17 are "in various 

Grassi's ingenium with Johnson's imagination. 

17Both plural forms schemata, which is grammatically 
correct but awkward for many English speakers, and 
schemas are used in the various discliplines. Holland 
and Quinn state that "there is precedent for both 
variants in the cognitive science literature" (35, note 
1). The inconsistancies of this chapter result from 
quoting multiple sources. 
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orientations and relations: UP-DOWN, FRONT-BACK, PART

WHOLE, CENTER-PERIPHERY, etc." (Women 267). 

Image-schemas "may contain not just visual components 

but also kinaesthetic information of all kinds" (Holland 

and Quinn 26). They convey knowledge of physical 

phenomena, such as shape and motion as illustrated in the 

example of our knowledge about baseball pitches which 

includes a trajectory schema (Lakoff 113-14). To illus

trate, Lakoff discusses straight trajectories, formed by 

the forceful motion of a solid object, associated with 

baseball; both pitches and hits are involved (Women 104 

ff.). Base hits and home runs, a fast ball as opposed to a 

knuckle ball are associated in the cognitive image-schema 

with long, thin lines. Persons impose the trajectory 

schema upon myriad actions such as "running a bee-line," 

and "the car holding the road in a straight line." When 

individuals consider an event, they visualize that 

invisible trajectory to be consistent or inconsistent with 

a long, thin line. Individuals often conceptualize 

emotions like anger image-schematically: "we know that 

someone whose blood is boiling has not had his anger 

appeased" (Lakoff and Kovecses 196). So hot liquid in a 
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container supplies an image-schema for anger: "she's about 

to blow her top," or "that grade left her steaming." 

Lakoff describes image-schemas as gestalts which 

provide the structures used in basic-level concepts; the 

image-schemas "structure our experience of space" (282-83). 

Individuals often impose thought patterns from experience 

onto logical domains. Lakoff, Johnson, Laird, Steedman 

agree that "when we understand something as having an 

abstract structure, we understand that structure in terms 

of image schemas" (Women 283). "Image-schemas would seem 

to permit the scanning and manipulation required by certain 

kinds of complex reasoning" (Holland and Quinn 27). Such 

gestalts and metonymies from the world are cognitive 

structures shaped by society and environment. 

Proposition-schemas differ from image-schemas in 

significant ways; they are "two alternative forms in which 

knowledge may be cast ••. and they seem suited to 

different kinds of cognitive tasks" (Holland and Quinn 24-

25). Proposition-schemas specify concepts and the 

relations which hold among them. Proposition-schemas are 

the often unstated understanding of the milieu which the 

speaker employs and assumes the hearer to share.18 Holland 

18Many facets of proposition-schemas correspond to 
the warrant in the model of probable argument developed 
by Steven Toulmin: a belief or general principle that is 
taken for granted and establishes a connection between 
su~port and claim in an argument. Warrants ~re "~ules, 
principles, inference-licences or what you will, instead 
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and Quinn state that in explanatory discourse, "the causal 

assumptions connecting proposition to proposition are often 

dropped out." These are not "empty" connections because 

"the reasoner, and any listener who shares the same 

knowledge, can fill in the missing information as necessary 

for clarification." "The stable, culturally shared 

proposition-schemas," continue Holland and Quinn, "allow 

these inferences to be made swiftly and accurately in the 

first place" (25). An additional feature of proposition

schemas allows the learner to master abbreviated versions 

or "chunks" of the content of a cultural model "in which 

intervening links in a complex chain of causality are 

omitted and only later understood" (Holland and Quinn 25-

2 6) • 

Reasoning from image-schemas is a cognitive process 

"which may prove central to linguistic and anthropological 

accounts of cultural models in all domains of experience" 

(Holland and Quinn 29). An image-schema exhibits internal 

of additional items of information." Moreover, warrants 
are "general, hypothetical statements, which can act as 
bridges" (Toulmin 98). Warrants imply that the step from 
data to claim is legitimate. Toulmin reveals that 
reliable warrants must apply to the particular situation 
in which they are used (106). Warrants or assumptions 
underlie most discourse; they may be stated or unstated; 
"if the arguer believes that the audience shares his 
assumption, he may feel it unnecessary to express it" 
(Rottenberg 11). 
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structure which "exists in a continuous, analog fashion 

within our understanding, which permits it to enter into 

transformations and other cognitive operations" (4). Such 

basic-level concepts are cast in "schematic structures 

(which] • emerge from our bodily experience" (Johnson 

5). To acknowledge this metaphoric knowing stretches the 

possibilities of cognition to include the connotation of 

signs, to recognize the ridiculous and inappropriate as 

valid, to celebrate the meaning of sound and tempo, not 

merely the denotation of signs. To reason metaphorically 

is to make associations between objects or ideas which 

seemingly have no relationship to one another. The 

result--communication of an extraordinary amount of complex 

information in a co.mpressed structure. 

In addition to cognitive schemata which derive from 

human anatomy, cognitive schemata also include cultural 

models which are "intersubjectively shared by a social 

group" (112). The social world, whether designated the 

cultural unit or the community of collective minds, is the 

cultural repertoire of a given society: its historical 

memory (D'Andrade 22). "The common possession of a 

community of speakers, variously interacting in a social 

interchange'.' contributes to cognition (Santambrogio and 

Violi 18). Umberto Eco calls this background knowledge 

encycloparlic while others designate it world knowledge. 
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This universe of human culture, according to Eco, is the 

universe of semiosis which may be "conceived as structured 

like a labyrinth" (83). Eco's labyrinth is a net whose 

main feature is "that every point can be connected with 

every other point"; indeed, the net is "an unlimited 

territory" (81). "The semiotic encycloparlia model," state 

Santambrogio and Violi, "is based on the conviction that 

there can be no meaning, or language or culture 

outside • the community in which the speakers are 

defined and exist" (22). Socio-cultural factors are vital 

ingredients in human cognition and its open expression in 

language. 

"The cultural matrix," Hayles recognizes, is not a 

linear chain of events but "complex feedback loops that 

connect theories to new technologies and social 

formations ••• in a social-matrix loop" (Chaos Bound 

285). Such a loop includes both an individual's "local" 

and "global" understanding in a cultural system. The here

and-now concrete world enlivened by multiple textures and 

layers of relationships contributes to the cultural domain 

in which the individual operates. To some extent, the 

individual reflects the "cultural dominance" of a community 

(Hayles, Chaos Bound 294). 

As an illustration, a complex cultural schema well 

known to most Westerners is "buying" something. D'Andrade 
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articulates multiple aspects of the cultural schema: 

purchaser, seller, merchandise, price, sale, money. In 

addition, knowing the relationships among the parts is 

necessary to the understanding of other "cultural 

activities and institutions as lending, renting, leasing, 

gypping, salesmanship, profit making, stores, ads, and so 

on," observes D'Andrade (112). An individual from a less 

materialistic culture would most likely require a 

tremendous amount of work to comprehend such a complex 

cultural schema. As Fauconnier observes, what seems 

complicated to a linguist observing a speaker of a little

known language would be fundamentally simple to the 

"speaker-listener ••• who is narrowly guided by context." 

To native language users, discourse itself "builds up 

mental spaces, relations between them, and relations 

between elements within them" which need no interpretation 

(Fauconnier 2). Hence "when everybody in the group knows 

the schema," the schema is intersubjectively shared 

(D'Andrade 113). 

Fauconnier introduced the notion of mental spaces to 

the dialogue about cognitive models that structure those 



76 

spaces.19 Mental space construction is not "a hidden level 

of linguistic representation, or of its grammars" 

(Fauconnier 1). As with chaos theory where a minute change 

in initial conditions can result in magnificently enormous 

results which "'wander' in complex and unpredictable ways," 

(Hayles, Chaos Bound 149) Fauconnier's "space format 

reveals ••• that relatively simple grammatical linguistic 

structures may yield multiple space configurations." The 

process of constructing mental spaces "is often 

underdetermined by the grammatical instructions" but it 

"creates an illusion of structural complexity" (Fauconnier 

2). Both cognitive schemas and cultural models are opening 

up spaces in the paradigm to include specifically human 

capacities for cognition. 

So how does culture affect the human mind's ability to 

know? Previously unheard discourse communities are 

generating their concepts of the world, thus changing 

accepted notions of how human beings perceive and know 

their world. As the marginalized add their rich coding 

styles, language reflects new ways of knowing: narrative, 

19Fauconnier's concentration on non-referential 
discourse attempts to explain what happens in the 
"deviations" in langua9e like "metaphor, metonymy, or 
other so-called rhetorical devices." Understanding the 
organization of such linguistic phenomena, "leads to the 
study of ••• domains--or interconnected mental spaces" 
( Fauconnier 1) • 
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connotative, nonverbal, and metaphoric. Humans know 

through cultural models which are in constant flux. Such 

cognitive views of cultural meaning suggest that "cultural 

knowledge--shared presuppositions about the world--plays an 

enormous role in human understanding" (Holland and Quinn 

vii). "Culturally constituted understandings of the social 

world," observe Holland and Quinn, "point up not only the 

degree to which people impose order on their world but also 

the degree to which such orderings are shared by the joint 

participants in this world" (3). 

A fresh understanding of thought, language, and social 

processes explores their symbolic relationships and their 

interconnections; they evolve together through a process 

that folds back upon itself. Hayles melds cultural or 

social forces which operate on an individual "at the moment 

of interpretation" to the way information is created and 

destroyed (Chaos Bound 44, 48). Her work in language study 

links Hayles to the paradigm shift as she brings into focus 

global complexities and the rapid development of informa

tion technologies. 

Currently emerging theories of cognition promise to 

identify "pervasive cultural premises and to reveal the 

structural linkages between these premises" (Holland and 

Quinn 35). Lakoff attributes to metonymy and to metaphor 

the ability to map both propositional and image-schematic 
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models onto other structures. These gestalts and meto

nymies from the world are cognitive structures shaped by 

social and environmental processes. Our cultural models 

nest one within the other from local to global to 

universal. "Emotions, problem solving, the mind, gender 

relations, and myriad other topics of cultural knowledge" 

wait for an openness to express them (Holland and Quinn 

35) • 

The previous attempts recognize that cognition, the 

act or process of knowing in the broadest sense, is not 

linear, but they stop short of embracing openness totally 

because they are in specific contexts or they depend upon 

links. This schema recognizes that socio-cultural reality 

is not static but dynamic. The brain, the body, cognition, 

and social background motivate human behavior and belong 

within discourse. A rhetoric of openness is an ever 

changing process, "something more, / A bringer of new 

things" (Tennyson 27-28). In the words of Tennyson's 

Ulysses: 

I am a part of all that I have met. 
Yet all experience is an arch wherethrough 
Gleams that untraveled world, whose margin fades 
Forever and forever when I move. (18-21) 

The arch invites multiple discourse communities from 

multiple cultures to meet, to create new knowledge and 

understanding. The unexplored cognitive domain creates 
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something new through a semiotic process that reinterprets 

the old. From the vantage point of human experience, 

including social roles and what we call culture, the new 

paradigm recognizes that everything that exists does so 

through a series of interactions. A network of meaning 

develops to include past, present, and future in a 

discourse of openness. Those aspects of communication that 

are functions of situation and culture are not disembodied 

or abstracted from perception. Certainly, neuroscience 

recognizes that the human brain functions creatively as an 

integrated whole. Left and right hemispheres interact and 

cooperate to form cohesive linguistic and imagistic 

constructions. The physical experience and its schematic 

structures enable the communicator to form rich, metaphoric 

discourse. Such subjective elements are essential to 

meaning and to knowing. When discourse opens up a space 

for these perceptual, embodied, and cultural elements of 

cognition, the paradigm shift will be reality. 



CHAPTER 3 

FROM THE SOPHISTS TO META-FRACTALS THROUGH INGENIUM 

Ingenium and the fundamental aspects of imagination 

form the basis of knowing and expressing one's under

standing in language. Viable meaning is cradled in the 

human capacity which permits words to have "adaptability, 

acumen, and 'instantaneousness' --ingenium" (Grassi, 

Heidegger 20). Vice emphasizes "the primacy of ingenium 

and imagination over logical inference" (Grassi, Heidegger 

39). For Vice, the imaginative word gives rise to a broad 

humanistic experience. When he declares that poetic 

language was original, spoken by the "first gentile 

peoples," (New Science§ 34) Vice validates an ancient 

understanding and use of language which this study reviewed 

in chapter one. Ingenious cognition is a process which 

breaks down boundaries as it allows a limitless interplay 

between difference and similarity. Ingenium generates the 

power to comprehend the essence of things or concepts by 

taking into account the relationships and differences 

between them. Through the play of folly, ingenium also 

gains philosophical importance because by encouraging early 

latitude to any interpretation, folly opens the door 

80 



81 

to ingenium. Hence, the discovering activity of folly 

which will not be reduced to a formula forms a deep reality 

of life. As a means of discovering and of expressing 

concepts in language, ingenium is available to any 

interactive discourse community. By encouraging the lively 

fantasy of ingenium, the rhetoric of openness pursues 

probable truth much in the manner of thinkers from the 

early sophists to present chaos theorists. 

This study rejects a limited definition of ingenium 

which would bind it to being a faculty or tool useful only 

in the world of art or literature; instead, this work views 

ingenium as a dynamic approach to inventing, shaping, and 

creating. Ingenium, the original capacity of language, has 

two essential features, according to Grassi: "immediate

ness" and "imagistic character" (37). Such immediate 

showing "opens up the place and the time in which things, 

people, and their institutions appear and it does it in a 

light effortless way" (Heidegger 22). Through the 

imagistic character, ingenium opens a topic or problem to 

multiple viewpoints. 

The sophistic approach to knowing has endured and 

emerged at particular times with fresh twists, as expressed 

in the work of Gracian and Vives, and later in Vico and 

Grassi. Many tenets of early sophists are once again 

appearing at the close of the twentieth century as the 
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communication paradigm is shifted by post-modern or New 

Sophistic philosophy. Expressive, literary rhetoric 

signals a rhetoric of openness. 

For much of the past 250 years, ingenium has been 

belittled as unscientific, as invalid in cognitive or 

philosophical domains. Early on the Platonic model of 

syllogistic inquiry, whose aim is establishment of ideal 

truth, overcame the sophistic paradigm of knowing and its 

preferred discourse structures. Ingenious language, 

through which individuals found and expressed their roles 

in society, was overthrown by new discourse patterns. When 

the Cartesian comprehension of the nature of the world held 

sway, the objectivist or mathematical model of discourse 

reigned supreme. Ingenious discourse was again devalued 

except in literary works. Metaphoric or poetic language 

energized by ingenium accords with the humanistic model of 

knowing. This study does not dismiss a framework of formal 

logic "which is considered to be scientific •.. which 

proceeds in the sphere of truth" (Grassi, Rhetoric 5). 

Rather, it proposes ingenium and sophistic dialogue as 

enriching, active alternatives to the usual either-or model 

accepted by the Western objectivist tradition. A rhetoric 

of openness enlarges the possibilities of any discourse 

situation or community. 
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Individual humans acting in their particular 

surroundings or social milieu ground Gracian's cognitive 

model. Hidalgo-Serna explains: "In this [Gracian's] 

understanding we see the philosophical meaning of ingenium 

as a faculty which links one man cognitively with others 

and with the natural world" ("Philosophy" 251). Ingenious 

cognition is not divided from the physical body nor is it 

separated from the socio-cultural matrix. Decartes's 

contemporary, Gracian, like cognitive scientists of the 

late twentieth century, recognizes, that schematic 

structures function differently in particular situations 

and cultures. These schemata are not disembodied or 

abstracted from perception. Gracian's philosophy resembles 

the world view of the first sophists who speak of kairos to 

designate "culturally transmitted opinions and attitudes 

that inform an audience's orientations to and expectations 

of discourse." Kairos also encompases "the exigence of the 

occasion itself and the conventions of the genre dictated 

by that occasion at that time and place" (Sheard 306). 

"The mutual dependence of nature, of being, of man, and of 

truth" stands behind [Gracian's] logic of the ingenious 

concept (Hidalgo-Serna, "Philosophy" 251). 

The philosophical importance of ingenium breaks 

through three hundred years later in Folly and Insanity in 

Renaissance Literature (1983). In this work Grassi and 
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Lorch establish the primacy of ingenium through the play of 

folly. The possibilities of any situation or discourse 

open outward "by an act of ingenium, an act in which one 

sees the ironic dimension of a situation, where things can 

just as well be true in a sense opposite to what they are" 

(11). Multiple meanings emerge as the imagination senses 

similarities. To allow the innovative possibilities of 

folly is to "be open to the world" in a particularly human 

manner (10-11). "The openness of the human world ••• is 

rooted in metaphorical thinking and speaking ••• that 

leads to the vision of" similitudes, what is common to two 

or more people, concepts, or ideas (Folly 31). Finding the 

commonality is the essence of ingenium whether that 

discovering of similarity deals with a concept in nature or 

in the realm of idea. Such discourse generates complex 

relationships in meanings as well as forms. 

Aixo era y no era (it was and it was not) is the usual 

exhortation of the Majorca story tellers (Ricoeur 151). 

This phrase illustrates the ambiguity of living and knowing 

in a complicated, messy, energetic world. By allowing 

initial freedom to any interpretation, folly opens the door 

to "inqenium, the ingenious, creative, inventive power" 

(91). Accepting the irrational or the senseless, however 

temporarily, opens up a space for new understanding because 

"folly ••• constitutes a deep reality of life ••. that 
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escapes rationality," Grassi and Lorch observe (Folly 91, 

92) • 

Ingenious philosophy is grounded upon the individual 

detecting relationships between what she has experienced 

and what concerns her. Either the person or a group 

working together makes the transference of meaning 

possible. The transferring activity of ingenium opens up 

and reveals the world to new and fresh understanding. In 

order for some things to be accessible to thought, they 

must be experienced, whether tangibly or through some 

medium of communication. Discourse which results in 

unconcealedness or openness can provide that experience 

through interactive dialogue between the writer/rhetor, the 

work, and the structuring reader/audience. The reader/ 

audience grapples with a piece of discourse by interacting 

with the text or visual image or speech through inqenium 

and produces new understanding rather than passively 

appreciating or merely reproducing the material. Multiple 

interpretations, whether of a text or of a situation, 

unfold in ingenious activity. Images from the work impel 

the reader/audience's understanding according to the 

cultural milieu and bodily experience. 

In like manner, discourse "transmits different and 

changing contents of meaning in different cases depending 

upon the individual context in which it stands" (19). 
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Ingenium reveals the particular concrete thing in all its 

copia or richness, in all its variability (Grassi, 

Heidegger 20). Certainly the meaning of a discourse cannot 

be logically or unalterably determined for all time. 

Instead, the discerning individual structures the source 

material into the world of experience. 

Since ingenium has been submerged, almost drowned out 

by the objectivist model, one must search for proponents of 

its shaping power. Grassi and Hildago-Serna revive Juan 

Luis Vives's (1492-1590) understanding of discourse which 

uncloaks the long buried philosophical themes of ingenium-

keenness, speech, metaphor, and other forms of human 

behavior. Vives, a Spanish humanist, philosophizes that to 

"investigate how and in what way man realizes himself as 

creator in his world and recognizes the relations between 

things" explores the "human structure of ingenium" 

(Hidalgo-Serna, "Ingenium" 228). To a developing under

standing of the concept, this study adds Vives's succinct 

definition of ingenium: "that capacity in man which can 

meet urgent needs through its acumen" (Grassi, Rhetoric 

14). A new occasion in which particular urgent needs 

unexpectedly arise sharpens one's inventive capacity. 

Vives champions a "discovery" or inventive process which 

leads to probable knowledge and which results in action. 
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Vives bases his own philosophy upon the concepts of 

Cicero and Quintilian who integrate ingenium with 

rhetorical knowing (Hidalgo-Serna, "Ingenium" 230). The 

Latin understanding of ingenium includes in its meaning "a 

power which determines growth, existence and passing away, 

that is, the becoming of beings," Grassi states 

(Renaissance 68). In Tusculanae disput., Cicero describes 

ingenium as a "primal, non-reducible, and dominant 

power ••• (which] lifts man above the habitual forms of 

thinking and feeling" (qtd. in Grassi, Renaissance 68). 

Moreover, Cicero ascribes to ingenium the power that unites 

the individual with the Divine "and, therefore, enables him 

to recognize the laws of the universe which are an 

expression of the godhead" (68). This aspect of ingenium 

would be developed by Erasmus under the sign of moria or 

folly. Not only does folly stand for the way of being 

human, but also it is "the epitome of the appealing power 

through which all being manifests itself in its semantic 

significance," declares Grassi. Folly unites with the 

Sacred in its "pervasive power which cannot be explained or 

derived: the unfathomable" (Renaissance 90). Such 

ingenious knowing allows moria, the nonrational, a place 

with rationality. Certainly in the realm of speculative 

thought ingenium is integral. The truly creative principle 

in language favors the "comedic, pluralistic, anarchistic, 
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intertextual," (Vitanza 53) the carnival of Kristeva and 

Bakhtin and Erasmus. 

