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ABSTRACT 

SARA PACE 

EXPLORING COMPUTER-MEDIATED ORAL COMPOSING AS A COMPOSING 

PRACTICE 

AUGUST2005 

Technology has introduced many choices into the mix of written and spoken 

mediums. Electronic mediums, including speech-to-text technologies, must be brought 

into compositionists' conversations about literacy. What has not come up to any major 

extent in composition studies is how, why, and when to help students develop skills in the 

type of oral composition that happens in electronically-mediated environments. The skill 

of oral composing seems an important area for research, given the array of technologies 

available to facilitate oral text production. Compositionists need to investigate writers' 

interaction with the medium rather than assuming that computer-mediated oral 

composing (C-MOC) is the same as dictating to a stenographer. 

The five research questions at the heart of this study illuminate the literature on 

oral composition (both traditional and computer-mediated) and explore its relevance to 

twenty-first century composition though practical and theoretical paradigms. These 

paradigms are oral and literary traditions, disability studies, composing process theory, 

medium studies, and ethnography. 
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Chapter One provides an introduction to the overall argument of the study and a 

rationale for using the five research questions as sites for studying C-MOC. Chapter 

Two, the literature review, will address the first four research questions through a review 

of scholarship. Chapter Three discusses methodology and reviews the methods and 

findings of educational C-MOC training projects. Chapter Four discusses the findings of 

an ethnography of three Texas Woman' s University students' experience with C-MOC. 

Sources of data for the third and fourth chapters are participants' texts, surveys, recorded 

composing sessions, participant feedback, and the observer' s notes. The data for chapters 

three and four were interpreted through the lens of ethnography. Chapter Five explores 

conclusions, implications, and recommendations related to the five research questions 

guiding this study. 

Responding to the five research questions grounds the conversation on 

C-MOC more solidly in practice and theory. Analyzing the three participants' computer

mediated oral composing through the six sub-areas discussed in Chapter Four provides 

comprehensive insight into their composing experiences. The data recounted here 

illustrates a wide range of issues related to training students to use C-MOC as well as 

their attitudes toward this composing medium. 
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CHAPTER ONE 

COMPUTER-MEDIATED ORAL COMPOSITION 

Rhetoricians and compositionists are showing a growing interest in combining the 

oral, the aural, and the written in writing courses. Peter Elbow's 1985 article, "The 

Shifting Relationships Between Speech and Writing," was one of the first pieces to call 

compositionists' attention to connections between speaking and writing. The article 

acted as a call "for writers and teachers of writing to recognize the enormous choice we 

have and to learn to take more control over the cognitive effects associated with writing" 

(283). Since then, technology has brought even more choices into the mix of written and 

spoken mediums. These electronic mediums, including speech-to-text technologies, must 

be brought into compositionists' conversations about literacy as we strive to foster our 

students' communicative abilities. 

Researchers in fields such as psychology, education, business education, and the 

medical professions have already weighed in on questions surrounding the use of 

technology or dictation to facilitate oral text production. Some of the most notable 

examples are Sheryl Lee Day ( education); Michael Chamberlain ( education); John Reece 

and Geoff Cumming ( composition); Carl Berieter and Marlene Scardamalia ( education); 

Beatrice Bourdin and Michel Fayol (psychology); Susan De La Paz and Steve Graham 

(education and learning disabilities); and Maamoun Al-Aynati and Katherine Chorneyko 

(medicine). Tara Rosenberger-Shankar, who recently completed her Ph.D. in Media Arts 



and Sciences at MIT's Media Lab, created a new software tool for editing speech for 

textual production. Projects such as Shankar's deal directly with the connections 

between oral literacy and text. These projects have implications for compositionists. 

They use technology to bridge the perceived gaps between students' production of 

spoken and written text. Helping students develop proficiency in orality as a means of 

creating text, therefore, is no longer entirely considered the sole domain of speech 

communication courses. What has not come up to any major extent in composition 

studies is how, why, and when to help students develop skills in the type of oral 

composition that happens in electronically-mediated environments. The skill of oral 

composing seems an important area for research, given the growing array of technologies 

available to facilitate the oral production of text. 

The term used throughout this study for composing orally with technology is 

"Computer-Mediated Oral Composition" ( C-M OC). "C-M C" ( Computer-Mediated 

Composition or Communication) is a popular term already in use. However, infusing 

orality into a term already in use creates a new critical opportunity for compositionists. 

Currently, there is no term widely used by compositionists to describe the whole process 

of computer-mediated oral composing. Two researchers, Lee Honeycutt and Charles 

Lowe, have adopted the term "freespeaking" to refer to the use of C-MOC in the 

invention stages. The term "C-MOC," however, refers to every aspect of the interaction 

between the writer and the medium rather than just one stage of the process. 

With the increasing accessibility of emerging voice-input technologies comes a 

need to investigate the rhetorical significance of speech-to-text and text-to-speech 

2 



technologies. How will composition instructors teach students to implement these 

technologies as part of the writing process? Even with the speculative articles in 

composition studies, specifically those by Lowe, Honeycutt, and Stan Harrison, which 

discuss our need to experiment with Voice Recognition Technology (VRT), 

compositionists still know quite little about how writers work with such technologies to 

make meaning in different contexts and genres. The ways in which computer-mediated 

oral composing will have an impact on composition programs will depend on how we 

understand the oral composing process and VR T programs. Compositionists need to 

investigate writers' interaction with the medium rather than assuming that working with 

C-MOC is the same as dictating to a stenographer. The five research questions at the 

heart of this study will illuminate the literature on oral composition and look at its 

relevance to twenty-first century composition though both practical and theoretical 

paradigms. These areas are: oral and literary traditions, disability studies, composing 

process theory, medium studies, and ethnography. Addressing the central research 

questions brings attention to C-MOC's importance as a composing medium for students 

and the need to develop instructional pedagogies based on writers ' experiences with C-

MOC. 

Because of its obvious link to traditional dictation practices, computer-mediated 

oral composing sometimes carries the stigma of being appropriate only for writers with 

physical or learning disabilities. Some consider oral composing to be of benefit primarily 

to students not yet able to command the mechanics of print writing. However, some of 

the most noted literary figures, such as Henry James and John Milton, preferred dictation 
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as their mode of composition. Writers with and without disabilities have long used 

dictation for composing. As yet, almost no one has commented on their experiences of 

the process. Thus, we are left to guess to what extent these experiences with dictation 

carry over into computer-mediated oral composing. Incorporating narratives of VRT use 

into C-MOC training rhetoric provides writers and students with a morv personal account 

of how the writing process changes when the voice is the means of text production. 

Exploring writers' experiences with dictation and VRT will further equip us to train 

college writers to compose orally on a computer. Doing so will also allow us to create 

our own training pedagogies for this composing medium. 

Though used in some form since the 1980s, VRT programs, beginning with 

Dragon Systems' Dragon Naturally Speaking (DNS), were introduced into the 

mainstream in 1995. DNS is the program most often touted as a writing aid for writers 

with disabilities. IBM's Via Voice, another popular VRT program, is patterned after DNS 

but provides a less hands-free environment. Other programs that include VR T features 

are Voice Xpress and Voice Studio. Both of these have fewer features than Via Voice or 

DNS but are also less expensive. In 2002, Microsoft Office XP added a speech 

recognition feature. The application embedded into MS Office XP provides basic voice 

recognition, while certain versions ofDNS and Via Voice have specific features such as 

audio playback capabilities and advanced correction features. In the medical professions, 

doctors and nurses work with specialized vocabularies and use VRT programs such as 

ChartLogic and Voice Control's VMR (Bethke 36). The increasing accessibility ofVRT 

programs for Microsoft users will soon become apparent to composition instructors as 
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students experiment with the technology. 

In short, these programs work by taking a writer's spoken words and transforming 

them into visible text on the computer screen either via a headset or a desktop 

microphone. The programs use various sentence parsing and word prediction features to 

recognize a writer' s speech. Accuracy rates vary depending upon issues such as the 

amount of training a user has put into the program and also whether the writer has a 

speaking-related disability. 

What is the difference between discrete and continuous voice recognition? 

Discrete VRT enables the user to speak one word at a time, with pauses in between. 

Discrete VRT also preceded continuous VRT. Discrete VRT is a particularly beneficial 

medium for writers with mobility and cognitive disabilities. By contrast, continuous 

VRT requires the user to speak fluently. Several of the latest upgrades of the DNS 

program also have an application capable of inserting punctuation, making it easier for 

the writer to compose more continuously. Discrete VRT (Dragon Dictate) was 

discontinued, although it can still be purchased. Advancements in the design of VRT 

programs, which are focused on allowing for faster recognition, edged discrete VR T into 

the background and left behind many users with disabilities who might benefit from 

improved versions of the discrete programs. This study focuses primarily on continuous 

VRT while acknowledging that discrete VR T set the stage for the current design of the 

technology. 

Computer-mediated oral composition has great potential as a composing practice. 

Several scholars working with young writers, such as De La Paz and Graham ( 1999), and 
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Eamonn O'Hare, and Michael McTear (1997), have noted this potential. Long-term 

educational projects on VRT use, such as those carried out by "Speaking to Write" 

researchers in America, the Communication Aids for Language and Learning Centre in 

Scotland, and the British Educational Communications and Technology Agency, have 

also looked closely at VR T's use for young writers with disabilities. The compositionists 

who have taken notice of computer-mediated oral composing hone in on VRT' s universal 

design and potential appeal for all users. For example, research by Lowe, Honeycutt, and 

Stan Harrison discusses potential benefits of including VRT writing tasks in college 

composition courses, particularly when students engage their topics during the invention 

stages. 

The issue of training writers to work with VRT programs, however, looms large 

and remains somewhat ignored by compositionists. Admonishing users to dictate in a 

linear, continuous stream, avoiding pauses, many VRT training materials often seek to 

instruct users in the stages of the writing process. This concern with linear composition 

is, of course, not surprising, as we live in a generally print-centered society. Instructing 

students in print-based writing practices has become the norm in schools and colleges. 

C-MOC provides an alternative to a completely print-centered composing process and 

creates opportunities for new pedagogies. 

As a college composition instructor and user of VRT for the past three years, I 

will combine research on oral and literary traditions, disability studies, composition 

theory, and medium studies to explore the representation of VR T and the oral 

composition process presented in scholarship and various training discourses. The 
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investigative process also addresses qualitative methods of exploring C-MOC, 

particularly ethnography. This work contributes a new chapter to the conversation about 

the place of computer-mediated oral composing in composition practice and theory. The 

study does so by exploring the representation of VR T as a writing medium through these 

five angles. It also moves the field forward to a place where we can more practically 

consider instructional methods for integrating C-MOC into the classroom. 

An important aspect of moving forward with C-MOC is reviewing VRT training 

materials. Bringing in these materials' methods and concerns with the practice of 

computer-mediated oral composing will allow us to catch up in terms of developing 

composition-based pedagogies for this practice. Speech and audio technologies, from the 

efforts of Ray Kurzweil all the way up to Dragon Systems' 1995 release of Dragon 

Naturally Speaking and the subsequent release of Via Voice, ask us to reconsider the 

relationships of orality to print as well as humans to computers. Traditional dictation 

practices as a means of producing text have, of course, enjoyed popularity in many 

cultures. One population that made extensive use of dictation was the ancient Greeks, 

who had "long used sophisticated memory devices and oral delivery to transmit cultural 

narratives across generations" (Honeycutt, "Literacy" 296). For the most part, however, 

in Western society, oral composing has given way to a silent writing process. Current 

corporate and educational training materials can show us what currently happens in 

practice that needs to be responded to in theory. In creating C-MOC training materials in 

composition studies, we must respond to the need for pedagogies focusing on the 

uniqueness of oral composing. 
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Though often compared with traditional dictation by VR T program designers and 

users, computer-mediated oral composing mediates the processes of speaking, writing, 

and listening, and embodies Walter Ong's concept of "secondary orality," a "more 

deliberate and self conscious orality" (Orality 136), in which technology transforms the 

way we manipulate our written and oral personas. Seeing VR T as a product of secondary 

orality allows us to understand the cognitive processes of composing with VRT. Doing 

so also allows us to acknowledge that this technology functions as more than a keyboard 

replacement or electronic version of a personal transcriptionist. 

The following five research questions guide this study. The ratios within these 

dynamic questions help compositionists investigate computer-mediated oral composing 

in theory and practice. Exploring these territories will help extend good practices and 

theory into the classroom: 

• How can how can scholarship on oral and literary traditions help define, explain, 

and predict C-MOC's place in the dialogue on orality and literacy? 

• How can disability studies help us interrogate and challenge ableist assumptions 

about C-MOC and literacy? 

• How can composition scholarship help us better address C-MOC through what we 

already know about oral composing? 

• How can medium studies yield design observations and predictions about VRT as 

a written and oral medium? 

• How might an ethnography of student writers using C-MOC help transform 

practice into theory? 
8 



Answering these questions will yield further definitions, deeper explanations, and 

promising predictions of how compositionists may integrate evolving VR T technologies 

as written and oral/aural mediums. 

Oral and Literary Traditions 

Discussion of oral and literary traditions will help define, explain, and predict C-MOC's 

place in the conversation on orality and literacy. These theories help to bring together 

both classical and current practices of and cultural attitudes towards oral composition 

relevant to computer-mediated oral composing. Acknowledging (1) the concerns of 

orality theorists who confront the different sensibilities associated with print and oral 

traditions and (2) the rich tradition of dictation in the literary world will provide essential 

commentary on the relationships between spoken and written text. 

Voice recognition technology training discourse, often produced by software 

vendors outside the realm of composition studies, can present simplified connections 

between spoken and print discourse that do not necessarily match rhetorical theories of 

orality. Many of these writers, understandably, do not focus on issues of genre or 

process, choosing to focus instead on product. For example, the common belief that VR T 

users simply dictate or converse with their computers in a linear pattern does not 

acknowledge the cognitive differences between orality and print as outlined by Walter 

Ong in Orality and Literacy: The Technologizing of the Word. Ong argues that focusing 

on print-based patterns "is quite a different world of order from anything in the oral 

sensibility, which has no way of operating with 'headings' or verbal linearity" (106). 

Taking into account Ong's argument, it seems unadvisable to forcibly impose print-based 
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restrictions on an oral medium capable of more than mere transcription. 

We can apply the work of Eric Havelock to interrogate how much computer

mediated oral composing is presumed to have in common with silent, print writing. 

Havelock' s Origins of W estem Literacy argues that "whatever be the laws of the spoken 

tongue, it is likely that the writing system ... should have only approximate relevance to 

those laws" (12). Havelock's articles, "Oral Composition in the Oedipus Tyrannus of 

Sophocles" and "The Preliteracy of the Greeks," both provide insight into attitudes 

toward oral composition as they relate to classical works on the composing process. 

Harold Innis' work can help to show how our conceptualization ofVRT as a writing 

"space" is situated in the space/time continuum. Innis' The Bias of Communication 

argues, for example, that with the decline of the oral tradition has come an increased 

concern for control over space rather than time. Studying C-MOC in terms of orality will 

expose new questions about the links between the aurality of voice and the silence of text 

and the future of oral and literary traditions. 

1broughout many of the training manuals and discourse surrounding VRT, the 

software's ability to turn speech into the written word is the focus. As compositionists, 

we must address the creative possibilities inherent in becoming more proficient in 

speaking and dictating. We must also focus on the process of composing with C-MOC. 

The focus on tp.e written word is a result of Western society's privileging of the written 

word over the spoken. Havelock states that to equate the written word with the spoken 

word and privilege the written betrays an "unconscious but wholly mistaken notion that 

the human animal is by nature a reader, or ought to be, and that his language exists 

IO 



primarily for him as it is written down" (Origins 11). Through work by Ong and other 

researchers in orality studies, researchers in computer-mediated oral composing may gain 

insight into how writers deal with print-based assumptions that govern much of the 

current VRT-related discourse. Rhetoricians have an opportunity here to note valuable 

connections between oral traditions and the evolving oral technologies that enrich orality. 

Disability Studies 

Disability studies can add to the conversation about how we might assess and 

teach C-MOC without enforcing present ableist biases about oral composing. In 

integrating disability into the discussion of C-MOC, the study draws from three types of 

sources: work by disability theorists that seeks to destabilize the concepts of normality 

and stigma, studies of writers with disabilities using VRT, and first person accounts of 

the oral composing process by writers with disabilities. Because much current research 

on C-MOC involves disability to some extent, we must consider how disability 

influences current C-MOC practices. 

Researchers in rhetoric and composition have just begun to notice the important 

place of disability studies in helping to examine how we tend to marginalize certain types 

ofliteracy. Lowe's "Speech Recognition: Sci-Fi or Composition?" provides one 

compositionist' s description of the link between computer-mediated oral composing and 

disability. De la Paz and Graham's "Effects of Dictation and Advanced Planning 

Instruction on the Composing Process of Students with Writing and Learning Problems" 

explores other aspects ofVRT use for young student writers with cognitive disabilities. 

But links between disability and computer-mediated oral composing remain unexplored 
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in composition scholarship. 

In "The Roles of Rhetoric in Constructions and Reconstructions of Disability," 

Kenneth Lindblom and Patricia A. Dunn state that as rhetoricians, we should know not to 

be satisfied with the naming of categories. Instead, we must "move from 

acknowledgement of social construction to action that informs a meaningful, public 

reconstruction of what counts as 'normal'" (169). Their call to question what counts as 

"normal" relates to current notions of how to value oral literacy and composition. 

Lindblom and Dunn further comment that the "renegotiation of cultural values and 

norms, what counts as 'normal' and what counts as 'accommodation,' is an important 

next step in making the world a better place not just for people with disabilities but for all 

people" (170). C-MOC seems to sit at the crossroads of being considered an assistive 

technology and a means of fostering new writing process for all kinds of settings. The 

authors' suggestion that we as rhetoricians must "include in our pedagogical scholarship 

ways in which our teaching can take advantage of all ways of knowing" ( 171) parallels 

my agenda to employ disability to examine how scholarship currently portrays C-MOC 

as a form ofliteracy. I also integrate disability research into the study to suggest ways we 

may incorporate C-MOC into college composition without using a lens of 

marginalization. 

Landmark works in disability studies can help challenge certain ableist 

assumptions about oral composing. Lennard Davis's work, Enforcing Normalcy: 

Disability, Deafness, and the Body provides a background in the basic social and 

linguistic power structures confronted by those with disabilities. His discussion of 
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"normalizing" is especially relevant to a conversation on C-MOC. Alan Roulstone's 

"Researching a Disabling Society: The Case of Employment and the New Technology" 

argues that "the fix that new technology allows is explicable in medical model terms as 

the positive effect new technologies have in attenuating or compensating for the physical 

or sensory problems a disabled person has" (113). VRT is often represented as a 

compensatory technology rather than a catalyst for creativity, especially in terms of what 

it can do for workers with disabilities. Another source helpful in illuminating the link 

between disability and literacy is Rosemary Garland Thompson's "Feminist Theory, the 

Body, and the Disabled Figure." Using disability theory, we can recover oral composing 

and C-MOC as valid, literate practices. 

Personal accounts and case studies of the oral composing process are essential in 

building upon practice to create C-MOC pedagogies. For these reflections, I draw from 

sources such as Images of Ourselves: Women with Disabilities Talking, and Julie Perks' 

"Dragon in My Exams," which provide some of the few first-person accounts of the 

process of oral composition by writers with disabilities. For case studies of writers using 

C-MOC, Keith Wetzel ' s "Speech Recognizing Computers: A Written Communication 

Tool for Students with Learning Disabilities?" details the results of an inquiry involving 

students with learning disabilities. 

In sum, scholarship related to disability and oral composition complements the 

other four research questions by further recovering diverse practices of and pedagogies 

for oral composition. 
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Composition Theory 

The third research question calls upon composition theory as a location for 

exploring the practice of oral composition at the college level. Works that specifically 

deal with dictation in college composition are especially helpful in gauging the college 

composition community's construction of oral composition (prior to C-MOC) as a 

practice ofliteracy. These include: James Deem's "Transcribing Speech: An Initial Step 

in Basic Writing," Elizabeth Tebeaux's "Keeping Technical Writing Relevant (Or, How 

to Become a Dictator)," and "Redesigning Professional Writing Courses to Meet the 

Communication Needs of Writers in Business and Industry." In this last article, Tebeaux 

states that dictation skills "when they are defined by research, will change how we teach 

'writing' and may further blur the distinction between oral and written communication" 

( 425). Sections of George Hillocks' Research on Written Composition and Lester 

Faigley, Roger Cherry, David Jolliffe and Anna Skinner's Assessing Writers' Knowledge 

and Processes of Composing also discuss the effectiveness of the oral composing process 

in the early planning and drafting stages. 

Other sources dealing with the practice of computer-mediated oral composition 

include O'Hare and McTear's "Speech Recognition in the Secondary School Classroom: 

An Exploratory Study," Lee Honeycutt's "Researching the Use of Voice Recognition 

Writing Software," and Stan Harrison's "Cyborgs and Digital SoundWriting: 

Rearticulating Automated Speech Recognition Typing Programs." These articles provide 

essential background to illustrate compositionists' perspectives on how computer

mediated oral composing might work its way into the composition classroom. These 
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scholars give a nod to the issue ofVRT training. They also highlight past and current 

conclusions about students' dictating processes. The researchers, therefore, provide 

helpful background from which to consider a new representation of computer-mediated 

oral composing. 

Drawing from composition theory, I also argue that some VRT training discourse 

may lead toward a new vocabulary of "static abstractions." The term "static abstractions" 

derives from compositionist Robert Connors' article, "Static Abstractions and 

Composition." In this essay, Connors addressed the use of vague terms such as "clarity," 

"coherence," and unity" in responding to student writing. Asking users to "talk to" their 

computers in a "clear," "natural," and "normal" speech, as many VRT training programs 

do, is simply too vague. Such guidance, though accurate for the technical aspects of 

working with VR T, does not aid writers in adapting to the oral composing process. 

Instead, an instructional paradigm for computer-mediated oral composing should take 

into account the wide range of audiences, purposes, and techniques users of VRT must 

manipulate, especially if they are in a composition course. 

Cognitive process theory sets the stage for examining how students compose with 

C-MOC. Linda Flower and John Hayes' "A Cognitive Process Theory of Writing" is a 

landmark essay on exploring the cognitive steps writers perform as a final product 

emerges. Their foundational work provides terms, such as planning, translating, and 

reviewing, for exploring computer-mediated oral composing. Nancy DeJoy's "I Was a 

Process-Model Baby" can help flesh out ways for embracing different notions of how we 

read and write, what she calls "counterprocess," rather than clinging to original process 

15 



model theories which assume universally applicable activities. Through practice, we may 

discover that C-MOC should not be taught through universalized assumptions that also 

come from print based conventions. Another post-process piece, Barbara Couture's 

"Modeling and Emulating: Rethinking Agency in the Writing Process," supports the idea 

of going beyond such conventions. We must also address how memory functions in 

computer-mediated oral composing. The work of Ronald T. Kellogg helps here in 

detailing the demands placed on writers' use of memory when the mechanics of the 

process are altered. Kellogg's articles, including "Long-Term Working Memory in Text 

Production" detail writers' use of memory during drafting stages. How memory works in 

oral composing must be considered as we develop instructional methods for C-MOC 

activities. 

Compositionists do talk about "voice" in composition scholarship, but they 

usually employ the term as a metaphor for the general persona that comes through in 

students' texts that are for the most part produced in silence with a pen or on a keyboard. 

Donald Murray, for example, writes that instructors should "listen [to student texts] 

carefully for those words that may reveal a truth, that may reveal a voice" and that they 

must respect students/or those potential voices. "We are," he argues, "coaches, 

encouragers, developers, creators of environments in which our students can experience 

the writing process for themselves" (5). And Frank Farmer writes in Saying and Silence: 

Listening to Composition with Bakhtin that the "writerly task of finding a voice, then, is 

inextricably linked to the developmental task of making a self, since the latter is 

ultimately an orchestration of voices that inhabit itself' (57). In neglecting truly oral 
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composition as a form of "voice," however, compositionists tend to overlook a whole 

area of the writing process that may benefit students through the development of 

oral/aural composition skills and the literal use of the voice as a composing tool. 

The silent, print-based writing process has served many students well. Much 

composition scholarship is based on its success. But compositionists must also 

acknowledge alternative processes that incorporate orality through technology. Doing so 

may demarginalize a legitimate composing medium long associated with less than 

"normative" writing abilities. As Leah Marcus writes in "The Silence of the Archive and 

the Noise of Cyberspace," the computer allows us to "recapture some of the sociable 

auditory elements of early modern reading and memory that the modem archive and 

library have suppressed under the caveat of 'Silentium"' (27). Recognizing the potential 

of C-MOC will help writing instructors "recapture" such auditory elements. 

Compositionists must discover the potential of computer-mediated oral 

composing programs to allow writers to compose through new processes. Perhaps 

scholars' neglect of this area is a legacy of the disciplinary split between English (which 

tends to focus on silent, print-based writing processes) and Speech Communication. 

Marcus sheds some light on this divide, explaining that the split between English and 

speech has left scholars who study English "with a predilection for thinly disguised 

disdain toward our cast-off discipline, and with a distorted, partial view of the voice

centered early modem era" (27). Marcus's point is an important one to consider as 

researchers begin to consider the impact of voice technologies in composition and 

rhetoric. 
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Composition scholarship, though largely negligent of C-MOC and oral 

composing, can be used to define and explain current oral composing pedagogies. This 

scholarship will also help predict the future place of computer-mediated oral composing 

in the college classroom. 