In De Disciplinis, Opera omnia, volume 4, Vives 

enumerates three cognitive domains in which ingenium 

operates: "sharpness in observing, capacity for 

comprehending, and power of comparing in order to judge" 

(Hidalgo-Serna, "Ingenium" 232). The first, sharpness in 

observing, refers to ingenium's capacity to sharpen or 

point the observer to penetrate better a concept. To break 

through a difficult or illusive issue, an ingenious 

individual would look to its interior, past superficial 

layers, beyond easy answers. Significantly, Cicero, and 

later Vico, emphasize the ingenious activity through which 

"we surpass what lies before us in our sensory awareness" 

(Grassi, Rhetoric 8). Likewise, interactive receivers of a 

message refuse a casual approach which accepts the obvious 

interpretation. Instead they go beyond to permeate the 

core meaning through their own power of ingenium. To 

perceive beyond appearances is to unfold meaning first in 

greater literal detail before doing so in more theoretical 

or fantastic aspects of a phenomenon. 

The capacity for comprehending, ingenium's second 

cognitive domain, implies seizing or catching hold of the 

problem for oneself, taking it in mentally. Such 

identification leads to understanding. An individual 
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stimulates intuition and arouses memory in order to reach 

understanding. Often comprehension begins with something 

physical that can be distinguished by one of the senses; 

the individual's fantasy receives images from the senses 

then processes the signs, and "offers them to the active 

intellect" (Grassi, Rhetoric 62). A simple incident 

involving the sense of smell could initiate the ingenious 

act. While taking a walk, for example, a woman detects an 

acrid smell, quite unusual in the country setting. Her 

imagination leafs through the mental index of smells and 

quickly associates this odor with tar or burning asphalt. 

The probable identification is verified when, upon turning 

the bend, she sees a smoking vat of melted tar standing 

ready to mend a roof. Some time in the past the smell had 

been deposited in her mind. The "latent intellect" recalls 

that odor through the fancy which "feeds and completes" its 

identification. Myriad traces of pungent smells waft 

through her mind as she recalls gasoline fumes pumped by 

her father, the Gulf Oil employee. She becomes a child 

sitting in the roomy Chevy, windows down, breathing in 

fumes at a gas station. The grease in her father's cracked 

hands generates new waves of thought--Daddy fixing a 

bicycle chain, Grandfather scrubbing his burly hands with 

Lava Soap in the wash pan out back, and on and on. 

Abruptly she returns to the worker who stirs the tar vat. 
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The ingenious act dips across layers long submerged in the 

memory. A later discussion with another, perhaps a younger 

sibling, can initiate new spirals of meaning. 

Vives's third ingenious domain, the power of comparing 

in order to judge, juxtaposes one concept with another. 

Ingenious cognition compares concepts with one another 

because ideas do not exist in isolation. This colligendo 

(bringing together) defines and explains one concept in 

relation to others; it senses similarities. Often 

colligendo is empowered by imagistic thought and 

imagination. Cicero and Vico view this aspect of ingenium 

as the activity which "consists in catching sight of 

relationships," of similitudes notes Grassi (Rhetoric 8). 

Grassi adds that combining words and things in new 

relationships can disclose something completely vigorous 

and original. Ingenious imagination creates relations 

between altogether different phenomena that can be 

conceptually or physically far removed from one another. 

At the base of ingenium is metaphor, the figurative 

transfer of meaning. 

During the baroque period of the late Renaissance, the 

concept of ingenium occupied another Spanish Jesuit, 

Baltasar Gracian (1601-58). He champions ingenium as "the 

faculty that traces resemblances, relationships, 

affinities, and that does not hesitate to 'transport' us 
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from one context to another" (Barilli 71). Like Vives 

before him and Vico to come, Gracian conceives of ingenium 

as more than "formal and decorative additions to rational 

expression." Rather, Gracian assigns to ingenium the power 

that "comprehends the true essence of things by taking into 

account the relationships and differences between them" 

(Hidalgo-Serna, "Philosophy" 245). As opposed to a formal, 

rational model of thought which excludes the senses, 

Gracian's ingenious cognitive structure invites both the 

extraordinary and the concrete. 

Gracian's thought closely resembles the cognitive 

philosophy of Mark Johnson and George Lakoff as all three 

advocate the humanist, not objectivist, tradition. 

Johnson's concept of image-schemata as abstract structures 

of images--gestalt structures--can be viewed as aspects of 

Gracia.n's inqenium. "By drawing out relationships," con

tends Gracian, inqenium "creates conceptual images which" 

make being in the word concrete. Such is the operation of 

metaphorical comparison through which ingenium "counter

poses two separate things over against each other." "With 

images," adds Hidalgo-Serna, ingenium "objectifies rela

tionships or similarities between them which already are 

present" (253). Ingenium develops in the cognitive realm 

when the individual recognizes correspondences or 

relationships between things. Gracian also explores the 
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suddenness of ingenious thought as it often springs from 

immediate and subtle intuitions. When individuals perceive 

through ingenium, they proceed from the differences and 

similarities of objects to an understanding of the concept. 

The "ingenious act of placing in relationship and 

comparing" concepts or objects or people is "neither 

literary nor aesthetic, but primarily [an] act, method, and 

possibility of perception" (Hidalgo-Serna, "Philosophy" 

255) . 

Gracian proposes several methods of forming a concept 

or act of understanding: an object can be compared to its 

"contrary," i.e., contrasted (258); "two or three outwardly 

recognizable objects" can be related reciprocally, i.e., 

compared (254); the idea or thing can be apprehended 

through proportion (253); or "by means of the metaphor" 

individual things can be placed "under the light of others" 

(Hidalgo-Serna, "Philosophy" 253). For each method, an 

active imagination enhances the cognitive state. 

By the use of images in metaphoric language, one may 

communicate the concept which ingenium perceives. An 

Imaginative Representation of the insight expresses the 

essence of one's understanding. Gracian's contemporaries 

rejected as dilettantish his model of thinking, under

standing, and of expressing in metaphor. Painted as 
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cosmetic and thus superficial, ingenium was dismissed as 

literary ornament. 

Such was the fate of the cognitive model which fifth

century BCE Greek sophists expounded. Their use of poetic 

language included narrative, myth, allegory as ways to 

transmit metaphoric understanding. Few sophistic works 

survive the era, so this study employs Gorgias's Encomium 

of Helen (ca. 414) to represent sophistic discourse. 

Gorgias's adroit skill in metaphorical expression and 

complex figurative language dazzles the twentieth-century 

reader as it must have the Greek audience: "Speech is a 

powerful lord," he states, "which by means of the finest 

and most invisible body effects the divinest works: it can 

stop fear and banish grief and create joy and nurture pity" 

(§ 8). Gorgias's purpose seems to be the defense of 

rhetoric as well as the defense of Helen for he argues in 

the Encomium "for the totalizing power of language" 

(Bizzell and Herzberg 38). Helen, against her will, was 

"ravished" by speech as surely and certainly as if she were 

raped by a god. Gorgias argues that "if it was speech 

which persuaded her and deceived her heart. it [is] 

difficult ••• to banish blame" (Encomium§ 8). 

That language could change and persuade Helen to leave 

her husband Menelaus, King of Sparta, elevates the power of 

language to equality with physical force. Gorgias 
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philosophizes "that persuasion, when added to speech, is 

wont also to impress the soul as it wishes" (§ 13). In 

addition to his persuasive language is Paris's pleasing 

physique: "If therefore, the eye of Helen, pleased by the 

figure of Alexander, presented to her soul eager desire and 

contest of love, what wonder?" (§19). Gorgias concludes 

The Encomium with this exoneration of Helen: 

How then can one regard blame of Helen as just, 
since she is utterly acquitted of all charge, 
whether she did what she did through falling in 
love or persuaded by speech or ravished by force 
or constrained by divine constraint? (§20) 

"Gorgias' choice of Helen to personify rhetoric is 

particularly apt," observes Poulakos, because "both are 

attractive, both are unfaithful, and both have a bad 

reputation" (5). Gorgias argues that "if it was speech 

which persuaded her and deceived her heart" it is difficult 

to blame Helen for her action(§ 8). The sophist gives his 

defense of rhetoric indirectly under the veil of the Helen 

of Troy myth. As later defenders of poetic language 

attest, the veil allows the rhetor to speak his position 

under the guise of a narrative construct. Such a mythical 

theme established common ground between the audience and 

Gorgias through which he injects his philosophy of language 

and its force. 

The Encomium of Helen represents the older sophistic 

tradition which "was yielding to the newer," Poulakos 
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claims (10). "A profound change in the form, the sources, 

and the carriers of the word was taking place" that would 

soon silence the sophistic influence. The works of Plato 

and Aristotle mark the ending of dominant poetic discourse 

and the beginning of "the rationalistic tradition in 

Greece" (Poulakos 9). In The Gorgias and The Phaedrus 

Plato depicts sophistic rhetoric as superficial and 

deceptive, a knack like cosmetics or cooking that covers up 

the true and natural with artifice. Socrates, Plato's 

spokesperson and narrative voice in The Gorgias, reduces 

sophistic theory of communication and persuasion to style 

or technique: 

Polus. So rhetoric seems to you to be a knack? 

Socrates. It does, unless you have some other 
term to suggest •... 

Socrates. Ask me, then, what sort of an art, in 
my opinion, is cookery? ••• 

Polus. So cooking and rhetoric are the same 
thing? 

Socrates. Not at all; both are branches of the 
same pursuit. 

Polus. And what may that be? ••• (S 462) 

Socrates. Well then, to me, Gorgias, rhetoric 
seems not to be an artistic pursuit at all, but 
that of a shrewd, courageous spirit which is 
naturally clever at dealing with men; and I call 
the chief part of it flattery •••• [like] 
cookerr which is thought to be an art, but 
accordi~g to my notion is no art at all, but a 
knack and a routine. (Gorgias S 463) 
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Plato concludes The Gorgias with a speech by Socrates: "Let 

us •.• abandon that way in which you put your confidence 

and your exhortations; for your way, Callicles, has no 

value whatever" (S 527). After Socrates speaks the final 

word, his three sophistic opponents seem reduced to 

bumbling stutterers. Their cognitive model which included 

concrete phenomena, the body, the culture expressed in 

poetic discourse is rejected. Platonic ideal truth becomes 

the dominant framework of the rational method and the 

rational concept. Since Aristotle, Western orthodox 

science has been known by its breaking down of the whole 

into smaller components, by its working from the parts to 

the whole, and by its use of transposition. 

To recapture ingenium as a way of knowing which 

sophists championed would be to adapt as "the starting 

point ••• the phenomenal world itself, regularly seen (by 

sophists) as constituting the whole of reality and 

consequently as the only possible object of cognition." 

The sophists, Protagoras in particular, view the physical 

world in a state of continuous movement • "all or most 

things in it both are and are not" (Kerford 72). "The 

philosophy of mind," according to Kerford's analysis of 

sophistic theory, concerns "the way things seem to people 

and the reasons why they so seem" (13). These travelling 

sophists view themselves as both philosophers and 
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rhetoricians with the principal concern of relating 

communication theory to the basic nature of persons, their 

culture, and their history. By treating rhetoric as 

epistemic, they recognize the close relationship between a 

communicative act and human nature. 

The sophistic ideal for knowing establishes a union of 

verbal skills with learning and with wisdom. While 

blending the roles of philosopher and educator, the early 

practitioners of rhetoric consider all language as 

rhetorical--that is, its intent is to act upon another, an 

audience, through discourse. Through language, people 

construct a value-laden world view and can reach agreement 

on how to act together for their mutual benefit in light of 

that world view. The sophists recognize no privileged 

nonrhetorical discourse nor do they recognize a privileged 

nonrhetorical knowledge. Sophistic thought belongs to a 

tradition that affirms multiple forms of figurative, 

poetic, metaphorical, and rhetorical language in the 

theoretical sphere (Grassi, Rhetoric 76). "Many competing, 

contradictory voices--whether serious or comedic or 

downright silly or stupid" (Vitanza 60-61) are welcomed 

into sophistic discourse. When such subversive expressions 

collide, they generate new processes of thought, fresh 

constructs of discourse. The sophistic model of knowing 

holds that knowledge is discovered in the search for 
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figurative expression; metaphor in particular generates 

shared understanding. "The Sophists," claim Bizzell and 

Herzberg, "made [the] connection between style and 

generative thought" (6). 

Gorgias, born about 485 BCE in Leontini, Sicily, first 

travelled to Athens on a political mission. In Athens the 

outsider practices rhetorical oratory to the delight of the 

people. This sophist astonishes the Assembly with his use 

of language and persuades the Athenians to make an alliance 

with Leontini against Syracuse (Kerferd 44). Gorgias, 

understands that any discourse seeking to promote action or 

shape knowledge must employ rhetorical discourse which 

recognizes audience individuality. While early teachers 

like Gorgias travelled in and out of diverse Greek city

states, they developed a philosophy of knowing which 

included the physical person in a particular cultural 

situation. Jarratt observes that sophistic awareness of 

nomoi, community-specific customs and laws, empowers the 

rhetor who is often an alien, a non-native (11). His 

contemporaries regarded Socrates as a sophist. As depicted 

by Plato in The Phaedrus, Socrates devalues sophistic 

discourse: "I listened to it merely as a piece of rhetoric" 

(S 236). In Plato's hierarchy of nine recipients of "the 

most Reality," the highest ranking individual seeks "for 

wisdom or beauty"; the lowest is a tyrant. Classified 
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adjacent to the tyrant is the sophist or a demagogue(§ 

248). Plato inserts through Phaedrus's voice: "You know 

yourself that the most influential and dignified people in 

political life are ashamed to write speeches or leave 

behind them any prose writing through fear of being called 

'sophists' by posterity" (§ 257). Plato as representative 

and shaper of the dominant order first marginalized then 

displaced sophistic rhetoric. 

Plato's Phaedrus censures the sophists for having 

little real regard for truth, for considering truth as a 

social arrangement, not a glimpse of ultimate reality: 

Phaedrus. On this point, Socrates, I have heard 
it said that it's not necessary for the man who 
plans to be an orator to learn what is really 
just and true, but only what seems so to the 
crowd who will pass ~udgment; and in the same way 
he may neglect what is really good or beautiful 
and concentrate on what will seem so; for it is 
from what seems to be true that persuasion comes, 
not from the real truth. (Phaedrus § 260) 

All knowledge is contingent, the sophists believe. 

Subjective idealists, sophists concentrate on the 

individual in human society. 'The importance of the 

observer and her understanding of reality, sophists 

believe, valorizes the perceiver as one element in the 

communicative situation. Sophistic refusal to go beyond 

phenomena was, for Plato, the great weakness in their 

theory. 
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Detractors generalize that the sophists represent a 

revolt against science and the study of the physical world 

(Jackson, Britannica). In actuality, sophists explain the 

physical world by sense perception, not by appeals to 

principles that could not be perceived. Instead of framing 

new objective explanations, sophists include the audience 

as one element in the perceptual situation. They affirm 

that perception is not a passive act but one intended by 

the perceiver; sophistic knowing includes the notion of the 

participator who generates and integrates concepts through 

metaphorical activity. Sophists express epistemic knowing 

through metaphor; ingenious activity in its broadest sense 

grounds their communication process. 

As sophists travelled the countryside teaching any 

young man who would pay, they threatened the aristocratic 

ideal of knowledge for the few. Again the dominant order 

criticized sophists for selling without discrimination 

their wisdom and virtue to any student. "Sophistic rhe

toric," states Jarratt, "supported a radical alternative to 

the monarchic and oligarchic traditions of government 

preceding the fifth-century Greek democracy" (xxii). All 

kinds of people "were able to secure, simply by paying for 

it, what the sophists had to offer" (Kerferd 26). 

More disparagement was heaped upon the sophists for 

their attacks on the traditionally accepted moral code. 
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Believing that virtue could be taught, that it is not 

achieved by birth, that it does not happen by chance to one 

person and not another, early sophists explored and 

commended alternative approaches to morality. Neither did 

they profess belief in the Greek gods and goddesses. 

Plato's reforms directed against the sophists degraded them 

as captious or fallacious reasoners. By the end of the 

fifth century BCE, the sophists were attacked and charged 

with impiety. A partial roll call of magnificent, 

progressive thinkers who became victims of exile or death 

includes Socrates, Protagoras, and Euripides. Protagoras, 

a native of Abdera, lived around 490-421 BCE; twelve of his 

written works survive. Protagoras died by drowning after 

being exiled from Athens where heralds had called in his 

books to be "burnt in the agora" (43). Other sophists like 

Phidias, "after condemnation ••• either died in prison or 

went into exile" (Kerford 21). 

To leap frog from the fourth century BCE to the 

seventeenth century places one within the time of Rene 

Descartes (1596-1650), the beginning of modern, scientific 

thought. "Cartesian Rationalism ••• which represents a 

particular period in intellectual history .•• also ••• 

represents an advancing continuum," states Vitanza, "that 

has a rear guard going back at least to ••• Sophistic 

Rhetoric" (46). The predominant scientific method which 
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the Royal Society (1662) and Neoclassicism expound is 

grounded in the Cartesian method whose "ideal of knowledge 

equates the rigor of objective thought with the 

provable ••• the purely logical and 'formalistic,'" 

Grassi claims (Rhetoric 76). Against this mind-set, Vico's 

New Science attempts to liberate scientific thought from 

all formalism (6). Vico encompasses the Italian humanistic 

concept of philosophical, rhetorical thought in opposition 

to the "logicizing and rationalistic Scholasticism of the 

late Middle Ages" and as a tradition that existed prior to 

Descartes's Rationalism (65-66). According to Grassi, 

"philosophical and scientific thought appears possible only 

if it follows the mathematical and geometric ideal" 

(Rhetoric 47). Scientific objectivity, the dream of a 

language that requires no interpretation, maintains that it 

originates from "the kind of knowledge that claims 

universal validity and necessity"; Grassi adds that this 

knowledge is based upon "self-evident axioms, out of which 

conclusions are drawn by means of a rational process of 

deduction" ("Marxism" 48). Vico's argument, on the other 

hand, stresses the validity of the human being who with 

ingenium, "through an original in-sight as invention and 

discovery," interprets the world (Rhetoric 7). 

Not an ornament but an integral source of communi

cation, metaphoric language is grounded in ingenium. The 
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ability to discern similitudes and thus make and remake any 

concept is not a mere stylistic device, but a fundamental 

cognitive power of humans. Grassi yokes ingenuity and 

imagination "from the very beginning to the cognition • 

of the human world" ("Priority" 563). 

Vico revels in discovery and astonishment, "as the 

almost random conjunction of accident and genius" (Mooney 

99). In De mente heroica (On the Heroic Mind) (1732) Vico 

links new discoveries to alert and acute minds which 

through flashes of insight glimpse connections that 

everyone else has missed (Opere 7.9, 20). Ingenium works 

in an acute mind which with lively fantasy finds probable 

truths and expresses them in effective, convincing 

discourse. Vico considers fantasy in its relation to 

ingenium: 11 6av~aoia [fantasy] is the eye of ingenium; it is 

that which permits us to see the new meaning in the 

framework of this revelation of" similitudes. When Vico 

links fantasy to the fundamental role of metaphor, fantasy 

"attains a new and completely untraditional place in 

philosophical theory," Grassi adds (Folly 82). Fantasy, 

the gift of imagination, "appears as the soul's power to 

create images; fantasy itself is fed with the images 

provided by the senses" (Grassi, Rhetoric 61).20 

20The term fantasy is interchangeable with 
imagination in Vico's works and later in Grassi's. 
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Fantasy designs the potential meanings of impressions, 

"which are then illuminated and defined by the light of the 

intellect, to be preserved in the mental sphere of man" 

(62). According to Grassi, "the images that appear through 

the senses are given a human, spiritual meaning, ••• 

(which] is not ultimately rational." In the living realm 

of persons, then, fantasy "has the function of leading to 

cognition, to 'seeing.'" By preserving and transforming 

"the images supplied by the senses," fantasy guides the 

insight (Rhetoric 63). 

Grassi accepts and nourishes the world of fantasy as a 

generative process in which concepts collide and create 

something new. Fantasy provides the dynamic nature of 

ingenium. Ingenium, like existence itself, is at home in 

contradiction; it reveals as it conceals. Neither space 

nor time restricts ingenium because it plays freely with 

ideas and thus with language.21 

This study adapts the language of chaos theory and 

applies it to ingenium. For persons using ingenium, 

21An additional aim of Vico was his attempt to 
rescue "ingenuity" or "wit" from the Baroque stylists 
(Mooney 66). Some literary works of the late 
Renaissance, with strained, often shocking style, 
resemble the Baroque in art. Such highly affected 
literary style resulting in excessive conceits and word 
play is now tagged "Gongorism," or "Mannerism," or 
"Marinism" after the poets who employed them. As with 
the sophists, the Baroque stylists were branded as 
metaphor users, so metaphor was diminished and lost its 
cognitive dimension. 
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boundaries are conceived and constituted in new ways; 

"entities (including human beings) are open to the 

expression of difference" (282-83). When entropy is 

defined as a measure of randomness, then randomness implies 

maximum information: "the joining of entropy and informa

tion •.• allowed complexity to be seen as rich in 

information rather than deficient in order" (Hayles, Chaos 

Bound 40, 51). Similar to the view of chaos not simply as 

"disorder," but as a "mingling of symmetry with asymmetry" 

(Chaos Bound 51), ingenium allows innovative possibilities 

whether through folly--seeing the ironic dimensions of a 

situation--or through other non-linear interpretations. 

Many features of chaotic systems apply to ingenium. 

Chaotic systems are characterized by nonlinearity, 

complexity, recursive symmetries between scale levels, 

sensitivity to initial conditions, and feedback mechanisms. 

Researchers in chaos theory conclude that "nature, too 

complex to fit into the Procrustean bed of linear dynamics, 

can renew itself precisely because it is rich in disorder 

and surprise" (Hayles, Chaos Bound 10-11). This positive 

conceptualization of chaos resulted from the joining of 

fractal mathematics with computers which could graph far 

reaching iterations. Ingenium reveals new relations 
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between phenomena. Seeing the similar, a vital aspect of 

ingenium, allows scientists in multiple fields to look at 

their own universe in audacious new ways. To illustrate, 

"nonlinear dynamics, an important area within the sciences 

of chaos ••• posits a qualitative ••• difference 

between linear and complex systems." When its proponents 

shifted focus "from the individual unit to recursive 

symmetries between scale levels, ••. turbulent flow 

[could] be modeled as small swirls within larger swirls, 

nested in turn within still larger swirls" (Hayles, Chaos 

Bound 13). Thus independent phenomena which seemed to 

behave chaotically, from a broader perspective would reveal 

meaningful patterns. 

Ingenium celebrates initial disorder and surprise as 

words and concepts combine in new relationships to disclose 

something completely novel. The "'ingenious' grasping of 

resemblances and correspondences is the essence of 

invention," observes Hidalgo-Serna ("Ingenium" 237). As 

ingenium recognizes resemblances, it pushes outward to pull 

in related and similar phenomena. Complex similitudes and 

feedback loops emerge. Hayles observes that "reflexive 

metaphors often function as crossroads or junctures, for 

the undecidability opens up passages that lead in new 

directions" (35). Through metaphoric unfolding points, the 

different levels of turbulence can be understood as 
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related: "At any one of these coupling points, minute 

fluctuations can cause the flow to evolve differently" 

(13). Interstices in an informational net may be the very 

spots where individuals most readily imagine relations or 

similitudes. 

Detecting relationships between "what has been 

experienced and what concerns man makes possible the 

transference of meaning"; furthermore, states Grassi, 

"within the range of the revealed world which has been 

opened up by the activity of ingenium, this transference 

leads to something new" (Folly 32). Opening the human 

world to metaphorical thinking and speaking offers a vision 

of similitudes, seeing the commonality among objects, 

people, or ideas. Ingenium is a cognitive process which 

breaks down boundaries as it allows continuing interplay 

between difference and similarity. By encouraging 

ingenium, the rhetoric of openness pursues probable truth 

with metaphorical thought. 

Gracian proposes several avenues that lead to forming 

a concept or act of understanding through ingenium. Each 

route enhances the cognitive state through an active 

imagination. Gracian's fourth approach for forming an 

ingenious concept or act of cognition places individual 

things "under the light of others" by means of metaphor. 

Metaphor as a way of knowing is a fundamental process of 
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understanding ourselves and our world, because metaphor 

resides in thought, not just in words (Lakoff and Turner 

xii, 2). Metaphoric knowing requires perceptive seeing and 

thinking, and recognition of insight into likeness. As 

individuals contemplate similarities and resemblances, 

metaphor helps them reknow what they already knew in an 

unexplored way. It adds other layers beyond the point of 

initial entry into thought. Like Yeats's circling cone 

that expands as the interacting reader knows more, the 

spiral moves in new directions toward openness. 

To imagine exceeds a mental representation of 

something because to imagine is to grasp relations among 

characteristic elements, structures, situations, feelings, 

concepts. The imagistic character of ingenium weaves among 

shadows of thought and idea and concept. Whether voiced or 

unspoken, inscribed or unwritten, the process begins to 

fill the void with Imaginative Representations. The human 

capacity for metaphoric thought is not a rational process 

of inference but one that induces words to concretize 

meaning. Neither is it a rational logic which explains and 

proves by the process of "derivation of relations on the 

basis of given premises" (Grassi, "Priority" 569). 

Instead, the logic of imagination collects through stimuli 

of the bodily organism the sensory effects of natural 

phenomena. Then the imagination combines and magnifies the 
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sensory effects, conferring meaning to them, sometimes to 

the point of exaggeration. Such fantastic figures are not 

"a poetic disguise of rational concepts" (Grassi, "Prior

ity" 567). Rather, through ingenium the individual 

conceives and comprehends concepts and circumscribes within 

the self a pictorial whole. 

Metaphor conveys physical properties by analogy to 

"operations of abstract minds" (New Science§ 404). 

According to Vico, the imagination turns sensory effects 

into "luminous images [that] ••• dazzle the mind with 

their lightning and stir up human passions in the thunder 

and roar of their wonder" (Opere 7:170). Vico postulates 

three functions of imagination in New Science: first, in 

and through imagination a person experiences freedom and 

steps out of the closed world of the "natural forest"; 

second, imagination creates the first analogies between the 

multiple interpretations that can be given to sensory 

phenomena. Multiple interpretations lead to "first 

connections" and "finally definitions--the essence of 

mental activity." The third function of imagination is 

that of being the "first original factor to give a meaning 

to work." Work for Vico is not merely the growth of 

knowledge but also the health of a society (Grassi, 

"Marxism" 290-91). 
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Much as a computer generates similar structures over 

different scales through fractal images, the logic of 

imagination puts into relationship things that are remote 

from one another through immediate and original cognitive 

activity. 

Traditionally, metaphoric function was conceived as 

the ligament that binds together disparate elements or 

ideas. Hayles, for one, concludes that "metaphors 

characteristically act as juncture points between 

subjective experience and objective reality" (Chaos Bound 

84). Juncture points provide windows of entry into the 

cone so that the perceiver moves away from mere recognition 

on a literal plane toward imaginative interpretation. But 

a bounded ligament simply pulls one into the spiral. In 

its stead, this study replaces the ligament with the 

concept of metaphoric fractal, an expanding array of 

concepts. Meta-fracta122 captures the essence of 

metaphoric thought--not only in individual words but also 

in relationships discovered as the cluster of ideas expands 

ever away from the center. Through metaphoric interaction 

between text and person, or person and person, meaning 

adheres as the message becomes denser then opens out. The 

22This neologism enfolds meanings from fractal 
geometry into the established definitions of metaphor to 
expand the metaphoric concept into that of a dynamic 
system. 
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ingenious, meta-fractal process enables the mind to branch 

out in multiple directions to expand the spiral of 

understanding through the void. 

Thinking of metaphor as fractals which may explode and 

behave in a rhythmic and pulsing manner contributes to a 

dynamic rhetoric of openness.23 Non-linear fractals 

diffuse according to the variables of the equation 

(Mandelbrot, "People" 14). Meta-fractal, like an unfolding 

fractal, is generative in that the outward linguistic sign 

evokes a deep, inward order. From the interior order, 

forms of objects and concepts creatively emerge. Fractal 

order and metaphoric thought can be encompassed into the 

phrase, meta-fractal, since both terms represent a global 

process which iterates functions of complex variables. As 

the geometric fractal is used largely to comprehend 

irregular shapes and structures and processes, the 

linguistic meta-fractal through ingenium generates the 

same. By changing of scale, fractals replicate an initial 

23B. B. Mandelbrot's mathematical theory of fractals 
first appeared in The Fractal Nature of Geometry (1983). 
Mandelbrot coined the term fractal from the longer term 
fractional to express the fractional dimension of an 
object which is a significant characteristic of the 
object. Fractal mathematics can measure irregular shapes 
such as river deltas, mountain ranges, clouds by focusing 
on their particular fractal dime~sions (Bohm and ~e~t 
155). Projection of a fractal line gene~ates unlimited 
complexity. Fractal geometry, closely tied to the theory 
of chaos lies much closer to the forms of nature than do 
circles,'triangles, squares of Greek geometry. 
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figure over and over into infinite complexity; thus the 

circumference of a figure grows "to be infinite and has no 

slope" (Bohm and Peat 153). Likewise, verbal concepts take 

imagistic shape in the meta-fractal thought process. 

Islands, trees, and noise generated in an electronic 

circuit are all filled with unlimited detail and all evoke 

the types of complexity found in natural forms. And as 

fractal geometry can measure and depict the irregular 

coastline of an island or chart the void of an underground 

cave, so meta-fractals can begin with the simple expression 

and expand in highly subtle ways until associations they 

spawn cover an entire text. 

Philosophers of language from the sophists and 

Aristotle to I. A. Richards and Paul Ricoeur have proposed 

useful ways of understanding metaphor that differentiate 

the conceptual level from its linguistic presentation. 

Richards coined the terms tenor and vehicle to 

differentiate the conceptual from the linguistic level of 

metaphor. Tenor denotes the underlying idea or principal 

subject--the sense of the metaphor; it is the conceptual 

import behind what the words express. Vehicle denotes the 

figure itself, the picture or Imaginative Representation in 

words. Another approach is Ricoeur's which likens the 

linguistic expression or words to a pictorial envelope 

which provides an image for the concept (147). The 
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pictorial envelope enfolds the concept. Therefore, the 

verbal sign is the tangible aspect or envelope for 

presenting the thought. The basic concepts move from the 

inner recesses of the mind and transform themselves through 

the process of ingenium. The meta-fractal process breaks 

open linguistic expression to display an individual's ideas 

for an audience--whether the audience is self or others. 

Once expressed, the materialized concept can be viewed from 

multiple perspectives. Even as nature's clouds vary over 

an unexpectedly broad range of contours, meta-fractals 

merge and diffuse to unfold interpretation. Their shape is 

unpredictable. 

Through linguistic expression the reader/audience can 

treat an abstraction as if it substantially exists. When 

reader/audience begins to understand a discourse, she may 

at first hesitate to go beyond the concrete, beyond the 

level of recognition. Having achieved the first level of 

recognition, though, she can begin a cyclic set of 

similitudes adding both density and openness by using the 

meta-fractal process. "An incredibly rich structure of 

whirls, filaments, and repetitions ••• often reveals 

subregions" (Bridger 357) of the initial sign. Confidence 

gained by practice allows each interactive writer/rhetor 

and reader/audience to generate expanding meta-fractals 
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from unique experience and cultural milieu. Ingenious play 

of ideas initiates the process. 

Even as some of the dynamic behavior in mathematics 

has not been explained completely, meta-fractals represent 

an exploratory cognitive process. "Any process which 

evolves in time is an example of a dynamical system," 

Devaney states ("Fractal" 138). And the simplest dynamic 

system may behave unpredictably or randomly depending upon 

only one or two variables. Many simple dynamic systems 

encompass large sets of initial conditions whose orbits are 

unstable which makes them chaotic sets. "Small changes of 

parameter," continues Devaney, "may radically alter the 

makeup of the chaotic set" ("Fractal" 146). Meta-fractals 

can be thought of as chaotic sets of dynamic semiotic 

systems. 

Among the variable parameters of the meta-fractal 

process would be the terms of the linguistic expression, 

the interacting writer/rhetor and reader/audience, and the 

cultural-social context in which the meta-fractal process 

is generated. Devaney lists the principal ingredient for 

forming mathematical fractals as iteration; iteration means 

"repeating a process over and over again" ("Fractal" 141). 

Such repetition generates a list of interpretants for the 

meta-fractal. If~ represents our initial sign, then: 
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P = F(x) 
I 

P1 = F(F(x)) 

P.3= F(F(F(x))) 

The second iterate of expression number one evolves from 

the first interpretation of the meta-fractal. If the 

interpreter were working with a mathematical iteration on a 

calculator, she could repeatedly strike the x 2 key to 

iterate the squaring function. The list of successive 

iterates of a point OF number is called an orbit of that 

point. In a dynamic system with an unstable orbit, each 

possible input will make the orbit different from the 

original orbit (Devaney, "Fractal" 145). Experimenting 

with a number of initial conditions produces varying orbits 

of meaning. In meta-fractal generation, the orbits of 

interpretation are distinct, yet they maintain similarity 

since the initial terms provide parameters of signi

fication. 

Some meta-fractals may be chaotic in various regions 

and stable in others. One orbit may fill a region with 

interpretations while another wanders around. Fractal 

images (Figs. 3.1-3.8) can be viewed as Imaginative 

Representations of the meta-fractal process. Julia sets,24 

24A chaotic set is called the Julia set after the 
French mathematician Gaston Julia who first studied this 
set in the early twentieth century (Devaney, "Fractal" 
152) • 
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for example, are conveyed in terms of the chaotic dynamics 

described above. (See Fig. 3.1.) Algebraically, Julia 

sets deal with complex numbers which have two constituent 

pieces--the real part x and the imaginary party. The 

meta-fractal process functions with properties of the 

mathematical Julia set:25 "it is the simplest function that 

produces interesting results" (Bridger 355). A tremendous 

variety of fractals can be created by merging computer 

graphics with fractal formulas (Wegner and Peterson 145). 

This study illustrates only a few beginning with an escape

time fractal, the Julia set (Fig. 3.1). Julia sets may be 

obtained in an incredible variety of images resembling a 

skinny bush of brambles. Sierpinski's Gasket, commonly 

know as Sierpinski, also images an escape-time fractal. 

Sierpinski fractals (Fig. 3.2) fill with so many triangular 

holes that eventually the fractal image has nothing left 

(Wegner and Peterson 242). Another escape-time fractal, 

the Mandelbrot set (Fig. 3.3), exhibits nooks and crannies, 

whirlpools, buds, straight-line images, and jagged light

ning strokes--all magnetized by the blackened snowperson. 

25arid9er defines Julia sets which "may converge to 
a finite point ••• a fixed point. These may also 
diverge to infinity. Or, they may have as limit set a 
finite number of complex points that are carried into one 
another. The fixed point, infinity, or the cyclic set 
are called attractors" (355). 



Fig. 3 .. 1 

Julia Set 

Source : James Gleick's Chaos: The Software . Computer 

Software . Autodesk, 1991. Tweaked by Don Keene . 
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Fig .. 3 .. 2 

Si erpinski Set 

Source: Fractint . 

1991. 

Computer Software. 
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The Waite Group , 



Fig" 3 .. 3 

Mandelbrot Set 

Source : James Gleick ' S Chaos: The Software. Computer 

Software . Autodesk, 1991 . 
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Fig. 3.4 

Bifurcation 
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Fig. 3.5 

Diffusion 

Source: James Gleick's Chaos: The Software. 

Software. Autodesk, 1991. 
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Fig. 3.6 

Henon 
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Fig. 3.7 

Lorenz 

Source: James Gleick's Chaos: The Software. 

Software. Autodesk, 1991. 
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Fig .. 3 .. 8 

Popcorn 
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Source : Fractint . Computer Software . The Waite Group, 

199 1. 
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A second fractal type, bifurcation (Fig. 3.4) graphs 

possibilities that occur when a meta-fractal process splits 

in a boom-and-bust oscillation pattern. Diffusion (Fig. 

3.5), a random fractal, illustrates the action of a meta

fractal that begins as a single point in the center; then 

it randomly generates points around the attractor. This 

process continues until interpreters cease iterations. 

Orbital fractals like the Henon (Fig. 3.6) and Lorenz 

(Fig. 3.7) run forever. "The Henon fractal," state Wegner 

and Peterson, "is an example of a very simple dynamic 

system that never settles into a stable, periodic 

cycle. • Every line in the fractal is composed of a 

cluster of infinitely thin lines" (182). Self-similarity 

characterizes orbital chaotic fractals. A single-point 

loop of the Lorenz fractal draws out a path of two double 

spirals, cocked at an angle of a butterfly's wings in 

flight. The point spirals for a time in one loop, then 

unexpectedly jumps to the other loop (Wegner and Peterson 

205). The Popcorn Fractal (Fig. 3.8) shows the endless 

recursiveness of generated meaning as popcorn-like holes 

replicate through the screen. 

The meta-fractal may exhibit tessellations, intricate 

or interconnected parts, when many domains of attraction 

add interpretation. A time function, for one, might be 

interjected into the interpretive orbit: the historic past, 
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the present, the future. Possible backward orbits would 

encompass historic past as well as the immediate past of an 

interpreter. Forward moving orbits would tend to oo 

(infinity). Orbits tending to oo experience "quite a bit of 

stretching" (Devaney, "Fractal" 157) as would the 

interacting rhetor/writer and audience/reader. The meta

fractal could be compared to other signs, either near to 

its terms or far removed; thus a spatial construct could be 

added to the matrix of comparisons. The actual changing of 

one or more terms would accentuate strong interpretations 

and diminish others. Dense orbits evolve as interpre

tations repel off one another and the ingenious dynamics of 

the meta-fractal process interject new meaning. When meta

fractal interpretation is interrupted, the process can be 

easily resumed. Computer generated exploding Julia sets 

(Fig 3.1) depict incredible shades of color much as 

expanding meta-fractals depict mosaics of interpretation. 

At the conclusion of the ingenious play of ideas, a 

"smoothing process" guarantees that the total intensity of 

the meta-fractal would be preserved. Singular values may 

leave, return as an orbit of interpretation, escape, and 

reemerge. Other singular values may go far away but not 

escape. The smoothed model accentuates the forceful ideas 

while reducing the oblique. By highlighting the dominant 

of multiple interpretations, a vigorous meta-fractal 
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emerges. Should an iterate or idea shape lie outside the 

initial radius of meaning, subsequent orbits could be 

generated in unexpected directions. Two or more new fixed 

points may emerge in which one attracts and one repels. A 

wealth of ingenious interpretation awaits meta-fractal 

generators. 

Ingenium celebrates metaphoric thinking as well as 

metaphoric discourse because its use demonstrates one's 

understanding of the ordinary ways we think. General 

conceptual metaphors are not the extraordinary creation of 

individual poets, according to Lakoff and Turner. Rather, 

these metaphors reveal the way members of the culture 

conceptualize their own awareness of all that has happened 

and is happening to them (More xii, 9). 

An encounter between President-elect Bill Clinton and 

Molly Ivins at Scholz Beer Garten in Austin, Texas 

illustrates the meta-fractal process. An individual 

interprets the sign using the meta-fractal process by first 

considering the discourse itself, then injecting a time 

component into the cycle--what has gone before, and what 

will come in the future: 

Me (Ivins): Last time I saw you [late one August 
night on the tarmac at the Tyler airport, just 
before he got on the plane to go back to Little 
Rock] the last thing you said to me was, 'You 
know, we just might fool around and win this 
thing.' And now look how much trouble you're in. 
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Clinton, laughing: Yeah, you're right. When they 
came out the other day with those numbers that 
show t~e deficit is even worse than we thought, I 
felt like the dog that chased the pick-up truck. 
[Pause. Great double take.] I caught it. Now 
what?t26 (Star-Telegram 10 Jan. 1993) 

What are possible interpretations of the discourse, "I 

caught it. Now what?!"? The verbal sign indicates that 

President Clinton metaphorically becomes the scrawny, 

barking "dog" who catches the beat-up "truck." The "pick

up" symbolizes the United States itself, loaded down with 

myriad problems: unbridled crime, rampant unemployment, 

racial and ethnic hatred ••• social as well as economic 

dilemmas. Perhaps it was the load of a four-trillion

dollar deficit which slowed the rattletrap down enough for 

that hound to overcome the "truck." 

In August 1992, the Rhodes scholar from Arkansas 

glimpsed the possibility that he might succeed at winning 

the election from encumbant President George Bush. In 

January President Clinton reinterprets the ship of state as 

a battered vehicle in need of repair. Whether or not 

President Clinton understood the full implication of the 

national debt before the sixth of November, 1993, he now 

pragmatically participates in its reality. The concept 

behind his utterance reveals that he is awed by 

26rvins indicates both President Clinton's surprise 
and concern by her use of double terminal punctuation 
Lli) . 
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presidential responsibility yet able to laugh at the 

challenge. Moreover, the cognitive function of comparing 

himself to a "dog" heightens the inventiveness of the 

President's metaphoric sign. With laughter and homespun 

language, President Clinton opens up a space in which 

ordinary citizens can interpret his particular linguistic 

code. The audience (Ivins) or the reader quickly makes 

sense of the event which the President transmits in the 

context of barroom banter. That a yellow-dog Democrat 

could ever catch the Republican "pickup" is preposterous 

enough; suddenly the audience realizes with the new 

President what enormous responsibility his success confers. 

Such unfolding accentuates only one direction that the 

meta-fractal interpretation might take. The meta-fractal 

time element creates a new orbit or interpretation, since 

as Mandelbrot believes "history is forever a part of the 

present" ("People" 1). How does Clinton's use of language 

compare to that of Democratic presidents before him: 

Carter, Johnson, and Kennedy; or Truman, Roosevelt, and 

Wilson; or Jackson and Jefferson? Especially in Austin, 

Texas, territory of Lyndon Baines Johnson, how would the 

meta-fractal be enlarged through historical iterations? Is 

President Clinton's metaphor self-similar to one of John F. 