Medium Studies 

Medium Studies helps explore human/interface issues related to computer

mediated oral composing and can also help yield design observations and predictions 

about VRT as a medium. N. Katherine Hayles ' Writing Machines, for example, lends 

several concepts to the conversation on VRT. One of these is the notion of the "nervous 

text." She argues that the nervous text "constantly acts/reacts in ways that remind the 

user that she is not in control" (57), and that we must remember that the computer is a 

writer as well and one that we cannot entirely grasp in its "semiotic complexity" (51 ). 

These concepts relate to VRT's attempts to recognize words correctly. Writers' 

interaction with VRT requires users to engage in a unique, recursive process in which the 

computer becomes a co-writer. Other crucial texts by Hayles introduce methods of 

differentiating print and electronic media. They are: "Print is Flat, Code is Deep: The 

Importance of Media Specific Analysis," and "Translating Media: Why We Should 

Rethink Textuality." 

Joshua Meyrowitz, a key figure in Medium Studies, provides a rationale for 

examining electronic media within the context of the metaphors of the medium as 

language, conduit/vessel, and environment. His works include "Medium Theory," 

"Multiple Media Literacies," "Understandings of Media," and No Sense of Place: The 
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Impact of Electronic Media on Social Behavior. Jay Bolter's and Richard Grusin's 

Remediation: Understanding New Media and Bolter' s Writing Space: The Computer, 

Hypertext, and the History of Writing will help to ground the current training rhetoric for 

computer-mediated oral composing more closely in discussions of non-linear 

composition. These works also explore how writing systems encompass physical and 

electronic spaces, affecting human thought. 

Compositionists' discussions of computer-mediated oral composing will benefit 

from theories in new media and hypertext that explore the manner in which new software 

environments lead us away from print-based, silent, and linear writing processes and 

towards a type of "new literacy." George Landow's Hypertext 2.0 and Johndan Johnson

Eilola's Nostalgic Angels: Rearticulating Hypertext Writing discuss the potential for 

electronic, non-linear composition to change the roles of student and instructor. Their 

work explores how to make students more active readers and writers by having them 

challenge traditional ideas about writers and their texts. Johnson-Eilola argues that we 

need to "talk and think about writing as a complex activity evaluating not only writers but 

also readers, texts, societies, politics, economies, and technologies" ( 18). VRT research 

that looks to new media and hypertext theory will gain an appropriate vocabulary for 

discussing current and future VR T applications. These sources will help address the way 

the design ofVRT influences human interaction with the technology. Other works on 

human/interface interaction, such as John M. Carroll and Mary B. Rosson's article, 

"Paradox of the Active User," in Interfacing Thought: Cognitive Aspects of Human-

Computer Interaction, also provide support for the new media theories implemented in 
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critiquing the rhetorical representation of writers' interaction with VRT. 

Ethnography of C-MOC 

Ethnographic methodology is also a means of investigating computer-mediated 

oral composing at the college level. I chose ethnographic investigation for three 

purposes: (1) to allow participants as much of a voice as possible in the representation of 

the data, (2) to capture participant/observer interaction accurately, and (3) to articulate an 

appropriate context for classroom-based C-MOC practices. 

In designing the ethnography, I drew from works such as Amanda Coffey ' s The 

Ethnographic Self, Scott Grills' Doing Ethnographic Research: Fieldwork Settings, 

Thomas Lindlof and Brian Taylor's Qualitative Communication Research Methods, 

James Potter's An Analysis of Thinking and Research about Qualitative Methods, 

William Asher and Janice Lauer's Composition Research: Empirical Designs, and 

Beverly Moss's "Ethnography and Composition: Studying Language at Home." These 

works provided background necessary for designing and carrying out an ethnography of 

C-MOC. The resulting study focused on the experiences of three university students 

working with Dragon Naturally Speaking 7 to produce discourse in four different genres. 

The study focused on the composing processes of the participants as the primary source 

of data. Other sources of data were surveys and the participants' texts. 

Ethnographic data on VR T's benefits in the composition classroom is sparse. 

Sources providing ideas on methods and practice include reports from several educational 

projects on computer-mediated oral composing. The primary C-MOC training discourses 

investigated here derive from educational projects designed to guide educators in 
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implementing VRT in a classroom setting. Speaking to Write: Realizing the Potential of 

Discrete Speech Recognition for Struggling Writers, and the Toronto Trillium School ' s 

"Speech Recognition for Students with Severe Learning Disabilities: A Manual for 

Implementing Dragon Dictate" focus on computer-mediated oral composing for young 

students with disabilities. The Speak to Write text and accompanying CD-ROM tutorial 

came out of the Speaking to Write Project, a project federally funded from 1997-2001 by 

the National Institute on Disability and Rehabilitative Research. Additionally, the web

based VRT training materials created by Scotland' s Centre for Aids in Language and 

Learning (CALL), and the materials from the British Educational Communications and 

Technology Agency's (BECTA) projects on integrating C-MOC into schools and for 

writers with disabilities will be discussed in the context of method. These projects 

illustrate researchers' perspectives on how computer-mediated oral composing might 

work its way into the composition classroom. Reviewing these projects led me to an 

extension of their practices by applying theory and ethnographic methodology. 

In order to recognize the more popular VR T training discourse, I investigated 

some of the corporate materials designed to train writers in the use of computer-mediated 

oral composing. These works include: Dan Newman's Talk to Your Computer: Speech 

Recognition Made Easy, Newman' s Dragon Naturally Speaking Guide and video 

tutorials, the guide for Via Voice Personal Edition version 10, and Dragon Naturally 

Speaking for Dummies. These educational projects and corporate training manuals show 

where we stand currently in terms of writing instruction for computer-mediated oral 

composmg. What an ethnographic investigation at the college level adds to the current 
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body of knowledge is a close study of student/C-MOC interaction. 

Problem Spaces 

The research questions at the heart of this study consider the potential of C-MOC 

through the paradigms of orality, disability, composing processes, medium, and 

ethnography. But they work together to define, explain, and predict uses for C-MOC in 

college composition. The answers to these questions converge to provide a depiction of 

C-MOC and oral composition that is more applicable to compositionists. Therefore, we 

have an opportunity to discover how the voice transforms the creation of text with 

technology and to recover accounts of how dictation has proven a viable heuristic for 

many writers. Our field's lack of attention to oral composition is a gap that should be 

filled if instructors wish to allow their students to take advantage of the aural dimensions 

of text production. And our ability to teach students to use the voice as a writing tool will 

become an important topic as students begin experimenting with increasingly inexpensive 

and accessible voice technologies. 

This first chapter provides an introduction to the overall argument of the study. It 

also provides a rationale for using the five research questions as sites for the study of C

MOC as a composing method. Chapter Two, the literature review, will address the first 

four research questions through a review of scholarship. Chapter Three will discuss 

methodology and review the methods and findings of educational C-MOC training 

projects. Chapter Four will discuss the findings of an ethnography of three students' 

experience with computer-mediated oral composing. Chapter Five will discuss future 

implications and recommendations related to the five research questions guiding this 
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study. Responding to these five research questions grounds the conversation on 

computer-mediated oral composing more solidly in practice and theory. 

Ten years ago, when I first had the opportunity to compose orally with a VRT 

program, Dragon Naturally Speaking version 2.0, I recognized the potential of this 

medium as a writing tool. As I have observed the rapid advancements in the technology 

and the proliferation of other VRT programs, I have realized that this means of 

composing will impact composition students' products and processes in the twenty-first 

century. As compositionists, we must respond to the need for C-MOC-based 

instructional pedagogies that acknowledge the power of the voice as a composing tool. 
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CHAPTER TWO 

REVIEW OF LITERATURE 

The survey of research in this chapter foregrounds the current and future 

presentation of oral composing in the classroom by addressing these questions: 

• How can how can scholarship on oral and literary traditions help define, explain, 

and predict C-MOC's place in the dialogue on orality and literacy? 

• How can disability studies help us interrogate and challenge ableist assumptions 

about C-MOC and literacy? 

• How can composition scholarship help us better address C-MOC through what we 

already know about oral composing? 

• How can medium studies yield design observations and predictions about VRT as 

a written and oral medium? 

This literature review will, therefore, examine oral composition and C-MOC through 

research on oral and literary traditions, composition process theories, disability 

studies, and medium studies. 

Oral and Literary Traditions 

In understanding the place of orality theorists in the conversation on computer

mediated oral composing, it is crucial to look at a couple of classical perspectives on the 

voice as a mode of composition. One work of classical rhetoric indicates vehement 

distrust of print writing and praises the benefits of the voice as a way of representing 
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what goes on in the mind. In Plato's Phaedrus, Socrates indicates a suspicion of writing 

by recounting the story of Theuth and the invention of alphabetic writing and argues that 

writing is unable to talk back to readers. This work sets up a classic dichotomy between 

speaking and writing that has endured for centuries. C-MOC technologies challenge this 

dichotomy in which talking and writing function together to communicate a message, and 

neither is separate from the other. 

The physical aspect of orality and its relation to creating meaning is described by 

Aristotle, who states in Rhetoric that the poets "had the human voice at their disposal, 

which of all our organs can best represent other things" (3.1.1404A). Aristotle's more 

sympathetic view of representing the external world through the physical voice may 

relate to the contemporary criticism of dictated composition. Today, some researchers 

consider dictated text a less complicated process because of its supposed immediacy. 

They often base their advocacy of computer-mediated oral composing on its ability to 

seemingly raise students' literacy skills up to the level of their peers who write easily 

with pen and paper or a keyboard. And silent, print-based composition tends to be more 

highly valued because of its status as a more literate and revised version of the writer's 

inner speech. But this assumption about oral composition's immediacy is the reason that 

many also advocate dictation and VR T as an aid to the writing process for writers with 

learning disabilities such as dyslexia. 

Dictation proved a popular mode of composition for many rhetorical figures, one 

of whom as St. Augustine. Roy J. Deferrari comments in "St. Augustine's Method of 
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Composing and Delivering Sermons" that Augustine dictated many of his sermons and 

"delivered some extemporaneously, these last being taken down by stenographers 

(notarii) in the church" (98). Another figure in the oral composition canon was Margery 

Kempe. According to Cheryl Glenn in "Reexamining the Book of Margery Kempe: A 

Rhetoric of Autobiography," Kempe "dictated to scribes (to one in about 1431 and to the 

other in 1436) an autobiography that recounted the trials and triumphs of her pilgrimage 

in the world and of the spirit" (54). As John Niles explains in "Understanding Beowulf: 

Oral Poetry Acts," the Anglo Saxon poet "Cynewulf' had a fluid style indicating he was 

"at home" in oral culture. He certainly dictated his works to a scribe, "for his use of runic 

symbols to represent both words and graphemes presupposes a visual mode of thought 

and reading, but he might, in a sense, have 'dictated' his poems to himself' (134). 

Although we have these examples of rhetorical figures who composed orally 

through the mediation of a scribe, these authors did not leave much in the way of 

commentary on the experience of composing orally. This lack of reflective commentary 

is understandable. Dictating to a scribe was once such a common composing practice. 

The interaction among scribes, stenographers, and writers is a neglected part of rhetorical 

history and constitutes a unique kind of mediation. As Lynn Staley Johnson writes in 

"The Trope of the Scribe and the Question of Literary Authority in the Works of Julian of 

Norwich and Margery Kempe," scribes "not only left their marks upon the manuscripts 

they copied, they also functioned as interpreters, editing and consequently altering the 

meaning of texts" (820). 

Many literary figures dictated their works to scribes employed as their secretaries 

26 



or their own family members. Examples include John Milton, Henry James, and Fyodor 

Dostoevsky. Milton, according to John Diekhoff in "Critical Activity of the Poetic Mind: 

John Milton," "wrote first drafts fluently, as he later dictated them fluently." Diekhoff 

asserts that Milton's ability to compose long "unpremeditated" passages allowed him to 

continue composing after his blindness set in. Diekhoff suggests that if Milton had not 

composed so fluently, but had composed with pauses, "working piece by piece toward a 

final form instead of writing long passages to be corrected later, he would not have been 

able after his blindness to accommodate himself to the method of dictation" (772). 

Henry James, an oft-cited literary example of dictation, took to dictating when he 

developed pain in his writing hand. James employed assistants as well as his niece, 

Peggy, for his dictation practices. According to biographer Leon Edel in his article, "The 

Deathbed Notes of Henry James," James's often dictated to Theodora Bosanquet: 

It has long been known that during his last illness, in the midst of the 1914-1918 

war, and when he was in delirium, Henry James called his secretary, the late 

Theodora Bosanquet, and dictated certain passages that dealt with the Napoleonic 

Legend. (103) 

Edel does not discuss how James' disability fit into his preference for dictation. The 

author's use of this method provides one example of a celebrated writer who preferred 

oral composition to typing or pen and paper. 

Russian novelist Fyodor Dostoevsky also provides an example of an author who 

preferred oral composing. In Dostoevsky: The Miraculous Years, 1865-1871, Joseph 

Frank explains that Dostoevsky' s second wife, Anna Grigoryevna Snitkina transcribed 
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his dictation in shorthand (157). Dostoevsky provides us with an example of a literary 

figure who used oral composing to produce lengthy novels that usually intricate 

philosophical dialogues between characters. 

Lee Honeycutt states in "Literacy and the Writing Voice: The Intersection of 

Culture and Technology in Dictation" that once silent writing became popular, "dictation 

was relegated to limited and specialized uses because it perpetuated this two-class system 

of elite author and lower-class amanuensis" (307). But these authors illustrate a long, 

rich tradition of oral composition in the literary realm. Although at present some scholars 

consider oral composing a pre-literate practice, many successful writers preferred the 

voice as a writing tool to typing or handwriting. Acknowledging this history indicates a 

tradition of the use of oral composition for a variety of genres, such as sermons, novels, 

poems, and autobiography. 

Researchers in the area of orality who are relevant to a study of computer

mediated oral composing are Goody, Havelock, Innis, and Ong. Orality scholars tend to 

showcase the social changes that arise when the definitions and technologies of literacy 

shift. They often consider electronic media's effects on social organization and thinking 

patterns (Meyrowitz, No Sense of Place 18) and explain how it takes time for a society to 

adapt to a new mode of communication. Joshua Meyrowitz, in paraphrasing cultural 

theorist William Ogburn' s concept of the "cultural lag" comments that writers who came 

after Homer "had the benefit of a writing system to help them compose and organize 

poems, but they continued to write for an audience that listened to, rather than read, their 

poems (19). 
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In "Consequences of Literacy," Jack Goody echoes this concept, stating that "we 

must always distinguish between the first introduction of writing and its general 

diffusion" (31 7). These ideas of cultural lag seems to be played out also in certain 

educational training materials for computer-mediated oral composing. Some of these 

materials insµuct writers to "speak written English" or simply converse. This type of 

instruction indicates that our print-centered writing practices are dictating our first efforts 

at explaining the rhetorical process of computer-mediated oral composing. 

Eric Havelock encourages analysis of technology's manipulation of speech. In 

"Oral Composition in the Oedipus Tyrannus," he argues that much of communication 

theory derived from the work of Marshal McLuhan has concentrated upon the techniques 

of "ephemeral transmission of ephemeral speech-as on radio or television-and what 

this does to speech, rather than on the technology of the storage of speech for reuse, and 

what this does to speech" ( 177). Havelock goes on to discuss the uniqueness of oral 

composition in ancient cultures. His comments relate to computer-mediated oral 

composing in that he draws attention to memory and style. He writes that the language 

created for the purpose of oral composition is not simple vernacular but a vernacular that 

"because of its commitment to preservation and therefore to the past, uses a vocabulary 

which is itself in varying degrees archaic-that is, ritualistic, remote, venerable" (182). 

In Origins of Western Literacy~ Havelock states that "writing" "describes a series 

of technological devices" which, regardless of the medium used, are distinguishable 

historically by their diverse ways of helping the writer "in an act of recognition." 

Havelock also expresses concern about the assumption that "writing" is seen as a single 
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invention that had uniform effects throughout history and laments that this illustrates the 

bias that separates history into "two epochs: the illiterate and the literate" (16). 

Havelock' s comment is important in relating how computer-mediated oral composing has 

sometimes been categorized as pre-literate practice or seen as a stepping stone to 

handwriting or typing. 

In keeping with a speech/writing dichotomy seen in classical rhetoric, Harold 

Innis explains the split between the oral and. print traditions. He writes that "the oral 

tradition implies the spirit but writing and printing are inherently materialistic" (Bias of 

Communication 130). Innis also states that "oral discussion inherently involves personal 

contact and a consideration for the feelings of others, and it is in sharp contrast with the 

cruelty of mechanized communication" (191). In Empire and Communications, Innis 

explains that the "development of political organization in relation to improved means of 

communication led to the growth of trade and trading cities as interstitial institutions 

between political and religious organizations" (54). Innis also points out in The Bias of 

Communication, however, that changes in technology "particularly as they affect 

communication, a crucial factor in determining cultural values ... increase the 

difficulties of recognizing balance let alone achieving it" (140). Computer-mediated oral 

composing could also be seen as a technology that upsets the longstanding balance, even 

hierarchy, between print writing, speaking, and oral composition. As it takes hold in 

more settings, we may eventually see a shift in cultural attitudes toward oral composition 

as a contemporary type of literacy. 

Walter Ong' s work has allowed rhetoricians and compositionists a way to look at 
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media with oral aspects as a sign of "secondary orality." 1 He writes in Literacy and 

Orality: The Technologizing of the Word that "electronic technology has brought us into 

the age of "secondary orality,'" which is "based permanently on the use of writing and 

print, which are essential for the manufacture and operation of the equipment and for its 

use as well" (135). 

Ong explains in "Media Transformations: The Talked Book" that "a new 

medium of verbal communication not only does not wipe out the old, but actually 

reinforces the older medium or media" (405). In reference to the emergence of the 

· "talked book" and the growing interaction of oral, aural, and print media, Ong states that 

"not only is there talking, writing, and printing going on but each one of these is being 

carried on with a conscious reference to the other" ( 406). Computer-mediated oral 

composing is a prime example of this kind of self-conscious referencing to other media. 

For example, when students are told to "talk" written, Standard English, converse with 

the computer, or pretend they are a newscaster in their delivery while creating an 

academic paper, they are consciously shifting between their perceptions of those oral 

media in order to create the print text product. Each is referencing an older media they 

are familiar with. 

Among the compositionists who offer a critique of Ong' s secondary orality is 

Stan Harrison. Harrison feels that incorporating Ong into discussions of computer

mediated oral composing, which Harrison terms "SoundWriting," creates flawed 

perceptions of the technology. He states in his 2000 Kairos article, "Cyborgs and Digital 

SoundWriting: Rearticulating Automated Speech Recognition Typing Programs" that 
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because VRT functions as asynchronous rather than synchronous and networked, the 

technology creates writing that challenges "the idea of speech as ephemeral activity, 

shifts the site of composition from hand to mouth, and increases the efficiency with 

which we produce written text, but, in the end, produces no secondary orality" 

("Substantive Approach to ASR"). However, Harrison simplifies the C-MOC process a 

bit in focusing on its primary functions as efficiency and shifting the somatic site of 

composition. In doing so, he ignores the deeper issues of mediation which VRT users 

interact with. Ong' s relevance to a discussion of C-MOC derives from his concern with 

secondary orality and his discussion of oral media. 

Many orality theorists work within a speaking/writing dichotomy or atiempt to 

explain the effects of new technologies on the functions of speech and text. 2 A review of 

scholarship concerning oral and literary traditions provides a necessary foundation for 

understanding past practices of and attitudes toward oral composing. Just how computer

mediated oral composing will turn the tables on this dichotomy remains to be seen, but 

this new composing process will ask us to determine the value of the kind of literacy that 

uses orality as the medium and ends with a textual, or supposedly "literate" product. 

Conversations about orality essentially allow us to trace perceptions of oral composition 

so that we may understand its roots in the use of dictation and scribes. And 

understanding the tradition of dictation practices gives us a sense of the once widespread 

popularity of oral composing practices. 

Disability Studies 

One neglected aspect of the conversation on oral composition in rhetorical 
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practice is disability. In "Speech Recognition: Sci-Fi or Composition?" Charles Lowe 

suggests that students with learning disabilities, such as dyslexia, may particularly benefit 

from the unique environment that computer-mediated oral composing offers. He writes 

that "speech recognition may offer increased access to members of society previously 

marginalized by limited written communication skills" (par. 9). Any discussion of 

computer-mediated oral composing must look to disability as a means of understanding 

the past and current applications for computer-mediated oral composing. In a broader 

sense, scholarship concerning disability challenges paradigms that place dictation and 

computer-mediated oral composing in a lesser category than keyboarding and 

handwriting. 

Discrete VRT is associated with assistive technology and disability. This 

technology fills a more specific need for those who must speak each word as an 

individual unit and pause before moving onto the next word. Writers with disabilities 

such as aphasia and cerebral palsy have benefited from discrete VRT. Scotland' s CALL 

Centre researchers explain that although newer continuous VRT recognizes more 

"natural" speech and would seem the more obvious choice for classroom use, some 

writers with certain learning difficulties might benefit more from using the older Dragon 

Dictate ( 6). The researchers argue that continuous systems require different and possibly 

greater literacy skills, stating that "the writer must be able to compose a sentence before 

starting to write, and must be able to read back over the text to identify mis-recognized 

words, and then correct them" (8). 

Much current scholarship about oral composition is positioned within the 
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dichotomy of disabled/nondisabled writers. Therefore, disability is an important part of 

how C-MOC is perceived as not being "normal" or "real" writing. In his landmark work, 

Enforcing Normalcy, disability theorist Lennard Davis carefully critiques ableist 

language, explaining "the categories 'disabled' , 'handicapped', ' impaired' , are products 

of a society invested in denying the variability of the body" (xv). Disability, he further 

explains, is not a small issue involving a microcosm of those with disabilities; rather, it is 

"part of a historically constructed discourse, an ideology of thinking about the body under 

certain historical circumstances" (2). Ableist biases concerning language are found in 

some linguistic studies that discuss the development of oral and written language. 3 

Leonard Scinto, for example, writes in Written Language and Psychological 

Development that "in normal development, oral language appears prior to written 

language or language manifested in some other modality" ( 40). Couching his findings in 

ableist terminology, Scinto writes that "normal language ability appears to include a 

translation component that allows for the free movement between oral and written 

manifestations of language." Such normal development, he states, is "especially evident 

in the exercise of such tasks as writing from dictation and reading aloud" ( 41 ). The 

concept of a normal language development sets the stage for potentially ableist concepts 

about normal writing practices and oral composition. 

Rosemarie Garland Thompson in "Feminist Theory, the Body, and the Disabled 

Figure" presents the idea that students and writers with disabilities highlight different 

modes of composing through the technologies they choose and how they use them. She 

challenges traditional, normative notions of literacy and the composing processes that we 
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as scholars tend to teach and adhere to: 

The cripple before the stairs, the blind before the printed page, the deaf before 

the radio, the amputee before the typewriter, and the dwarf before the counter

all testify with their particular bodies to the fact that the myriad structures and 

practices of material, daily life enforce the cultural expectation of a certain 

standard, universal subject before whom all others appear inferior. (283) 

Thompson's vivid description here invokes the image of two persons with disabilities 

pitted against what is considered normal in terms of writing technologies: the "blind 

before the printed page" and the "amputee before the typewriter." The frequent 

positioning of computer-mediated oral composing as assistive and its users as striving to 

"overcome" their various disabilities through the use of VRT seems to further 

marginalize it as an optional medium for all writers. 

Personal narratives concerning dictation and use of VRT by persons with 

disabilities will help bridge a gap concerning what we know about the practice of 

computer-mediated and non-computer-mediated oral composing. For example, the 

following narrative from Images of Ourselves: Women with Disabilities Talking hints at 

a much more playful, collaborative dictation process that is mirrored in both human-to

human dictation and computer-mediated oral composing. Diana, who suffered a stroke 

that left her paralyzed in 1967 and consequently left her with two writing and speaking

related disabilities-dysphasia and dysgraphia. In the following passage, she discusses 

the frustrations and the process of composing orally with scribes: 

My writing is still totally limited to copying, but we found a way round that 
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problem. The Patients Guild from Camden Rehabilitation Centre suggested that I 

find 'scribes' who worked with me to write to everyone, from friends to the 

Income Tax. It is a long and complicated business, but it works. The scribes 

have to work hard to interpret my meaning and it can take up to half an hour to 

produce the right sentence-the only way is to laugh, make guesses, and laugh 

again, until we find the right words. (121) 

This writing process narrative acknowledges the collaborative process involved in all 

dictation. Diana even credits her scribes with being co-authors in using the pronoun 

"we." She says "we may not have a big voice yet, but there's a lot more I want us all to 

do" (122). Letting go of some agency in the writing process is one uniqueness of 

traditional dictation and computer-mediated oral composing. Dictation brings into 

question just how much agency we really have as writers when someone else (human or 

machine) manipulates the text itself. The program plays a guessing game with us as well, 

something that is constantly referred to in training materials, which leads us into a kind of 

co-authorship with its inevitable mistakes. Diane's narrative of the intensity of her 

interaction with her human scribes actually describes the kind of play that often occurs 

with C-MOC, given the shift in writerly agency that occurs due to the mediation in both 

writing situations. 

In a recent British Journal of Educational Technology article by Julie Perks, a 

student with dyslexia, she elaborates on the process of computer-mediated oral 

composing and how the medium affects the authority of the writer. Her brief narrative, 

entitled "Dragon in My Exams," explores the frustrations and benefits of this medium. 
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Her observations are similar to Diana's in that she seems to treat the program as a scribe. 

She writes: 

I had been using this voice software package for about two months prior to the 

exams and felt fairly confident that if the ability to read and write left me 

completely (as it does on occasion) under stress, I would be able to produce 

something readable, even allowing for the idiosyncrasies of the programme itself. 