Kennedy's or Woodrow Wilson's? Probably not. And the 

"pick-up" image would certainly have been relevant in 
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Franklin D. Roosevelt's time if not in Andrew Jackson's. 

How could future events be suggested through the "dog" 

image? Always scrappy, always optimistically ready to take 

on great challenges, always running, always surprised--will 

President Clinton reflect these traits three years hence? 

As the meta-fractal orbit increases with added iterations 

of meanings, the results progress from being line-like to 

"filling much of the plane" (Voss 29).27 Each meta-fractal 

iteration adds random irregularities to the surface 

understanding: width, depth, texture, time. The generic 

process reflects the dynamic motion of the meta-fractal as 

its tessellations whirl and repeat and produce new 

understanding. 

A separate region exists between what the metaphor 

represents in language and its basic conceptual recognition 

by an audience. What is the underlying assumption which a 

writer/rhetor expresses in imagistic sign? What is the 

submerged intent that the producer of discourse intends the 

audience to receive? The meta-fractal process generates 

such interpretations. In this study, both the writer/ 

rhetor and the reader/audience construct interpretation. 

The meta-fractal provides an arena of entry where new 

27A central feature of fractals in nature is that 
objects can look statistically similar while at the same 
time be different in detail and different in length 
scales (Voss 30). 
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meaning fluctuates in a complex way between writer and 

reader. Without the mingling of writer and reader in the 

communication process, no meaning emerges. They each act 

reciprocally upon and with the sign to produce fresh 

interpretation. 

As soon as meta-fractal is understood as a dynamic 

system, as a process that moves and changes and evolves, 

one perceives that metaphorical knowing is unpredictable. 

Like the weather or the stock market, metaphor behaves 

turbulently according to the variables which each 

interpreter brings. Unlike the motion of the planets or 

chemical reactions which are predictable, the meta-fractal 

process is chaotic. Such disorder can be viewed in 

"positive terms as the presence of information, rather than 

simply as the absence of order," states Hayles ("Chaos" 

306). Two or more individuals will produce unique orbits 

of understanding, for as ideas bounce randomly around, a 

fixed result is improbable. Meta-fractal, like chaos 

theory itself, "names a new territory, designates 

previously unrecognized interactions, and relies upon 

different assumptions" (Hayles, "Chaos" 306). Each sign 

gives rise to a new sign in as much as a single variable in 

interpretation creates a new array of meaning. The 

unlimited complexity of meta-fractal is possible because of 

the shared input from writer/rhetor and reader/audience. 
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As the component parts or signs or words of discourse are 

separated for analysis, more and more possibilities emerge 

that previously lay outside the line of thought. 

In the language of chaos theory, meta-fractal permits 

an idea at the smallest level to ripple through the system 

until it becomes a macroscopic disturbance. Metaphoric 

thought provides complex associations between seemingly 

unrelated items and reveals correspondences among them; "it 

never becomes a fantastic disguise for ideas, but is the 

source itself of constant new arguments for inference" 

(Grassi, "Priority" 573). Through ingenium, meta-fractal 

engenders multiple orbits of interpretation because it is a 

dynamic system depending upon two or more variables. For 

discourse theory these variables include the sign itself as 

well as the rhetor/writer and the audience/reader. Innova

tive, unpredictable orbits emerge as each participant 

unfolds the meta-fractal. Thus a chaotic orbit of meaning 

or a set of chaotic orbits radiates from the initial 

discourse to create intricate, complex structures of 

interrelated significance. Like a mathematic fractal, the 

meta-fractal explodes and behaves in a rhythmic, throbbing 

manner. 

The sign black hole, coined by astronomer James A. 

Wheeler a quarter of a century ago, can be interpreted 

through the meta-fractal process. Each iteration creates 
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new orbits of understanding. Nobody can say with certainty 

that black holes really exist anywhere in the universe, but 

the computations of physicists and astronomers suggest very 

strongly that there are such regions of space with intense 

gravitational fields (Siegfried 6). Envisioning a massive 

black hole, hundreds of millions of miles across, larger 

than a million suns stuns the imagination. These phenomena 

are believed to form in the center of galaxies by 

swallowing vast amounts of matter. Scientists think that 

the power of gravity crushes incoming matter until all the 

mass disappears into a single point with infinite density. 

Interpreters add density of meaning when picturing the 

cosmic vacuum's other properties such as its radius or 

event horizon, a powerful field of gravity reaching out 

from the core. Anything crossing the event horizon can 

never escape the black hole's grip. Astronomers speculate 

that quasars contribute to the formation of gigantic 

doughnuts of gas and dust surrounding the black hole. 

Black hole provides a means of talking about a 

phenomenon which is still unverified. Physicists and 

astronomers base this imaginative sign, black hole, on 

circumstantial evidence from the turbulence of other stars 

in the vicinity of powerful fields of gravity. Black holes 

are personified as dead, dormant, or active. Text books 

depict black holes; newspapers show photographs from space 
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that suggest the presence of large black holes; science 

fiction tantalizes readers with space scenarios of one 

crossing the boundary who will never escape the black 

hole's magnetic field. Galactic black holes are plausible 

and possible and, in the 1990s, their defenders have won 

over alternative scenarios. Thus metaphoric language is 

contributing new possibilities of understanding the world. 

Wheeler with his acute mind and lively fantasy discovered 

probable truths and presented them in plausible discourse, 

black hole. 

But why was this metaphor adopted--why not white hole 

or crystal hole or transparent hole? The meta-fractal 

process unravels the mystery. 

A meta-fractal time orbit would include standard 

interpretations of black from the past and in the present. 

Britannica's Microparlia (1982) sandwiches the astronomical 

wonder, "Black Hole," between "Black Hills" and "Black Hole 

of Calcutta." The Dakota hills are named for their 

coloration. Yet why did black become affixed to a place in 

India? A British defeat in 1756 sent 146 people into the 

notorious prison whose dimensions measure 18 feet by 14 

feet 10 inches. By morning only twenty-three emerged 

alive. The incident was made to signify the contrast of 

imperialist civility with Indian barbarity. Embellishment 

of the episode by heroic survivors furthered the process of 
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intellectual marginalization of the rebellious citizens of 

India. Dark skin and black hole, when viewed through an 

imperialistic lens, merge into horror. 

This study associates black hole with chaos itself. 

Both represent "unpredictable phenomena" which in Western 

tradition, implies disorder, something foreign to linear 

reasoning, something primordial. Vibrating at the base of 

both chaos theory and black hole is a strata of the 

untamable and nonrational. 

Our ingenious meta-fractal ruptures the deperson

alized aspect of black hole by including orbits of gender, 

of body. Anything, even light, that passes beyond the 

boundary of a black hole is lost in its abyss. In Western 

myth woman has been identified with the unknowable mystery. 

She fills a role of otherness, something mysterious on the 

margin of understanding. Woman seduces then sucks the 

curious male into her vortex. Sirens singing or Medusa 

laughing are dangers that adventurers warily avoid. Such 

"difference" is perceived by the masculine as an opposition 

(Cixous and Clement 80). Similarly, as matter collapses 

into the black hole and is soon compressed, it loses almost 

every property of its separate identity. So Woman and 

Black Hole become compressed in meta-fractal structuring. 

The farther one explores using meta-fractal process, 

the more one sees. By injecting a different iteration, 
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participants introduce new associations such as Joseph 

Conrad's Heart of Darkness, and the meta-fractal pervades a 

new screen of meaning. Yet each tessellation of the 

original sign resembles the first; similar elements 

interweave throughout because the linguistic parameters, 

black and hole generate each tenuous orbit of thought. 

Motion goes on in spirals and slarips, fingers that slap 

each other over and over again. In some families of 

meaning, the fingers do not cross while in others a tangled 

spiral creates new "ideas" (Devaney VCAS). Other regions 

will remain black or dark when ideas that open up seem to 

close down. When players change the parameters a bit, they 

give interpretation the opportunity to escape to different 

points, and bubbles of understanding will once more 

proceed. Ingenious activity interacts to create something 

new each time ideas collide, coalesce, or interact. 

That Wheeler intended these connotations is not 

suggested. Black hole the meta-fractal expands and turns 

and explodes into a Mandelbrot set which attracts the 

curious even as the imagined hole magnetizes galactic 

material. Would another sign have been as effective? Does 

whiteness or clarity lack a menacing presence that black 

provides? Melville inverts the conventional purity of 

white into the massive whale, Moby Dick, but most Western 

myth associates white with virginal freshness. White poles 
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or crystal antennae, for example, would project energy 

somewhat akin to Earth's magnetic poles. Use of these 

metaphors, however, would require a revision of thinking 

about the workings of the cosmos. Reversed from a feminine 

to a phallic Imaginative Representation, the image 

initiates a new spiral of unlimited semiosis. The open 

meta-fractal structure is "impossible to finish with an 

arbitrary ending" (Kristeva, Desire 40). 

The meta-fractal process positions together at least 

two different points of view at the same time and allows 

them both to have presence. New paradigms emerging in 

chaos theory involve the study of such complex, irregular 

forms. The ambiguity and unpredictability of dynamic, 

chaotic systems are valued as points of inquiry. 

Similarly, the denseness of meta-fractal process begets new 

interpretations. Metaphoric cognition enables the 

imagination or fantasy of both the writer/rhetor and the 

reader/audience to structure virginal meaning. Fractal 

geometry "shifts the focus" from Newtonian mechanics and 

linear equations to complex irregular forms and nonlinear 

differential equations. Similarly, the meta-fractal 

process shifts the focus from the individual sign or unit 

to "structures that are replicated across many levels" of 

discourse. And as writer/rhetor and reader/audience 

negotiate within the meta-fractal structure, they "generate 
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data, interpret them, theorize about them, and extrapolate 

beyond them to broader cultural and philosophical 

significances" (Hayles, Chaos and Order 4). Underlying 

cultural currents produce substantial changes in 

interpretation as would different geographic sites and 

different academic grade levels. Yet each meta-fractal 

process vibrates with potential orbits of meaning. The 

components of the initial sign keep interpretation from 

wandering indiscriminately; those persons who are 

generating the meta-fractal process will stay within a 

somewhat confined parameter. Reversing the terms or 

changing one will catapult meaning to other orbits. 

Folding or stretching the meta-fractal causes the mapping 

to evolve in surprising flow. The participants in a 

rhetoric of openness allow for fragmentation, rupture, and 

discontinuity. Thus a creative process emerges to include 

writer/rhetor, reader/audience, and sign in a particular 

meta-fractal process. 

Nietzsche's view that all of language is metaphorical 

and, consequently, only a partial and inaccurate rendition 

of reality (Horner 212) corresponds to the old 

interpretation of entropy as disorder. Shannon's 

contribution that entropy equals surplus meaning plays a 

constructive role in information processing which permits 

ambiguity to have a favorable connotation. Metaphoric 
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signification intensifies meaning rather than shattering 

it. Grassi's opinion is that "logistics intends to 

overcome metaphorical speech by eradicating images from 

scientific language ••• the purely logistic, deductive 

process grows rigid and cannot claim to be inventive" 

("Priority" 573). And if fantasy, the Greek word for 

imagination, is "the eye of ingenium," as Vico proposes, 

ingenium establishes relationships between human sense 

perceptions and their meanings (On the Most Ancient Wisdom 

of the Italians 7.5). 

Change approaches when feminist scholars like Cixous 

or Kristeva invent the other history; they reexamine the 

codes through which texts are produced. The single culture 

of the academy is shifting toward multi-cultural inclusion 

in which once suppressed voices are being heard. Discourse 

which was once considered too complex, too imaginative, or 

too ambiguous to transmit transparent meaning emerges as 

necessary to our broadened understanding of cognition. In 

Vico, cognition does not happen before concepts are trans

formed into signs: "mind does not precede language, but 

arises with it" (Mooney 261). Metaphor cannot be severed 

from ingenium, the inventive power of individuals, "for 

metaphor represents ••• the fundamental structure of 

language" (Grassi, "Priority" 573). Moreover, meta-
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fractals signify an unhindered and ready disposition for 

generating concepts, hence they turn power into action.28 

Therefore, to reconstruct Nietzsche's statement is to 

see science and philosophy as privileged when they employ 

metaphoric and rhetorical discourse in their reports of the 

world. The science of chaos, when applied to discourse 

theory, challenges the supreme position traditionally 

reserved for ordered systems of referential prose. 

Narrative emerges, myth and allegory emerge, metaphoric/ 

poetic language emerges. The meta-fractal process emerges 

with cognitive and philosophic relevance for any discourse 

community. 

28This definition is borrowed from Vico's On the 
Most Ancient Wisdom of the Italians (1710) in which he 
applies it to the term faculty (7.1). 



CHAPTER 4 

META-FRACTALS, MYTH AND MORE 

Like the cosmos itself, human conceptualization is far 

too complex to be codified in predictable patterns. 

Certain aspects of human conceptualization open up 

opportunities through the meta-fractal process: the body, 

the socio-cultural context, time and place, and the world 

of idea. Everything that makes one human can begin a 

series of interactions to construct understanding. The 

material world fuses with the formal; the perceptual world 

influences the conceptual; and the senses empower the 

intellect. The meta-fractal process recognizes thought and 

language as embodied, imaginative, and metaphoric as well 

as logical and abstract. It employs ingenium29 in a 

cognitive process which opens an infinite number of 

possibilities. To investigate other domains through the 

ever expanding meta-fractal process may reveal an array of 

meaning unperceived in a binary world view. 

29rngenium centers Vice's thou9ht as "the fa9ulty of 
bringing together things that are disparate and widely 
separated" (De Italorum sapientia, Opere 1.179). 
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Individuals participating in the meta-fractal process 

construct both interpretation and invention.30 Figure 4.1 

provides the philosophical grounding for the ingenious 

process which includes a writer/rhetor structuring 

discourse by means of the meta-fractal process as well as a 

reader/audience interpreting discourse. Since this study 

Fig. 4.1 

The Meta-fractal Process 

Invention 

§ All language 

signifies 

§ The meta-fractal process 

generates discourse 

§ The writer/rhetor 

constructs discourse 

through invention 

Interpretation 

§ All language is 

metaphorical 

§ The meta-fractal process 

generates interpretation 

§ The reader/audience 

constructs discourse 

through interpretation 

considers all language as metaphoric or poetic, any two 

terms, any phrase, any work or concept is a candidate for 

30Those who participate in the rhetoric of openness 
through the meta-fractal process are variously designated 
~artici~ants, collaborators, or players. Whether 
indicating an individual or group of individuals, the 
term encodes interaction between the writer/rhetor, a 
work, and a reader/audience whether that audience be one 
or several. 
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the meta-fractal process. Meta-fractal discovery 

recognizes language as a dynamic process of interdependence 

among writer/rhetor and reader/audience. The boundless 

meta-fractal process invites individuals working either 

alone or in groups to participate in a rhetoric of 

openness. (See Fig. 4.2.) 

Invention or interpretation through inqenium requires 

an act of cognition that places individual phenomena under 

the light of others. Such metaphoric thinking can be 

compared to nonlinear mapping in which large-scale features 

relate to small-scale ones. Metaphoric thought repeats 

symmetrical configurations across multiple levels (Hayles, 

Chaos and Order 10). People learn and share information 

through the meta-fractal process which helps individuals 

reknow what they already knew in unexplored ways. As they 

put ideas into words, the creativeness of language 

generates additional thought patterns which cannot be 

forecast. The complex, dynamic system of the human brain 

mingles the predictable with unpredictable through 

inqenium. Such unexpected results suggest new questions 

which possess their own momentum because the meta-fractal 

process has no fixed value or end. New idea units generate 

orbits of meaning which participants then express in 

discourse or other communication exchange. Collaborators 

may select any genre to construct rational or allusive 
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expression; narrative modes of myth and allegory join other 

discourse types as possible modes of expression. A 

rhetoric of openness accepts any discourse possibilities 

which the spectrum of ideas generates. 

The term meta-fractal captures the essence of 

metaphoric thought, not only in individual words but also 

in relationships discovered as the orbit of ideas expands 

ever away from the center. Meta-fractal fuses metaphor 

with fractal. Metaphoric knowing promotes a common setting 

for imagination to mingle with the familiar. Because the 

meta-fractal process interlaces the rational and expe

riential realms, it opens unique domains in which 

individuals know and understand. The logic of the 

imagination puts into relationship phenomena that are 

remote from one another through immediate, original, 

cognitive activity. Vico termed metaphoric thought 

Imaginative Representation.31 Meta-fractal thought is not 

primarily a rational process of inference but one that 

reveals substance with discourse. An understanding of 

31New Science designates Imag~native R~presentation 
as poetic or metaphoric thought which desc:ibes concrete 
reality. The poetic mind structures experie~ce ~hrough 
asserting identities between elements •. I~agi~ative . 
Representation occupies the central ~osition.in mythic 
consciousness. In Vico's cyclical view of history, the 
first two ages, the age of gods and.the.age of heroes, 
exhibit the thought process of Imaginative 
Representation. 
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metaphor includes its traditional definition. This study, 

however, expands metaphor to include all signs because each 

signifier (a sound, image, or word) substitutes for the 

signified (an object, a concept, dream, or thought). 

Signs, of course, include interpretation which in turn 

becomes another sign. So all discourse acts metaphorically 

because the sign transfers meaning. 

The second part of the term meta-fractal emerges from 

mathematics. Fractals are "beautiful, fascinating designs 

of infinite structure and complexity"; they are dynamic 

systems.32 Fractals are mathematical objects with detailed 

structure; no matter how closely one looks at fractals, 

maintain Wegner and Peterson, "no matter how great the 

magnification," the internal portions replicate the whole 

(1). Although all of the following qualities do not apply 

to every fractal, they are representative characteristics: 

fractional dimension, complex structure at all scales, 

infinite branching, self-similarity, chaotic dynamics 

(Wegner and Peterson 12). Meta-fractal is thus a holistic 

process which iterates33 associations among complex 

. 32wegner and Peterson e:>;eplc:ii:1 ~hat "a ~yi:iamic system 
is chaotic if small changes in initial conditions ?f t~e 
system make large changes in the system at later times 
( 11) • 

33Iteration means to repeat a process over and over 
again. 
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variables. This study readily infuses the language of 

fractal geometry with discourse theory. Though the open 

dynamic system has a specific structure, that structure is 

random. At each moment of time the mixture changes and 

creates from the initial input, something new. An example, 

of a random mixture can be observed by pouring hot coffee 

and steaming milk into a mug to create cafe au lait. An 

espresso machine forces steam through the finely ground 

beans before the hot milk or cream diffuses through the 

frothy beverage. Adding cinnamon and steam to the aromatic 

brew creates cappuccino. Ground, shaken, stirred in 

countless guises, the coffee bean infuses its flavor to 

palates of the world. 

When they write of metaphoric language, Vico and 

Grassi indicate a crucial way by which humans know and 

understand their world; it is the "bridge between the 

rational and semantic realms" (Rhetoric 23). This disser

tation fuses Vico's and Grassi's calls for an expanded 

rhetoric. Through the meta-fractal process, moreover, this 

study incorporates Kristeva's model for poetic language 

because it involves "space and infinity--concepts amenable 

to formalization through. the new mathematics" (Desire 

88). Poetic/metaphoric language is "double" in Kristeva's 

sense that the sign implies "one and other" (Desire 69). 

This study includes all language as metaphoric because 
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every sign or image transfers meaning. As Deely states, 

the whole of human experience is interpreted through 

language "which is mediated and sustained by sign" (5). 

Fractal math, being one field in the mathematics of chaos 

and complexity theories, aligns the meta-fractal process 

with Kristeva's thinking. It meshes dynamic metaphoric 

language, verbal fractals, with the theory of fractal 

geometry. Figure 4.2 illustrates the meta-fractal concept 

with its four unbounded quadrants: the Physical Body, the 

Socio-Cultural Situation, Time and Place, and the Realm of 

Idea. Experience grounds the process as participants 

contribute a progressively richer variety of complex ideas 

and forms. Everything the interpreters/inventors have 

lived through, any knowledge or skill they have trained 

for, all they can imagine, they bring as experience to the 

meta-fractal process. What is more, each new venture into 

interpretation or invention reflects the plurality of 

participants' changing experience. As they live and 

observe, as they read and learn, participants' concepts may 

change, so the process is productive. 

In a dynamic meta-fractal structure, a collection of 

parts interacts with each other as each quadrant of the 

unbounded graph projects from the "attractor area" in its 
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center.34 This study adopts the term attractor from 

fractal geometry and bends it slightly to represent the 

basin of attraction which centers the meta-fractal process. 

Within each interconnected quadrant, new attraction areas 

could develop, but this study stipulates the term to 

designate the graphic center of the complex system. The 

work which collaborators unveil centers the nonlinear 

dynamic system. Numerous, successive ideas generated by a 

structuring writer/rhetor or reader/audience pulse outward 

and inward from the center point. Each interpretation 

corresponds to iteration of functions of a complex 

variable; that is, two or more terms are iterated by 

interacting collaborators to create understanding. The 

collaborators may be writer/rhetor and reader/audience or a 

group of interacting participants in the meta-fractal 

process. Each orbit of meaning (sequence of ideas) is 

uniquely formulated by the experience of a particular 

discourse community at work with the meta-fractal process. 