(103) 

In using Dragon to complete timed essay exams, Perks describes explains how the 

process begins smoothly with little interference from the program due to mistakes. But 

she eventually has to rethink how much agency she has in her experience with computer

mediated oral composing. Words that she had not said, such as "have" and "of," 

appeared on the screen. She left these words in, stating that some of the errors gave her 

work a "naive" quality (104). Her comments on the quality of the work and the level of 

control she had over the exact wording offer further testament to the mutability of a text 

generated through computer-mediated oral composing. 

One writer's narrative presents an intriguing aspect of the process of dictation that 

emphasizes the canon of memory. Los Angeles Times writer Charles Champlin's 2001 

article, "Writing to Live" describes his challenge in memorizing different versions of 

content for editing. Champlin, who has age-related macular degeneration, discusses his 

method of writing editorial copy and letters: "My wife and also a part-time secretary can 

type the dictation straight into the computer. I find that editing is trickier now- trying to 

keep two or three alternate versions straight in my head" (1 ). 
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Comments like these by writers with disabilities enrich our body of knowledge on 

oral composition. They have less to do with the medical model of being rehabilitated 

back into the corporate world and more to do with interrogations of agency in the writing 

process. Such narratives help in determining how to relate C-MOC as a process to our 

students in that they focus more on the writing process, frustrations, and issues of agency 

rather than the continuing stream of VRT as catalyst for workplace productivity. 

Some authors seem to unintentionally fall into an ableist dichotomy in 

acknowledging research on computer-mediated oral composing and writers with 

disabilities. The 2003 article, "Speaking vs. Typing: A Case Study of the Effects of 

Using Voice-Recognition Software on Academic Correspondence," by James Hartley, 

Eric Sotto, and James Pennebaker provides one example. Sotto writes that "the greatest 

use of voice recognition systems has been with the learning and physically disabled, most 

of whom, for one reason or another, find it difficult to write or use a keyboard." 

Collectively, the authors fall back on the hierarchy that defines "writing" as a manual, 

silent task. They state that "perhaps the best-known studies on the effects of using voice 

recognition systems on the writing of 'normal' writers are those reported by Reece and 

Cumming (1996)" (6). The authors dismiss any potential insights into computer

mediated oral composing that may be borrowed from studies done with writers with 

disabilities. They prefer instead to refer to an older study that did not involve computer

mediated oral composing, but rather hidden human scribes taking down the dictation of 

ten-to twelve-year old children and adults.4 

In "Voice Recognition and Aphasia: Can Computers Understand Aphasic 
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Speech?," J. Wade, B. Petheram, and R. Cain address the issue of training writers with 

disabilities to use VR T to compose. They write that the training process can be a 

"barrier" ( 606) for many aphasics in developing proficiency with the programs. 

However, the researchers explain that VRT provides a useful tool for people with aphasic 

speech since it functions as a type of "speaker-adaptive" software with an "improved 

ability to deal with disordered speech." Though aphasic speech may seem "disordered" 

to human listeners, speaker-adaptive VRT's design "allows it to learn to recognize 

production that deviates from the norm, provided there is a sufficient degree of 

consistency in production" (604). 

Research on oral composition involving students with learning disabilities gives 

us a look at the advantages of C-MOC as a tool for writing. One of the reasons for 

advocating computer-mediated oral composing, as stated by DeLaPaz and Graham in 

"Effects of Dictation and Advanced Planning Instruction on the Composing Process of 

Students with Writing and Learning Problems," is that dictation "allows authors to 

circumvent the mechanics of writing." Circumventing the mechanics of handwriting and 

typing can be helpful for children and students who are just developing skills in 

transcription. DeLaPaz and Graham write that "researchers have consistently found that 

students with LD [learning disabilities] make considerably more spelling, capitalization, 

and punctuation errors than their normally achieving classmates" (204 ). The researchers 

discuss dictation and VR T's potential in helping students with LD bring their writing in 

specific school settings to the standards achieved by classmates without LD. The 

students in the study were not freewriting. They composed within rigid constraints, and 
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instructors assessed their compositions in terms of the following criteria: plans, 

transformations, essay length, essay elements, essay coherence, essay quality, rate, 

strategy usage, and social validation ( extrapolated from their responses during the 

interview) (210-211 ). DeLaPaz and Graham note the importance of further inquiry into 

dictation and VRT and write that "future voice recognition systems may allow writers to 

bypass these problems, but these or other issues will necessitate the development of new 

and effective procedures for teaching children to dictate" (220): This argument casts 

aspersions on the assumption that dictation is a "natural" skill. DeLaPaz and Graham 

write that "with one notable exception, the available research evidence supports the 

hypothesized advantages of dictation over writing for average and good writers" (203). 

The reason for this advantage, they say, is the increased speed with which some writers 

compose when dictating. Their study discusses the effects of modified planning 

instruction and dictation for students with learning disabilities in the fifth, sixth, and 

seventh grades. Ultimately they concluded that "the combination of dictation and 

advanced planning instruction had a positive effect on the composing of students who 

find writing and learning challenging" (220). 

Keith Wetzel's 1996 article, "Speech-Recognizing Computers: A Written

Communication Tool For Students With Leaming Disabilities?," provides one of the first 

perspectives on using speech recognition technology. Using a program called 

VoiceType, Wetzel investigated the development of oral composing skills at the planning 

and development stages. Wetzel explains his technique for training the students in 

computer-mediated oral composing by having them master specific pre-writing skills like 
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using keyword banks and oral rehersal. 

Oral composition is difficult because one must hold all of the complex thought 

processes required for writing in memory simultaneously. This difficulty was 

exacerbated for students in this study because they were also trying to remember 

the VoiceType commands they had to utter (e.g., "Capitalize next word"). In order 

to help them overcome this memory limitation and speak fluently and coherently, 

the researcher taught students to use two prewriting skills developed by 

. participants in the National Writing Project (California State Department of 

Education, 1986): oral rehearsal and a keyword bank. (Wetzel) 

Here Wetzel discusses a shift in pedagogy that was necessary to help student 

writers become more fluent in computer-mediated oral composing. An entirely new pre

writing strategy was needed to aid students in all stages of the composing process. 

Wetzel also provides ideas for circumventing the problem of inaccuracies, but he admits 

that these are all time consuming. 

"Writing with Voice: An Investigation of the Use of a Voice Recognition System 

as a Writing Aid for a Man with Aphasia," by Bruce, Edmundson, and Coleman, deals 

with a single participant and details the training issues associated with computer

mediated oral composing. The accuracy rate for this participant ranged from 84%-92% 

( 142). The authors do discuss their experience with their case study in medical and 

rehabilitative terms, prefacing their discussion by pointing out that VR T is one of the 

many "treatment" options for people with aphasia who need to write (132). The authors 

set out to determine whether their participant would experience an improvement in the 
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quality and quantity of his written work, whether he could write independently after 

being trained to use the system, and to see whether using the technology would result in 

an improvement in his hand-written and spoken narratives. The participant, a fifty-seven 

year old man (whom they call "MG") who had a stroke, had good oral skills, and the 

authors relate that because "his spoken output was far superior to his writing" ( 134 ), he 

was a good candidate for working with VRT. The issue of writerly agency is at the crux 

of this study as it is pointed out that "eighteen months after his stroke, MG's goal for 

therapy was to use writing for communication purposes without having to rely on friends 

and family" (137). The early oral composition training process for MG involved having 

him dictate from pre-written texts in order to become familiar with how to operate the 

program. After he grasped how to make corrections, he moved on to dictating his own 

writing. The researchers worked with their participant to develop a hybridized process 

using elements of both speaking and writing, and a new concept of planning (141). 

Scholarship concerning computer-mediated oral composing, dictation, and 

disability is crucial in filling out our knowledge of oral composing processes for writers 

who have worked long term to adapt to oral writing. Research dealing with disability and 

computer-mediated oral composition is also key in developing training plans for C-MOC 

in college composition, as it illustrates the diversity of processes and training needs for 

various writers. 

Composition Research 

How can composition research help compositionists respond to the emerging area 

of computer-mediated oral composing? Harrison argues that "having concentrated on the 
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study of mute composition, compositionists have allowed the job of speaking for digital 

Sound Writing [C-MOC] to fall elsewhere, and, if I may add, with unfortunate results" 

("Limited Debate"). Composition scholarship provides necessary background on the 

writing process itself to explore the field ' s views toward different composing processes. 5 

In his article "The Writing Process," John Warnock states that although the word 

"writing" is "often used with an apparent confidence that we all know what we mean by 

the term, that confidence is as unwarranted as our sometime confidence about the word 

' literacy"' (4). Warnock opens a debate on the very definition of writing. This 

conversation is essential to exploring how oral composing processes will change and 

broaden whatever definitions of "writing" we ascribe to.6 

Basing their work on five years' worth of protocol analysis with writers, Linda 

Flower and John Hayes presented "A Cognitive Process Theory of Writing" in 1981. 

Their theory is relevant to today's investigation of computer-mediated oral composing 

because it provides terms that are at present largely absent from studies of computer

mediated oral composition. These concepts are needed because they help refocus the 

attention on VR T programs as writing tools rather than just a means to avoid typing. 

Flower and Hayes' theory rests on four assumptions: 

• Writing is a "set of distinctive thinking processes which writers 

orchestrate or organize during the act of composing." 

• Writing processes "have a hierarchical, highly embedded organization in 

which any given process can be embedded within any other." 

• Composing "is a goal-directed thinking process." 
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• Writers "create their own goals in two key ways: by generating both high

level goals and supporting sub-goals which embody the writer's 

developing sense of purpose, and then, at times, by establishing entirely 

new ones based on what has been learned in the act of writing" (366). 

What Flower and Hayes' s list does is emphasize the broad cognitive demands of 

composing rather than tie the composing process down to specific mechanics. Their 

early work with participants' oral protocols illustrates a forward-thinking concern with 

the value of speech as a composing research tool. 

The authors' use of verbal protocols asked writers to think aloud about everything 

going on mentally as they wrote, which may be the first illustration of a type of oral 

composition being used productively to gain insight into the writing process. Most 

importantly, however, Flower and Hayes introduced three elements of any writing 

situation: ''task environment," "writing processes," and '~e writer's long-term memory" 

(369). The researchers also focus on the elements of the writing process known as 

planning, translating, and reviewing. 

Some relevant writing process scholarship invites compositionists to think 

critically about the cognitivists' research. Nancy DeJoy's "I was a Process Model Baby" 

recounts the author's challenge of the notion of the '"universal' quality of any or all of 

dominant process models' conceptualizations of audience, invention, and so forth" ( 164 ). 

Deloy introduces the concept of the "counterprocess" and calls for a questioning of the 

dominant assumptions guiding the teaching of the writing process. Her discussion of the 

move from "mastery to analysis" encourages compositionists to "look not only at 
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processes and products but also at means of production (including process-model 

means)" (167). Her assertion here coincides with medium theorists' concern with means 

of production. This concern with means of production is exactly the kind of scrutiny 

needed in the introduction of C-MOC into the classroom. Similar ideas about going 

beyond rigid instructional conventions are fleshed out in Barbara Couture's "Modeling 

and Emulating: Rethinking Agency in the Writing Process." Couture comments that 

"modeling specific conventions and procedures will not ensure that writers learn all they 

need to know in order to communicate effectively" ( 42). 

The work of Ronald Kellogg and Therry Olive illustrates the differences between 

children's and adults' cognitive processes in composing. They explain in "Concurrent 

Activation of High- and Low-Level Production Processes in Written Composition" that 

planning a discourse's content "involves memory retrieval, problem solving, and decision 

making." However, during a study involving both children and adult writers, the authors 

found that only the adults "engage in extensive planning, generating, reading, and error 

detection during composition" (594-5). The authors concluded that, in contrast to 

children, "adults can concurrently activate high and low-level processes in working 

memory when motor transcription is relatively automatic." The mode of transcription, 

they found, also affected the fluency of the composing process for adult writers. Kellogg 

and Olive noted that the "division of attention between transcription and high-level 

processes forced a reduction in fluency" (598-9). Another of Kellogg's articles, "Long

Term Working Memory in Text Production" found that a great deal of verbal ability 

"should aid in fashioning a syntactically correct coherent text base for the reader," while 
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"a high degree of domain knowledge should be primarily helpful in formulating a 

situation model that integrates prior knowledge with the text base" ( 44). These articles 

off er important observations on how memory, age, and the complexity of a given task 

affect the fluency of the composing process. 

Lee Honeycutt argues in "Researching the Use of Voice Recognition Writing 

Software" that as we start to study and experiment with a technology that can change our 

relationship with the written word, "it is important that we know what research on 

dictation has been conducted in other fields as well as our own" (79). Honeycutt 

thoroughly surveys previous dictation research and problematizes various methods for 

investigating computer-mediated oral composing at the college level. 

Lester Faigley and Thomas P. Miller's 1982 article, "What We Learn from 

Writing on the Job," showed that a percentage of people writing in business settings 

chose oral composition ( dictation) as a means of producing reports and letters. Their 

survey of writers in workplaces in Austin, Dallas, Houston, and Shreveport, indicated that 

26% of the workers chose to dictate 3.7 documents on average per week (561). Though 

these results were published years before the availability of VRT, they do highlight the 

prevalence of oral composition in the working world at that time. 

Elizabeth Tebeaux' s work on composing in the technical writing world stresses 

that we teach dictation by not only focusing on the differences in mechanics but also by 

emphasizing that they work from outlines. Sentence outlines, she explains in her 1983 

article "Keeping Technical Writing Relevant (Or, How to Become a Dictator)," are 

integral to the dictation process as they help writers "control the rhetorical aspects of the 
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content" and help writers "focus main ideas and plan topic sentences which can then be 

developed by supporting data." Additionally, Tebeaux stresses that sentence outlines 

illustrate where subdivisions need to go, provide specific wording so that the writer can 

grasp the "character" of the document, and help writers visualize the entire document so 

they can see if they have accounted for their readers' needs and expectations (179). 

Confident that instruction in oral composition will be of benefit to students ' rhetorical 

skills, Tebeaux concludes that oral composition "helps students synchronize thoughts and 

words," "decreases the quantity of passive constructions" and "can also help students 

sense bad tone." Tebeaux ponders the possibility that oral composition may actually help 

students move beyond writers ' block (182-183). 

Oral composition has been theorized as a process inferior to written composition 

because of its supposed lack of mediated thought. Charles A. MacArthur and Steve 

Graham's "Learning Disabled Students' Composing Under Three Methods of Text 

Production: Handwriting, Word Processing, and Dictation" provides one such 

examination of dictation in academic contexts. They remind their audience that dictation 

is commonly used in school settings only for students not considered "literate" enough 

for handwriting or typing (3). The assumption of a remedial quality to oral composition 

is also found in Barbara Nauer ' s 1975 College English article, "Soundscript: A Way to 

Help Black Students Write Standard English." 

This categorization, which creates a hierarchy of composing processes, is also 

seen in composition process theory, especially with reference to basic writing. James 

Deem's 1985 article, "Transcribing Speech: An Initial Step in Basic Writing," uses as its 
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foundation James Moffett's breakdown that "placed transcription in the second lowest 

position-after handwriting-since the transcription of speech sounds is 'basic to 

literacy." "True authoring," writes Deem in a paraphrase of Moffett's hierarchy, 

"involves thought as well as the editing of one's thoughts; transcription, Moffett assumes, 

must rely on the speech and thought of others." Deems' central argument is that before 

many basic writing students are asked to compose their revised inner speech, "they must 

first learn to transcribe their natural, 'unedited' inner speech, which for instructional 

purposes must be represented by dictated oral speech" (360). His article gives us a 

glimpse into why dictation has not often been incorporated into mainstream composition 

. . 7 
mstructlon. 

M. Jimmie Killingsworth explains in "Product and Process, Literacy and Orality: 

An Essay on Composition and Culture" that those who introduced process pedagogy 

introduced more "face-to-face, one-to-one communication; dialogue generally preceded 

writing, and talk often served as the chief means of feedback throughout the process of 

drafting and revising papers" (27). Therefore, process pedagogy is a potential ally of C

MOC. This paradigm already embraces "talk" and "dialogue" as crucial aspects of the 

"writing" process. Lad Tobin also gives an early acknowledgment to computer-mediated 

oral composing in "How the Writing Process was Born-And Other Conversion 

Narratives" when he argues that we should consider newer computer technologies "such 

as multimedia workstations, notepads that can transform written notes or spoken words to 

word-processed text, new software for long-distance collaborative writing" (10). 

Scholarship discussing the benefits of computer-mediated oral composing as a 
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process (such as that by Lowe and Honeycutt) focuses many times on the activity's 

potential benefits for modified free-writing or pre-writing. Lowe suggests that 

'JYeespeaking- applying the concepts of freewriting to the generation of text with speech 

recognition-may offer increased potential over freewriting in content generation during 

writing" (par. 23). Some researchers tend to locate its advantages, therefore, in what are 

usually the beginning stages of the writing process. In fact, we may wish to distance 

ourselves a bit from the idea that C-MOC's primary benefit comes from the pre-writing 

stages or "free-writing." As George Hillocks explains in Research on Written 

Composition, research has cast aspersions on the idea that either pre-writing activities or 

freewriting help writers to sequence their work or that the writing produced that early on 

necessarily links to the content of the writing at the end stages of the writing task: 

That is, free writing may allow students to write whatever comes to mind, 

ignoring the need to build a meaningful verbal context, attend to a purpose, and so 

on. While free writing may be useful as a means of generating ideas, it may not, 

in itself, go much beyond that. (232) 

The concept of free-writing implicitly shows its benefits in cases of extreme writer's 

block. But Hillocks' suspicion of freewriting also calls into question just how helpful 

this activity is in terms of effectively leading a writer to a successful written product. 

In addressing oral composition, Hillocks explains that children move from an 

external to an internal ( and egocentric to sociocentric) process of writing that usually 

begins with their talking through their ideas. Eventually they adapt to the materiality of 

writing. They learn such things as how to manipulate crayons and pencils, how to use 

49 



space in the paper, and "how to separate words which flow together in speech." But 

before that, when they are comfortable with primarily oral composition, they tend to see 

composition as more playful because, among other things, they are not yet required to 

"see a need for their products to communicate beyond the context of the immediate 

writing situation, in which they can explain what the text does not convey" (11). 

Hillocks further explains the functions of the oral composing phase: 

The speaking aloud appears to have several functions, including saying the 

message to hear what is to be written, sounding out a word to check spelling, 

rereading what has been written so that the next word can be added appropriately, 

making procedural comments about what to do next, and explaining what is going 

on to others. (10) 

Erika Lindemann writes in A Rhetoric for Writing Teachers that "in composing 

aloud, writers often punctuate the translating process with questions-'Rousseau did 

what?' 'How do I want to put this?'-as if searching for the next part of the sentence they 

are writing" (28). This illustration of a difference in the oral and silent process brings to 

the forefront the mediation of the physical voice and creates a stark image of a writer 

literally in dialogue with herself. 

Lester Faigley, Roger Cherry, David Joliffe, and Anna Skinner also discuss both 

written and oral text production in their 1985 Assessing Writers' Knowledge and 

Processes of Composing. They reiterate research by Beaugrande and Dressler that stated 

that the phases of ideation, parsing, and planning "do not run in a neat time sequence" 

and "can interact simultaneously with dominance among the phases shifting rapidly" 
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(43). Although prior research on spoken and written text production simply treated print 

writing as transcribed speech, the researchers argue that there are "aspects of production 

in speech that differ from those in writing, aspects more profound than transcription 

formats and text types." This idea is worthy of keeping in mind in terms of the way the 

electronic medium manipulates those aspects. "One way of studying differences between 

oral and written discourse production," they state, "is to have people compose on the 

same subject in each medium" (46). The authors' section on written vs. oral composing 

summarizes Scardamalia, Berieter, and Goelman' s findings that since speech production 

is automatic, children "engaging in normal dictation can remain at higher levels of 

representation and thereby produce much more relevant content" and that "in writing, 

children have the added burden of graphic representation." Ultimately, Scardamalia, 

Berieter, and Goelman found that with writing, students were better able to work with 

this graphic representation to "incorporate new information coherently into the fabric of 

the existing text" ( 4 7). 

In an article seemingly prescient of C-MOC's complication of our notions of the 

writing process, Jane Danielewicz and Wallace Chafe argue in "How 'Normal Speaking 

Leads to ' Erroneous' Punctuating" that students "carry over into their writing various 

practices which are less at home there, even though as spoken practices they may be quite 

normal and unremarkable" (213). They argue that the relationship between written 

punctuation and spoken rhythms is a complex one, and this relationship creates 

difficulties for novice writers (214). They conclude by suggesting that "carrying over 

speaking habits into writing may not in every instance be a bad thing. Perhaps 
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punctuating as one speaks can in some cases lead to greater readability and greater 

impact" (225). 

Medium Studies 

Beyond concern with the writing process, human interaction with technology is an 

issue that needs further attention in addressing C-MOC. Pauses, inaccuracies, and other 

features of the program's mediation allow the writer to treat the program less as a 

personal assistant than as a co-writer. And so, in noting the potential for VR T's 

mediation to affect and maybe even guide the writing process, we might begin to look at 

it more as a scribe than as a tool. In a sense, the VRT program has agency in that it can 

compel a writer to change her phrasing based on its interpretation of her speech. Medium 

theory, first illustrated in Marshal McLuhan's work, is a crucial standpoint from which to 

examine C-MOC's current uses and future potential as a medium for writers. This 

section focuses on scholarship in medium studies relevant to computer-mediated oral 

composmg. 

As Joshua Meyrowitz explains in "Medium Theory," medium theory "focuses on 

the particular characteristics of each individual medium .... " And the task of the 

medium theorist is to ask "what are the relatively fixed features of each means of 

communicating and how do these features make the medium physically, psychologically, 

and socially different from other media and face-to-face interaction?" (50). 

Meyrowitz's "Understandings of Media" provides a foundation for looking at 

medium as well as well as a look back to the metaphors though which media have been 

examined in past scholarship. He states that the three metaphors most often employed in 
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media analysis have so far been: medium as vessel/conduit, medium as environment, and 

medium as language. The vessel/conduit metaphor "leads people to ask: What is the 

content? How did the content get there? How have patterns of ownership and control 

affected media content?" ( 45). Medium-as-language "looks at each medium as having a 

unique range of expressive potential" and "leads to the study of the 'grammar' choices 

( or 'production variables') within each medium and how their manipulation alters the 

resulting message .... "( 46). And medium-as-environment holds that "each medium is a 

setting or environment or context that has characteristics and effects that transcend 

variations in content and override manipulations of production variables" ( 48). Calling 

for further scholarship integrating the three metaphors, Meyrowitz' asserts that "we 

cannot change typefaces in oral speech" ( 4 7), demonstrating the kind of assumption 

concerning writing vs. speech that is being challenged by C-MOC. Meyrowitz argues 

that the most effective analysis will strive for as comprehensive an integration of all three 

metaphors as possible. 

John M. Carroll and Mary B. Rosson point out in "The Paradox of the Active 

User" that we live in a "transitional point dividing a period when machines merely helped 

us do things from a period when machines will seriously help us think about things" (1). 

They discuss the "cognitive paradox" of "assimilation bias." The assimilation bias 

occurs when "people apply what they already know to new situations." They explain that 

this can be helpful, "as when a person learns to use a word processor taking it to be a 

super typewriter or an electronic desktop" (1 ). The authors' point is certainly illustrated 

in many training texts for VRT, where the program is described as or compared to a 
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human assistant, and the process is considered as traditional human-to-human dictation. 

In Rethinking Media Theory, Armand and Michele Mattelart argue that media 

studies should not forget history and must focus on questions related to ''the genealogy of 

media systems," how media "are linked to their historical and geographical areas," "the 

economic and political determinants of the social functions and uses of communications 

technologies," and the role that the "realm of the imaginary" plays in those uses (23). 

N. Katherine Hayles's work provides an excellent foundation for positioning C-· 

MOC in the conversation on the electronic mediation of texts and the ways in which oral 

composition challenges many printcentric notions of the materiality of writing. "Whether 

in print or on screen," writes Hayles in "Print is Flat, Code is Deep," "the specificity of 

the medium comes into play as its characteristics are flaunted, suppressed, subverted, 

reimagined" (87). 

Hayles asks that we consciously note the differences between older and newer 

media to understand what changes lie ahead for our print-based society. She states in 

"Translating Media: Why We Should Rethink Textuality" that "without nuanced analyses 

of the differences and similarities of print and electronic media, we will fail to grasp the 

fuller significance of the momentous changes underway as the Age of Print draws to a 

close and print . . . takes its place in the dynamic media ecology of the twenty-first 

century" (271). Hayles' scholarship, though it often focuses on hypertexts as the locus of 

the debates on print and electronic media, provides several concepts related to the 

complexity of C-MOC as a new composing medium. Her concern with Media Specific 

Analysis may be particularly relevant to the current discussion of C-MOC as a process 
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and a medium. Media Specific Analysis (MSA) "attends both to the specificity of the 

form ... and to citations and limitations of one medium in another." She further 

explains that MSA "moves from the language of 'text' to a more precise vocabulary of 

screen and page, digital program and analogue interface, code and ink, mutable image 

and durably inscribed mark, texton and scripton, computer and book" ("Print" 69). 

Computer-mediated oral composing research is currently positioned primarily within the 

language of 'text,' depicting the process as either a remediation of an existing spoken 

genre (such as public speaking or conversation) into text or a transparent interface for 

speaking the written form of a genre. 

Hayles' work also helps shed light on the idea that VRT programs show agency 

when writers interact with them. She comments that "when we read electronic 

hypertexts, we do so in environments that include the computer as an active cognizer 

performing sophisticated acts of interpretation and representation." Regarding C-MOC, 

we can see the effects of this cognizance in examples such as Julie Perks, who admits that 

the language appearing on the screen during her exams was not fully her own-yet she 

found it acceptable enough to submit to her graders. Hayles also explains that this 

cognition is "distributed not only between writer, reader, and designer ... but also 

between humans and machines (which may or may not be regarded as separate entities)" 

("Print" 84). 

Hayles's Writing Machines, expands upon her discussion of Media Specific 

Analysis and again explains why we have not always considered the medium as 

intimately related to the message. She writes that "there has traditionally been a sharp 
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line between representation and the technologies producing them" and that literary 

studies in particular have "generally been content to treat fictional and narrative worlds as 

if they were entirely products of the imagination" (19). Hayles explains that "the power 

of MSA comes from holding one term constant across media ... and then varying the 

media to explore how medium-specific constraints and possibilities shape texts" ("Print" 

69). 

Several media studies figures who have directed their scholarship towards 

hypertext help lay the groundwork for a more medium-centered discussion of VRT as a 

rhetorical tool. Jay David Bolter and Richard Grusin's Remediation, for example, 

explores the complex relationships between technologies, and their ideas relate to the 

mediation of writing through speech in electronic environments. The authors argue that 

new digital media "are not external agents that come to disrupt an unsuspecting culture" 

but rather they "emerge from within cultural contexts, and they refashion other media, 

which are embedded in the same or similar contexts" (19). VRT, though an oral 

technology, of course emerged from a largely print-based culture and therefore in some 

ways seems to reference print-based writing rather than the practices of oral composition 

demonstrated by early oral composing. The authors state that a medium can be 

"aggressive in its remediation," trying to "refashion the older medium or media entirely, 

while still marking the presence of the older media and therefore maintaining a sense of 

multiplicity or hypermediacy" ( 46). As the authors explain, "Whenever we engage 

ourselves with visual or verbal media, we become aware not only of the objects of 

representation but also of the media themselves" (236). 
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In Writing Space, Bolter states that as we begin to move beyond print technology, 

"it is no longer appropriate to dismiss the visual history of writing .... " (63). Bolter 

points out that creating oral literature requires "a technical attitude toward the acts of 

composition and performance, a sense of difference from everyday speech" (57). In 

considering this history, compositionists will move beyond the more simplified allusions 

to keyboard replacements, dictation, and conversation. We will move toward 

acknowledging that in C-MOC, the mind itself is the writing surface, as it was for the 

Zulu, Xhosa, Homeric, and Irish poets referred to by Bolter (56), in that the writer is 

more removed from a physical external writing surface. In describing artificial 

intelligence as "simply another way to write with the computer (171 ), Bolter shows us 

how we get to the point of ascribing human traits to the technologies we compose with. 

Users of any computer program, he argues, find themselves "acting as if they were 

communicating with an intelligence rather than activating a series of instructions" (189). 

And, hence, we begin to talk to the computer and begin "to ascribe malice or good will to 

the machine" 189). 

Landow's Hypertext 2.0, also primarily concerned with electronic hypertext, 

provides some intriguing statements about the political nature of technologies and the 

ways in which they are used in educational settings. Stating that "electronic computing 

has obvious political implications" (279), Landow broadens his discussion from 

hypertext to all electronic media to ponder their democratizing potential. Concluding that 

hypertext systems are "antihierarchical and democratic in several ways," (281 ), Landow 

asks us to acknowledge how new media often do not take as long to be accepted by the 
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dominant culture as they once did. Therefore, he surmises, "the transition from print to 

electronic hypertext, if it comes, will therefore take far less time than did earlier 

transitions" (289). 

In commenting on hypertext, Johndan Johnson-Eilola writes in Nostalgic Angels 

that the technology "affords change but also encourages nostalgia" (22). He argues that 

we are not "completely free to construct hypertext according to our own whims nor 

completely under the sway of the technical system" (37). In investigating computer

mediated oral composing, researchers need to acknowledge that the technology will 

always reference the traditional practice of oral composition and remediating print 

through speech because of the programs' design. We also have the freedom as 

compositionists to create instructional practices for C-MOC that are specific to the 

medium rather than ones that are tied solely to dictation or print writing. 

Conclusions 

This chapter has reviewed scholarship concerning oral and literary traditions, 

disability, composition research, and medium theory to provide a necessarily 

comprehensive perspective on oral composition and computer-mediated oral composing. 

Exploring oral and literary traditions deepens our understanding of C-MOC's obvious 

roots in the oral composition. John Milton, Margery Kempe, Henry James, and Fyodor 

Dostoevsky provide a spectrum of authors who composed orally. Reviewing this 

tradition of dictation in the literary world reveals a host of authors who chose oral 

composing as a means of creating text. Their processes offer compositionists examples 

to work with in instructing students in the complexities of oral composing. 

58 



Concerning Ong's concept of secondary orality, we can see that C-MOC 

combines orality and print by forcing the writer to use the physical voice to communicate 

textually. This technology is, therefore, rooted in the traditions of print writing and 

dictation. Havelock provides discussions of memory in oral composition and warns 

against looking at writing as a single invention. Several researchers working with 

students and computer-mediated oral composing have explored ways of using stylistic 

and mnemonic tasks. These include predicting what words they will incorporate into 

their narratives and having the computer train these in advance of the actual writing 

session. And in creating these new instructional pedagogies, researchers indicate that 

computer-mediated oral composing is definitely "set apart" from the vernacular we use in 

conversation, print-based writing, or many primary oral genres. 

Sentiments such as those expressed by Innis, which play on a certainty of the 

boundaries between speaking and print, are currently being challenged as researchers 

study the oral elements of technologies. But Innis's comments offer a telling perspective 

that highlights attitudes toward speaking and writing. The review of orality theorists' 

consideration of issues creates a necessary historical foundation with which to consider 

C-MOC's impact on writing practices. 

Disability studies research helps explain the framework within which computer

mediated oral composing is often rhetorically constructed as a remedial and assistive 

process. Explaining the connection between disability and C-MOC shows how disability 

plays into current pedagogies of computer-mediated oral composing. Davis's 

foundational work on disability challenges us to see beyond the socially constructed 
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norms associated with language. Comments on oral composing by writers with 

disabilities (Perks, Diana, and Champlin) illustrate certain cognitive aspects of 

composing with VRT. These aspects include memorizing multiple versions of the text 

before speaking it and considering which errors to leave along or keep and how they 

affect the quality of the language in the text. 

Research on computer-mediated oral composing and individuals with disabilities 

also illustrates instructional paradigms we may draw from in the future. An entirely new 

pre-writing strategy was needed to aid students in all stages of the composing process. 

The concept of oral rehearsal that Wetzel discusses may be one we also adopt in 

integrating C-MOC into college writing tasks, as these tasks often involve complex 

demands related to secondary research and genre constraints. The scant representation of 

computer-mediated oral composing in composition research says a lot about how we 

view it either in terms of universal design or as an assistive technology. Our acceptance 

of C-MOC as both a process that brings benefits to writers with disabilities and one that 

has a wider appeal in writing courses should lead us to create appropriate C-MOC 

pedagogies. 

Composition process scholarship illustrates what is known about the place of oral 

composition in the classroom setting. Work by scholars such as Deem, Tebeaux, and 

Hillocks provides a foundation in this area. Process pedagogy is also a potential ally of 

C-MOC. This paradigm already embraces "talk" and "dialogue" as crucial aspects of the 

composing process. The terminology introduced by Flower and Hayes can be usefully 

integrated into discussions of C-MOC as we begin to look at it through the lenses of 
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memory, process, and task environment. Concerns with planning, translating, and 

reviewing, as well as with task environment, can ground qualitative inquiries into 

students' composing with C-MOC. 

C-MOC will certainly have an impact on the processes of pre-writing and free 

writing. But compositionists should take care not to focus too heavily on free-writing as 

the primary benefit for students using VR T programs. Instead, researchers should widen 

the scope of inquiry to all stages of the composing process in order to develop informed 

pedagogies for C-MOC. 

Drawing from Kellogg's work, compositionists must take into account that speed 

and fluency may not be the greatest indicators of adult writers' comfort with a VR T 

program or its practicality as an aid to composing. This is because adult writers in 

composition courses often work with many competing high-level cognitive processes 

related to the multiple demands of their writing tasks. So when we look at students' C

M OC generated texts, we may want to study them on both of the level of how coherently 

they orally articulate their ideas syntactically and the level of how well thy can orally 

manipulate their domain knowledge in their text. 

Tebeaux's emphasis on the planning aspect of oral composition should be · 

reintroduced as we consider ways of teaching C-MOC to students. Whereas the use of 

outlining may not be emphasized heavily in composition courses, the sentence outline 

may actually figure in productively in C-MOC activities as students work to develop 

proficiency in this new medium. 

At this point, we have no hard evidence whether or not students using C-MOC 
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consciously or subconsciously use their more conversational styles to compose orally. 

The question of how genres are filtered through a hybridized form of spoken text 

production will, admittedly, take several more studies and require us to gather data from 

the students' own perspectives before we derive assumptions about grammatical aspects 

of computer-mediated oral composing. We must also consider that, with the emergence 

of C-MOC as a hybrid writing process, we may need to show more leniency concerning 

the ways students' spoken intonations, especially in terms of punctuation, may show up 

in their texts. Following the suggestion of Danielewicz and Chafe, we may even see 

some positive rhetorical benefits of the use of spoken features in oral composition. 

Medium studies complicate simpler comparisons between dictation and computer

mediated oral composing. This field also takes the concerns of the orality theorists into 

the present and helps to illustrate C-MOC as a mediated and complex electronic 

environment in which the computer literally acts as a co-writer. This field also extends 

the concerns of composition studies into the area of electronic mediation. Keeping in 

mind Hayles' statements concerning the computer as an active participant in 

representation and interpretation, the similarities with the way medieval scribes and C

MOC are depicted leads me to a comparison of the two. 

A C-MOC program functions as an "inscription technology," a term Hayles uses 

to denote a device that initiates "material changes that can be read as marks" (24). User 

narratives of C-MOC tend toward referencing the program's active manipulation of their 

words in the attempt to guess what is said. Compositionists may need to complicate the 

metaphor of a C-MOC program as simply a listening person and replace it with the 
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metaphor of the scribe (who, as Staley Johnson pointed out, often left her/his marks on 

the dictated text), as it seems more in keeping with the reality of the interaction. 

Landow comments that the history of print culture and technology indicates that 

"if hypertext becomes culturally dominant, it will do so by enabling large numbers of 

people either to do new things or to do old things more easily" (289). C-MOC's dispersal 

and acceptance is still in progress, and, like electronic hypertext, it has overt 

democratizing potential with regard to writers with disabilities. 

C-MOC involves a complex process of mediation much different from simple 

dictation- the computer's guess work, in fact, comes from deeply embedded Hidden 

Markov Models and algorithms that transform speech into visible text (Jelinek 9964). 

The code within any C-MOC program, though invisible to writers, works actively with 

our speech to cull out probable meaning from a pre-programmed index of words and 

phrases. And so, in employing Hayles' concept of Media Specific Analysis, we will also 

be able to note the limitations of trying to mediate the traditional process of dictation 

through an additional electronic medium. Whether the term we hold constant through the 

medium is "writing," "dictation," or "talking," we have to sift our current definitions of 

those terms through the mediation of C-MOC and consider how the oral and electronic 

features change both process and product. Jay David Bolter's work on hypertext and 

electronic writing in particular can help examine the claims about mediation and 

transparency that we see in some C-MOC training materials. It seems logical to also 

expand his observations in Writing Space to the oral/aural history of writing when 

considering C-MOC, as it indicates specific techniques different from print composing. 
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In studying the representation of VRT programs in training manuals, I have noted 

comparisons between VRT and humans, such as the following one from Dragon 

Naturally Speaking for Dummies: 

Naturally Speaking is a bit like the secretary of old movies who quietly takes 

dictation and then types it up without a single spelling error. It's also a bit like 

today's real-life secretary (although sadly lacking any decorative body piercing) 

who not only types and spells perfectly, but edits and formats your documents, 

helps you proofread, and transcribes dictation from your portable recorder. (58) 

Dragon Naturally Speaking user and training manual author Dan Newman hints at a 

similar assimilation bias when recounting how, after his repetitive strain injury, "unable 

to afford a secretary, I turned to speech recognition software as a keyboard replacement" 

(160). Here, again, the assumption is that VRT is a replacement for a secretary rather 

than a completely new mode of composing. 

The link between human-to-human and human-to-machine dictation is, of course, 

a necessary and obvious connection in assimilating what we know about oral composition 

into C-MOC instruction. But we must consciously consider our assimilation bias in 

creating training pedagogies for C-MOC. Designers of VRT programs must have had 

improving on dictation in mind when they began to develop VR T. But this does not 

mean that we should not question the existing narratives and training rhetoric in the hope 

of creating new representations of the benefits of VRT that take into account its non-print 

-based features and potential. The benefits of investigating C-MOC through the lenses of 

oral and literary traditions, disability, composition research, and Medium Studies are 
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many. These lenses allow us to see the reality of the mediation that takes place with C

M OC and open up new possibilities for discussing the boundaries between speaking and 

writing for our students. 

Chapter Three will explore past and current methods of training writers to work 

with C-MOC in order to foreground an ethnographic C-MOC study I conducted with 

three composition students during the Fall 2004 semester. The chapter will also provide 

a review of some of the most influential C-MOC training materials that have been 

implemented in primary and secondary education. 
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Notes to Chapter Two 

1 There have been challenges to Ong' s work, as Lester Faigley explains. For 

example, Ong is accused of positing that those from oral cultures are unable to achieve a 

higher consciousness that literacy provides "because literacy is not merely necessary for 

gaining access to knowledge but is a prerequisite for the cognitive operations required in 

a technically advanced culture (201 ). Also, Faigley points to Beth Daniell, who "has 

demonstrated that Ong' s theory contains the same weaknesses and ethnocentrism as 

Farrell's [former student of Ong's]" (202). Still, for the sake of this study, Ong's ideas 

are crucial in anchoring the discussion of C-MOC in the conversation on the changing 

technologies and uses of writing because of his insight into emerging oral/aural 

technologies. His concern with the talked book is particularly relevant in that he 

discusses the implications of using talk for the purpose of creating a print text. 

2 The differences between speaking and writing have also been considered at 

length by linguists who have both argued for the primacy of one over the other and 

striven to chart their contrasts. Although linguistic theory is not central to this study, it is 

worth mentioning that some of the most comprehensive work comes from Douglas Biber. 

Biber' s quantitative and qualitative analysis of spoken and written characteristics of texts 

reminds us that there is no valid generalized binary. Biber does concede, however, that 

because spoken language "is produced and comprehended as an ongoing process, it is 

characterized by an 'intricacy of movement [and by] complex sentence structures with 

low lexical density (more clauses, but fewer high-content words per clause)"' (113). 

Biber' s assertions may be of importance when producing guidelines for writers who wish 
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to compose with VR T. Leonard Scinto also surveys the research on oral and written 

language and provides a continuum that marks written language as possessing less 

contextualization and interactive potential but more "preservability" than oral language. 

C-MOC, although a process dependent upon orality, creates preservable text. Therefore, 

preservability is one factor that creates a blurred line between traditional notions of 

speaking and writing and will serve as a key element in challenging certain assumptions 

about C-MOC and its relationship to traditional oral composition. 

3 Interestingly, one of Davis' s arguments posits that silent forms of writing are the 

marginalized ones, as most communication in society takes place orally. Davis takes to 

task the audist assumption that "to be without spoken language is to be without 

intelligence, like a ' dumb' animal" (118). Davis also contends that "by a false chain of 

metonymy, the writing process comes to reside inside the throat and mouth" ( 119). But 

the dominant speech genres he seems to refer to exist outside contemporary composition 

classrooms. "Since it is assumed," he writes, "that the dominant sign production will be 

oral and sign reception will be aural, then the deaf are seen as bereft of language, hence 

humanity" (118). This ableist preference for oral/aural sign production and reception 

does not, however, apply to the writing process across the boards in composition 

classrooms. This privileging of speech also does not seem to be the assumption in most 

current composition scholarship, where the oral composing process remains either 

ignored or presented as a remedial building block on the way to other literacies. 

4 When we look at C-MOC as having its roots in a currently marginalized writing 

process, we may note connections between oral composition' s marked status and research 
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by disability theorists on the concept of stigma. Lerita M. Coleman's "Stigma: An 

Enigma Demystified" argues that stigmas differ depending upon the time period and 

culture into which we are all born, and that, furthermore, "it is mere chance whether a 

person is born into a nonstigmatized or severely stigmatized group" (217). C-MOC 

sometimes functions as a stigmatized writing process in early twenty-first century 

American colleges, where the silent manipulation of text is seen as a sign of maturing 

literacy skills. 

5 The writing process movement, which began around 1971 (Perl xii) and 

spawned much scholarship and several schools of thought on how writers compose, 

affords this study a rich body of work to draw from in exploring C-MOC as a form of 

composition. Several researchers offer basic definitions of "writing process." The 

"writing process," writes Lad Tobin, refers to "an emphasis on the process, student 

choice and voice, revision, self-expression" ( 5). Lisa Ede refers to the writing process as 

"a phenomenon whose richness and complexity we have yet to acknowledge" (35). 

Tobin also states that the term "writing process" has mostly "come to mean a critique ( or 

even outright rejection) of traditional, product-driven, rules-based, correctness-obsessed 

writing instruction" (5). And Frank D' Angelo describes the writing process as "a 

movement from an undifferentiated to a differentiated whole" that "repeats in microcosm 

the history of the evolution of consciousness" (79). These scholars all point to the vast 

nature of the composing process as well as the opportunity for critiques of traditional 

pedagogies for writing instruction. 

6 Mike Rose writes that "certainly there are bioanatomical and perceptual 
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differences between speech and writing-differences in the way each is acquired, 

produced, and comprehended." But Rose warns against a speaking/writing dichotomy. 

He writes that an orality-literacy continuum makes compositionists focus narrowly on the 

modes and channels of communication "in a way that can (a) imply a distinctive 

uniformity to oral modes vs. written modes and (b) downplay the complex interaction 

among human motive, language production, and social setting" (291). Rose's point here 

helps to show why a narrower imposition of writing conventions upon C-MOC, such as 

assertions that paragraph or outline development via C-MOC must rigidly conform to the 

most current-traditional notions of paragraphing and arrangement, does not acknowledge 

the wide range of genres and purposes a student may be writing for. 

7 Moffett's 1982 "Writing, Inner Speech, and Meditation" argues that "authoring 

is working up a final revision, for an audience and a purpose, of those thought forms that 

have surfaced to the realm of inner speech" (231 ). His suggestions that in ordering the 

"chaos" of inner speech, we may "use composition to achieve composure" and that the 

most important thing a writer must know is "how he or she does think and verbalize and 

how he or she might" (234) has implications for oral composition. This idea encourages 

a kind of metalinguistic understanding of how students' inner speech is vocally 

verbalized into text. I do take issue with his sequencing of writing process stages that 

implies that in order to achieve the "composure" of composition, one must move from 

speech to silence. He writes that "it [his possible sequence of methods of teaching writing 

based on meditative techniques] starts in the pre-verbal, with gazing, ends in the post

verbal, with silence, and runs from uncontrolled to controlled mind" (236). Moffett's 
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emphasis on the move from speech to silence as the sign that a writer has achieved 

controlled inner speech may be challenged by C-MOC. In C-MOC, the writing process 

can involve a less mediated form of inner speech and much less silence at every stage of 

text production. 
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CHAPTER THREE 

METHOD AND PROCESS OF THE STUDY 

This chapter discusses an inquiry that explores dimensions of the fifth research 

question: What are the potential benefits and implications of including the use ofVRT as 

a communication tool? In focusing on ethnography as a site for investigating writers ' 

interaction with C-MOC, this section of the study extends issues of practice. In focusing 

on methods for this inquiry and past examinations of computer-mediated oral composing, 

the chapter first provides a description of the methods and process of an inquiry 

conducted during the Fall of 2004, in which three participants used Dragon Naturally 

Speaking Standard Version 7 to produce two documents. The rationale for the inquiry 

was to include the participants' voices and have them explore C-MOC as a composing 

medium. 

Studies of computer-mediated oral composing have already been conducted using 

elementary and secondary writers with disabilities as participants. But these studies 

cannot address the unique challenges faced by college writers who must respond to 

diverse rhetorical challenges. What this inquiry adds to the growing body of knowledge 

on C-MOC is a more specific focus on the writing process in action. The inquiry focuses 

on the participants' production of specific genres for various rhetorical situations. This 

knowledge will be of use in the future implementation of C-MOC into a wide spectrum 

of college level writing assignments. 
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What this inquiry will add to the conversation on C-MOC training goes beyond an 

analysis of the texts produced by participants using this medium. Therefore, the inquiry 

also focuses on commentary from the participants themselves, which was offered as they 

worked to make meaning in this new writing environment. In the analysis of the 

composing transcripts, areas of interest include the participants' use of commands as well 

as their use of audience, purpose, and technique. Another important of the participants' 

composing process is the automaticity with which they began to speak commands during 

invention stages. There was an advantage to focusing on three participants because of the 

amount of time the researcher could spend observing the process of each one. 

Before discussing in detail the methods and process of this inquiry, this chapter 

offers a discussion of training materials for computer-mediated oral composing geared at 

both young and adult writers. These projects are groundbreaking. Their relevance within 

the realm of college composition needs should be addressed in a forum that highlights 

their methods through the lens of practical concerns about the writing process. 

There is a synergy among the issues of theory and practice detailed in the 

previous chapter. They all work together to highlight the cultural and linguistic issues 

related to incorporating and teaching C-MOC so that we do not marginalize its 

significance as a writing process. These issues' synergy also extends to methods of 

investigating C-MOC. Research on orality and literary traditions helps in exploring the 

cultural issues related to dictation and forms of oral composition that portend C-MOC. 

Disability studies helps us explore the assumptions concerning VR T as solely an assistive 

technology and to recognize the importance of its use for writers with and without 
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disabilities. Disability studies also helps us explore a marginalization of oral literacy and 

composition that is prevalent in earlier scholarship. Doing so allowed me to represent C

MOC in my study as a complex practice of literacy involving mechanics vastly different 

from those of silent composition. Composition process scholarship brings a necessary 

vocabulary and body of scholarship dealing with the teaching and study of the writing 

process related to print and electronic writing practices~ Process theory also helps us 

break down the ways in which the changes in planning, invention, and the use of memory 

may be of use in integrating C-MOC into our classrooms. Medium Studies indicates that 

we need to look at C-MOC's features as an electronic writing environment in order to 

bring a deeper appreciation of the medium and its effects on planning, memory, and 

invention. Medium Studies compelled me to urge the study's participants to consciously 

explore as many aspects of C-MOC's mediation as they could. 

Chapter One laid out several research questions related to C-MOC. Some dealt 

with a more theoretical grounding of C-MOC in the tradition of oral composition. Others 

dealt with the practical application of C-MOC in the college writing environment. 

Addressing the fifth question allows me to further address practice and method. In 

discussing the design of past research on computer-mediated oral composing, I present 

the methods of qualitative studies that influenced the design of my investigation. 

Past Methods for Inquiry into Computer-Mediated Oral Composing 

In designing and carrying out my inquiry into C-MOC at the college level, I 

was influenced by the methods and findings of several long-term educational C-MOC 

studies. Some corporate training materials do address aspects of the composing process 
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(see Appendix A), but this chapter focuses on materials created from educational 

projects. The texts and programs discussed in the latter part of this chapter are: the 

multimedia and web-based training materials put together by Scotland's CALL Centre, 

the BECTA/DFEE Project that focused on C-MOC for secondary students with 

disabilities, and the Speaking to Write Project, carried out from 1997-2000. Each one of 

these, in varying degrees, discusses the process of C-MOC either through the lens of 

personal experience or through educational research. These projects were long term 

inquiries into the impact of C-MOC on the writing process of younger students. These 

training materials are included here rather than as part of the literature review because 

they are rich primary sources that focus largely on the benefits of C-MOC for student 

writers and writers with disabilities. 1 

Communication Aids for Language and Learning Centre (CALL) 

The Scotland-based CALL Centre works within the paradigm that considers VRT 

an assistive technology and focuses on the composing processes of young students with 

learning disabilities. The CALL Centre's web-based materials actually include video 

clips of children working with C-MOC and giving their own input on the frustrations and 

benefits associated with the medium. The researchers explain that speech recognition has 

been presented as a '"panacea' for people with dyslexia and other writing difficulties" 

and that some students have used voice recognition successfully for essays and exams. 

Additionally, the researchers endorse C-MOC in stating that "the use of this technology 

has helped them to overcome their difficulties and go onto higher education" ( 1 ). Their 

methods of gathering and presenting information on C-MOC involve extensive student 
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participation in the presentation of the findings. The methodology for CALL researchers 

included conducting brief taped interviews with young participants. It is a kind of action 

research. Although it is not necessarily an ethnography, this project does go along way 

towards including the experiences and voices of the participants. The Centre's many 

training materials for Dragon Naturally Speaking also focus on agency and medium, but 

these go further to provide specific suggestions for a delivery style when speaking: 

Speak the phrase or sentence clearly with a comma or full stop. Use a 'dictating 

voice', speaking slightly more slowly and carefully than you would for 

conversation. Try to speak like Eddie Mair, the newscaster-you can speak with 

an accent, but you must be clear and distinct. Avoid running words together, or 

letting your voice tail off at the ends of sentences. (32) 

Suggestions to speak like a certain individual actually bring to mind the eighteenth 

century elocutionary movement in rhetorical history, during which rhetoricians such as 

Thomas Sheridan and Gilbert Austin produced formulaic, illustrated manuals on how to 

deliver an oration (Bizzell and Herzberg 879-890). Though we do not want to present 

our college composition students with a canned style for creating text, CALL' s 

instructions do highlight the need to address issues of voice with our students. The 

CALL Centre's methods of using participant interviews brings the voice of the writer into 

the data and offers a metalinguistic, visual, and aural account of making meaning with C-

MOC. 