The quadrants interrelate and integrate with their 

counterparts as meaning expands and spirals during the 

inventive or interpretive process. 

34wilson explains that "there is a unique fixed 
point called the attractor of the iterated function 
system. Generally fractals are attractors of iterated 
function systems" (58). 



Fig. 4.2 

The Meta-Fractal Whole: An Opening to Experiential and 

Rational Knowing 

Physical Body 

(sensori-motor abilities) 

Idea Realm 

(idea-mental significations) 

Socio-Cultural 

Situation 

Time and Place 

(past and future) 
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The curricular and instructional aim of this chapter 

is to show that discourse can be generated and interpreted 

in much the same way that images of geometric fractals 

emerge during computer generation. Even as a sequence of 

complex numbers which activates the Mandelbrot fractal or 
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the popcorn fractal can be plotted on the complex plane as 

a collection of points,35 the idea orbits of the meta

fractal process can be similarly plotted. The term orbit 

is not meant to restrict idea production by limiting ideas 

to one path; instead, this study stipulates orbit to mean 

the deep structure of ideas which can bend and stretch as 

they multiply throughout the meta-fractal process. The 

general principles of fractal math entwine with discourse 

theory in this meta-fractal process. 

A cognitive system grows and changes when outside 

elements "feed" or challenge it. Such outside elements may 

be objects or events which can be assimilated or 

incorporated within the individual's sensori-motor or 

conceptual scheme (Piaget 6). Piaget describes a process 

called equilibration in which the individual interacts with 

objects and events. Without such outside forces, the 

individual would not experience the impact of assimilation 

and accommodation (9) which leads to understanding and 

knowing, to growth. 

Equilibrations "involve equilibrium between 

assimilation and accommodation" in which an individual 

integrates a disturbance into a cognitive system. When 

35rn fractal geometry, "this sequence is called the 
orbit of a particular test point" (Wegner and Peterson 
19) • 
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individuals encounter "nonbalance," they are forced to go 

beyond their present state to seek a new equilibrium. 

"Asymmetry of the affirmations and negations," states 

Piaget, "causes non-balance." So non-balance and 

disturbance are important to each individual's developing 

cognitive system. Progressive equilibration is an 

"indispensable process in development" of individuals (17). 

Piaget hypothesizes that all individuals need non-balance 

and negations or contradictions to move from static to 

dynamic states. Outside elements like the meta-fractal 

process feed the cycle of cognitive systems; thus knowledge 

proceeds "from successive constructions," which are "the 

result of the constant development of new structures" 

( Piaget v) • 

Additionally, the meta-fractal process enhances 

development of cognitive structures by inviting 

participants to experiment with untested concepts. 

Sanctioning doxa (opinion or probable truth), the meta

fractal process generates freedom to interact in a "safe 

zone." It welcomes marginalized, silent voices into 

mainstream Western discourse because it valorizes 

perceiving, learning, and remembering, all strategies of 

knowing which evolve with each individual, as personal and 

distinctive acts. Socio-cultural differences, gender 

differences, age differences among participants affect a 
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range of cognitive operations from gestalt perception to 

image formation and motor movement. The meta-fractal 

process recognizes and builds upon diverse learning styles 

by encouraging ingenious knowing in individuals who act to 

invent or interpret within the process. Each quadrant 

(Socio-Cultural, Time-Place, Realm of Idea, and Physical 

Body) depends upon interaction of collaborating 

participants to spread it open (Fig 4.2). 

The Socio-Cultural quadrant provides possibilities for 

multiple interpretations. Fifth-century Greek sophists 

adjusted discourse to accommodate each socio-cultural 

situation. Diverse audiences created the need for a 

variety of discourse genres. Sophists believe that "human 

nature [is) not .•• uniform but rather ••. [is] shaped 

by social circumstances" (Bizzell and Herzberg 22). Thus, 

an individual's membership in society with its customs and 

problems is of practical importance. The anonymous author 

of Dissoi Logoi expresses the sophistic understanding that 

cultural circumstances influence and often limit human 

perception.36 To illustrate cultural relativism, the 

36The Greek phrase dissoi logoi.was understood by 
the sophists to mean that "on every issue there a:e t~o 
arguments opposed to each other" (Sprague 21) •. D1sso1 
logoi are "unavoidable outcomes of af!-Y g:oup d~s<?ourse"; 
or as Jarratt further interprets, "d1sso1 10901 is a. 
means of discovering~ truth rather than the expression 
of a .•• separate, single Truth" (49). 
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writer of Dissoi Logoi compares Spartan with Ionian ideas 

in the section entitled "Concerning Seemly and Disgrace

ful"; Sprague translates: 

I go on (to) the things which cities and peoples 
regard as disgraceful. For instance: to the 
Spartans ••• it is seemly for their children 
not to learn music and letters, but to the 
Ionians it is disgraceful not to know all these 
things. ( 282) 

The sophistic writer proceeds through seventeen examples of 

cultural variety concluding with observations about 

Egyptians who do not think the same things seemly as other 

people do: "in our country we regard it as seemly that the 

women should weave and work (in wool) but in theirs they 

think it seemly for the men to do so and for the women to 

do what the men do in ours" (Sprague 283). 

Whether an act is acceptable or not depends upon 

cultural and historical circumstances, a philosophical 

understanding which is known as the sophistic doctrine of 

kairos. Having travelled extensively in their teaching 

role, these sophists view and accept the diversity extant 

among societies. This understanding prompts sophists to 

vary discursive interpretations according to the customs 

and needs of particular audiences. They frequently employ 

myth, allegory, and other narratives to relate truth while 

heightening the identification of an audience with the 

rhetor. Discursive practice, they teach, should encompass 

discourse types appropriate to the situation. 
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The meta-fractal process acknowledges the relevance of 

Socio-Cultural aspects within its fluctuating system. Not 

only does it encourage classroom dynamics which stir the 

mixture of individuals, but it also generates awareness of 

diverse cultural and social ways of viewing the world. The 

late work of Piaget recognizes that cognitive systems 

"undergo exchanges with the milieu" (4). Knowers are 

intimate parts of what they know, and that knowing 

encompasses the situation and context. Prigogine a~d 

Stengers explain that "each individual is an entanglement 

of its own experiences and the traditions of the 

populations" in which she lives (205). A rhetoric of 

openness folds sophistic cognizance of cultural 

distinctions into both classroom dynamics and the meta-

fractal process. 

Questions to initiate interpretive orbits or inventive 

orbits in the Socio-Cultural quadrant are found in Figure 

4.3. To illustrate the Socio-Cultural quadrant, this study 

examines the language of Edward Taylor's 1688 "Meditation 

29: My Father, and Your Father, to My God, and Your God:" 

I being grafft in thee there up do stand 
In us Relations all that mutual! are. 

I am thy Patient, Pupill, Servant, and Thy 
Sister, Mother, Doove, Spouse, Son, and 
Heire. . 

Thou art my Priest, Physician, Prophe~, K1n9, 
Lord Brother Bridegroom, Father, Ev ry thing. 

' ' (19-24) 



Fig. 4.3 

Questions on Socio-Cultural Milieu 

1. Does the work depict a diverse community? 

2. Does the work offer alternative gender relations? 

3. Does the work represent power as distributed among 

family members and among the wider community? 

4. Does the work acknowledge social and cultural 

contributions of all constituents of a community? 
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Players in the meta-fractal process could address any 

of the four questions from Figure 4.3 in any order. 

Beginning with Question Two (Does the work offer 

alternative gender relations?), interpretation focuses on 

Taylor's understanding that all individuals share a common 

humanity. (See Fig. 4.3.) In line twenty, Taylor 

collapses gender into the role of one individual. A 

student of God is both sister and son, mother and spouse. 

The poet celebrates "mutual!" relations which indicate 

acceptance of each family member's role as equal. These 

roles, however, are subservient to the head of the house, 

the father. God is the male deity: king, brother, father. 

In the seventeenth century, priest and physician would have 

been male. Taylor expresses that diverse humanity is 

subject to a celestial power in masculine form. Ideas 



156 

generated from Question Three would suggest that a 

hierarchy orders relations between God and humans. 

A Time-Place dimension probes the past and the future 

to fill the space of the second quadrant shown in Figure 

4.2. When participants interject a time function into the 

meta-fractal process, the historic past, the present, the 

future are all related to the interpretive or creative 

process. Forward moving orbits would tend to oo (infinity) 

as orbits moving backward encompass time in the near or 

distant past. Certainly the now of the present would 

attract the historical and promise the future moments 

though life exists in the present. Mandelbrot observes 

that, "for me history is forever part of the present" 

("People" 1). Participants communicate their knowledge in 

the area of history in order to relate contemporary 

information with particular instances of similar or 

contrasting events and utterances in the past. Thus the 

Time function puts interpreters into conversation with 

other voices who have addressed similar situations in the 

past. 

Often a writer/rhetor's attitude towards time frames 

the work. People use or abuse time in segmented chunks 

("Time is money"; "Time heals sorrow or actual wounds"). 

When assessing world situations, time becomes a moral 

force. In June of 1993 citizens ask, how much genocide 
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will occur if the world community refuses to intervene 

quickly in Bosnia's internal struggle? On the other hand, 

how long would troops occupy a country which does not 

desire a peaceful settlement to conflict? Such questions 

focus on time. Interpreters/inventors using the meta

fractal process wonder in what ways a work crosses time and 

space. Does the author represent a timeless world such as 

posited by classical physics, or is the world represented 

as time-bound as in biology and chemistry (Hayles, Chaos 

Bound 96)? A timeless realm may represent an environment 

separated from the experience of being human. Place in 

writing may be more that a particular locus in which a 

situation develops; it may be a utopia or fantastic realm 

of science fiction. The space of the cosmos or the area of 

a computer chip may surround and infuse a work. Certainly, 

place may be a street address of a New York condominium or 

a Saskatchewan wilderness. Collaborators are free to mix 

objective and participatory worlds in which meaning is 

created within a particular situation (Prigogine and 

Stengers 299). 

Participants in the meta-fractal process may explore 

the relevance of Time and Place by applying questions to a 

particular interpretation or invention process. Washington 

Irving's tale, "Rip Van Winkle" (1819) combines the 

fantastic with such believable details that its 
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Fig. 4.4 

Questions on Time and Place 

1. What words in the title or work itself suggest time: 

now, once upon a time, "spacetime, 11 37 "anywhen, 11 38 

timeless? 

2. How does the work view the past, the present, the 

future? 

3. Where does the work center? What tangible objects 

enliven place? 

4. How does place affect the participants and the plot of 

the work? 

interpreters waft in and out of time and place. The first 

line of the old folk-legend sends us back: "Whoever has 

made a voyage up the Hudson must remember the Kaatskill 

mountains." Not "once upon a time" but "remember" pulls 

the reader/audience into a distant realm. Yet Irving 

locates the narrative in an American place at a time before 

its revolution. The second paragraph hints that every 

37Einstein's theory of relativity implies a four
dimensional spacetime; time or space alone will fade 
away. To understand reality, space and time merge into a 
union (Hayles, Chaos Bound 100). 

38Hayles's neologism which blends time and space, 
anywhen "represents a timeless realm ••• divorced from 
human experience" (Chaos Bound 100). 
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event should not be accepted at face value: "At the foot of 

these fairy mountains, the voyager may have descried the 

light smoke curling up from a village .•• " (609). So we 

travel into the realm of fantasy of "fairy mountains." 

To enter the meta-fractal process, participants might 

consider the third question (Where does the work center? 

What tangible objects enliven place?). (See Fig. 4.4.) 

Irving juxtaposes "A village of great antiquity," center of 

sociable community, with a deep Kaatskill glen, the site of 

Rip's solitary hunting foray. The setting is developed 

with concrete details: "Passing through the ravine, they 

came to a hollow, like a small amphitheater, surrounded by 

perpendicular precipices, over the brinks of which 

impending trees shot their branches ••• " (612). When 

Rip's old firelock is transformed from a "clean well-oiled 

fowling-piece" to one "encrusted with rust, the lock 

falling off, and the stock worm-eaten," (613) the reader 

interprets a passage of time. The structuring reader can 

do as the villagers who greet Rip's return and "pretend to 

doubt the reality of" his tale or do like the "old Dutch 

inhabitants" who "almost universally gave it full credit" 

(618). A time warp permeates the legend of Rip Van Winkle. 

Irving's work views time as dynamic. When Rip emerges 

from slumber, he recalls the ancient Dutch culture, a world 

lost in time. Twenty long years which seem to Rip a single 
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night's sleep have passed bringing change to places and 

inhabitants alike. Collapsing future and past into a 

present moment, Irving achieved in a garrulous fairy tale 

an aura of science fiction which can be understood in the 

closing decades of the twentieth century. Time and locus 

seem to involve humans in "spontaneous change [which] is 

not only permitted, [but] it is (also] unavoidable" (Davies 

5). When place varies, people and cultures change. 

Digital timepieces flash while structuring humans allow 

thought to encompass eons past and possibilities of the 

future. In the rhetoric of openness, like the world of 

quantum physics, the unpredictable reigns. 

As elements within dynamic systems change each other 

over particular times and places, the participants examine 

ways which particular ideas or concepts within a work may 

have undergone metamorphosis. The conceptual quadrant, the 

Realm of Idea, invites participants to activate ingenium to 

trace relationships that show natural correspondences and 

connections. Like the first sophists, new sophistic 

thought is grounded in the concept of dissoi logoi. Placed 

in the context of the sophistic democratic "political 

agenda," the dissoi logoi philosophy expects humans to 

naturally make opposing statements of truth: "The process 

of discovering contradictory statements .•• [is] grounded 

in the belief that phenomena are characterized by constant 
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change" (Jarratt 104). Thus, two or more dissonant ideas 

are commonplace in the meta-fractal process. 

The rational tendency of Western objectivist thought 

begins in the Athenian milieu. Plato displaces sophistic 

knowing with a hierarchical system of one ideal truth. 

Socrates, Plato's teacher, is often credited with being the 

"discoverer of the concept" and founder of Western logic 

(248) while Plato divorces sensori-motor aspects of human 

cognition from "the light of reason" (McLean and Aspell 

111). For Plato, the scientist or philosopher seeks to 

Fig. 4.5 

Questions on Idea Realm 

1. Does the work value the realm of idea? How? 

2. Are characters portrayed as existing in the world of 

idea? What traits do they exhibit? 

3. What conceptual arrays permeate the work: Judeo

Christian, Existentialist, Marxist, Feminist, Other? 

4. How does the writer's philosophy affect the work? 

Does the prevailing concept of the age show in the 

work, or does the writer express ideas from another 

time or place? 

reveal "unalterable truths" about the tangible world 

through scientific demonstration (Bizzell and Herzberg 4, 
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29). Dialectic and rhetoric, on the other hand, are useful 

when absolute certainty is not the end. Undoubtedly the 

conceptual quadrant gains validity as it acknowledges the 

Greek philosophers' emphasis on Idea. 

Figure 4.5, Questions on Idea Realm, provides options 

for probing the conceptual quadrant. As with other 

quadrants, collaborators enter the Realm of Idea to inquire 

at will. Interpretation of William Cullen Bryant's work 

reveals that both neo-classic and romantic thought 

paradigms infuse "The Yellow Violet" (1814). Certainly, 

the fourth question (Does the prevailing concept of the age 

show in the work, or does the writer express ideas from 

another time or place?) stimulates inquiry. (See Fig. 

4. 5. ) Bryant's "poetry relates to the Puritan 

traditions from which it emerged as well as to the romantic 

patterns it introduced" (Eberwein 254). Although Bryant 

was not an orthodox Calvinist, his New England conservative 

roots produced ethical concerns which many works reflect. 

For example, Bryant's discourse resonates in the language 

structure and moral tone of the King James Bible. Yet, 

romantic themes of mutability (natural, cyclic change) and 

of the value of unspoiled nature can also be seen in 

excerpts from "The Yellow Violet": 

Ere russet fields their green resume, 
Sweet flower, I love, in forest bare, 
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To meet thee, when thy faint perfume 
Alone is in the virgin air. (5-8) 

The preceding quatrain develops the romantic idea of 

pristine nature in the early spring. Before the earth 

grows verdant, the yellow violet blooms in sparse 

surroundings. When poet and flower are the only visible 

occupants, he notices its fragrance: 

Oft, in the sunless April day, 
Thy early smile has stayed my walk; 

But midst the gorgeous blooms of May, 
I passed thee on thy humble stalk. (21-24) 

During walks between April and May, the poet watches as 

other blossoms fill the fields to overshadow the yellow 

violet. Mutability is suggested by the cyclic change from 

early to late spring in which the bare forest is trans

formed to a mosaic of color (23). 

In the closing two stanzas Bryant equates the 

flamboyant blooms with people who "climb to wealth" and 

forget their humble beginnings. Scarcely veiled 

didacticism teaches readers to avoid the poet's mistake of 

forgetting the yellow violet in favor of its marvelously 

showy rivals: 

So they, who climb to wealth, forget 
The friends in darker fortunes tried. 

I copied them--but I regret 
That I should ape the ways of pride. 

And when again the genial hour 
Awakes the painted tribes of light, 
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I'll not o'erlook the modest flower 
That made the woods of April bright. 

(25-32) 

The poet confesses to have aped "the ways of pride" (28) 

when he "o'erlook[ed] the modest flower" (31). Such 

contrition links Bryant to the soul-searching, earnest 

Puritans who settled New England two centuries earlier. 

Yet the poignant image of a young person inhaling the 

violet's faint perfume places Bryant solidly in the 

romantic conceptual frame. "The Yellow Violet" reveals 

Bryant's own idea system which forms a continuum that 

includes traditional cultural beliefs and the ideals of 

romanticism. 

Discovery in the fourth meta-fractal quadrant, the 

Physical Body, invites participants to identify human 

experience in a work. Since cognition includes the 

complete sensori-motor system of the body, possibilities 

involving the human are integral to the meta-fractal 

process. From the brain to the feet, human anatomy 

contributes to cognitive schemata. 

Early Greek sophists recognize and appreciate the 

impact of the human physical body on cognition and 

ultimately upon discourse. Protagoras's human-measure 

doctrine permeates the Physical Body quadrant. The 

sophists hold that "man and all that which is typically 

human ••• stand at the center of reflection" (Reale 151). 
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For sophists, the physical body is integrated into, not 

divorced from, cognition. "Of all things the measure is 

man, of things that are that they are, and of things that 

are not that they are not," claims Protagoras (qtd. in 

Sprague 18). Limiting knowledge to human actuality, 

Protagoras "denies any significance to the existence of 

phenomena outside individual human experience" (Jarratt 

50). The human-as-measure doctrine signifies that Prota

goras accepts as truth things which apply to human 

experience. "For the sophists," Jarratt continues, "human 

perception and discourse were the only measure of truths, 

all of which are contingent" (64). 

Vico, like the early sophistic philosophers, argues 

that it is the human who interprets the world with 

inqenium. He too recognizes the role of body in making 

meaning. In New Science (1744) Vice enunciates his 

perception that human bodily activities, whether working or 

resting, whether in a community or in private contem

plation, alter the forms of cognition. The five senses 

plus intuition and memory are valued and relevant to the 

meta-fractal process whether participants are discovering 

meaning in a piece of fiction or inventing unique concepts 

for individual reasons. The human body is "integral to 

meaning and rationality" (Johnson xiv). Using the meta

fractal process allows the body and experience of an 
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individual co-presence with the mind in a totality that 

branches out in multiple directions to expand the spiral of 

understanding. 

One of the body's sensing systems (touch) provides an 

example of interpretation in the Physical Body quadrant 

(Fig. 4.2). Question Three (Do characters accept and 

experience their bodies?) spurs interpretation of Piercy's 

work, "We Become New." (See Fig. 4.6.) Perhaps the body's 

greatest sensing organ is skin because "it tells us when we 

are cold, too warm, excited, frightened" (Estes 279). The 

sense of touch pacifies an uneasy child or slaps a horse 

into motion. A caress may arouse the lover or land a boss 

in court. Marge Piercy writes the body in "We Become New" 

(1982): 

How it feels to be touching 
you: an Io moth, orange 
and yellow as pollen (1-3) 
. . . . . . . . . . . . . . . . . . . 
When I am turning slowly 
in the woven hammocks of our talk, 
when I am chocolate melting into you, 
I taste everything new 
in your mouth. (14-18) 

Piercy begins the work with a delicate brush of shared 

excitement which progresses to passion. She illuminates 

the poem: "The discovery of the secret sensuality or the 

repressed sexuality in a friendship either between women or 

between a man and a woman is a common experience. 
II 

(Piercy 84). The meta-fractal process heightens awareness 
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of the feel of skin or slime as questions from Figure 4.6 

initiate interpretation or invention within the Physical 

Body quadrant. 

Fig. 4.6 

Questions on Physical Body 

1. How is the character's body type portrayed? Is the 

body configuration accepted as natural or diminished 

because of strangeness? Is the old, wrinkled person 

developed naturally from the working adult and from the 

lithe adolescent? 

2. Are the essential components of individuals denatured, 

machine like, or presented as human beings? 