British Educational Communications and Technology Agency (BECTA) 

The British Educational Communications and Technology Agency (BECTA) 
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completed a two-year study (April 1998-March 2000) focusing on VRT use in 

educational settings. The Dfee/BECT A SEN Speech Recognition Project, similar to 

those carried out by Speaking to Write and the CALL researchers, focuses on C-MOC's 

uses for secondary students with disabilities. The primary research question for BECTA 

scholars was this: "Do the systems really work and if they do, how can they work most 

effectively for pupils with special educational needs?" In order to carry out the project, 

BECTA researchers were given 100,000 pounds by the Department for Education and 

Employment, which was used over a period of two years. The agency identified 12 

centers for implementing C-MOC and made sure each was provided with funding. 

Although some studies have avoided the issue of VRT's effectiveness with different 

dialects, these researchers sought, as one of their criteria, to have "a wide geographical 

spread in order to compare the systems with different accents." They were also looking 

for ranges in ability and age, a balance between experienced and new users, and wanted 

to focus on both schools and SEN support services (3). BECTA researchers state that 

although they encountered numerous technical difficulties, they noted that students were 

better able to "think through their ideas" and that controlling the PC through speech 

recognition gave them "the ability and time to structure their thought" (5). 

The BECTA researchers state that "there is no doubt that the software works and 

can liberate many learners by allowing them to produce text in greater quantity and 

quality than by any other method" ("What are Speech Recognition Systems?"). For those 

involved in disability studies, the use of the word "liberation" may bring to mind the 

language which presents assistive technology as rescuing a writer from failure. i 
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However, the findings do point to some promising benefits for writers with disabilities. 

One is that C-MOC allows visually impaired students more independence in their 

composing ( 6). 

One finding, although BECTA admits it is difficult to evaluate empirically, is that 

"pupils appeared more willing to experiment with content and layout, producing more 

elaborate and extended pieces of writing with a wider range of vocabulary and sentence 

structure." Additionally, in a section devoted to C-MOC's affects on students' literacy, 

the researchers write that "because the students needed to develop dictation skills, they 

became more able to bullet-point and draft out ideas more quickly." Interestingly, the 

researchers point out that ( at least at the time of the study) examination boards forbade 

the use of VRT in exam situations, stipulating that C-MOC use is reserved for 

extraordinary circumstances in Scotland (5-7). 

The researchers detail their findings under various subject headings. Though I 

will not recount them all here, it is interesting that under the heading of "literacy" the 

researchers comment that one benefit ofVRT was that C-MOC encouraged students to 

use punctuation more correctly. This comment highlights the need for a definition of 

terms when investigating C-MOC. Literacy, for compositionists, is of course a sticky 

concept whose definition is not only debatable but also ever changing because of 

emerging technologies. They also write that "by the end of each session there was a 

noticeable improvement in articulation and voice projection (6)." As compositionists, we 

might not think of the stylistic things specifically in terms of literacy, as BECTA has 

done. However, because training and punctuation is going to have to be a major element 

77 



of training in C-MOC, we will have to start integrating punctuation back into our 

conception of the composing process when C-MOC is involved. 

Speaking To Write: A Three-Year Project 

The Speaking to Write Project, which lasted from 1997-2000, and was funded by 

a grant from the National Institute Disability Research and Rehabilitation), was an 

endeavor begun by Dr. 's Bob Follansbee, Patricia Corley, and Lucy Lorin to both study 

the benefits of discrete VRT for middle and secondary students with disabilities and to 

produce training materials for educational professionals wishing to integrate C-MOC into 

their classrooms. Their work produced a print manual and the prototype of an interactive 

cd-rom designed to train younger students to use VRT. The project also resulted in the 

"spk2wrt" listserv, through which educational professionals as well as parents of students 

with disabilities and C-MOC users converse about C-MOC training/writing issues. The 

manual is described as "a hybrid of theoretical information and training tools" (10). 

Examination of this project deals with the authors' methodology, their concerns with the 

medium, its effects on the writing process, and their stance on C-MOC as a rhetorical 

technology. 

The "Speaking to Write" Project's designers list the reasons that student writers 

with physical and learning disabilities are often labeled "academic failures" (13), and 

view C-MOC as offering "an opportunity to reverse the cycles of failure that writing 

difficulties can perpetuate" (13). These materials are built around the idea that VRT 

offers a way out of being rendered unable to communicate effectively in writing because 

of a disability. The individual case study results support this outcome. This framework 
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is entirely appropriate for the scope, audience, and participants in this project. 

The Speaking to Write manual provides several guidelines for training students to 

use VR T. The bulk of the manual details the technical aspects of training a VRT 

program (i.e. creating a voice file, learning commands, etc.) The authors urge readers to 

remember that speech recognition "is not fundamentally different from other modes of 

writing," and assert that the three "inter-related learning processes" that go on in C-MOC 

are "mastering the system, composing through oral dictation, and formulating written 

language" (32). Still, we know from medium theorists Joshua Meyrowitz and N. 

Katherine Hayles that the medium always affects the product. Additionally, we know 

that the layers of code and mediation do in fact lead to a different kind of process. In an 

email correspondence concerning my study, Speaking to Write researcher Bob 

Follansbee stated: 

I do think the formal compositional processes are a bit more complicated now 

with continuous speech technology: the line between conversation and 

composition is that much less distinct. For at least some of us who do not produce 

well-organized text in normal conversation and who are inveterate tinkerers with 

our written language, SR poses some great challenges in producing writing. (For 

example, I backed and rewrote/typed the previous sentences several times before 

settling on my phrasing, and indeed, my point). ("Re: Dissertation on Oral 

Composition and Voice Recognition") 

Follansbee observes that recursive writers who rewrite and revise their sentences as they 

compose may have more trouble with C-MOC. His point leads back to Danielewicz and 
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Chafe's assertion that we must consider how to evaluate prose in which spoken elements 

make their way into the text. It also brings to light the question of how to pedagogically 

approach bridging the gaps between "well-organized text" and "normal conversation" to 

help students use C-MOC. 

One qualification the "Speaking to Write" authors provide to the idea that 

computer-mediated oral composing is just another way to create text concerns the need to 

constantly turn the microphone on and off (the commands for this are: "Go to sleep," and 

"Wake up"). They write that "for some students it may be distracting and interfere with 

his or her ability to focus on writing" (29). The difference between computer-mediated 

oral composing and other forms of writing stems partially from the added demand that 

students learn a new set of verbal commands for use during the writing process. 

The authors argue that when writers are beginning to use the software, it is good 

to begin with simpler tasks. Then, once the writer has developed some confidence with 

composing orally, the demands of the assignment may be increased (31 ). These 

guidelines are ones that aided me in the design of my inquiry, in which informants moved 

from a freewrite narrative to a more structured academic task. This training paradigm 

provides useful information that can be applied to teaching composition courses or 

individual writing C-MOC tasks. For example, just as some scholars of basic writing, 

such as James Deem, advocate allowing students to dictate text at first because they are 

more familiar with and fluent in the mechanics of speaking, we may find that in C-MOC, 

students need time to move from more familiar to less familiar genres. We may start by 

having students dictate low-stakes writing tasks that do not encompass a large portion of 
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the students' grades. These first low-stakes C-MOC tasks may first ask students to 

dictate a letter or email to a friend on some rhetorical topic related to an ongoing project. 

Integrating C-MOC in this way would give compositionists greater freedom to introduce 

C-MOC at whatever point they wish to in the term. As the semester goes on, students 

may be asked to dictate longer project incorporating research and secondary sources. 

Because we realize that the writing process in college composition does often encompass 

research, it would also be important to have students use VRT to search the internet and 

library databases for sources relevant to their own projects. 

The Speaking To Write researchers provide recommendations for C-MOC 

instruction which parallels most compositionists' concern with content over mechanics. 

They warn that instructors should not overemphasize the problems associated with 

grammar and mechanics. Instead, instructors should begin by supporting the increase in 

the quantity of writing produced as well as the work on higher organizational issues, 

"while helping students come to a gradual appreciation of the importance of writing 

mechanics" (99). Still, because college composition does tend to demand a quicker grasp 

of mechanics and syntax that increases with the level of the course, compositionists may 

be more inclined to adopt a sort of hybrid process, in which students but edit by hand to 

eradicate computer-generated spelling or punctuation errors. 

Method of the Study 

During the Fall 2002 semester, I completed an independent study course that 

concentrated on research methods in rhetoric and composition studies. Though a range of 

methods were covered during the term, the primary area of intense study and interest was 
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ethnography. Thus, I felt prepared to plan and conduct an inquiry of C-MOC that 

employed familiar methods. Because we tread new ground with C-MOC, we must focus 

on process as well as product in order to develop instructional methods for composing 

orally in different genres. The ethnographic method, like the methods of the other 

training materials discussed in this chapter, is qualitative. The data gathered for this 

inquiry came from field notes, surveys, recorded composing sessions, and the texts 

completed by the student participants. 

The inquiry employed elements of ethnography to include participants' voices and 

allow the researcher collaborate with them on shaping instructional discourse on C-MOC. 

Ethnography is a kind of field research that has gained popularity in composition studies. 

The ethnographic framework was chosen because it allows the researcher to (1) reflect on 

her own subjectivities in relation to this topic, (2) have the student participants infuse 

their voices into the findings and representation of data, and (3) explore C-MOC beyond 

the narrower bounds of textual analysis. 

Ethnography in a broad sense refers to "a qualitative research method that allows 

a researcher to gain a comprehensive view of the social interactions, behaviors, and 

beliefs of a community or social group" (Moss 155). Amanda Coffey explains in The 

Ethnographic Self that ethnographic practice relies on an exchange of selves, voices, and 

lives, that it is about "personal communications, face-to-face interactions and encounters" 

and that it "is then about the writing and representing of these" (130). Thomas Lindlof 

writes that the term "ethnography" does not necessarily refer to one single or kind of data 

analysis, even though most ethnographers employ some kind of participant observation 
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(19). Although observation of the informants as they compose is a large aspect of the 

study, the inquiry uses ethnography to allow the informants as much of a voice as 

possible in the study. In keeping with the terminology used by ethnographers and field 

workers, the term "informants" will be used to refer to the student participants and 

"consultant" will be used to refer to the primary researcher (Sunstien and Chiseri-Strater 

19). 

James Potter, in synthesizing the work of Atkinson and Hammersley, states that 

ethnography has four features: 

• Ethnography is inductive instead of deductive. 

• Ethnographic data are open to several interpretations and "are not 

collected in a closed set of analytical categories." 

• The Ethnographic investigation focuses on a small number of cases, 

sometimes as few as one case. 

• Ethnographic analysis involves the interpretation of human language and 

action (51 ). 

Ethnographic researchers, Potter states, "almost always use the data-gathering 

methods of observation and interview" (52). This inquiry made use of surveys and the 

taped composing transcripts, both of which provide a well-rounded picture of 

composition in action. In adopting ethnography for a composition related study that is 

fairly small in scope, the study also adheres to compositionist Beverly Moss's 

description, which states that ethnographies in composition scholarship are "generally 

topic oriented and concerned more narrowly with communicative behavior or the 
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interrelationship of language and culture" (156). Though I had an interest in how the 

informants interact with C-MOC as a medium and its effects on their processes and texts, 

I was also concerned with their standpoints in the culture of college composing and how 

these affect their attitudes toward oral composition in general. Their survey responses 

and comments made during the recording sessions support the effort to uncover this 

information. Observations of how they collaborated with me to conceptualize C-MOC's 

impact on communication comprise a large part of this ethnography. 

Composition researchers Janice Lauer and J. William Asher explain that in an 

ethnography of composition, researchers "generate hypotheses, validate them by 

returning to the data, and produce 'thick descriptions, ' detailed accounts of writing 

behavior in its rich context" (39). The consultant fulfills the role of participant observer 

rather than observer "outside the scene" ( 41 ). The research process Lauer and Asher lay 

out for ethnographers is called triangulation. First, ethnographers locate and define the 

environment they wish to study. Second, they "plan ways of varying their observations 

and gaining multiple perspectives by mapping the setting," choosing and maintaining 

relationships with observers, and setting up a long period of study ( 40). This inquiry, 

however, was conducted over the fairly brief period of two weeks. The reasons for this 

brief duration are discuss later in the chapter. 

Ethnography is also appropriate as a research method in this case because it 

embraces reflexivity and acknowledges the relationships between the researcher and the 

researched (Davies 4). Elisabeth Chiseri-Strater writes that for ethnographers, "how we 

are positioned is part of the data" (116). Throughout the analysis of the data gathered 
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during the inquiry, the consultant reveals the ways in which her subjectivity functions as 

part of that data. Chiseri-Strater also suggests that ethnographers and researchers 

working with case studies acknowledge their own terministic screens. Positionality, she 

explains, includes culture, race, and gender, and these elements "require textual 

disclosure when they affect the data" ( 116). She also suggests that we conduct research 

with our students in not on them, and she warns against distorting data by trying to 

remain objective (118). In making ourselves objects of study within our research, we can 

help our readers see that we consider ourselves situated. All of these points have guided 

the way this inquiry was conducted. 

One crucial point that Chiseri-Strater brings up is that researchers in composition 

studies often shuttle back and forth between composition based methods and of the social 

sciences. This creates a kind of methodological pluralism. In including an ethnographic 

stance in this research, the inquiry borrows from a method more closely associated with 

the social sciences and popularized by scholars such as anthropologist Clifford Geertz 

and literacy researcher Shirley Brice Heath. Geertz, in fact, recommends looking to 

anthropological methodologies in performing inquiries for rhetoric and composition 

research. He states that "for a field that looks to be somewhat interstitial like rhetoric and 

composition (it seems somewhat like anthropology: a bit of a mule, a bit of everything), it 

would seem very unwise to hedgehog and to say you're not going to do certain things" 

(qtd. in Olson 259). Using ethnography allowed me to collaborate with informants and 

acknowledge to them my own subjectivities rather than simply collecting data and 

presenting a textual analysis of their product without concern for their personal 
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experiences with the project as a whole. 

Though a user of C-MOC for the past three years, I had not worked formally 

with other participants in this composing medium. In using an ethnographic 

methodology, I noted the tension between "strangeness and overidentification" ( Coffey 

23 ). Coffey explores the varying conceptions of the researcher self. She takes the stance 

that in ethnographic research the "self can be at one and the same time involved and 

distant." Remaining distant for the duration of the project was not a realistic goal. As the 

consultant, I was, of course, responsible for training the informants in the use of a new 

writing tool and also for reacting to their frustrations and questions during the composing 

sessions. These roles were blurred in terms of both my familiarity with the technology 

and my wish to remain as estranged as possible so the informants could come to their 

own conclusions. Amanda Coffey comments on this issue of blended roles in 

ethnographic research: 

Ethnography is more often conducted by members of a culture or related 

cultures, then by complete strangers. Moreover cultures are not in themselves 

homogeneous, and never were. So who is a stranger or a member, an outsider 

or an insider, a knower or an ignoramus is all relative and much more blurred 

than conventional accounts might have us believe. (22) 

As an instructor of composition courses these students had taken, I was more of an 

obvious insider than an ignorant observer in the culture of composing. I knew how the 

technology worked for me as a writer and how I hoped it would work for the informants. 

Not having observed participants composing in this environment, I began with a blank 
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slate in terms of hypotheses and predictions of their experience with the medium. The 

survey questions posed to the informants were designed to allow them to discuss C-MOC 

at a metalinguistic level. The composing transcripts reveal the composing behavior itself. 

Therefore, the voices of the informants are included in two formats that allow them to 

present the fullest possible picture of their composing experience. 

The selection the informants concentrated on theoretical qualifications, rather 

than ones that are data-driven. The term "theory-driven qualifications" comes from 

Jeffrey Johnson. Johnson explains that theoretical qualifications emphasize theory and 

guide "selection of informants in terms of such things as status, role, position, expertise, 

category or subgroup membership, dimensions, and even knowledge" (38). In other 

words, I consciously chose my specifications for informants' selection rather than letting 

them emerge gradually. For example, the informants were to be Texas Woman's 

University students who had already completed our first year composition course 

sequence. I distributed a flyer to two classes describing the parameters of the inquiry and 

asking for interested students to contact the consultant. The informants were willing 

volunteers. Their status within the university was to be somewhere between first-year 

and senior-level. Their subgroup membership, expertise, position, role, and category all 

lead back to their having participated in first year composition courses at Texas Woman' s 

University. This shared expertise gave them a similar foundation in producing various 

genres of discourse. 

This inquiry was also influenced by principles of ethnography and protocol 

analysis. As Heidi Swarts, Linda Flower, and John Hayes explain, "protocols give us a 
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window in on the process and capture in rich detail the moment to moment thinking of 

the writer in action" (53). In a typical protocol analysis, a subject is given a writing task, 

a set of instructions, and writing materials. She or he is then asked to record aloud 

everything he or she thinks as the writing is going on. After the composition is finished, 

the protocols are transcribed and parsed according to however the researcher wants to 

divide the transcription into units, which may be lines and clauses, processes such as 

translating and planning, or entire composing episodes. The researcher essentially 

analyzes "a writer's unit of concentration and changing goals" (56). It is up to the 

researcher whether or not to leave the environment while the writer is composing. 

Because this inquiry was ethnographic, I chose to remain with the participants during 

most of the composing. I did so in order to observe and help them with any questions or 

technical issues as well as to support them during the more frustrating moments. 

Participants were asked to comment on every aspect of the writing process as best 

they could. In transcribing the participants' transcripts, it turns out that they did not often 

directly comment on the composing process as it happened. However, we can note the 

moments during which they used an error to create a different phrase or to erase what 

they had originally said in favor of different words. Although we began with the idea of 

having everyone comment on their composing process as it was happening, this attempt 

at producing verbal protocols proved impossible. It became more feasible to have 

participants simply do their best to respond to their prompts without the burden of 

speaking for two distinct purposes, composing the text aloud and commenting on the 

process as it occurred. Therefore, these protocols differ from those used by Flower and 

88 



Hayes in the late 1970's and early 1980's in which participants were able to write silently 

by hand but also speak to convey their thoughts on the process. 2 

Protocol analysis, according to the authors, "has the advantage of giving access to 

a deep and broad pool of information about the writing process without unduly distorting 

it" (55-56). I have chosen primarily to attend to looking at the participants' transcripts in 

terms of the processes of translating, reviewing, and planning stages. These are the most 

helpful concepts afforded by the method of protocol analysis. One rationale for 

considering protocol analysis as a method of inquiry into C-MOC is that protocols "are a 

good resource for exploring uncharted territory" (65). Close studies of C-MOC writing 

behavior enhanced by protocols will offer a clearer view of participants' ability and 

willingness to adapt to the mediation of the technology. 

In Chapter Four, I include comments by the informants concerning their 

experience of the process. The inclusion of this commentary is also guided by Peter 

Mortensen's statement that "given the immediacy of talk to writing, then, we need to 

consider talk about writing a domain of special inquiry in composition studies" ( 105). 

Mortensen explains that "writers in oral dialogue pose numerous possibilities for analysis 

that extend beyond the commonplace" and comments that these dialogues are both 

intersubjective and intertextual." Intertextuality "works against notions of textual 

autonomy and unity" and suggests that "all texts are related through the references they 

make to one another .... " (118). Essentially, Mortensen feels that analyzing talk about 

writing can show us how texts are socially constructed and that "as a method, it offers a 

frame in which to arrange and interpret observations about the writing experience" (120~ 
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121 ). Since it proved difficult to involve protocol analysis in a traditional sense, some of 

the talk about writing that was produced during the study is included in order to gain a 

sense of three individual perspectives on C-MOC. 

The informants in this Fall 2004 inquiry understood the research epistemology as 

well as the fact that ethnography involves observation of the informants as well as 

collaboration with them. I did not see the need to leave the room as they composed order 

to attempt to appear completely objective. The informants also knew they would be 

quoted in this dissertation and that they would be given different names to protect their 

confidentiality. 

Process of the Study 

Because C-MOC in college composition is largely unexplored, I intended to see 

how a small number of participants at varying points in the completion of their degrees 

would adapt to composing through C-MOC in different genres. Part of the uniqueness of 

the study was the amount of feedback elicited from the informants. The feedback is 

useful in that it offers the informants' perspectives on the experience of making meaning. 

Ethnography involves a mesh of biographies and lives, those of informants and 

ethnographers, "all involved in the negotiation and of the telling of individual, collective, 

and cultural lives" (Coffey 130). The informants' voices work together to give shape to 

the C-MOC environment. They also prevent the narrative of the consultant from 

overpowering the interpretation of data and findings. To this end, four types of data are 

employed 

• Surveys (one completed before the inquiry and one after its completion) 
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• Informants' Composing Transcripts 

• Notes written by the consultant on C-MOC drafts that were gone over during brief 

conferencing periods 

• Observations of informants' composing processes made from the consultant's 

notes 

• Informants' texts (including first and second drafts when appropriate) 

The focus of this study was to be on informants' experiences producing 

different genres via Dragon Naturally Speaking 7 Standard (DNS). This program was 

chosen because of its rate of success in educational settings, especially for writers with 

disabilities. This version of DNS does not have the more advanced playback features of 

DNS Professional. However, DNS 7 Standard was an adequate tool for the inquiry 

because of its well-documented quality as a speech recognition program. One informant 

produced a persuasive letter, one an analysis of a speech, and the other a field guide to a 

skill she was familiar with. Each also produced a short free-writing document. In asking 

the three informants to respond to different assignments, feedback was obtained on the 

process of speaking for different audiences and purposes in this medium. 

The specific areas of inquiry for this study were: 

• Automaticity in navigating and creating text 

• Translating, planning, and reviewing 

• Interaction with errors 

• Adjustment to verbal commands 
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• Production of genres 

• Informants' discussion of medium 

My presence during the sessions was, of course, somewhat of a distraction 

compared to the experience of composing in silence through a keyboard. At the same 

time, my presence was necessary to answer questions and continue the training at points 

when problems arose. Having another person in the room during the composing process 

also lent an authenticity to the composing environment. In other words, this setup was 

much closer to the reality of composing with C-MOC in the classroom, where students 

will have to deal with the presence of their classmates as they compose. 

Physical Space 

Dragon Naturally Speaking Standard Version 7 was installed on a new Gateway 

E-Series computer on the 9th floor of our CFO (Classroom and Faculty Offices) 

Building, in which several of our adjunct instructors held office hours after 5 pm. All of 

the composing and training of the program took place here. The room was fairly small, 

with room for one computer station and a chair near the back of the room (in which I sat 

during most of the C-MOC composing processes). The room was chosen because of its 

privacy. One environmental distraction that may have affected the level of accuracy in 

CFO 915 was the air conditioner that came on periodically during the sessions. Another 

option would have been to have the informants train the software and compose in our . 

writing center (The Write Site). The Write Site, however, is a bustling space in which 

noise might have been a distraction and an unnecessary impediment to achieving as much 

accuracy as possible. In the end, this location worked extremely well. The room 
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provided a quiet and professional environment in which the informants could compose 

uninterrupted. 

Informants 

Three informants were recruited from both a second semester first year 

composition course (English 1023) and from the wider TWU participant community. 

The flyer describing the project (see Appendix B) was emailed to a group of former 

participants who had taken an Advanced Grammar and Composition course (English 

3203) from the consultant. From this group one participant responded that she would be 

very excited to participate. The three informants had each taken a composition course 

from me. Working with students who had taken courses from me gave me the advantage 

of already being somewhat familiar with their writing produced via keyboard and pen and 

paper. However, none of the informants' written work from these courses was used for 

the purpose of comparing it with their C-MOC responses. Though the flyer announcing 

the inquiry was distributed to two groups of students, the unique demographics of Texas 

Woman's University (a university comprised overwhelmingly of female students) made it 

highly likely that I would end up with all female participants. Therefore, all three of the 

informants for the inquiry were female. 

In order to devote a significant amount of time to working with each informant, 

I chose three participants. This choice is in keeping with Potter's stipulation that 

ethnographic inquiry focuses on a small number of cases. My informants were 

specifically: 

• Molly: A Junior Kinesiology major and English minor, currently doing her 
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student-teaching in Physical Education. 

• Chandra: A First-Year English Major who had experience with Dragon Naturally 

Speaking and had grown tired of what the termed the more "formal" speech 

demanded by the program. She was also just completing the required second 

semester first year composition course. 

• Denisha: A Sophomore double majoring in Occupational Therapy and Spanish 

who was also just completing the second-semester first-year composition course. 

The informants, excepting Chandra, were new to oral composition and C-MOC. 

Therefore, much of the frustration expressed during composing had as much to do with 

the newness of the composing process as it did with the interference of misrecognized 

words. However, the participants and the consultant collaborated throughout the study to 

learn ways of addressing issues related to mastery of the system and composition in this 

environment. 

Mode of Composition 

In this inquiry, the production of text was meant to be as hands-free as possible. 

There was no preplanning on paper, and the participants strove to do as much as they 

could by voice, saving typing for only the most stubborn errors that they were not able to 

train the program to recognize in the amount of time we had. I felt that if the informants 

did sections of the text via typing or handwriting, it might have been too difficult to get a 

sense of their attitudes toward C-MOC. These elements might affect their production of 

the text or their experience with oral composing. The informants' texts included in 

Chapter Four are full drafts of their responses which reveal their intense focus on 
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inventing an appropriate response. They represent the informants' efforts in a limited 

amount of time. Since the focus of the study was primarily the process and not the 

product, the informants were not pressed to make small editing changes via C-MOC. 

This is not to say that editing did not occur. The informants simply turned in their 

responses when they had reached a level of completion at the global level that they were 

comfortable with. The focus of the study was not on proofreading stages, after all. 

During the invention stages there were times when informants were unable to 

successfully use a verbal command. Indeed, the informants each focused on editing their 

prose throughout the composing sessions to varying degrees. The texts included in 

Chapter Four are based on the composing transcripts. 

Consultant's Subjectivity 

My position as an instructor of writing familiar with C-MOC and enthusiastic 

about its possible benefits was part of the framework for the study. The participants were 

made aware of my subjectivity. Because of my stance as an insider, I was obligated to 

make clear my subjectivities so that the informants did not feel hampered by an unseen 

bias on my part. I did clarify at our first meeting that although I came to this exploration 

from a certain positionality, I was eager to collaborate with participants to develop a 

well-rounded picture of C-MOC in college writing that included both their negative and 

positive experiences. The informants showed a willingness to express their 

disappointment at the frustrations of misrecognized words and the need to speak in a tone 

and voice that was unlike their usual speaking voice. 
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Meetings 

The entire inquiry was conducted during the last two weeks of the Fall 2004 

semester. The time line was intended to create the sense of completing a short in-class 

assignment that might take between one and four class periods to complete the invention 

stages for. In first adopting C-MOC for college level writing tasks, it is not likely that we 

will teach an entire writing course through C-MOC but rather that we will create one or 

two assignments that may seem appropriate for the medium. The inquiry involved 

between four and six meetings for each participant, each lasting about an hour. Further 

details of these meetings and the schedule are included in the flyer and also the 

Institutional Review Board application (see Appendix C). The study began with an initial 

meeting to allow the informants to meet each other as well as to ask any questions of me 

concerning the scope of the research or the methods. Additionally, each informant filled 

out the initial survey. Chandra revealed that she had quite a bit of prior experience 

working with DNS but had abandoned it after becoming tired of having to compose in a 

more formal speaking style. The other two informants had heard of the program but had 

never used it. At the first meeting, informants were given a verbal explanation of the 

methods and purpose of the study and each participant drew up a rough schedule for 

completing the rest of the composing sessions. Prior to having the informants work with 

the program, informants were given a brief individual demonstration of how the software 

worked and how several basic commands could be used to alter text. They were also 

provided with a written handout detailing a brief history of oral composition, mentioning 

its widespread use for people with disabilities. At the second meeting, the informants and 
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the consultant worked as quickly as possible, using the time to finish the minimal amount 

of training to get the program to work with an acceptable level of accuracy. 

During the second meeting, each informant met with me individually to create a 

voice file, go over basic verbal commands, and produce a free-writing practice narrative. 

This session lasted about forty-five minutes and gave the informants adequate preparation 

for producing a short document. Some discussion was also devoted to the type of speech 

that is best suited for C-MOC according to popular training materials (clear, well

enunciated and continuous). Each informant produced a short free write in response to a 

short prompt. 

During the first and second composing sessions, informants were provided with 

increasingly advanced voice commands for correcting errors and navigating their texts. 

The initial list was one based on the most basic commands I use most often in composing 

with C-MOC. These commands were as follows: "Wake Up," "Go to Sleep," "Scratch 

That," "Delete That," "New Line," "New Paragraph," "Undo That," "Go to End of 

Paragraph," "Go to End of Line," "Select __ (fill in the blank with whatever you want 

it to select," "Unselect __ (fill in the blank with whatever you want it to unselect," 

"Train That," "Bold That," and "Cap That." Informants were reminded to say 

punctuation, though they also had the option of using the auto-punctuation feature that 

could insert periods and commas for them. The informants memorized many of the 

initial commands very quickly and used them often and freely to navigate their texts and 

correct errors. The list of more advanced commands came from Dan Newman's The 

Dragon Naturally Speaking Guide. This manual was chosen for its easy access to a 
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comprehensive glossary that facilitated quick answers to technical and troubleshooting 

questions. It was also chosen for its straightforward list of commands spanning several 

pages. Each informant was given access to this training manual while they composed 

their responses to the prompt. The informants and the consultant collaborated to use 

commands during the composing process. Most of these had to do with navigating the 

text and correcting mis-recognized words and phrases. Over the course of a long 

semester, composition students could become quite proficient in these commands. In this 

inquiry, however, the volume of commands to remember as well as adapting to a new 

way of composing hampered the adoption of too many commands beyond the most basic 

ones. 

The informants and I worked through difficulties with the program to more 

easily develop their comfort levels with C-MOC. Their frustrations with adapting to the 

new composing medium were acknowledged, and I admitted that I had also run across 

many of the same issues in the long process of training her program at home. This is of 

course one element of the inquiry in which my subjectivity became transparent. 

C-MOC Assignment Prompts 

The prompts presented to the informants were based on my understanding of 

composition pedagogy in a wider sense as well as the standards for various levels of 

writing intensive courses at Texas Woman's University. Having taught junior, 

sophomore, and first year level courses provided me with experience in creating 

assignments that could reasonably be completed in three hour-long sessions or less and 

that would challenge the participants to create prose in line with their level of 
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experience. The topics were fairly open-ended. The first prompt asked the informant to 

create a letter to a committee chair discussing some of her favorite literary works. The 

informant, (Chandra, the English major) had already written a term project on Toni 

Morrison' s Song of Solomon, and this assignment was intended to allow her to talk in 

more detail about some of her other favorite works. The second prompt, written for 

Molly, asked for a rhetorical analysis of a speech that would also focus on stasis. The 

third one, created for Denisha, asked for a guide to a skill or job she was familiar with. 

In constructing the prompts, I made sure to create assignments that were 

adapted to a timed writing situation, rather than projects that would involve work at home 

or extensive research. My master' s thesis focused on the rhetorical dimensions of timed 

writing, namely essay exams in literature courses. Thus, I was conscious of the ways in 

which time constraints become a factor in the design of prompts as well as students' 

preparation and rhetorical responses to such prompts. Each prompt asked for the 

production of a different genre and different mode of discourse. 

Composing Transcripts 

Each of the writing sessions was tape recorded and later transcribed the 

protocols with the intention of parsing them in terms of different aspects of the writing 

process. The informants knew well beforehand that their composing sessions would be 

taped. The tape recorder was placed next to the keyboard in plain view, and the 

participants were informed each time the recorder was turned on. Each informant had 

strong opinions concerning the use of the program and oral composition in general. They 

offered observations at various breaks during their composing process. 
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Conferences and Focusing on the Rhetorical Canons 

Composition researchers have yet to discuss the effects of conferencing with 

writers as they work through composing various documents via C-MOC. Thus, some 

discussion of the inquiry is devoted to this topic. In between the completion of the first 

draft and the last session, I held one individual mini-conference (approximately ten 

minutes) with Molly and Denisha. During these conferences, the initial comments on 

their first drafts were discussed. Chandra did not opt to receive further feedback on her 

project. She felt that she had completed the project to the extent she wanted to after 

spending one composing session on the prompt. The comments made on the drafts 

primarily dealt with global issues of content and organization. The general comment to 

Molly after her initial draft was to draw everything together by mentioning stasis theory. 

She had covered many other rhetorical aspects of the speech, but had not yet responded to 

a major portion of the prompt and she needed to demonstrate that she was able to bring in 

this element with C-MOC. The comments to Denisha were more organizational, asking 

her to reconsider her audience in the revision of her response. 

It is clear that there is a unique emphasis on stylistic matters that is illustrated in 

educational training materials for computer-mediated oral composing. Because writers 

must memorize and use a host of commands which deal with word choice and error 

correction, we can see instruction in C-MOC will call for an altered pedagogy when it 

comes to syntax. With C-MOC, the computer is an active participant in the choice of 

phrasing and editing at the word level. And so is the human voice. Students will learn to 

literally revise syntax on the basis of whether their words "sound" right to them as they 
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compose. Composition instructors should encourage these kinds of aural revisions rather 

than making students only concentrate on how the text reads as a silent document. 

Writers will learn to adopt a new kind ofwriterly agency in structuring their sentences 

and paragraphs. Many VR T training materials published by the software vendors 

propose that the initial training of any VRT program should involve the correction of 

errors as soon as they appear. This is so that the program may learn new vocabulary and 

the intonations of an individual speaker. 

In this inquiry, informants were allowed to compose in whatever rhythm they felt 

comfortable with, whether that involved stopping to correct errors or speaking in a 

continuous flow. Because DNS 7 remembers up to half an hour of speech and 

understands words largely in the context of whole sentences, I sometimes coaxed the 

informants to keep speaking so that the program would better understand the content and 

thus represent their speech with more accuracy. This is one example of my influence on 

the inquiry that is highlighted in the informants ' transcripts. 

This inquiry into C-MOC is largely an inquiry into process rather than product. 

Donald Murray writes that "instead of teaching finished writing, we should teach 

unfinished writing, and glory in its unfinishedness." Furthermore, he states that we 

"share with our students the continual excitement of choosing one word instead of 

another, of searching for the one true word" (4). Murray's argument is applicable to C

MOC, which seems to have come under fire especially due to issues of editing and 

accuracy. Julie Perks, for example, acknowledged and accepted that during her exams 

the exact words she spoke may wind up different on the screen. Still, she was happy to 
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engage in the process and playful boundaries of the technology because C-MOC allowed 

her to communicate her answers more quickly. Most writing process theory in 

composition studies focuses on silent writing, or collaborative writing that comes down 

to students typing or handwriting their portions of the assignment. There has been quite a 

bit written on the benefits of dictation for both basic writers and business writing 

students. It is now time to combine current scholarship with the studies that have been 

done on C-MOC to discover what aspects of process theory will be most helpful in 

explaining C-MOC to composition students. This inquiry investigates from several 

angles the experience of three college writers navigating an oral, electronic medium to 

make meaning in different contexts. 

Pedagogically, I had to help the informants focus on content and process as much 

as possible without eschewing issues of their pronunciation styles. Although infusing 

instruction on stylistic issues into C-MOC is not inherently problematic, compositionists 

will want to avoid relying solely on the marketing rhetoric that uses an array of terms to 

describe the mechanics and vocal aspects of C-MOC. Borrowing the term "static 

abstractions" (SA's) from Albert Kitzhaber, Robert Connors argued against the use of 

vague terms such as "unity", "coherence", "precision", "economy", "clearness", 

"energy", and "order" in composition instruction. Static abstractions refer to "any 

pseudo-heuristic listing of derived nominals-abstract adjective-based nouns-whose 

purpose is to define good structure in prose writing" (353). 

Connors' argument is applicable to C-MOC instruction as well, where we need to 

be more innovative in determining how to approach the stylistic aspects of the process 
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rather than giving students a list of commands and reminding them that they must use 

"clear" speech as they create text. C-MOC is not simply a keyboard replacement or 

transparent medium. Pedagogies that focus on its use in the classroom will have to 

represent the process in a way that does not reduce it to such concepts as clarity, 

completeness, force, beauty, etc." While Connors concedes that static abstractions have 

lost their popularity as a teaching tool (363), it is also true that C-MOC, as a twenty-first 

century writing technology has yet to be filtered through the rhetoric of composing 

process scholarship. Thus, the technology currently has a narrower representation as 

either assistive technology or a workplace tool, and training tends to focus on instructions 

to speck "clearly" and "naturally." These are terms we may end up rejecting in favor of 

more composition-oriented instructions that speak more specifically to audience, 

rhetorical situation, and genre. 

Chapter Four will draw together the data and findings of this inquiry. In doing so, 

the chapter will offer the perspectives of three college writing students on using C-MOC 

in three different genres. It will also off er a research narrative that discusses the process 

of conducting an ethnography and protocol analysis of C-MOC in a college writing 

environment. Multiple voices will be included for the purpose of fleshing out the 

benefits and disadvantages of composing through C-MOC at the college level. The 

findings will indicate what aspects of C-MOC directly affect the production of text as 

well as how the informants' recursiveness plays out in this medium. Essentially, the 

inquiry will move our body of knowledge of C-MOC into the college writing arena, 

where the technology can be studied as a meaning making tool for tasks involving 
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research, argumentation, narrative and analysis. It will also create further implications 

for exploring genres not yet taught in composition courses. These new genres, which 

blend speech and text, will give students more opportunities to develop oral and written 

skills. 
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Notes to Chapter 3 

1 One computer-mediated oral composing manual, created by the Toronto 

Trillium School, specifically designates VRT programs as beneficial for "struggling" 

writers, thus using an explicit medical model to delineate the benefits and disadvantages 

of VRT. The Trillium Speech-to-Text Project guide, "Speech Recognition for Students 

with Severe Learning Disabilities," states its position on computer-mediated oral 

composing upfront. "Speech Recognition," they explain, "is not a cure." The users with 

the most success are "dysgraphic (average readers/ very poor writers), highly motivated, 

with clear vocal articulation and a sense of optimism" (1). As Alan Roulstone explains, 

the "language of rescue and revelation at the heart of these assertions also seems to 

reflect a tragedy model of disability" (115). Although the Trillium project does provide a 

comprehensive training rubric for implementing C-MOC into the classroom, we should 

avoid discourse that medicalizes the technology and too narrowly focuses on its potential 

as a cure rather than its uniqueness as a tool for composition. 

2 Flower and Hayes see writing as a problem solving or discovery process, 

defining "discovery" as "the act of making meaning, not finding it, in response to a self

defined problem or goal" (65). This broad definition is useful to a discussion of C-MOC 

because it does not focus on the mode of production (i.e. by delineating it as handwriting 

or typing). This definition also opens the door for an interpretation of C-MOC as a mode 

of creating meaning in response to a rhetorical problem. The authors provide specific 

comparisons between good and poor writers that relate to the representation of audience 

in computer-mediated oral composing training discourse. Good writers, in their 
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paradigm, "respond to all aspects of the rhetorical problem," and while composing, they 

"build a unique representation not only of their audience and assignment, but also of their 

goals involving their own persona, and the text" ("Cognition of Discovery" 71). 

Secondly, good writers create a network of goals to affect their readers and use these 

goals to generate new ideas (72). If we acknowledge the consideration of the reader as 

one element that makes "good" writing, and even one that affect the production of new 

ideas, (an idea which has certainly been complicated by Elbow's work as well), then we 

must be careful when we create both the audience for our students ' assignments and 

represent the medium to them as a listening being (if we choose to do so). For example, 

CALL researchers ' assertion that VR T is much like a small child who can only 

understand short, simple sentences might affect the content produced by the participating 

students if the image of this small child becomes the primary audience for that activity. 
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CHAPTER FOUR 

QUALITATIVE DATA ANALYSIS AND OUTCOMES OF THE INQUIRY 

Thus far, this study has provided background on computer-mediated oral 

composing and dictation in preparation for sharing the inquiry results. The previous 

chapter detailed past methods of investigating the uses of computer-mediated oral 

composing at various stages of the writing process. The chapter also discussed the 

methods for this inquiry. This chapter details an ethnography of computer-mediated oral 

composing. It analyzes the three informants' composing processes, their texts, their 

survey responses, and their feedback concerning the technology. In recounting the 

ethnography, I present details about the informants' composing behavior. This 

information comes from excerpts of writing episodes and comments about the technology 

made during the composing sessions. As fieldworker Scott Grills explains, 

ethnographers are storytellers, and what we say about our informants who have given us 

access to our environment "reflects the various vantage points that have allowed us to 

intimately engage both processes and perspectives" (14). These students' composing 

experiences highlight some of the advantages and disadvantages we may encounter in 

implementing computer-mediated oral composing into writing intensive courses. 

The beginning of the chapter addresses the following issues to explain the 

informants' task environment: the rhetorical construction of the prompts presented to the 

informants, the results of the initial survey completed prior to the inquiry, and general 
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observations on the informants' processes. With this scene firmly established, I move on 

to discuss more specific aspects of the inquiry. 

The chapter continues by focusing on six areas of composing behavior. 

Excerpts from the informants' composing sessions are included throughout the chapter. 

Pauses in their discourse are denoted by ellipses (see Appendix D for the complete 

transcripts from all composing sessions). The areas of investigation for the inquiry listed 

in the previous chapter concentrate on these areas of the informants' writing and speaking 

habits: 

• Automaticity in navigating and creating text efficiently 

• Planning, translating, and reviewing 

• Interaction with errors 

• Adjustment to verbal commands 

• Production of genres 

• Informants' discussion of medium 

Rhetorical Construction of the Prompts 

The first prompt, presented to all three informants during the initial practice 

composing session, asked for a ten-to-fifteen minute free-write. This low-key exercise 

helped the informants adapt to using oral composition and the commands associated with 

DNS 7. I assumed that if they composed on a topic they of interest without the usual 

rhetorical constraints associated with college writing tasks, they would feel more relaxed 

and comfortable with the program. Hence, I made a note at the bottom of the prompt 

describing this as a "fun" activity. This prompt contained none of the constraints 
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associated with many college level writing tasks, such as specifications about audience, 

evaluation criteria, genre. It only asked for a narrative. The lack of specificity in these 

areas gave the informants a chance to speak more fluently on a topic of their choice. 

However, the exercise needed some rhetorical focus so a specific context and purpose 

were provided. The prompt read: 

Congrats! You've just finished the initial training of DNS 7 

For the second part of this training session, please take 10-15 minutes to 

create a practice document with DNS-this will allow you to practice 

commands a bit so that you may use them with a little more fluency when 

responding to the prompt. Don't worry for this exercise about trying to fix 

mistakes as they happen, which may be frequent with this first attempt. 

While you are speaking, try also to verbalize your thought process in 

places where you get stuck or pause (i.e. "I'm not sure what to say here 

because . . . "). 

You may use this topic: 

Discuss a favorite book, short story, or movie and explain why it has had 

such an impact for you. Please save the document when you are finished. 

Do not worry in this first attempt about grammar, mistakes, etc. This is a 

fun exercise! 

VRT programs use continuous speech to recognize speech with greater accuracy. 

So rather than starting the informants out with a complex assignment that might have 

them stopping continuously to consider phrasing and organization, as the second prompt 
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did, I gave them the chance to play around for their first venture into computer-mediated 

oral composing. Each of the informants decided on a topic within minutes of receiving 

the prompt and spoke fluently about the chosen topic. 

Let us look at the three free-write responses from Molly, Denisha, and Chandra. 

These responses all show writers engaged with their topics. They also show some 

stylistic differences. Molly provided specific secondary references to a novel, while 

Chandra used a more conversational tone. And Denisha wandered comfortably from one 

topic to another. 

Molly composed on one topic for the duration of the composing session. She 

discussed the characters in her favorite novel, John Steinbeck's East of Eden. She 

recalled several phrases from the book in her free-write. Doing so illustrated her ability 

to seamlessly introduce secondary material into her spoken text. She demonstrated an 

ease with summarizing, paraphrasing, and quoting material more explicitly in her 

response to the second prompt. Here, though, she focused on summarizing the plot of the 

novel and using specific details about the characters to provide for her audience an image 

of what occurs in the story. This transcription is rendered exactly as it was composed. It 

includes places where Molly forgot to speak the punctuation marks. This first composing 

session lasted ten minutes: 

I have many favorite books. It's gonna be hard to think of just one. The first 

one that pops to my mind is John Stienbeck's East of Eden. This story is set in 

1950s California in the Salinas Valley. I really like his description of the 

landscape. It really adds to the story. Steinbeck has a way of explaining 
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characters that makes them seem almost human. 

One of my favorite characters in the book goes by two names. Her name in the 

first part of the book is Kathy Her name in the second part of the book is Kate. 

She has been said to be one of the most evil characters ever put on paper 

Steinbeck himself was scared of her. I think he surprised himself when he was 

writing the book. He opens the chapter about Kathy with the line I believe 

monsters can be born to human parents. He then goes on to discuss physical 

disabilities and malformations. He then asks the reader why then can there not be 

mental monsters or mental deformities. This gives us a good idea of what the 

reader is in for. 

The main plot describes the rise and fall of a suburban family in early 1940s 

California. There are two boys in this family that are twins. They are fraternal 

twins and they are very different. One is inherently good, while the other seems 

to have an evil side. The one who is inherently good is named Aaron. His 

brother Caleb, goes by Cal. Caleb always feels different from his brother Aaron. 

He always feels that he is bas. Aaron is very naYve while Cal displays a 

knowledge beyond his years. These two boys grow up in the same world but they 

react so differently. 

The story also describes the neighboring family the Hamiltons. The patriarch of 

the Hamilton family is quite a character. He's an old Irishman who loves to 

invent things. The Hamiltons have many children and Mr. Hamilton has a hard 

time supporting them. His wife says he is too nice and gives too many people the 
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benefit of the doubt. 

Molly's response illustrates both her familiarity with the material she discusses 

and an ease in speaking about it in paragraph form. She readily recalled details about the 

characters and the plot as well as phrases from the novel and inserted these details into 

her text. In this composing session, she remembered to speak her punctuation more often 

than not. 

Denisha switched topics during her first composing session three times. She 

began composing about the movie "Corrina Corrina" and then moved on to discussing 

the plot of a book entitled A Child Called It. She then stopped midway through her free

write and asked if she could write about anything. I replied that she could, and she chose 

to compose about her family and her future plans for college. Her spoken composition 

style was enthusiastic. At times she sounded as though she were in fact talking to a 

friend. Like Molly, she needed a little time to insert the punctuation fluently. But once 

she did, she rarely forgot to do so. The insertion of punctuation became part of her 

composing process. At one point in her free-write, she slipped into a more conversational 

mode to create identification with her audience, stating "Let's talk about my family": 

In the movie Corrina Corrina Whoopi Goldberg is the housekeeper for a 

Caucasian family she goes in messes up the interview and then later she winds up 

getting the job. After Whoopi starts working as a housekeeper she tries to help 

the little girl with the loss of her mother. The little girl is not talking and the dad 

is not coping with his life after the loss of his wife. Whoopi Goldberg livens up 

the house with her charm and her wit. Eventually the little girl starts talking and 
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Whoopi Goldberg starts dating the father. I like the movie because it crosses 

racial barriers during the time ofracism and it's funny. 

"A Child Called It" is a wonderful book. The book is about a little boy who is 

abused by his mother for twelve years. The little boy is deprived of food, 

attention, and love. He is not only outcast at his house but also at school. 

Eventually he is sent to a foster home and his mother goes to jail. Everyone 

should read this book because it helps us identify signs when a child is being 

abused 

Let's talk about my family. I have three sisters and two brothers. I have one 

nephew whom I've only met once. My oldest sister is twenty-eight. Vicki is 

twenty-three. My second sister, Brianna, is twenty-two, Daniel is seventeen, and 

Christopher is eight. Brianna goes to Southern University and is majoring in civil 

engineering. Delia works in Houston as a social worker. Daniel is in college 

and he was recently fired from his job. My mother recently had surgery and she 

can't work for five weeks. My father works at a chemical plant. My grandmother 

is living with us, and everybody is ready for her to leave. She complains about 

everything, and cries when she doesn't get any attention. I believe I am the only 

one who is normal. I attend Texas Woman's University in Denton Texas and I 

am majoring in occupational therapy and Spanish. I hope to graduate in four 

years with my master's degree in occupational therapy. I want to go to Brazil and 

study Spanish so that I may speak it fluently. 

Denisha moved from one topic to another fluidly in this session, switching from 
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movies to books to her family. As is common in oral discourse, she engaged her 

audience especially in the third section, where she provided humorous commentary on 

the situation surrounding her grandmother. In this composing session, Denisha made 

several editing choices while composing. Her ability to engage in translating and 

reviewing simultaneously by using DNS commands was also illustrated in her process in 

responding to the second prompt. 

Chandra began composing a free-write summarizing the contents of a favorite 

book, The Giver. However, her difficulties with accuracy led her to delete this text and 

begin composing on an entirely different topic. She stopped to correct mistakes by voice 

as they happened, often resorting to typing over them. As I watched her compose this 

free-write, I noticed that at certain points, while discussing The Ring, she used body 

language similar to that which she might have used in conversation with another person. 

Her voice grew softer, and she used a conversational tone as if she were describing the 

movie to a friend. This switch to a conversational mode is one example of the program' s 

ability to change a writer' s train of thought and intention in composing. It is an aspect of 

composing that Chandra commented on after completing the free-write. The duration for 

this composing session was twenty-six minutes: 

My favorite book is a book called the giver by Lois Lowry. This book is about 

a young boy who has the gift of receiving special feelings. He is granted this gift 

as a young boy during a ceremony, and an old man who holds all of the feelings 

for his town 

One of my favorite movies is a movie called "The Ring". This movie is a very 

114 



frightening one, it includes lots of suspenseful moments. One of my favorite parts 

in the movie is when we see the girl who is killing everyone. It begins at the end 

of the movie, the girl has just been released from her place where she died (it was 

a well) and now she wants to continue killing because she's crazy or something. 

The star of the movie is playing a lady named Rachel who has a child with this 

other guy Ok so Rachel's baby's father he plays the tape of this girl who was 

murdered by her mother and the girl who's a ghost now is walking towards the 

guy who's watching the tape. By the end of the scene the girl climbs out of the 

television it is so cool because she's like in black and white and she looks 

like ... the film like ... when the girl climbs out of the television it frightens the 

guy so much that he dies ... then Rachel comes up on the elevator, because she is 

about to warn him about the tape. However, it's a little too late, the guy is already 

dead. At the end of the movie, she discovers that in order to keep the girl from 

killing you, you must make a copy of the tape. 