3. Do characters accept and experience their bodies? 

4. Does the writer depict a world devoid of sensuality 

or does the discourse celebrate sensual pleasure?39 

Interpretation or invention in each quadrant (Physical 

Body, Time and Place, the Realm of Idea, and the Socio

Cultural Situation) will radically alter the structure of a 

meta-fractal process making it an example of a chaotic 

system. Further variables cause this simple dynamic system 

39when a work celebrates sensual pleasure in "the 
sounds of words, antithesis, story-~ell~n9, poetic 
effects in prose forms," its style is similar to 
sophistic discourse (Jarratt 71). 
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to behave unpredictably: initial terms of the linguistic 

expression, interacting writer/rhetor and reader/audience, 

cognitive systems of the participants, and the cultural

social context in which the meta-fractal process is 

generated. Successive interpretations create orbits of 

meaning which differ with each iteration, each added 

interpretation of the original expression. Plotting the 

interpretations on a graph (Fig. 4.2) as points replicating 

throughout the quadrants would fill each region and show 

their endless recursiveness. With advanced computer 

equipment in the classroom the chaotic symmetry could be 

plotted on unbounded meta-fractal graphs. However, an 

overhead projector with transparencies for each quadrant 

and colored markers for participants could also illustrate 

the process. 

The meta-fractal process is an open system in which 

behavior of participants determines results. People are 

its principal "motor." Thus active and creative behavior 

generates understanding as orbits evolve within each 

quadrant. So why should students or writers participate in 

the meta-fractal process? A launch pad to understanding of 

a work or to invention, the meta-fractal process enables 

participants to represent their knowledge in new ways. As 

they practice ingenious knowing, collaborators translate 

the outward text and come to terms with it, not to accept 
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the work outright but to unveil the unsaid, the submerged 

ideas. Figure 4.7 delineates benefits to participants in 

the meta-fractal process. Behavior enters the process as 

Fig. 4.7 

Advantages to Participants in the Meta-Fractal Process 

S Experience an open system 

S Welcome uncertainty 

S Expect multiple competing claims 

S Risk confrontation with peers in a tolerant situation 

S Encounter a continuum of ideas that reflects the 

uniqueness of participants 

S Affect the environment by generating results 

an expression of its dynamics. As participants create 

either obstacles for others or viaducts that encourage 

interaction, the process exhibits innovative, accepting 

behavior. 

During the process of generating experiential and 

rational meanings, participants interpret a work or invent 

their own discourse through exploring the four meta-fractal 

sections. Such exploration of the four quadrants serves as 

an inventional process. Each quadrant is developed, in any 

order and at any length, then integrated into the holistic 

dynamical system. To construct meaning, interpreters 
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unfurl and expand each quadrant; to construct discourse, 

creators penetrate and flare the idea orbits generated. 

Interpretation or invention expands as students interact. 

Students are translating the outward work and coming to 

terms with it, identifying with it to achieve under

standing, not acceptance. Interpreter may become creator 

during the meta-fractal process. 

Suggestions for using the meta-fractal process in a 

classroom or other creative environment are included in 

Figure 4.8. These could be adapted to any age participants 

because the rhetoric of openness results in a seamless 

curriculum. Initially the instructor might allot a certain 

time to explore each quadrant, perhaps five to ten minutes. 

The developmental stage of participants as well as their 

experience with the process would be a guide. Three to 

five individuals collaborating seems optimal. By varying 

the number and individuals in a group, overall dynamics may 

click and succeed. A motivated class will exhibit 

spontaneous and intuitive responses. And, as they play 

with the process, individuals will become tolerant of 

various interpretations which may differ from their own. 

As ideas flow and move, participants may loop back to 

quadrants to insert insights. Some may opt for verbal or 

written response during the process; pausing to record 

indicates involvement. (Some helpful tools include colored 



171 

markers and transparencies to record idea orbits.) 

Nonetheless, when the quadrants have been explored, 

encouraging a smoothing40 and synthesis of idea orbits will 

aid in assimilation of meanings. Having practiced the 

system, students might be held accountable through tape 

recorded, video, written, or other responses. Giving 

participants credit for sharing in the activity should be 

part of the feedback mechanism in this non-linear process. 

The meta-fractal process proposes to loosen word and 

thought power in participants by providing a meaning-making 

system that evolves and changes. The process thrives in an 

atmosphere of collaboration, fantasy, and the play of 

folly. It supports learners where they are in cognitive 

Fig. 4.8 

Suggestions for Using the Meta-Fractal Process 

1. Using the available time, collaborators may explore 

each quadrant in any order. 

2. Varying numbers of participants may organize 

themselves for the process until dynamics click and 

"non-nervous" zones are achieved. 

401n fractal math a smoothing factor computes 
averages to soften the original, "sandy" rough features 
of a fractal image. "Smearing" makes a fractal image 
smooth. 
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3. Providing colored markers and transparencies for each 

group may facilitate recording of ideas. 

4. Motivating players to be active and creative may drive 

the process. 

5. Encouraging spontaneous and intuitive responses among 

the group may lead to optimal interaction. 

6. Opening collaborators to negations and contradictions 

may provide a source of understanding. 

7. Looping back to insert new ideas may illuminate 

interpretation while recognizing that participants may 

explore in multiple directions. 

8. Smoothing after each quadrant or after the completed 

process helps groups assimilate new understanding. 

9. Requiring accountability from the players may include 

written or recorded responses. 

10. Giving participants credit for sharing in the activity 

may involve giving feedback on the process itself as 

well as feedback for the meanings and discourse 

constructed. 

development while challenging them to advance through 

Piaget's equilibration into new perceptual areas. To 

achieve these goals, leaders create an environment that 

nurtures the emergence of mind and voice in each par

ticipant (Belenky et al. 157). The groups value and hear 
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marginalized members of the community because the meta

fractal process welcomes each participant, the silent 

learner as well as the ones who already actively construct 

their own knowledge. Each individual participates with 

others in active, creative thinking and sharing which will 

contribute to new ways of knowing and verbal interchange. 

In a dynamic classroom atmosphere the teacher and students 

collaborate to construct new interpretations. The teacher 

leads students to voice ideas which are still untested 

because evolving thought is tentative. Both speak with 

certainty in their fields of expertise as well as in the 

realm of personal experience (Belenky et al. 221). When 

students need the help of a mentor or teacher, she is there 

to encourage learners to go for their edge (Estes 238). 

"What you are thinking is fine, but think more. Let the 

thought grow," encourages the instructor. 

The student becomes proficient at the meta-fractal 

process through experimentation and experience. From the 

first, students understand that they are invited and 

expected to accept an active role in the learning process: 

"Speak out for yourself because you think for yourself. In 

this class you are not expected to be passive, subdued, or 

subordinate." Instead, students become active classroom 

agents, each constructing meaning from unique cultural, 

social, and gender perspectives. When the classroom 
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environment confirms that they can risk a response and 

question authority, students become confident that "their 

ideas are very good and thoroughly reliable" (Belenky et 

al. 215). Participating students and teachers learn to 

tolerate, if not welcome, diverse views. Through intensive 

interaction, students structure interpretation or discourse 

in the collaborative setting. 

When teachers establish a collegial classroom 

atmosphere, the student-teacher relationship becomes one 

"of reciprocal care, built around a common concern for 

work" (Belenky, et al. 127). At the same time, teachers 

maintain the dynamic tension between comfort and challenge 

to allow disequilibrium or nonbalance to arise and be a 

spur to cognitive growth (Doll 68, 67). "Self-organization 

occurs suddenly and spontaneously--almost, it seems, out of 

nowhere" in such a problem-solving environment. Doll 

continues, "students 'see' at one moment that which they 

could not see before" (67). 

An instance of collaboration between Benoit Mandelbrot 

and Richard Voss keyed the development of fractal geometry 

and its computer-generated images. Mandelbrot narrates 

that in 1975 he asked Voss to "come here [IBM, Yorktown] 

and let us play together; something really nice is bound to 

come out." Although the two did not work on the same 

projects at IBM, Voss's "contribution to fractals came at a 
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critical juncture and it has been absolutely essential" 

(6). It was Voss, the graphics expert and physicist, who 

added the computer graphics with beautiful color pictures 

to Mandelbrot's mathematical calculations. Mandelbrot says 

that the "fractal illustrations caused many to believe in 

fractal geometry" ("People" 7). 

Since a rhetoric of openness generates understanding, 

participants grow more confident in communication skills. 

They emerge from a dualistic thought system governed by 

"right or wrong" or "either/or" answers to one in which 

multiple competing claims fill the space; they allow 

uncertainty as they risk confrontation with peers. 

"Negotiations [occur] at multiple sites," observes Hayles. 

Participants at various times will "generate data, 

interpret them, theorize about them, and extrapolate beyond 

them to broader cultural and philosophical significances" 

(Chaos 4). In meta-fractal confrontation, one perspective 

does not win or lose, but each interpretation is 

recognized. Piaget's interactive process of equilibration 

opens itself to outside elements which challenge or nourish 

a cognitive system. Toffler, too, acknowledges 

"nonequilibrium conditions" (xxiv). Piaget's theory of 

disequilibrium recognizes non-balance and disturbance as 

important to human development of knowledge; balance, the 

state of equilibrium, is the comfortable, static state of 
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rest. Non-balance, negations, contradictions move 

individuals from static to dynamically active states 

(Piaget 4). Similar ideas are proposed by Prigogine and 

Stengers who extend Piaget's concept in relation to 

complexity theory. Self-organization, whether in physics 

or biology or the humanities, possesses specific 

characteristics which apply to any problem-solving 

environment, like that of the meta-fractal process. One 

feature of self-organization "is its occurrence only when 

there is a difficulty to overcome"; Prigogine calls these 

"far-from-equilibrium" situations (qtd. in Doll 67). Often 

the assimilation of such a disturbance into an individual's 

cognitive system necessitates innovation; "innovation is 

associated with non-average behavior of the kind that 

arises under nonequilibrium conditions" (Toffler xxiv). 

At the same time, Toffler's emphasis on innovation 

focuses on the process of making something new, renewing, 

altering. Participants in the rhetoric of openness make 

changes, try new methods. They experience ideas which 

deviate from established practice or doctrine or form. 

Change and novelty are at home with fantasy and imagination 

as the collaborators enter into the play of folly. Toffler 

states that an activity which "serves the highest creative 

function ••• helps us create fresh order" (xxvi); such is 

the meta-fractal process. 
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Toffler's innovation parallels Vico's and Grassi's 

fantasy and imagination.41 Through ingenium, innovation 

enters the meta-fractal process as the principle of 

expressiveness. The imaginative mind sees "connections 

between separate and apparently unrelated things," through 

the facility of ingenium (Mooney 66). Vico enumerates 

three functions of imagination: (1) in and through 

imagination the human being can "give sensory phenomena the 

most varied interpretations" (New Science S 379); (2) 

imagination is based on the experience of multiple 

interpretations that can be given to sensory phenomena, so 

imagination creates the "first analogies between these 

phenomena" and with the analogies come the individual's 

"first connections and finally definitions"; (3) imagi

nation is the first original factor to give a meaning to 

work with its human patterns and interpretations (New 

Science§ 405). Vico's concern is "the primacy of ingenium 

and imagination over logical inference" (Grassi, Heiddeger 

39) . 

A contemporary description of fantasy includes 

"intentional imaging"; "this kind of fantasy, is like a 

planning session. It is used as a vehicle to take us 

41Fantasy and imagination a~e interchangeable.terms 
for Vico, for Grassi, and for this study. Innovation 
fuses into the meta-fractal process through ingenium. 
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forward into action" (Estes 322). Certainly most 

individual successes, whether "psychological, spiritual, 

financial, (or] creative, begin with intentional imaging," 

Estes continues (322). Participants practice intentional 

imaging, or fantasy, as they construct idea orbits in each 

quadrant of the meta-fractal system. 

While constructing idea orbits in one of the meta

fractal quadrants, participants sense new relationships 

which make possible the transfer of meaning. Fantasy "is 

that which permits us to see the new meaning in the 

framework of [a] revelation" of similitudes (Grassi and 

Lorch 82). "The faculty of appearing" is the traditional 

interpretation of fantasy. Thus the individual experiences 

a breakthrough - in thinking as she forms an image "which 

resembles the real." In its turn, the image, "provides the 

rational process with the memory, the material from which 

it derives [a] ••• concept" (Grassi, Renaissance 51). 

Memory, emerging from the experiences of individuals, 

extends or compounds imagination. The body protects, 

contains, supports, and fires "the spirit and soul within 

it, to be a repository for memory, to fill us with 

feeling--that is the supreme psychic nourishment" (Estes 

206). When individuals encounter "external realities" 

through their senses or imagination, they activate the 

memory to experience it fully. 
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Fantasy designs the "potential meanings of the images, 

which are then illuminated and defined by the light of the 

intellect, to be preserved in the mental sphere of [hu]man" 

(Grassi, Rhetoric 62). When participants pause during a 

meta-fractal process, they may write or speak or choose 

other means of expressing their insights. Depending upon 

the impact of the images generated, participants may employ 

any genre to construct rational or allusive expression. 

Narrative, myth, and allegory join other discourse types as 

possible modes of structuring the idea orbits which the 

process generates. Such a rhetoric of openness recognizes 

human reality which blends the intellect and the experi

ential. Emotive words gain a place beside rational words 

when all language is understood as metaphoric. The 

individual exists with "motives and interests, in a given 

complex of social relations ••• in a sphere of sensuous

practical activity" (Kosik 7). Accordingly, this study 

encourages the image-making ability of imagination while 

providing a means for consciously arranged language to 

disclose the concrete aspects of human life. 

Being aware of twentieth-century complexity opens up 

a space for one to enter the dynamics of meta-fractal 

through the play of folly. Rich in disorder and surprise, 

the play of folly does not fit the model of linear, logical 

thought because it welcomes the unpredictable. Not 
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irrational but nonrational, the play of folly, like any 

chaotic system, generates new information and new forms of 

expression. 

Inqenium, the seeing of relationships, the opening to 

ironic dimensions of interpretation, invites participants 

to experience the festive and the new (Grassi and Lorch 

82). The play of folly provides opportunity for thinking, 

speaking, or acting without well-grounded reasons; probable 

knowledge as well as emotional expression have value in a 

rhetoric of openness. As they interact with a particular 

work or prepare to create their own discourse, collabora

tors seek a reality which is not "fixed" but rather reveals 

itself "in concrete situations" (Grassi and Lorch 116). 

Folly's lens reveals that the actual nature of phenomena is 

likely to be the opposite of what is first perceived. 

Players enter any of the four meta-fractal quadrants to 

construct idea orbits for interpretation or invention. 

Players in the meta-fractal process orient their 

vision and thoughts toward seeing the possible in any 

situation. When they see all as folly, they realize that 

few phenomena are ever as they seem. Seeing beyond the 

first interpretation to add additional meanings, even those 

of seemingly opposite significance, opens the process. Not 

a fixed sense of True/False but an initial acceptance of 

Both/And/And/And develops a rhetoric of openness. 
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This play of folly opens up orbits of interpretation 

by inviting participants to act like players on the stage 

who assume masks. When collaborators put on invented or 

actual masks, Imaginative Representation is at work 

allowing them to think and say the fantastic, the absurd, 

the grotesque. Grassi and Lorch discern the mask of folly 

as purposeful because "in it and by it" folly both "hides 

and reveals itself" (Folly 55). So players take on new 

roles to image unique interpretations, to know a work or 

character or writer through a different medium of 

identification. The concept of masking veils the face 

while allowing the player to construct novel understanding 

through a new identity. Articulating their insights 

illuminates understanding. A person, for example, might 

ask: "How would a young woman view the writer's presen

tation of the physical body?" By putting on the ingenue 

mask, one may step into her thought patterns and more 

readily express her views. A second interpreter may choose 

a masculine mask from a different culture. Perhaps a 

Jamaican Ras Taffarian mask would enable one to experience 

new rhythms, new ways of relating to the Socio-Cultural 

quadrant of the meta-fractal process. Then, acting through 

the mask, the player can project discourse in a once 

unfamiliar, yet valid, mode. 
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Lorch and Grassi believe that "folly creates life as a 

theater" in the sense that a person can see her "own being 

in the concrete situation in a different time and place" 

(Folly 89). The mask can be seen as a metaphor42 in that 

it transfers meaning--as it conceals one personality, it 

reveals another. Certain roles are connected with each 

mask. Thus through donning the disguise and permitting the 

play of folly, participants open the world in surprising 

ways. What is more, by opening reality players may come to 

new means of structuring it. 

The interpretive queries included in Figure 4.9 are 

grounded in the knowledge that poetic/metaphoric language 

is "double" in Kristeva's sense that the sign implies "one 

and other" (Desire 69). Players interpret works in several 

ways. When they understand that the chaotic system is 

disorderly in the sense that it is unpredictable, 

participants are liberated to initiate interpretation or 

invention. One static, correct interpretation will not 

emerge. Collaborators recognize the cultural milieu of 

both writer and work in order to identify with characters 

and situations. The players explore sources of laughter or 

pain which their close reading unveils. 

42ay metaphor Grassi and Lorch indicat7 a crucia~ 
way by which humans know and understand their ~orld; it 
is the "bridge between the rational and semantic realms" 
(Grassi Rhetoric 23). 
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Fig. 4.9 

Questions for the Play of Folly 

1. 

2. 

How can one interpret the work in two or more ways? 

If the work is written by someone outside one's socio

cultural milieu, do the words have other meanings to 

the writer/rhetor? Is the language politically or 

socially disturbing? 

3. Does the work employ visual or written irony? 

4. Does the audience identify with the work through 

laughter or emotion? Is the work a ruse? Is it a 

parody? Is the subject matter veiled in allegory, 

fable, or myth? 

To illustrate the play of folly in the meta-fractal 

process, Question Four (Does the audience identify with the 

work through laughter or emotion? Is the work a ruse? Is 

it a parody? Is the subject matter veiled in allegory, 

fable, or myth?) is selected. (See Fig. 4.9.) When the 

laughter is affirmative, interpreters respond with a loud, 

"Yes." When the laughter is ironic, interpreters may 

indicate rejection or exhibit indecision. The tales of 

George Washington Harris (1814-69) have been characterized 

as "sometimes grotesque, sometimes merely brutal, and 

sometimes wholly comic" (McMichael 660). Students who 
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recognize the disorder and surprise in Harris's "The Snake

Bit Irishman" (1846) wonder what the writer is about. Is 

Harris turning the reader's expectations upside down with 

the rowdy protagonist, Sut Lovingood? The name Lovingood 

encodes sensuality and a zest for living. Will the yarn 

reveal Sut to be a kindly soul who loves and respects his 

fellow humans or a backwoods, uneducated, American 

scoundrel? Sut's Appalachian dialect prevents some 

audiences from enjoying the work, but a critical reading 

brings the fool to life. The following excerpt provides a 

sample of the dialect and intentional misspellings: 

We camp't jist tuther side that high pint yu see 
yander, an wer gittin on fust rate, killin lots 
ove deer an' sich like, when wun nite here cum 
that cussed Irishman ••• an' jis tuck up 
boardin wif us, never so much es even lookin to 
see ef hewer welcum. (97) 

By calling himself a fool and laughing at the proof, 

Sut Lovingood joins the Archie Bunkers, Redd Foxxes, and 

Roseanne Barrs of later American television sitcoms. 

Harris, writing in the style of Old Southwest humorists 

before the Civil War, portrays the rascal as a little more 

poor, more lazy, more ignorant, more lawless, more violent, 

more sensual than the civilized citizen. Meta-fractal 

players may "put on the mask" at any point in interpre

tation. To empathize with Sut, some may don a backwoods 



mask. Doing so enables participants to recognize the 

bitter poverty from which mountaineers scratch out 

existence. 
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Continuing with the fourth query from Figure 4.9, 

players in the meta-fractal process wonder why Harris 

employed such obscure dialect. Did he wish to veil the 

sexual and bawdy content, the boldly conspicuous jokes and 

jibes, in the prankster's richly varied language? Is "The 

Snake-Bit Irishman" a ruse? Harris might have employed the 

language as an avenue to protest the writing styles of very 

proper New Englanders. "Putting on the mask" of a New 

England Brahmin would facilitate understanding of their 

harsh condemnation of Harris's work. By donning a disguise 

and permitting the play of folly, participants open the 

world of American literature to new interpretations. 

Conspicuously oral, the form of "The Snake-Bit 

Irishman" seems to parody the work of genteel writers like 

Lowell, Holmes, and Whittier. Certainly the linguistic 

subversions are anti-romantic. Yet by imitating the 

Southern Highland dialect of Eastern Tennessee, Harris 

brings realism to his work. As a pro-Jacksonian Democrat, 

Harris celebrates the commonest of people in their own 

language. Thus, as he flouts acceptability, Harris 

validates the frontier lifestyle in Sut Lovingood, the 

"prototype of the Southern poor white dirt-eater" (Jacobs 
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289). So as some readers laugh at Sut's antics others may 

be distressed at his cruel joke. One static interpretation 

will not be possible. Through his crude and brutal pranks 

in "The Snake-Bit Irishman," Sut chases the Irishman from a 

hunting party, and probably from America as well. 

Working with Harris's "The Snake-Bit Irishman" 

illustrates interpretation through the play of folly (Fig. 

4.9). This study also conceives of the meta-fractal 

process as an ingenious route to invention. Before 

clarifying the discourse generation which spins outward 

from meta-fractal invention, this study presents Figures 

4.10-4.16 as an Imaginative Representation of random, 

interacting idea orbits. The concepts which collaborating 

participants construct in a meta-fractal quadrant are 

represented by the emerging popcorn fractals in Figures 

4.10-4.16. By employing their own imaginations, readers of 

this study may join in creating potential meanings for each 

graphic design. Imaginative Representations of the meta

fractal process depict a fractal from early iteration to 

the final filling of the surface space. (See Figs. 4.10-

4.16.43) As the popcorn fractal emerges, its web-like 

appearance illustrates complex dynamic interpretations. 

43These fractal images (Figs. ~.~074.16) we:e 
generated on a personal computer ut1l1~1ng Fractint 
software. Wegner and Peterson's Fractint ~oftware 
program enables novices to explore the magic of fractals. 
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Figures 4.10-4.16 provide a guide to what occurs when 

an individual or group uses the meta-fractal process. 

Meta-fractal participants are not expected to manufacture 

fractals on a personal computer. Rather, they generate 

idea orbits which resemble fractal tessellations. The 

popcorn fractal graphically illustrates how a single 

initial idea multiplies through interpretation to fill the 

space.44 

For this example of the meta-fractal process, one may 

envision a classroom divided into small cooperating groups 

interpreting a literary work such as Irving's "Rip Van 

Winkle."45 These participants elect to probe the Time and 

Place quadrant; the Socio-Cultural Situation, the Realm of 

Idea, and the Human Body quadrants may be opened up at 

another time (Fig. 4.2). Working with colored markers on a 

transparency, group members discuss the Time questions 

(Fig. 4.4) jotting down early ideas. This initial 

interpretation could be visualized as the first lines in 

Figure 4.10. Even as the dynamic process generates arrays 

of ideas the fractal develops in unexpected ways; "popcorn" 

44The popcorn fractal belongs to the orbital fractal 
group. The Henon fractal (Fig. 3.7) and the.Lorenz 
fractal (Fig. 3.8) are other examples of orbital 
fractals. 

45Alternately, a single reader/aud~ence may be 
interacting with the writer/rhetor (Irving) through the 
work ( "Rip Van Winkle"). 
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bursts into the second frame. Orbits of meaning, like 

iterated orbits in fractal equations, appear in the surface 

space. 

Figure 4.11 illustrates additional iterations or 

interpretations as the meta-fractal players sense and 

experience Irving's work. A spiraling tail mirrors source 

ideas. In a matter of minutes ideas collide. Figure 4.12 

renders this expansion of meaning in darkening color. 

Certain that probable opinions will be allowed, however, 

participants contribute additional meanings and conflicting 

interpretations. The orbital fractal in Figure 4.13 

illustrates the complex interaction of players. Intense 

opinions jump from one to another, similar to the blackened 

"popcorn" images bulging to the left and then right. 

Innovation, imagination, and the play of folly energize the 

process. When collaborators decide to take on masks of 

unfamiliar interpretive positions, laughter enters. Figure 

4.14 suggests broadening of understanding when the play of 

folly infuses the meta-fractal process. 

By the second frame of Figure 4.15, the "funnel cloud" 

has almost disappeared. More idea fragments seem to crowd 

the fractal image; from the Time quadrant, aspects of the 

work's historical past have been incorporated. Terms 

signifying time have been identified. Figure 4.16 

indicates completion of the Time and Place quadrant for one 
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col laborating group. "Popcorn" fills the middle section of 

the image to represent the mosaic of idea units generated 

by the diverse players. When participants generate fresh 

insights through arrival at critical cognitive junctures, 

they are involved both qualitatively and developmentally, 

regardless of time spent on the process (Doll 68). 

The final resolution of this meta-fractal process, the 

framing line segment (Fig. 4.16), closely resembles the 

l i nes of the initial image in reversed position (Fig. 

4 . 10).46 The fractal image sequence visually represents 

developing idea orbits. 

Soon participants may turn from interpretation of a 

work to a mode of expression which communicates their idea 

orbits. By taking concepts and images from the interpre

tative process as source material they move through 

invention to verbalization. Possibilities for discourse 

generation arise through participating in the meta-fractal 

process. 

46clifford A. Pickover originated the popcor~ 
fractal trpe. Wegner and Peterson relate that this 
"fractal is called popcorn because on the computer ~creen 
it looks like a bowl of popped corn" (235). The Waite 
Group's Fractint software, enables PC u~ers to watch 
emerging fractal images. To gen~rate Figures 4.10-~.16 
the user pauses at random and prints the on-screen image. 
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Fig. 4.10 

Popcorn Fractals 1-2 

Source: Fractint. Computer Software. The Waite Group, 

1991. 
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Fig. 4.11 

Popcorn Fractals 3-4 

Source: Fractint. Computer Software. The Waite Group, 

1991. 
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Fig. 4.12 

Popcorn Fractals 5-6 

/\.: .. 
"-..... -

Source: Fractint. Computer Software. The Waite Group, 

1991. 



Fig. 4.13 

Popcorn Fractals 7-8 

Source: Fractint. 

1991. 

Computer Software. 
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The Waite Group, 



Fig. 4.14 

Popcorn Fractals 9-10 

Source: Fractint. 

1991. 

Computer Software. 
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The Waite Group, 



Fig. 4.15 

Popcorn Fractals 11-12 

Source: Fractint. 

1991. 

Computer Software. 
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The Waite Group, 



Fig. 4.16 

Popcorn Fractals 13-14 

Source: Fractint. 

1991. 

Computer Software. 
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The Waite Group, 
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Even as fractals divide and replicate into aggregate 

shapes as depicted in Figures 4.10-4.16, verbal expression 

becomes more complex and dynamic within a rhetoric of 

openness. Having filled the meta-fractal quadrants with 

interpretive ideas, students move to the invention process 

to express their thoughts in discourse. Meta-fractal 

participants may select from multiple modes, including the 

narrative, to structure discourse in imaginative ways as 

they make the material their own. Thus the composing 

p r ocess is set in motion in the interrelation among 

reading, interpreting, and writing. The invention stage 

may communicate one's long-term memories, blending them 

with new ideas and making connections through ingenium. 

Moving in and out of the overlapping stages, writers/ 

rhetors generate ideas, organize them, and sets goals for 

executing a draft. They may try out ideas orally by 

speaking into a tape recorder or to a friend, or proceed 

directly to a version of text. Participants in a rhetoric 

of openness will select a discourse mode47 which fits the 

idea orbits they have generated. 

47Kinneavy defines discourse as the "full text of an 
oral or written situation ••• the discourse can.be 
directed to any aim of language or refer to any kind of 
reality." He concludes tha~ discourse "can be a poem, a 
conversation, a tragedy, a Joke ••• a full-length 
history, a periodical article, ••• a sermon, a TV ad" 
( 4 ) • 
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Decisions or choices among alternative modes of 

expression will guide writers/rhetors on how and what to 

write as will the aim or purpose of the writing project. 

Organizing the materials may result in narrative, including 

myth or allegory, as well as expository, descriptive, or 

argumentative discourse. The potentials for language are 

boundless. 

The texture of a narrative with its concrete imagery 

can add depth to an argument. Elaborated statements may 

integrate myth or allegory to reinforce a writer's/rhetor's 

position. Or the writer may decide to compose in a 

narrative mode; myth, allegory, and story are favored modes 

of Greek sophists, of Vico and Renaissance humanists, of 

Grassi. Using the logic of the imagination enables 

students to put into relationship phenomena that are remote 

from one another. Ingenium unites these apparently 

unrelated ideas as it traces relationships that show 

natural correspondences and connections. Through the 

immediate, original, cognitive activity of the rhetoric of 

openness, an expanding array of concepts results in vibrant 

linguistic expression. Fantasy and innovation enable the 

writer/rhetor to generate ideas in patterns which create 

identification with the reader/audience. 

To enter into a rhetoric of openness, I have observed 

college writers uncovering their ideas through original 
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myth, allegory, and narrative discourse. What follows is a 

report of what I learned. I comprehensively describe 

writing projects which were designed to demonstrate the 

hypothesis that myth, allegory, and narrative should be 

included in college writing. This report reinforces 

Grassi's call for rhetorical strategies which allow genuine 

persuasion to occur through stirring the passions. In 

addition, the demonstration is designed to determine if 

imaginative discourse modes could achieve identification 

with audiences by appealing to both their logical and 

emotional needs. Can rhetorical strategies which support 

genuine persuasion present new insights, probable 

knowledge, or contribute to knowledge acquisition? 

I use this demonstration to answer particular 

questions that I need and want to answer. It is not a 

ready-made theory of the writer's process, but a way to try 

my hypothesis. Neither was it my purpose to examine the 

written product looking for errors or to determine if a 

student wrote "allegory" or "myth" according to certain 

criteria. My aim is to have students participate in 

various modes of writing during literature courses. In 

this report, I will comment on particular advantages of 

mythic and allegorical writing projects. 

Along with commentary on my procedures and method

ology, I include samples of commentary by student writers. 
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For this demonstration, I feature student responses which 

(1) compare benefits of allegory or myth with the research 

project, (2) appraise myth, allegory, and narrative as 

modes for forming and communicating meanings relevant to 

the college experience, and (3) conclude whether or not 

these modes contribute new insights, generate new ideas, or 

create probable knowledge about themselves or their 

understanding of the world. Students who have the 

prerequisites for sophomore level courses in English have 

generated allegory and myth in response to literature units 

which centered on those modes. 

The process essentially encourages students to 

generate short, original myth, allegory, or narrative. 

Depending on the literature course and its reading 

selections, students would study allegory or myth. I ask 

all students to write either allegory or myth without 

giving them a prompt to ensure that the ideas come from 

students themselves as they participate in meta-fractal 

interpretation and invention. The writers may focus their 

discourse by using ideas from any meta-fractal quadrant: 

Physical Body, Idea Realm, Time and Place, Socio-Cultural 

Situation (Fig. 4.2). When students meet in groups and 

answer responses (Figs. 4.3-4.6), they generate ideas using 

the meta-fractal process (Fig. 4.8). Fantasy and the play 

of folly free students to make meaning which evolves during 
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the process itself. Peer review and one early teacher 

commentary open possibilities for early interaction with an 

audience and provide feedback for the writer. The students 

revise their texts after each review session and turn in a 

packet at the close of the project. Included in each 

packet are inventional exercises which show responses to 

the meta-fractal process. Additionally, early drafts with 

peer or instructor comments, revisions, and a subsequent 

draft are selected for evaluation. A "Memo to Hodges" 

describing the writing process completes each packet. 

Should errors obstruct the reader's/audience's 

understanding, attention is drawn to them during each 

general-impression scoring session. However, evaluation 

focuses on content and form (Figs. 4.17 or 4.19). 

The myth, allegory, or narrative is evaluated in a 

scoring guide whose criteria focus on content and form. 

With the introduction of mythic and allegorical writing 

assignments in undergraduate English courses, opportunities 

for students to generate short written discourse link 

interpretation with composing skills. This demonstration 

utilizes as examples two literature units for two different 

undergraduate courses in which original allegories or myths 

were generating by student writers. 

A unit of study in an American literature survey 

course covered the Romantic Movement; it provided the 
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impetus for student generated, original allegoryo To 

ground their understanding of American romantic writers, I 

lectured, discussed, and passed out aids which emphasized 

individualism, emotion, and imagination. An excerpt from 

one learning aid follows: 

The Romantic Movement 

Reaction against Neo-Classicism: People were 
profoundly dissatisfied with a rationalism and 
neo-classicism which did not match up with their 
own experience. Neo-Classic literature provided 
little room for sentiment and feeling. But 
~eople are something more than thinking machines 
in a machine universe; reality is too large and 
diverse to be expressed by cool reason. 
Romantics felt that poets are persons speaking to 
all people about their common humanity and 
experiences of the heart. Poets are inspired 
creators, original geniuses expressing their 
innermost selves. The secret of life, poets 
claim, lies not in the head but in the heart. 
Trust the heart, the feeling, the desire. Regain 
the sense of wonder. 

In conjunction with reading Hawthorne's allegory, 

"Rappaccini's Daughter," visual aids and interchanges about 

allegory introduced the class to the discourse mode. An 

initial visual aid included a broad definition of allegory 

as a surface story which veils the writer's ulterior 

meaning. I presented a familiar Biblical allegory, 

Pharoah's dream. Joseph interprets the surface story to 

signify successive years of Egyptian prosperity and famine. 

Facets of Hawthorne's "Rappaccini's Daughter" illustrate 

the allegorical discourse mode. 
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Allegory: A narrative or description in which 
peop~e, things, ~nd happenings have another 
meaning, allegories are often used for teaching 
or explaininge Although the surface story or 
description may have its own interest, the 
author's major interest is in the ulterior 
meaning. When Pharaoh in the Bible, for 
instance, has a dream in which seven fatfleshed 
kine are devoured by seven leanfleshed kine, the 
story does not really become significant until 
~oseph iryterprets its allegori~al meaning: Egypt 
is to enJoy seven years of fruitfulness and 
prosperity followed by seven years of famine 
(Genesis 41). 

In a consistently constructed allegory the 
main idea (underlying meaning) is never 
expressed, although it is implied. The concrete 
object, a person (Giovanni) or thing (the 
fountain in "Rappaccini's Daughter") conveys the 
idea which Hawthorne wishes to communicate. In 
allegory there is usually a one-to-one corre
spondence between the details and a single set of 
ulterior meanings. Each meaning of a detail 
tends to be definite. 

The characters, events, and setting may be 
historical or fabulous; the test is that these 
materials be so employed that they represent 
meanings independent of the action in the surface 
story. Such meaning may be religious, moral, 
political, personal, or satiric. In allegory the 
objects, persons, and actions are told in a story 
form as each is equated with meanings that lie 
outside the narrative itself. Hawthorne's 
"Rappaccini's Daughter" is an example of 
allegory. 

A writing assignment follows interpretation of 

"Rappaccini's Daughter" and discussion of allegory. 

Students are asked to invent short, original allegory which 

combines pathos with fantasy to tell a story with meanings 

that lie outside the narrative itself. The writing project 

is designed to include imagery from sensory experience in 

story form. No writing prompt was given since I expected 
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the ingenious ideas to emerge .from student memories, 

associations, and socio-cultural experiences as 

participants move through the meta-fractal process. These 

writing activities spin in and out of the meta-fractal 

quadrants as individuals play with ingenious concepts. 

Imaginative Representation is expressed in discourse (Fig. 

4.1). The allegorical mode opens students to possibilities 

that more can be derived from a literature course than 

interpretation and feedback. Moreover, the openness of the 

assignment encouraged students to shape discourse in an 

imaginative mode. 

Although the writing process includes peer review, I 

will discuss that step later in this chapter in conjunction 

with mythic writing. Allegorical writing also includes 

teacher comments on an early draft. Using·a succinct grid 

(Fig. 4.17), I provide writers with an audience who had not 

previously read their works. Comments in the margins of 

allegories supplement the following evaluative grid. The 

grid spans three levels of reader response: weak, ok, and 

strong. Four categories comprise the early review ranging 

from the writer's use of emotional language (pathos), the 

writer's use of sensory experience (imagery), the writer's 

multilevel, story-telling ability (allegory), and the 

writer's over-all skills at producing discourse. A version 

of the teacher's evaluative tool is shown (Fig. 4.17). 



Fig. 4.17 

Grid for Allegory Review 

S Writer's use of emotional 

language (pathos) 

S Writer's use of sensory 

language (imagery) 

S Writer's use of narration or 

description which veils a 

second meaning (allegory) 

S Writing skill 
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WEAK OK STRONG 

After revising their drafts, students turn in packets for 

final evaluation. My appraisal is based upon student 

achievement of criteria shown in Figure 4.17. The allegory 

writing project would later in the semester be compared to 

student writing in the expository mode of discourse, a 

research paper. 

At semester's close, some six weeks after completion 

of the allegory, I ask students to evaluate anonymously 

the allegory project and compare it with their completed 

research project. A sample of the total response to the 

questionnaire is included. Although multiple questions are 

asked, I am reporting on the two ([l] Which was more 
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challenging and/or more meaningful to write, the allegory 

or the research project? Please explain. [2] Did writing 

your original allegory contribute new insights, generate 

new ideas, or create new knowledge about yourself or your 

understanding of the world? Please elaborate.) which 

specifically relate to the hypotheses of this demon

stration. Representative comments on the survey's first 

question reveal support of a rhetoric of openness because 

student writers find allegory to be a complex, interesting 

discourse mode. Generating original, ingenious text is a 

fresh experience for many who are familiar with expository 

writing. Rather than finding allegory senseless and 

irrational, student writers discover it to be a dynamic 

means of illuminating their experiences, memories, and 

imaginations. 

Some students focus their responses to question one 

(Which was more challenging and/or more meaningful to 

write, the allegory or the research project? Please 

explain.) by comparing writing in two modes: allegorical 

and expository: 

--"The allegory was more meaningful to write because it 

was strictly your~ project. The research paper was 

difficult to make meaningful since I'm not that interested 

in literature." 
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--"I feel that the allegory was more difficult. It took 

a lot of thought." 

--"The allegory was much more challenging and more 

personal." 

--"More challenging and more meaningful--allegory by 

far." 

Although the second response appears to favor the research 

project, I selected it to indicate the depth of thought 

which writing in the allegorical mode requires. Some 

prefer the structured format of MLA and teacher imposed 

guidelines, but the majority of writers expanded their own 

boundaries as they wrote in the allegorical mode. 

Activating ingenium resulted in images and sensory details, 

Imaginative Representation. 

Other students focused their responses to question one 

(Which was more challenging and/or more meaningful to 

write, the allegory or the research project? Please 

explain.) with remarks about writing from within their own 

experience: 

--"The allegory was more meaningful because ALL of it was 

mine." 

--"The allegory, I guess, because we had to think of 

something somewhat creative for that, not elaborate on what 

critics believe was the meaning of a story." 
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--"The allegory was more challenging because it all came 

from within, with no outside help." 

--"I enjoyed the allegory, it was something that had an 

affect on us, something we knew about." 

The survey's second question (Did writing your 

original allegory contribute new insights, generate new 

ideas, or create new knowledge about yourself or your 

understanding of the world? Please elaborate.) requires a 

complex student response. A few representative replies 

focused on the writing process itself: 

--"Yes, generated new ideas, also realization of the fun 

in creating and telling a story." 

--"Yes. At first I felt stupid when my imagination began 

to work. The more I visualized my feelings, the easier it 

got. I didn't want to stop writing after I began." 

--"Yes, thought about how the same words can be 

interpreted in different ways, based on background, present 

feelings, emotions." 

Other student responses to question two (Did writing 

your original allegory contribute new insights, generate 

new ideas, or create new knowledge about yourself or your 

understanding of the world? Please elaborate.) were 

focused on the content of their original allegories: 
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--"I guess it brought me to realize some things that 

bother me that I had given very little thought to prior to 

writing the allegory." 

--"I based my allegory on a personal relationship of mine 

and turned it into a fairy tale which will never come 

true." 

In this twenty-four person American literature survey 

course, some students expressed the need for specific 

guidelines while others enjoyed the freedom of invention in 

the allegorical mode. As an instructor, I wanted the 

students to grapple with ideas in a new way. Of course, 

not all students were comfortable with an imaginative 

project which required innovative thought. The sampling of 

comments reflects both the stretching and digging which 

most students experienced while integrating a traditional 

narrative mode into their composing repertoire. Many 

writers got their ideas for writing allegory by tapping 

childhood memories. Others drew on sensory experience and 

reading. Ingenium puts unanticipated phenomena into 

significant relationship which writers expressed in the 

allegorical mode. Through immediate, original, cognitive 

activity the students constructed an expanding array of 

concepts using allegory. 

Other undergraduate classes participated in myth 

making. Three sections of introduction to fiction are 
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composed of students who have completed the prerequisite of 

six hours of freshman English. I introduce myth to the 

course to exemplify narrative because myth incorporates 

myriad aspects of storytelling. To tap a powerful 

resource, I begin the myth unit with segments of Joseph 

Campbell's PBS dialogue, The Power of Myth with Bill 

Moyers. Exploratory features of myth may include the 

following six: (1) myth explains creation, divinity, and 

religious rituals; (2) myth probes meanings of existence 

and death; (3) myth accounts for natural phenomena; 

(4) myth chronicles adventures of cultural heroes; 

(5) myth as product of a racial group probes common themes 

such as life is a journey; life is a day; (6) myth is a 

drama or story that involves a people's perception of the 

deepest truths. After reading short traditional myths and 

discussing them in small groups, students participate in 

meta-fractal interpretation using Cheever's "The Swimmer" 

and Hawthorne's "My Kinsman Major Molineux." 