In this composition, Chandra slipped into using more informal language in this 

session, leaving several pronouns vague and referring to one of the main characters of the 

film as "this other guy." She shifted back and forth between conversational language and 

formal language that she might use in a paper. There is a sense of dramatic tension in the 

way she describes the mounting action of the film. However, rather than delivering a 

complete plot summary, she started at her favorite part of the film, which happens to 

occur at the end. Chandra jumped in and out of the narrative, making editorial comments 

such as "it is so cool because she's like in black and white." One of the interesting things 
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about Chandra's response here is that she produced comma splices three times. I had not 

noticed this to be an issue in her written work when she took my English 1023 course. It 

is probable that she would have edited these errors by hand or orally had she gone back to 

the text later to polish it. She may have been hearing her words and the rhythm of her 

phrases differently as she composed orally. 

The second prompt given to each informant imposed stricter limitations on the 

type of discourse to be produced. These prompts are constructed in the manner of 

detailed assignment sheets like those I would provide composition students with in a 

course. They contain a level of specificity that demands attention to genre, mode, 

evaluation criteria, audience, and a specific rhetorical situation. Each of these are 

elements that I include in the writing task assignment prompts I give my composition 

students. 

None of the informants knew what she would compose about in advance of seeing 

the second prompt for the first time. I had mentioned at the initial meeting that each of 

them would compose in a different genre, but I gave no hints as to who might receive 

what kind of assignment. In constructing the prompts, I tried to stay away from using the 

word "writing." Because we tend to associate the word "writing" with specific 

mechanics involving a keyboard or pen and paper, I felt it was more appropriate to focus 

on broader terms for the process such as "composing," "speaking," and "producing." 

Molly's assignment asked for the most tasks associated with an advanced 

composition course. Her assignment came straight from Sharon Crowley and Deborah 

Ha whee' s text, Ancient Rhetoric for Contemporary Students. We had used this text the 

116 



previous Spring in our 3203: Advanced Grammar and Composition course, although I 

had not presented students in that course with this exact assignment. Along with general 

guidelines for the assignment, Molly's prompt also included tips for C-MOC. It asked 

the writer to juggle several rhetorical concepts while producing her response. 

Molly's Prompt: 

C-MOC Project 

Genre: Essay/ Analysis 

Mode(s): Persuasion, Description 

This assignment is adapted from Ancient Rhetorics for Contemporary 

Students, page 93. Your response should be 2 ½ to 3 pages typed, double 

spaced, proofread and edited for the utmost clarity ( an element you can work on 

when you have finished composing the document). 

In speaking this assignment, it might be a good idea to remember these 

things: 

I) The computer can remember up to around ½ hour of spoken text even if 

your words do not show right away 

2) Composing in this method tends to be more accurate if you pronounce your 

words more clearly than in usual conversation and ... 

3) The program represents your speech more accurately if you try to speak in 

whole phrases and sentences 

You may take as much time as you need to locate your source, think, and 

speak any pre-writing notes in any format you wish to into your document 
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(please do not erase these}. 

In supporting the points you make, it would be a good idea to quote a bit from 

the text you choose. 

The Assignment 

Find a speech, letter, or op-ed piece that makes some kind of argument (a 

huge compendium of speeches may be found at Americanrhetoric.com, while 

letters and op-ed pieces can be found all over the web in online newspapers and 

journals). Write an analysis of the argument that appears in this letter or op-ed 

piece. Here are some questions to ask: 

What is the issue under debate? 

Given the writer's account of the issue, can you determine at what stasis the 

argument seems to lie? That is, does the argument rest at conjecture (X exists; \ 

Xis a problem)? Definition (Xis this kind of thing or event)? Quality (Xis a 

good or bad thing)? Policy (What should we do about X)? 

Can you determine the position that is being argued against? That is, what 

position or positions is the writer attacking? 

Can the writer achieve stasis with her/his opponents, given the way s/he has 

stated the issue and the ground upon which the stand is taken? 

Does the writer use rhetorical techniques ( such as ethos, pathos, and logos) to 

her or his advantage? 

This assignment will have you drawing on your knowledge of effective 

rhetoric and argumentation skills in order to examine those of someone else. 
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Your audience for this piece is a general audience needing to understand why 

or why not this writer's work seems rhetorically effective. 

This assignment challenged Molly to use her advanced skills in researching and 

synthesizing information from a secondary source for a rhetorical analysis. 

Chandra's prompt asked for a letter. During her practice session, Chandra had 

speculated that C-MOC might be particularly suitable for composing in this geme. 

Although she did not know that she would compose a letter, she clearly had formed an 

assumption that C-MOC might somehow facilitate this type of composition. This 

assignment did not directly require secondary research, although it invited the informant 

to surf the internet for sources to achieve more specificity. The rhetorical situation 

behind the prompt was meant to spark the interest I knew Chandra had in American 

literature. 

Chandra's Prompt: 

C-MOC PROJECT 

Geme: Letter 

Mode(s): Persuasion, Description 

Length: 2 ½ -3 pages (less, of course, if it is single spaced) 

The Situation: 

A new Texas Woman's University curriculum committee (headed by Dr. Jane 

Smith, an expert in British literature who has never designed a course focusing 

on any other works) is currently designing a new introductory literature course 

for first year students at TWU. Dr. Smith is enthusiastically seeking input from 
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undergraduate English majors to help design the course. 

You decide you would like to help choose a few readings for the course, and 

you rush to your computer to participate in the process. Your task is to produce 

a letter to Dr. Smith in which you explain to her what readings you think first 

year students would enjoy the most and would challenge their critical thinking 

skills. This letter will involve persuasion, as well as description, as you discuss 

the rationale behind your inclusions. 

This project will allow you to draw on your knowledge of purpose, audience, 

and rhetorical technique to persuade an audience to consider your suggestions. 

Preparation for the Project 

You are free to surf the web for your favorite authors' bibliographies (to 

remind yourself of their body of work and titles), as well as to look through the 

databases or credible web pages to locate secondary support for your choices in 

your letter if you wish, although outside support is not required. If you do 

choose to use an outside source, make sure to give proper credit to the source. 

Questions to consider in your letter 

Who are a few main authors you would like to see included and why? 

What are some of the main works you think students should read in the course 

and why? 

Evaluation Criteria 

Make sure to choose a tone that is appropriate to your audience and genre 
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Be sure to consider the dimensions of letter writing, such as paragraph 

development and topic sentence construction 

Make sure to attend to grammatical and editing concerns, as your audience is 

one who is concerned with language and you want your suggestions to be taken 

seriously 

Chandra's assignment gave her a topic she would enjoy writing about but with 

the typical constraints of a college level writing task. 

Denisha's prompt asked for a simple guide. I knew she had not produced a 

guide before, and I wanted at least one informant to compose in a genre she was 

unfamiliar with. I did this to see how well the informant would adapt to composing in a 

new genre orally. This assignment called for no secondary research, and it is the kind of 

task that might be assigned in a first semester composition course. It asks for a fairly 

simple set of guidelines for something the writer is familiar with, much like a traditional 

process paper. 

Denisha's Prompt: 

C-MOC PROJECT 

Genre: Field Guide 

Topic: Your Choice 

Mode: Expository, Descriptive 

Length: Based on how many subtopics are appropriate to the project 
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The Situation 

You have been appointed to produce a field guide for some activity or 

position that you are very familiar with. You may choose the topic for your 

field guide, but some examples may be: life at Texas Woman's University, 

being in the military, learning a new language, duties at a job, etc. 

Audience: Your audience is whomever would be greatly interested in your 

topic because they will shortly be involved in whatever the field guide is for 

(learning a new language, joining the military, coming to Texas Woman's 

University, etc.). 

Format: Unlike with a traditional essay, a field guide is divided up into brief 

sections with each explaining some different aspect of the topic. You will want 

to have a brief introductory paragraph telling what the topic is generally, and 

after that you will launch into the subdivisions of the topic. Do whatever kinds 

of planning activities you feel are appropriate, whether that is speaking a few 

notes, constructing an outline, etc. 

You will divide your field guide into distinct subject headings that you can 

choose based on how you would like to divide up the sections. For example, 

someone writing a field guide to caring for a pet may have one section on 

selecting a pet, then one on proper veterinary care, then one on feeding the 

animal, and so on. 

Evaluation Criteria: 

Make sure to choose a tone that is appropriate for your genre and audience. 
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Make sure to attend to proofreading and editing concerns. 

Denisha's assignment did not require a traditional essay. She did not need to develop a 

series of paragraphs with topic sentences. The prompt asked her to develop and put into 

an appropriate sequence a list of suggestions pertaining to something she was familiar 

with. But it challenged her to create a believable, instructional ethos in her response. 

The assignment also challenged her to be creative with the format and design of her 

response. 

The prompts elicited a variety of responses and demanded different levels of 

reference to outside sources. While Molly's prompt required her to be in dialogue with 

another text, Chandra's only mentioned in passing that she was welcome to seek other 

references. She did, in fact, take some time during her composing to search the internet 

for bibliographies of her chosen authors. However, in her response she only glosses over 

this search. Denisha' s prompt made no mention of secondary research, but she did look 

at several models of guides prior to composing in order to better understand the 

conventions of the genre. 

Initial Survey Results 

An analysis of the initial survey results revealed the informants' observations 

about their own technological literacy and attitudes toward oral composition. Prior to 

composing anything with DNS, each informant completed a survey detailing their 

perceived level of computer literacy, their expectations for the study, and their prior 

experiences with oral composing. The questions I asked in the initial survey were 

designed for getting a sense of how the informants saw themselves as users of 
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technology, what (if any) prior experience with oral composition they could describe, and 

what expectations they had for participating in the inquiry. 

The surveys allowed the participants to share their experiences and offer their 

perspectives on computer-mediated oral composing and their attitudes toward its future 

use in the college composition classroom. Several times, during short breaks or at the 

end of the composing sessions, the informants also offered verbal feedback on what they 

felt computer-mediated oral composing might work best for in the college setting. These 

comments, however, were not elicited during any type of formal, scheduled interview. I 

have included these excerpts where appropriate, as this is one of the first opportunities for 

participants in higher education to offer commentary on this medium and its potential use 

in college composition. 

The following transcription of the informants' initial survey responses 

concerns their past experiences with C-MOC and oral composition and expectations for 

the outcomes for the study: 

1. How would you describe your current level of computer literacy (i.e. are you familiar 

with any specific word processing programs or programming languages, such as HTML)? 

Chandra: I'm an expert. I find myself to be very computer literate. I am very proficient 

when it comes to computer programs. 

Molly: I am very familiar with Microsoft Word as well as other Microsoft Office 

programs. 

Denisha: I have not taken a college level computer course so I am sort of out of practice. 

I would like to think of myself as a smart person so any program I need I tend to be able 
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to figure it out. 

2. Have you ever used voice recognition software before? If so, when and for what 

purpose? What genre were you writing in at the time? 

Chandra: Yes, I own a copy of Dragon Speak. I received it as a gift from my mom ( she 

thought that it may have been helpful for a busy college student like me) in the Fall of 

2002. I was dictating essays for classes, mainly argumentative and narrative essays. 

Molly: No-I have not used voice rec. software. 

Denisha: No I have not used voice recognition software. 

3. If you answered yes to question #2, what kind of impact (positive or negative) did you 

feel the software had on your writing process? 

Chandra: In the beginning, I really enjoyed it. This hands-free method was absolutely 

amazing. Yet, because of the manner of which I had completed my profile, I couldn't 

relax when I spoke into the microphone. Such formal speech tired me out, and eventually 

I lost interest. 

Molly: I think that this type of software will possibly make me more scattered if I don't 

have anything on paper. 

Denisha: ( answer blank) 

4. Do you have any prior experience with oral composition (non-technologically 

mediated or technologically mediated)? If so, when and for what purpose? 

Chandra: No 

Molly: No 

Denisha: I took speech in high school and my teacher would make the participants 
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practice our speeches to other classmates. I thought it was important and helpful because 

you realized your mistakes when reading your paper aloud. 

5. What do you hope to get out of participating in this study? 

Chandra: I hope that this go round Dragon won't disappoint me. 

Molly: I hope to get a better understanding of this software and see if it can aid in my 

writing. 

Denisha: I hope to understand how the software works and how to properly use it. I think 

that this will be very useful in the future and I hope to use it. I try to keep up with some 

of the technology being used. 

6. Please list any further questions you have at this point concerning your participation in 

the study. (None of the informants responded to this question.) 

These responses proved helpful in noting whether the informants' perspectives 

changed during the process of working with C-MOC. The informants' comments 

illustrate their beginning stances and experiences with oral composition. Each one 

indicated that she had confidence in her technological literacy. Their expectations 

indicate a hopefulness that C-MOC will respectively "aid" in the writing process, that it 

won't "disappoint," and that it will provide a "useful" new software tool. 

In her survey, Denisha recognized what she sees as an important impact of 

orality in the revision process, which was helpful to note prior to her participation in the 

study. Her comment that the read-aloud sessions aided in revision show that she had 

consciously considered a link between speaking and writing before the inquiry. 

Chandra's thoughts on her prior experience with DNS are essential as well because they 
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illustrate her attitude toward C-MOC. She began the inquiry having had a negative 

experience with C-MOC and hoping for a better one this time. But the difficulty she 

described with adjusting her voice to the program's need for a certain kind of speech 

could not be circumvented. It is essential to note that Chandra had previously used a 

version of DNS to dictate college writing assignments that she had already drafted on 

paper. Therefore, she did not have experience with C-MOC as the primary tool for 

composing. Molly indicated anxiety about composing orally without anything visually in 

front of her to refer to. And although she began with these doubts, she left the inquiry 

feeling positive about its effects on her process and confident in her ability to use DNS 7. 

General Analysis of Informants' Processes 

I had started the informants out in Word because it provided a familiar visual 

environment with access to menus for textual editing. Accuracy was also poor at the 

beginning due to the informants' initial lack of practice with oral composing. But it 

gradually improved with more practice for everyone. Additionally, because the 

recognition performance in Dragon Pad was superior it became the window for C-MOC 

during the second and third sessions. (Dragon Pad is designed more specifically for a 

speech-to-text application.) The recognition in Microsoft Word was not necessarily 

abysmal, however. In fact, only Chandra had significant trouble with errors during the 

initial composing session due to her soft voice and conversational tone. 

The process of C-MOC differed among all three informants. Even though the 

informants did not produce detailed protocols, they were aware of their composing 

process as it was happening and often commented on it. Each informant sized up the 
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parameters of her assignment quickly and immediately devised a strategy for oral drafting 

and error correction. 

At times, the frustration felt by each of the informants at the constant need to fix 

mistakes interrupted the flow of their composing, and I wondered how this mediation 

affected the process. The responses to the second survey all illustrate a discomfort with 

this aspect of C-MOC, though to varying degrees. When asked what effects they felt the 

medium had on their writing processes and products, the informants all had a specific 

response, and all mentioned the distracting element of error correction. However, 

Molly's perception of the changes in her thought process is notable in light of the 

treatment of oral composing in composition studies. 

Molly provided the most detailed survey comments after the inquiry explaining 

her writing process. Her speech while composing flowed in such a way that she 

displayed an ability to plan entire phrases and sentences fairly rapidly. Molly's transcript 

also reveals her ease with inserting quotations orally from her primary source, Ted 

Kennedy's speech, into her own text. After rectifying some initial difficulties with 

recognition, she showed considerable skill with oral composition and expressed that she 

would in fact choose to compose in this manner for some writing situations. Much of her 

response to the second prompt was a summary and description of the exigency at the 

heart of the speech. As Molly later explained, her text was visualized rigidly in her mind 

before making it on to the screen. In her response to the second prompt, she set up her 

introduction as an explanation for the rationale of Kennedy's address and then attempted 

to achieve identification with her audience by presenting her commentary along with 
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detailed summaries of Kennedy's main points. Her initial drafting process seemed fluid. 

She moved from one point to the next in sequence, never skipping to the middle or end of 

the composition to compose material for later sections. 

As the most advanced student, Molly displayed an ability to work with her 

secondary source and a complex prompt to create an analysis. She enjoyed the process of 

drafting orally, stating during the inquiry that she could see potential use for C-MOC. 

She also did most of her editing orally, choosing to navigate the text by hand. 

Molly generally composed her phrases so rapidly that there are not many 

instances of going back to choose a different phrase or word mid-sentence in her 

protocol. Additionally, she encountered the least problems with accuracy. I attribute this 

fact to her rapid composition and the fact that she produced more text during the sessions 

than did Chandra or Denisha. Because she produced more text, the program had a larger 

voice file to adapt to each time she ended a session. She says in her second survey 

response that in composing through C-MOC she was better able to see paragraphs in her 

head. Part of her planning involved a kind of visualization in which she saw text in her 

head before speaking it. Therefore, her planning process may not have allowed for much 

mid-sentence revision. 

Molly' s analysis exudes a confidence that is exemplified by several attempts to 

achieve identification with the audience through questioning. However, there is an issue 

with punctuation that I interpret as an effect of Molly's having to hear herself compose. 

For example, she says, "What would have kept him from drinking at such a family party 

period. What also would have kept him from driving when he had been known to in the 
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past period." Interestingly, however, she does not punctuate these statements as 

questions. This may be due to her vocal tone as she was composing. Because she was 

trying not to deviate too far from the standard of clear and natural speech that the 

program needs to be able to recognize words, Molly may not have heard her own 

sentences as questions and therefore punctuated them as she heard them spoken. Molly's 

experience highlights the fact that students hearing themselves compose through C-MOC 

is something we will need to discuss in offering them this medium as a composing tool. 

Of the three informants, Denisha seemed the most comfortable with the use of 

the commands, although Chandra had more extensive experience working with the 

program. Although what Chandra produced responded appropriately to the second 

prompt, she was not satisfied with the result because of the initial accuracy problems. 

Chandra provided the most detailed oral commentary on her own process of 

working with C-MOC. Her feedback during the sessions showed that she consciously 

considered the medium as she composed. During the practice free-write exercise, she 

encountered accuracy problems because of her speaking style. Rather than sound as 

though she was dictating pre-planned text, she worked in a more enthusiastic, 

conversational mode, and her voice became softer. 

Chandra did not engage in pre-writing activities orally. Instead, she began 

drafting at the letter's salutation and stopped only when she had finished the draft in 

sequence. After the free-write exercise, she engaged me in a conversation about the 

possible outcomes of the study and described her thoughts on process and genre. 

Although my subjectivity is clear in some of the comments I make, I was careful to let 
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her have the floor and present her own observations rather than steering her too much 

toward a specific perspective on the technology. At one point she described her difficulty 

in staying out of a conversational mode, suggesting that comparisons should be made 

between two people conversing and one person using C-MOC: 

CHANDRA: Because ... you should study, somebody should integrate a study 

with this and, like, communication. You know, how it affects communication. 

Because you can't-Even though it's not it's not a person, even though you're 

physically not having a conversation, it's like you are. 

Chandra's second assignment, the letter to a committee chair, proved daunting 

largely because of accuracy issues and other elements of mediation. She stated at the end 

of her last session that she was convinced that she would have written faster and more 

had she been using the keyboard or pen and paper to complete her response. Still, her 

letter does provide a response that answers the prompt appropriately and stays on topic 

throughout. Had I allowed her to go back and fill in the areas she felt were lacking with 

material added by typing or handwriting part of the draft, she might have been more 

satisfied with the text. Her comments provide support for "Speaking to Write" 

researchers' suggestion that C-MOC may be more appropriate only for certain stages of 

the process. Chandra might have profited more from the chance to do her preliminary 

notes by voice and then her more in depth drafting in the format she was more used to. 

Still, concerning her comments on the both surveys, she brings up a crucial point 

concerning speaking style in commenting on the tediousness of speaking in a tone and 

manner one does not use in everyday conversation. This issue of speaking styles must 
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become an aspect of C-MOC pedagogies. As we address this aspect of the composing 

process, we must also acknowledge the challenges faced by student writers who happen 

to be non-native speakers of English who may need more time to train the program to 

their voices. 

Denisha composed pre-writing notes and a brief outline orally before drafting 

her guide. Doing so allowed her to keep on track and have a visual aid to guide her 

composing. After drafting these notes, she went on to create an outline that she would 

later fill in with the details of her guide. Like Molly and Chandra, she composed the 

points of her draft in sequence, beginning with her first point and ending with her last. 

Even though she had not produced a guide before, Denisha quickly devised a process 

appropriate to the task and carried it out orally. She produced the guide with ease and 

composed in the format appropriate to the task. Because of her situated ethos in the area 

of running a track meet, she was able to draw from a large body of knowledge in order to 

make her points credible to her audience. As she composed her piece, it was clear that 

she knew how to use speech for a more formal written text. She spoke in fairly short 

sentences and made her points brief so that her general audience could move quickly 

through the text. 

During the process of becoming more familiar with C-MOC, Denisha's speech 

for C-MOC became much more enunciated. This was one potential benefit of working 

with the program that she mentioned after the inquiry had ended. She also stopped often 

to ask for guidance in learning more verbal DNS corpmands. This request for more 

commands to memorize indicated that she felt comfortable formatting, navigating, and 
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editing text by voice. Denisha moved around the text to replace words as she was 

composing and did so fluently. 

Presenting this background information on the rhetoric of the prompts, the 

informants' initial perspectives on C-MOC, and observations of their composing 

processes helps foreground the results of the inquiry that are detailed throughout the 

remainder of the chapter. The following sections detail the findings of the inquiry from 

six angles. Each of the six sections is fleshed out by discussing informants' oral 

feedback, their composing session transcripts, my observations of their composing 

behavior, and their survey responses. The excerpts from the composing transcripts are 

presented according to MLA guidelines for quoting dialogue. There seems to be no 

widely adopted format for quoting writer's voice recognition composing sessions. This 

choice seemed the most appropriate for representing the informants' speech and their 

dialogue with me throughout their composing episodes. 

• Automaticity in Navigating and Creating Text Efficiently 

An essential factor in interacting with C-MOC as a medium is automaticity. 

Automaticity refers to "the ability to perform complex skills with minimal attention and 

conscious effort" (Flor and Samuels 1). Drawing from William James' discussion of 

habit in Principles of Psychology, Richard Flor and Jay Samuels explain that the essence 

of automaticity is that "with practice, improvements take place that allow one to move 

beyond control of basic tasks" (1). Achieving a certain level of automaticity fairly 

quickly is essential to developing proficiency in computer-mediated oral composing. 

Each of the three informants was given lists of commands to use while composing with 
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DNS. The commands refer to are ones related to punctuation, navigating the text, and 

revision. For example, punctuation commands include: "colon," "period," and "comma." 

Revision and editing commands include "scratch that" and "delete that." Navigation 

commands include "go to end of line," "go to beginning of paragraph," and 

"go to end of document." 

I provided the informants with forty-five verbal commands, not counting those 

for inserting punctuation. These commands fell under several categories: moving, 

selecting, deleting, undo, cut and paste, and moving the cursor. These categories are 

taken directly from Dan Newman's Dragon Naturally Speaking Guide. The commands 

most often used by participants were "scratch that" and "delete that." Generally they 

used these commands for the purpose of correcting DNS 7 errors, but they also used these 

commands to do things such as erase periods for the purpose of adding more text to the 

end of a sentence. The "select" and "go to" commands were also used frequently for 

moving around the text to do word-level revisions. 

C-MOC technologies can be rhetorical technologies capable of stimulating 

invention and not simply replacements for the keyboard. Thus, I categorized the 

commands for DNS 7 according to three of the rhetorical canons: invention, arrangement, 

and style (Table 4.1 ). At this point, I did not see any commands directly tied to memory 

and delivery. However, other compositionists are welcome to interpret the commands as 

having significance for these areas. Hopefully, future development of C-MOC programs 

will make room for commands explicitly tied to all stages of the composing process. In 

training students to use C-MOC in the future, such a categorization based on the canons 
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will allow them to associate these actions with aspects of the composing process. 

Categorizing these commands by using the canons helps to further reposition C-MOC as 

a rhetorical technology rather than as a keyboard replacement. Each command affects a 

specific aspect of the creation and presentation of text; therefore, it seems necessary to 

discuss these commands in terms of their rhetorical significance. These are of course 

subjective categorizations based on my understanding of how these commands affect 

composing. But the categorization helps us to reposition C-MOC technology as a 

composing tool rather than just a means of eschewing the mechanics of handwriting or 

typing: 

Table 4.1 

39 Selected Dragon Naturally Speaking 7 Standard Commands Categorized by 

Rhetorical Canon (Omitting the basic commands for training words and turning the 

DNS 7 microphone on and off.) 

Invention Style Arrangement 
Scratch that All Punctuation Commands Go to end of line 

(Period, Comma, Colon, 
etc.) 

Undo That Bold That Go to end of paragraph 
Delete That Cap That Move up 2 Lines 
Scratch That X Times Underline That Move back one paragraph 
New Line Left Align That Move down a line 
New paragraph Right Align That Move right 10 characters 
Select/Unselect Center That Move back three words 
Select next paragraph Format That Bullet Style Move to beginning of line 
Select that (selects last Go to top of document 
phrase spoken) 
Select back three Copy that 
paragraphs 
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Select last two words Cut that 
Delete last four words Paste that 
Delete back three Insert before Texas 
paragraphs Woman's University 
Backspace Insert after Denton 
Backspace 1 0 
Delete next paragraph 
Undo last action 

I was also concerned with the informants' level of automaticity in using verbal 

commands for inserting punctuation and what this added demand might do to the 

composing process. In Denisha's free-write transcript, we can see her develop 

proficiency in the use of verbal commands in the first paragraph of her first free-writing 

exercise: 

DENISHA. In the movie Corrina Corrina ... Whoopi Goldb-Whoopi Goldberg 

. . . scratch that is the housekeeper for a Caucasian family ... she goes in . . . 

messes up the interview ... and then ... later she winds up getting the job . . . 