As in the allegory project, interpretation from the 

meta-fractal process moves students toward invention. When 

the class is assigned a writing project of short, original 

myth, I broaden the discourse mode to include narratives 

from students' own socio-cultural milieu. No prompt is 

given since I want the mythic elements to rise from within 

each student. Vibrant, linguistic expression typifies 
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water, enjoying the waves crashing around my body." 
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Another student writes: "I felt my toes had become long and 

tangled. My arms began to stretch and stiffen. My hair 

was becoming leaflike and green. My body became upright 

and hard. I had become a tree. The rain was knowledge and 

I couldn't get enough." Occasionally fantasy enters the 

invention phase to provide a motif for the myth: "I opened 

the door and bent down (with much effort) to grasp the 

cylindrical mass. When I looked up, I thought surely I had 

lost my mind. There, in my own front yard, lay two 

shimmering white objects resembling--what?--a pair of 

wings." 

The project to write myth covers about a month of 

invention, peer review, revision, teacher commentary, 

revision, and presentation of a draft for teacher 

evaluation. Part of the process is the opportunity for a 

peer review session. In the peer review process, students 

bring an early draft to discuss in small groups. I ask 

students to respond to other student discourse because the 

audience is somewhat safer than a teacher audience. I 

remind students that they are capable reviewers since they 

have been reading and enjoying "stories" for many years. 

So students exchange drafts, read them quickly for initial 

impact, then use the following format in Figure 4.18 for a 
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peer review. Peers read and comment upon the four points 

in Figure 4.18: lines that move a reader, words which give 

a reader insights into the familiar, the form of the myth, 

and storytelling features of the myth. The reader notes 

lines and words on the peer review form and suggests ways 

the writer can strengthen the myth. 

Fig. 4.18 

Peer Review for Myth 

I'm looking for 

1. Lines that move me 

2. Words which give me insights into the familiar 

3. Mythic form 

4. A story 

After students revise their drafts, I evaluate them 

using a three step checklist (Fig. 4.19). This scale will 

form the criteria for final evaluation of the myth project. 

Early draft evaluation by an instructor interrupts the 

process to open up more opportunities that can further 

stimulate the meta-fractal process and result in additional 

Imaginative Representations. Students can revise and 

rework segments of the myth to project powerful discourse. 
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Evaluation Scale for Myth 

1. The words have power because 

they grow out of your experience. 

2. The reader experiences your 

thinking and feels your thoughts 

alive within. 

3. The myth pulls in the reader to 

participate fully. 
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WEAK AVERAGE SUPERIOR 

Source: Peter Elbow. Writing with Power: Techniques for 

Mastering the Writing Process . New York: Oxford UP, 1981. 

181-90. 

Using evaluative scoring that focuses on the subject 

matter and use of a rhetorical mode eliminates some student 

distrust of teacher subjectivity. As with the allegory 

project, my focus is not on usage, punctuation, or spelling 

errors. When these problems significantly interrupt the 

flow of a myth, they are noted. Jotted comments on student 

papers are accompanied by the evaluation scale so directed 

revisions can be made. Redrafting their work by incor

porating teacher comments from marginal notes in the text 

and from the checklist often clarifies student thought and 
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feeling which the myth expresses. When the final packet is 

turned in, I evaluate student mythic writing on the same 

continuum shown in Figure 4.19. 

This demonstration amplifies Vico's and Grassi's 

adherence to rhetorical strategies which advocate genuine 

persuasion through stirring the passions in the mythic, 

allegorical, and narrative modes. The project is designed 

to assess the assumption that these imaginative discourse 

modes can achieve identification with audiences by 

appealing to both their logical and emotional needs. Can 

rhetorical strategies which generate Imaginative 

Representation present new insights, probable knowledge, or 

contribute to knowledge acquisition? 

Some novel insights from students who participated in 

the project to write a myth provide answers to my 

theoretical queries. From the questionnaire administered 

to all students in this demonstration, I group anonymous 

responses. Their answers indicate the merits of a mythic 

discourse project in college literature classes. 

A few student reactions to the myth unit from an eight 

a.m., summer class of thirty-two persons reveal their 

thoughtful consideration of the project. I excerpt three 

questions from the survey which pertain to the hypotheses 

of this study: (1) When you were assigned the writing of an 

original myth, what were your feelings? After writing it, 
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how do you feel about the task? (2) Do you feel that 

writing in the mythic mode shows the quality of your ideas 

and views or diminishes your ability to express your 

feelings and opinions? (3) Does writing in the mythic mode 

have value in college life? Do you think that this unit 

has enhanced your writing skills? 

Representative responses reveal student assessment of 

the myth unit. I include the anonymous responses to all 

three queries by the same students which I designate as 

Students A-D. Some students responded to Question 1 (When 

you were assigned the writing of an original myth, what 

were your feelings? After writing it, how do you feel 

about the task?) by showing a progressive change of 

attitude about writing in the mythic mode. 

Student A: "I was anxious to get started on it (in a good 

way). After writing it I felt content; 

however, my roommate's brother and friends 

found it and made fun of me and the myth which 

made me feel as though it wasn't very good." 

Student B: "Apprehensive!! I knew what idea I had I just 

did not know how to put it into words." 

Student c: "Originally I felt daunted. After writing it, I 

would enjoy doing some more." 
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Student D: "I felt it would be very difficult, but after 

just one week a new world of mythology opened 

up!" 

This demonstration utilizes student comments as one 

indicator of the merits of mythic writing in college 

literature classes. Responses to Question 1 (When you were 

assigned the writing of an original myth, what were your 

feelings? After writing it, how do you feel about the 

task?) show a progressive change of attitude toward writing 

in the mythic mode. The assignment creates some tension as 

mythic writing is an untried discourse mode for many 

participants. Simply reading myth does not prepare 

participants to generate Imaginative Representation so many 

students are initially uneasy.48 Conversely, by the 

project's completion, uncertainty gives way to enjoyment 

and pride. For Student A, I regret the survey's anonymity; 

her deflated attitude may later have been replaced by a 

feeling of accomplishment. I would like to have followed 

up on her discouragement to find what she eventually thinks 

about the project. A progression in confidence is evident 

from the comments of Student C who welcomes more 

48rn subsequent courses, I comp~led a ~otebook of 
student generated myth which was available ~n t~e 
library's reserve section. Some of the hesitation to 
dive into an untried discourse type would thereafter 
diminish. 
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opportunities to generate discourse in imaginative modes. 

Student D's comments establish this rhetorical strategy as 

relevant in that myth jettisons her into fresh under

standing. Mythic writing does allow genuine persuasion to 

occur as it opens up the individual to new insights and 

contributes to knowledge acquisition. 

Responses to Question 2 (Do you feel that writing in 

the mythic mode shows the quality of your ideas and views 

or diminishes your ability to express your feelings and 

opinions?) focus on the substance of ideas which mythic 

writing discloses. 

Student A: "It gives me an opportunity to put thoughts and 

dreams on paper. I really enjoyed it." 

Student B: " It showed me I do not have to have a 

vast vocabulary to express my interests or 

feelings." 

Student C: "I feel the mythic genre opens up the 

possibilities for expression •••• My previous 

writing was of a technical nature, so this was 

quite different for me." 

Student D: "Most definitely I only wish we had time to do 

more be a whole class on mythology • • • may 

(folklore)." 

Students seemed pleased with the unique opportunity to 

structure their own discourse. Student B, despite a 
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limited vocabulary, was encouraged at the powerful effect 

of her myth. Promoting expression of genuine concerns and 

reactions to their world of experience make myth writing 

relevant to Students A and D. Part of the pleasure and 

pride of authorship seems a result of the loose structure 

of narrative/mythic discourse. Rather than being 

restricted by a prescribed form and content, these students 

are liberated to put substantial ideas and dreams into 

print. The mythic form increases rather than diminishes a 

writer's ability to express meaningful concepts. Myth 

opens up new possibilities for transmitting ideas which 

reveal the quality of each crafter's thinking. 

In responses to Question 3 (Does writing in the mythic 

mode have value in college life? Do you think that this 

unit has enhanced your writing skills?), students appraise 

the worth of the mythic mode in college experience and 

whether it improves individual writing ability. 

Student A: "It definitely has value in college life. • • • 

It helps me to discover more about myself. I 

don't know if it has enhanced my writing skills 

though." 

Student B: "I thought I expressed myself very well with 

this myth. This is foreign to me since I've 

never been able to write before. This unit did 
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help me enjoy reading, and for once I felt my 

writing skills were up to par." 

Student C: "I wouldn't say this unit has enhanced my 

writing skills, but myth always increases my 

ability to conceptualize ideas." 

Student D: "I feel that myth allows the writer to express 

her feelings without any barriers. Because it 

is original, you don't have to think about it 

as right or wrong. It is flexible." 

Responses indicate that students are unsure that writing 

skills improved with myth making. Student A, for example, 

cannot see any enhancement of her writing abilities. 

Student C seems to corroborate this position. But when 

interpreting and inventing are understood as facets of one 

dynamic, meta-fractal process, her insight that myth 

increases conceptualization becomes a powerful endorsement 

of the mode. With ingenium students make connections and 

imagine in vital ways. Myth, as well as allegory, 

flourishes with ingenious thinking. Student D propels this 

project directly into a rhetoric of openness. Original 

writing becomes possible as barriers to thought and 

expression are torn down; freed of the concern as to 

whether ideas are either correct or incorrect, the writer 

can flexibly construct meaningful discourse. Certainly 

these respondents are passionate in their reactions to the 
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myth project, an indication of its suitability to their 

development as humans during the college years. The 

positive reactions also imply that when students structure 

discourse from their own experience, they acquire new 

insights and see their writing as meritorious. 

Student responses indicate that the mythic mode opens 

up a freedom to write on any topic. Although the form was 

somewhat confusing, the writing process pleased most who 

ventured forth to a new experience.49 As with any writing 

project, some students simply wished that it was over. For 

the majority of students, though, being able to express 

experiences, memories, sensations in a college literature 

course was made possible by writing in the mythic mode. 

Participants surprised themselves at their image-making 

abilities and their proficiency at writing mythic 

discourse. 

This demonstration provides a detailed account of the 

allegorical and mythic writing projects of more than 100 

undergraduate students. As Vico and Grassi call for a 

rhetoric of openness, this dissertation applies and expands 

49From the summer under9raduate cla~s, two students 
later presented their mrth~ in mor7 public f~rums. One 
submitted work to the fiction section of a Sigma T?u 
Delta regional conference where she read her creation 
myth, "How People Came into Existence." A.seco~d st1:1dent 
submitted her myth to the Texas Woma~'s Univers;ty Sigma 
~au Delta literary jour~al, The ~eading Ro~m. The Woman 
in Black" made its public debut in the Spring 1993 issue. 
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their concepts to illustrate the value of allegorical and 

mythic writing. It answers some of my theoretically based 

questions. Students extended the interpretive meta-fractal 

process to invention as they conceptualized and structured 

allegory or myth. Moreover, through the invention process, 

they as writers participate in peer and instructor reviews 

of early drafts. Seeing their writing from a reader's 

perspective clarified the discourse and resulted in 

revisions and corrections. The animated writing exhibits 

concrete, sensory imagery: "Very late in the evening, when 

the moon was full and bright, the winter winds pressed 

against the branches of the trees rustling the leaves and 

deliberately creating shadows that toyed with my 

imagination." "The Great One made the fruit such that they 

would bud from the vine then grow and keep growing until 

they got so big and succulent that their skin would be 

smooth and shiny--like this plum. He took the most 

perfectly round, golden plum from the basket and put it in 

Sarah's small hands." Students submitted complex ideas in 

imaginative modes to communicate experiential meanings. 

From a rich pool of student writing and responses to 

questionnaires, I determine that Vico's and Grassi's calls 

for discourse written in mythic and allegorical modes has 

value for college writers. With systematic and specific 

information, this demonstration supports my ideological 
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assumption. The questions I brought to the research 

include (1) Would myth, allegory, and narrative communicate 

and form meanings relevant to the college experience? (2) 

Can such rhetorical strategies which enable genuine 

persuasion to occur present new insights, probable 

knowledge, or contribute to knowledge acquisition? The 

demonstration substantiates the validity of ingenious 

thought which rediscovers genuine persuasion through 

imaginative discourse modes. That the boundaries of 

expository and imaginative writing can be meaningfully 

opened, especially in the literature classroom, becomes 

clear. 

Conceived to be inclusive of multiple discourse modes, 

an expanded rhetoric of openness incorporates fantasy, 

innovation, and the play of folly to transmit probable 

knowledge. The demonstration in chapter four is designed 

to test whether students, free to generate ideas in 

previously untried communicative modes, will employ 

Imaginative Representations. The rhetoric of openness 

develops a deep and inward order of thought which surprises 

and pleases most participants. From this inward order, 

forms of ideas, phenomena, and concepts ingeniously emerge. 

Myth and allegory open up shared meaning by stirring the 

passions. As a result, writers/rhetors communicate human 
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ideas which generate meaning to themselves as well as to 

their readers/audiences. 

Experiencing the meta-fractal whole contributes to a 

rhetoric of openness. (See Fig. 4.2.) To participate in 

the meta-fractal process is to interpret a work or invent 

discourse using a dynamic semiotic system. The process 

behaves unpredictably or randomly depending upon only one 

or two initial variables. Questions to initiate 

participation in each quadrant (Physical Body, Time and 

Place, Idea Realm, and Socio-Cultural Situation) spin 

outward from the humanist philosophy of Grassi, Vico, and 

sophists. (See Figs. 4.3-4.6.) The meta-fractal process 

flares into uncharted territory adding both density and 

complexity to interpretation and to invention. Progres

sively developing popcorn fractals (Figs. 4.10-4.16) 

present an Imaginative Representation of complex, embedded 

structure much like that of emerging idea orbits. The 

meta-fractal process acknowledges sensible, intellectual, 

and cultural impacts upon cognitive processes. Through its 

quadrants, participants generate complex, dynamic inter

change which moves them toward a rhetoric of openness. 

This dissertation applies and amplifies Vico's and 

Grassi's concepts to illustrate the value of an expanded 

rhetoric. A rhetoric of openness recognizes that 

metaphoric knowing and language lie at the base of 
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cognition. A diverse world of idea generates an array of 

information which cannot be compartmentalized. Often as 

unpredictable and disorderly as a chaotic set, this 

vigorous rhetoric of openness rejects only one correct way 

of understanding reality. Instead, a rhetoric of openness 

recognizes that society and environment shape an 

individual's cognitive structure and its expression in 

language. The body with its biological structures and 

sensori-motor experience participates in mental operations. 

This study, like the philosophy of early Greek sophists, 

centers upon the human by recognizing the intercon

nectedness of mind and body in a particular cultural 

milieu. 

From the first sophists and Renaissance humanists to 

Vico and Grassi, philosophers have recognized the power of 

openness in language. This approach encourages complexity, 

the mingling of symmetry with asymmetry, as necessary to a 

dynamic, semiotic discourse system.SO Like any chaotic 

system, such discourse is not linear but multifaceted, not 

irrational but nonrational; it generates new information 

and forms of expression. Basic to a rhetoric of openness, 

ingenious cognition perceives similitudes and changing 

50A dynamical system, in general, is a collection of 
elements that interact with each other and change each 
other over time (Wegner and Peterson 12). 
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possibilities whether through fantasy, innovation, or the 

play of folly. Ingenium accepts initial disorder and 

surprise through which concepts and language combine in new 

relationships to disclose something completely unexpected. 

Awareness of human capacities in cognition validates a 

sophistic and humanistic philosophy that views thought and 

expression as metaphoric. In New Science Vico develops his 

understanding of Imaginative Representation as central to 

poetic/metaphoric language; such metaphoric expression 

produces a form of thought which is both sophisticated and 

consciously open. Vico and Grassi define metaphor as the 

crucial way by which humans know and understand their 

world; it is the "bridge between the rational and semantic 

realms" (Grassi, Rhetoric 23). An infinity of pairings and 

combinations, metaphoric language signifies across multiple 

levels of meaning in contrast to supposedly referential 

discourse which exists within a binary model of language. 

Such a complex, non-linear concept of language rejects the 

static in favor of dynamic process. A rhetoric of openness 

invites encompassing, mixed discourse typical of the 

complicated, energetic world at the close of the twentieth 

century. 

Cognition, the act or process of knowing in the 

broadest sense, is not linear but unpredictably dynamic. 

Vital to the human conceptual system, the brain cannot be 
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easily categorized. At the close of the twentieth century, 

a paradigm shift is emerging; cognitive scientists in 

multiple fields are viewing the conceptual system of humans 

as infinitely complex. Neuroscience, for example, 

recognizes that the human brain functions creatively as an 

integrated whole, not as divided into left and right 

hemispheres. The emerging cognitive paradigm does not 

conceive thought as disembodied; instead, "on the new view, 

reason has a bodily basis" (Lakoff xi). The modified 

cognitive model includes categorization and perception, 

schematic structures which tie this paradigm shift to Vico; 

when Vico articulated his understanding that human bodily 

activities, whether at work or at play, whether in a social 

context or in private contemplation, alter the forms of 

bodily thought, he anticipated the current shift in 

cognitive studies. 

The developing cognitive model also includes 

experiential realism and internal realism: "experience 

involves everything that makes us human--our bodily, 

social, linguistic, and intellectual being," asserts 

Johnson, "combined in complex interactions that make up our 

understanding of our world" (xvi). An embodied cognitive 

model includes the nature of the individual doing the 

thinking. Such an interpretation contrasts to the 

objectivist tradition in Western philosophy which views the 
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mind and body, the rational and bodily aspects as split. 

Writers as Hayles and Kristeva join those shifting the 

paradigm by valorizing emotional, imaginary, recursive 

reasoning. When Cixous proclaims that women are "in body" 

(886) she participates in a rhetoric of openness which 

affirms bodily aspects of human understanding with its 

subjective elements. 

Metaphoric or poetic language, the transferring 

activity which opens up and reveals the world to fresh 

understanding, is energized by ingenium. Ingenium develops 

in the cognitive realm when the individual recognizes 

correspondences or relationships between things. The 

lively fantasy of ingenium merges probable truths with 

metaphoric thought. Thus ingenium is a dynamic approach to 

inventing, shaping, and creating which utilizes Imaginative 

Representation to open a topic or problem to multiple 

viewpoints. This dissertation affirms the value of 

imaginative discourse which embodies the sophistic 

philosophy of language. Doxa (probable truth) is valued; 

dissoi logoi (contradictory propositions) can coexist 

within a work; kairos (suitability to the historical/ 

cultural moment) is essential. In contrast to an 

exclusionary philosophy of discourse, a rhetoric of 

openness includes progressively richer discourse to 

interpret an intricate variety of ideas and forms. 
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Structuring writers/rhetors make use of modes which are 

suitable and necessary to their diverse cultural and 

societal milieu. They recognize that humans "need the 

emotive word" to transfer meaning from logical discourse to 

identification because discourse "can reach the human being 

as a union of logos and pathos only if it appeals to both" 

the logical and emotional "aspects" of individuals (Grassi, 

"Rhetoric" 208-09). 

When Jarratt advocates sophistic style which "does not 

exist outside of reason," she argues for discursive 

constructs which incorporate metaphoric thought: fantasy, 

subjectivity, emotional sensitivity. The fourth chapter of 

this dissertation melds metaphor and fractals into a 

active, interpretive, inventional process--the meta-fractal 

whole. The meta-fractal process reveals the human within a 

concrete time and place in which the physical body, the 

realm of idea, and the socio-cultural milieu generate 

thought and expression. Piaget's equilibration, ingenium, 

and experiences of collaborating players create the optimum 

atmosphere for successful meta-fractal invention or 

interpretation. Prigogine and Stengers ask, "Is there a 

link between dynamics or forces of interaction and the 

science of complexity?" (Order 208). This study answers 

affirmatively; interaction among participants reflects 

fractal complexity as they work jointly with others in the 
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creative meta-fractal environment. Fractal complexity 

appears as participants cooperate with one another in the 

structuring of meanings which are different in detail while 

seeming to be similar. 

A rhetoric of openness which views all language as 

metaphorical overcomes boundaries between imaginative and 

referential discourse. Dynamic modes of expression which 

disclose actuality and penetrate the unknown are suitable 

for conveying meaning. Writers can reach a broad audience 

by appealing to both logical and emotional needs. 

Exhibiting balance and clarity of purpose as they enable 

structuring readers/audiences to identify with their world, 

allegory, myth, and narrative join other discourse modes as 

conveyors of arrays of meanings. Imaginative discourse 

persuades as it communicates new insights and contributes 

to knowledge acquisition. Openness to all possibilities 

combined with an absence of prescriptive discourse 

structures typifies the participant in the meta-fractal 

process in which the brain, the body, and culture merge in 

a new cognitive paradigm. 

This study countenances interactive discourse modes 

which reflect a "colorful and unpredictable world" modelled 

as a dynamic system (Devaney, Chaos VCAS). Such a non

rigid, flexible view of language introduces chaos theory 

with its different levels of turbulent flow and recursive 
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symmetries to establish new epistemic ground for discourse. 

Folding chaos theory into a rhetoric of openness promotes 

spectra of modifying or renewing possibilities between 

imaginative and referential discourse. Mythic, alle

gorical, and narrative discourse generate connections and 

feedback loops; from complex, irregular forms, fractal 

forms may emerge. (See Figs. 3.1-3.8 and Figs. 4.10-4.16.) 

Acceptance of chaos as a presence, not as "the other," 

opens up discourse while moving toward a rhetoric of 

openness. 
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