[whispers] I forgot how to say punctuation ... scratch that .. . urnm ... 

SARA. On the punctuation you just say the name of the .. . 

DENISHA. Ok Period 

DENISHA. Ok. After Whoopi starts working as a housekeeper .. . she 

tries to help the little girl . .. with her loss with the loss of her mother scratch 

that with the loss of her mother ... period . .. the little girl is not talking and her 

dad is not coping with his life after the loss of his wife ... period ... Whoopi 

Goldberg livens up the house ... with her charm and her wit period . . . scratch 

that scratch that ... and her wit ... period ... eventually the little girl starts 
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talking ... and Whoopi Goldberg starts dating the father ... period ... period .. . 

I like the movie because it crosses racial bounds ... during the time of racism .. . 

and it's funny period ... scratch that scratch that ... scratch that ... barriers and 

it's funny. Can I just type that? 

SARA. That's ok 

DENISHA. and it's funny 

SARA. What you can do is say ... say funny one more time. 

DENISHA. Funny period ... period ... period [types period] new paragraph 

Later in the practice session, Denisha showed more fluency in using both verbal 

commands and inserting punctuation: 

DENISHA. Delete that [Denisha.'s cell phone rings] Hey I'm class I'll call you 

back. Well I'm not in class I'm in a meeting. Alright bye. Delete that ... delete 

that [laughs] mmm ... open quote ... open quote ... a child called it ... closed 

quote ... is a wonderful book ... period ... the book is about a little boy ... 

select boy 

SARA. Say sel-

DENISHA. Select boy 

SARA. And then say choose one 

DENISHA. choose one ... who is abused by his mother ... period ... scratch that 

... for twelve years period ... the little boy is deprived of food ... select flu ... 

choose 2 ... comma attention ... comma ... and love ... period ... he is not 

only outcast at his house but at school ... scratch that ... but also at school 

137 



period ... eventually ... he is sent ... scratch that ... comma ... he is sent ... to 

a foster home ... and his mother goes to jail period ... everyone should read this 

book ... because ... it helps us ... identify signs ... when a child is being 

abused ... scratch that ... when a child is being abused ... select we ... delete .. 

. when ... a child ... select in ... select in [ types over error] ... end of sentence . 

. . scratch that . . . delete that 

DENISHA. How do I say like "paragraph two" or whatever? Do I just say "next 

line," "next line"? 

SARA. Are you trying to get to the very bottom of it? 

DENISHA. Yeah. 

SARA. Say go to end of document. 

DENISHA. Go to end of document ... delete that ... next line 

SARA. Are you just trying to go to the next line or the paragraph? 

DENISHA. Paragraph. End of paragraph two .... delete that ... period ... new 

paragraph. 

Denisha seems to have used commands with the most automaticity, sometimes stopping 

the composing process to ask for help learning a new command. However, the constant 

use of commands to revise text reduced her fluency, possibly leading to more accuracy 

problems. Of course, the genre she was working within may have encouraged this 

concern with format as well. In this next excerpt, she made several corrections while also 

composing and also asked for help learning two commands (training words and 

bulleting): 
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DENISHA. Go to beginning of paragraph ... your heart's racing ... select park . 

. . choose 2 ... choose 2 ... delete that ... heart's ... select heart ... choose 1 .. 

. exclamation point ... your palms are sweaty ... delete that ... your palms are 

sweaty ... select poems ... palms ... select poems ... select poems ... palms .. 

. select poems ... palms ... how do you train it? 

SARA. Um, say "train that" and 

DENISHA. Select poems and "train that"? 

DENISHA. Select poems ... delete that ... select poem ... delete that ... select 

poem ... unselect that ... unselect that ... fully ... delete that ... fully .. . 

delete that ... scratch that ... scratch that ... fully ... select poem ... 

SARA. Another way to do it is to highlight the word and then go up to words ... 

and then type in what it should be and then say it. 

DENISHA. Push train? 

SARA. Uh-huh. 

DENISHA. palms ... palms ... palms ... palms ... 

Later, in the beginning stages of her response to the second prompt, Denisha interrupted 

her own composing and asked to learn a formatting command: 

DENISHA. select believe ... did ... select do this ... did ... delete that ... did . 

. . delete that ... did ... delete that ... did ... select indeed ... did ... delete that 

... did ... go to end of line ... select it ... help ... me win ... select with ... 

choose 3 ... undo that ... select with ... choose 2 ... a race ... period ... go to 

sleep. Ok how do I do like bullets? Or is that how I'm doing this? 
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SARA. Um ... yeah you could do bullets or you could do like bold subheadings 

and then each paragraph ... But probably for a genre like this, you might want to 

make holding and stuff like that something you do at the very end. So you don't 

have to worry about "bold that" commands and all that. 

On reflection, we should have collaborated on the command for bulleting right then. I 

was apprehensive about stopping and going over a new formatting command because I 

thought doing so would further reduce her fluency. In this instance, my subjectivity 

became clear, and my stance as a composition instructor affected the composing process. 

I steered her toward concentrating on the content of the piece rather than stopping her 

fluency in composing to work on a formatting issue. Formatting does, of course, have 

rhetorical significance. But I feared that pausing long enough to work with new 

commands would make her lose track of the ideas she was inventing. 

Denisha quickly picked up on ways to navigate the text. She showed an 

eagerness to develop a proficiency with the verbal commands and learn new ones. By the 

end of the practice session, she was moving around the document frequently to correct 

errors and add text: 

DENISHA. I attend Texas Woman's University ... select I've seen 

SARA. I think you can just say what you want to say over that. 

DENISHA. I attend ... select attended ... choose 1 ... go to end of line ... 

select women's isn't it woman's? 

SARA. It's woman's 

DENISHA. oh ok delete that ... go to end of line ... in Denton Texas ... select 
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end ... unselect that ... go to end of document ... select and ... go to end of 

document ... delete that ... in Denton Texas ... delete that ... in Texas ... 

delete that ... and I am majoring in occupational therapy ... and Spanish ... 

period 

Chandra's practice session transcript reveals a writer who is already adept at 

using verbal DNS 7 commands. Her automaticity with deletion commands is clear 

throughout the transcript, although she did not opt for any of the more complex 

commands. She began by indenting her text and then proceeded to compose. In 

composing her first sentence, she used five different commands: "scratch that," 

"comma," "delete that," "backspace," and "delete word." Therefore, she began her 

participation already having developed some automaticity with the verbal commands. 

However, she also had a tendency to verbalize her frustrations with the accuracy 

problems (such as her interjected comment "I can't believe you write on this" in the 

middle of her composing episode about The Ring). This tendency reduced the fluency of 

her composition and also interrupted the program's ability to get used to the context of 

her prose: 

CHANDRA. Tab ... my favorite book is a book called the giver ... scratch that . 

. . comma ... the giver ... scratch that scratch that ... comma ... scratch that 

comma ... is a book called the giver backspace backspace backspace backspace 

scratch that ... delete word ... Capital G [types G] I ... the ... It can't do titles 

this is crazy ... Oh no! Scratch that ... scratch that ... what the crap? No ... 

[groans to herself] ... how did you get all of that out of nothing, I didn't even say 
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that ... what? By Lois Lowry ... period ... punctuation period. (types period) .. 

. This book is about a young boy ... who has the gift of receiving ... special ... 

feelings (types) ... period. He is granted this gift as a young boy during a 

ceremony ... comma and an old man ... who holds all of the feelings for his 

town ... (muffled speaking) Starting over ... 

Chandra, frustrated with the mediation of errors, began again on a completely different 

topic. She opted several times to simply type over misrecognized words and phrases. 

But she did use verbal commands for punctuation: 

CHANDRA. One of my favorite movies is a movie called the ring (types) the 

ring (types) ... quote ... the ring ... ring (types) ... this movie is a very 

frightening one ... comma ... comma ... it includes lots of suspenseful. .. 

moments ... period. One of my favorite parts in the movie is when ... we see 

the girl who is killing everybody ... everyone ... period. It begins at the end of 

the movie comma ... the girl has just been released ... from ... her ... place 

where she died ... parentheses (types) ... it was a well (types) ... and now she 

wants to continue killing because ... she's crazy or something (laughs) because 

she's crazy ... or something ... (types) the star ... of the movie is playing a I-

lady named Rachel (types) who has a child with this other guy ... guy ... [reads 

prompt to herself] I can't believe you write on this ... anyway ... ok so Rachel's 

baby's father he plays the tape of this girl who was murdered by her mother ... 

"with the state of his four" ... [reading error] what? 

In her second session, while she composed her letter, she stopped and asked for help 
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underlining: 

CHANDRA: the next reading ... in which I find truly fascinating ... comma is 

Raine, Rainer .. hmmm [ types name] Rainer Maria Remarques ... Remarque 

[ types name] ... underline letters to a young poet ... underline letters to a young 

po-poet ... do I say underline that? [looks up the commands for herself in the 

manual] yeah, it says bold that cap that underline that letters to a young poet ... 

Soon after asking this question she used the "underline that" command in conjunction 

with several others to format titles and correct errors: 

CHANDRA. Ok ... cap letters to a young poet select and ... choose 2 .. . 

select poets choose 2 . . . select letters to a young poet ... underline that .. . 

select letters to a young a poet ... select [coughs] beloved ... select beloved 

underline that ... correction options ... formatting ... cancel . . . underline that . 

. . letters to a young poet select letters choose 3 select young choose 4 select 

young choose 2 select young choose 1 select poet chooooose 4 ... scratch that 

choose 2 ... comma ... this novel not only gives suggestions for good writing .. 

. comma ... [types] ... but relates its content to ... a younger audience period 

Molly's practice session illustrates her automaticity in inserting punctuation 

verbally. Her first attempts mainly involved periods and commas, but she clearly was 

able to determine where and when she wanted to insert punctuation marks and was able 

to do so without reducing the flow of her composition: 

MOLLY. Ok ... I have many favorite books. It's gonna be hard to ... think of 

just one. The first one that pops to my mind is ... John Steinbeck's East of Eden 
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(staff knocks at the door) ... period ... This story is set in 1950's California in the 

Salinas Valley ... period ... I really like his description of the landscape period. 

It really adds to the story ... period ... Steinbeck has a way of explaining 

characters ... that makes them seem almost human ... period ... new paragraph . 

. . One of my favorite characters in this book ... goes by two different names 

period ... Her name in the first part of the book is ... Kathy ... her name in the 

second part of the book ... is Kate ... period ... She has been said to be one of 

the most evil characters ever put on paper ... Steinbeck himself ... scared ... was 

scared ... scratch that ... I can't go back and erase it though can I? 

SARA. Um, you can try saying delete that 

MOLLY. But I can't touch it, can I? 

SARA. Um, that's ok) 

MOLLY. I'm just so irritated ... 

SARA. I know 

MOLLY. was scared of her ... 

SARA. The microphone's off 

MOLLY. Was scared of her ... period 

There is some awkwardness for each of the informants as they work to quickly 

develop automaticity with punctuation, revision, and navigation commands. For 

example, an informant might say "choose the" instead of "select the" or "end of 

paragraph" instead of "go to end of paragraph." Excepting the practice done by Chandra, 

who was the most soft-spoken of the informants, these free-speaking excerpts were more 
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error-free than the subsequent attempts at producing more rigidly structured "academic" 

prose. In re-playing the tapes, I noticed that two of the informants, Chandra and Denisha, 

seemed more prone in the second session to pause in between sentences rather than 

thinking an entire sentence out beforehand. The pauses created accuracy problems, as the 

DNS program achieves more accuracy from whole sentences rather than words and 

phrases. The significance of the fact that each of the informants developed automaticity 

with a certain number of commands is that automaticity is a necessary prerequisite to 

composing successfully and independently with most C-MOC programs. The kind of 

automaticity demanded by C-MOC in this case requires writers to know exactly what 

kind of punctuation they wish to use and to insert it without pausing too long. Although 

the informants forgot the exact wording for a particular command at some point during 

each of their sessions ( ex. Denisha saying "end of line" instead of "go to end of line"), 

their requests for help learning more advanced commands shows a promising willingness 

to develop the necessary level of atitomaticity. 

• Planning, Translating, and Reviewing 

I sought to observe the informants' ability to move between the processes of 

planning, translating, and reviewing orally. I thought that making the planning an oral 

activity might actually aid the informants in creating their texts orally. But there are not 

too many instances of the informants' discussion of their own thought processes as they 

compose. These instances are found for the most part in Molly's transcripts, where she 

stops briefly to discuss her editing process. Denisha, however, also engages in a brief 

reflection about her note-taking when she begins responding to the second prompt. Thus, 
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the stages of the process that became most apparent in the tapes are translating and 

reviewing. What these recorded composing sessions do reveal are the choices these 

writers make at every stage of the composing process. If a word is deleted in favor of 

another word, we can hear the change being made. If an entire composing episode is 

erased, we know when it happens and we also know the content of the deleted work. 

· Molly's transcript provides the most extensive commentary in the area of planning. The 

transcripts illustrate the actual process the participants went through while responding to 

the prompts. Even if we do not always have a specific discussion of the rationale for a 

particular choice, we can still hear when and how the choice was made and extrapolate 

why the revision might have been made. The recordings of their composing sessions 

offer us a window in to their processes of dealing with oral composition as it is mediated 

by DNS 7 Standard. 

Although I designed the inquiry in the hope that informants would be able to 

produce think-aloud protocols along with creating their spoken text, it became impossible 

for the informants to juggle both of these demands. Therefore, the translating aspect of 

the composing process ( during which inner speech is translated into external, visible text) 

became the one that was most obvious. Though there are a few attempts to record talk 

about the writing scattered sparsely throughout the composing sessions, the informants' 

translation of their thoughts into visible language is the process most easily retrieved 

from their recordings. Planning is also embedded in the transcripts, but it is difficult to 

tell exactly where these processes blend in with translating and reviewing. I examined 

the contents of the informants' protocols for evidence of the composing process. 
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, Denisha' s beginning response to the prompt fused elements of pre-writing and a 

very brief think aloud protocol: 

DENISHA. I will start by taking notes. I think I want to do a field guide on 

preparing for a track meet. 

She then went immediately into creating an outline that became the basis for her sub 

points: 

DENISHA. Make sure you get enough sleep. Make sure you get a balanced 

meal prior to the race. Make sure you get a good stretch and warm-up. 

As per the parameters of the prompt, Denisha divided up her field guide into subject 

headings. One of the reasons I gave an assignment in this particular genre was to see 

how the writer dealt with producing a text that is chopped into short sections and does not 

demand the same kind of fluidity that can be compared to conversational speech, such as 

a letter or essay. In beginning to translate the assignment, she spoke a few short notes, 

created an outline, and then proceeded to go back to each one and fill it in by making it a 

short paragraph. She navigated the text by voice more often than the other two 

participants, generally making use of the "scratch that," "delete that," and "select" 

commands as soon as an error occurred or she spoke a word or phrase she was not 

pleased with. 

Denisha' s translating and reviewing processes involved many word level 

revisions that interrupted the flow of her speaking. In this section of Denisha' s transcript, 

we can hear how her recursiveness as a writer plays itself out orally through her concern 

with editing at the word level: 
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DENISHA. make sure you eat a balanced breakfast ... select break ... delete 

that ... select this ... unselect ... delete that ... hmmm ... breakfast .. . 

break-fast ... delete that ... delete that ... delete that ... delete that ... delete 

that ... make sure you get a balanced meal prior to the race ... 

In the previous excerpt, she made a change in phrasing due to difficulties with the 

recognition of the word "breakfast." During the same composing session, she 

backtracked twice before finishing a sentence to change the word "steps" to "preparation" 

and the word "steps" to "headings." This is one instance in which we can see her 

reviewing at the word level: 

DENISHA. in this field guide you will ... become familiar ... with the steps .. 

. delete that ... with the preparation ... it takes to win a race ... select data .. . 

guide ... go to end of line ... I will introduce to you ... what all athletes ... do 

prior ... to a sporting event ... period ... in high school I ran track ... so the 

steps below ... delete that ... so the headings below ... will tell you what I did 

Denisha was able to make editing decisions about wording as she composed and often 

did. Thus, her transcript illustrates how her translating and reviewing processes blended 

together as she spoke. During her last composing session, we can see her becoming 

more caught up in word level revisions as she attempt to make DNS 7 recognize the 

words "entire" and "embarrass": 

DENISHA. If you decide to take performance drugs ... you will get your gold 

medals taken ... select taking choose 1 and you will embarrass your entire family 

148 



because you cheated ... period .. . select our ... entire select hire en tire delete 

that entire ... delete that ... entire ... entire delete that ... delete that ... delete 

that ... entire ... embarrass ... delete that ... delete that ... delete that . . . 

delete that ... select sure and ... delete that . .. select it very ... delete that .. . 

embarrass ... select it very ... em barrass select come there's ... delete that .. . 

your . .. select its ... you ... choose 2 . .. 

In this example, she became increasingly frustrated with the error and ended up repeating 

the words in a manner in which DNS 7 had trouble understanding them. Perhaps the 

most explicit example of Denisha' s recursiveness occured when she experienced 

difficulty getting the program to recognize the word "palms." The flow of her planning 

and translating was interrupted as she made several attempts to train the word. I 

interrupted her for the purpose of explaining that the program understands words in 

context and that she might want to simply continue composing and come back later to 

edit the word. She acknowledged my comment and immediately goes back to trying to 

make DNS 7 recognize "palms." 

DENISHA. Go to beginning of paragraph ... your heart' s racing ... select park . 

. . choose 2 .. . choose 2 ... delete that ... heart's ... select heart ... choose 1 .. 

. exclamation point . .. your palms are sweaty ... delete that . .. your palms are 

sweaty ... select poems . . . palms ... select poems ... select poems ... palms .. 

. select poems ... palms ... how do you train it? 

SARA. Um, say "train that" and 

DENISHA. Select poems and "train that"? 
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DENISHA. Select poems ... delete that ... select poem ... delete that ... select 

poem ... unselect that ... unselect that ... fully ... delete that ... fully .. . 

delete that ... scratch that ... scratch that ... fully ... select poem ... 

SARA. Another way to do it is to highlight the word and then go up to words ... 

and then type in what it should be and then say it. 

DENISHA. Push train? 

SARA. Uh-huh. 

DENISHA. palms ... palms ... palms ... palms ... 

SARA. Oh you know what? That was my mistake. Let me get you out of that-I 

forgot to take you back into your file ... do edit and select and copy, and then just 

close out of dragon, just click close. [Go back into Denisha' s voice file] 

DENISHA. Select poem ... select poem ... unselect that ... palms ... choose 

palm ... select-select that ... select palm delete that [laughs] scratch that ... 

scratch that ... delete that ... delete that .. . delete that ... delete that . .. delete 

that ... select palm ... palms ... choose home ... select home ... delete that .. . 

delete that ... delete that ... delete that ... select home ... choose 1 ... choose 1 

. .. choooose l ... delete that ... delete that ... delete that .. . delete that ... 

delete that ... 

SARA. You might just continue talking because it's supposed to remember even 

if it doesn't happen right away. 

DENISHA. Uh-huh ... palms ... 

Here, Denisha was unable to move on beyond the word she labors to get the program to 
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recognize, even though she knew she had the option of continuing to compose. In the 

following example, Denisha used commands to navigate the text and edited a phrase for 

more specificity ( changing "got fired" to "was recently fired"). 

DENISHA. My second sister ... end of sentence 

SARA. Go to end of line. 

DENISHA. go to end of line ... period ... delete that ... comma Jessica ... is 

twenty-two ... comma ... Michael is seventeen ... comma ... and Gabriel ... 

is eight ... period ... Jessica goes to Southern University ... and is majoring in 

civil engineering ... period ... Angela ... works in Houston as a social worker .. 

. period ... Michael is in college ... and he got fired from his job ... delete that . 

. . and he was recently fired from his job ... period 

Here, Denisha edited the phrase "got fired" to "was recently fired" and thus chose a more 

formal phrase. Other instances of editing cropped up when she discussed her 

grandmother and her observation on being the only normal one in the household. She 

changed the phrase "when no one pays attention to her" to "when she doesn't get any 

attention" and the sentence "I believe that I am the only normal one" to "I believe that I 

am the only one who is normal." These are all illustrations of the reviewing process as it 

is happening for her in real time: 

DENISHA. my grandmother is living with us ... comma and everybody is ready 

for her to leave ... period ... she complains about everything ... comma ... and 

cries ... delete that ... and cries ... when no one pays attention to her delete that 

... when she doesn't get any attention ... period ... I believe ... that I am the 
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only normal one ... select ones ... unselect that ... go to end of paragraph ... 

select ones ... unselect that ... go to end of paragraph 

SARA. Try just saying "select one." 

DENISHA. ... select one ... unselect that ... go to end of paragraph ... Can I 

say undo? 

SARA. Um, delete that. 

DENISHA. Delete that ... go to end of paragraph ... delete that ... that I am 

the only normal one ... delete that ... delete that ... I am the only one who is 

normal period 

Denisha's C-MOC composing sessions reveal her simultaneous translating and 

reviewing techniques. They also illustrate how her accuracy is impeded at times by the 

revisions she makes mid-sentence. 

During Molly's practice session, she made use of the "scratch that" command to 

go back and add text while she composed. One example is illustrated in this excerpt 

where she changes "paragraph" to "chapter:" 

MOLLY. He opens the paragraph ... scratch that ... chapter about Kathy ... with 

the line I believe monsters can be born to human parents ... period ... He then 

goes on to discuss physical disabilities and malformations period ... He then asks 

the reader ... why then can there not be ... mental monsters or mental 

deformities ... period. This gives us a good idea of what the reader is in for ... 

period ... new paragraph ... The main plot ... describes the rise and fall of a 

suburban family ... in early 1940's California ... period ... There are two boys 
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in this family that are twins ... period ... They are fraternal twins and they are 

very different ... period ... One is inherently good ... comma ... while the 

other seems to have an evil side period ... period ... period ... The one who is 

inherently good is named Aaron period 

For her response to the second prompt, Molly chose Ted Kennedy's 

Chappaquiddick speech, accessing it through the "americanrhetoric.com" site and 

listening to the audio excerpts before composing. Therefore, there were elements of 

aurality in her response to the prompt beyond her oral composing. Molly' s first response 

after reading and listening to the text was to do some free-writing in the form of a draft. 

Although there were errors in the free-writing document, she did use it to help her draft 

her full response the following meeting. While free-writing this first draft, she looked out 

the window and waited until she had finished composing before looking over the text. 

She seemed very relaxed as she composed this way, but she later said that she much 

preferred being able to see the text as it is coming up. Molly did not outline her text 

beforehand. Instead, she concentrated on composing with her print-out of the speech as a 

constant reference. She interjected quotations as she composed rather than waiting to 

insert them at a later session. 

During Molly's last composing session, she spoke about her composing process 

as it was happening. Here, she commented on her plans to work more comments on 

stasis into her response. This is the most extensive discussion of the planning process 

derived from the entire inquiry: 

MOLLY. Ok right now I'm just editing a little bit by hand and then I'm going to 
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go in and add a final paragraph which will address a little bit more what the 

original assignment was, um, a little bit more of covering the stasis issue, um, and 

whether the speaker can achieve stasis with his opponents and his audience. So 

right now I'm just going to shut this off for a second, so I can do a little more 

editing by hand and not waste your tape [laughs] Ok I'm going to add some more 

text to my paragraphs right now I'm at the second paragraph ... third paragraph . 

. . third paragraph ... talking about persuasion so here we go. Mr. Kennedy is 

attempting to persuade his audience of his [ navigates text to insert words and 

correct text] innocence ... of liquor ... Mary Jo ... at ... at ... of his address .. 

. comma ... positive ... positive ... closed quote ... giving his address .. . 

comma ... under the influence ... history ... rarely falls ... falls ... falls .. . 

doesn't like that word ... from the past ... issues ... Mr. Kennedy does play the 

... have received ... as well as ... whether or not ... his audience feels 

sympathy for him ... has yet to be seen ... felt ... felt ... the whole . .. it .. . 

Kennedy ... did ... this use of sympathy ... is another ... another ... an .. . 

Here, she detailed where she planned to go in her editing process as well as her intention 

of going back to cover the elements that the assignment sheet asked for. She 

acknowledged that she needed to discuss whether Kennedy can achieve stasis with his 

audience and gave a brief real-time glimpse into where in the text her editing was taking 

place. Molly and I also reviewed the concept of stasis theory in order to prepare her for 

the revising phases of composing. At one point, she stopped and asked for specific 

instruction, telling me where she was in the process and asking for a quick refresher 
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course on stasis theory. This discussion took place in response to the brief conference we 

had had before that session: 

MOLLY. Ummm .. . we' re talking abut achieving stasis with his opponents .. 

. what do you ... it' s been a while ... again, tell me what exactly does that mean, 

I mean I know that he ' s trying to persuade his audience to believe him he' s trying 

to ... create this idealistic ... 

SARA. The four stases are [ explaining from the prompt] conjecture-meaning the 

person is talking about . . . Conjecture, conjecture is like, I'm just going to tell 

you what the situation is-and I think I'm going to leave it up to you, but a lot of 

arguments have these things in them--conjecture is just a statement of the 

problem that' s being addressed. 

Definition is what kind of thing or event- for example like abortion or maybe if 

we were talking about stem cell research you know what is it, in order for us to 

have, you one view and me the opposing view we have to define what this thing is 

we' re talking about. Um, quality-is it a good or a bad thing again with the stem 

cell research thing, ok we've defined it now we can talk about ok I think it's bad 

you think it's good. And then um, policy is about what should we do ok this thing 

is happened we 've defined it I think it's good you think it's bad ok what are we 

going to do about it? You know, like in Iraq what do we do now? We've had all 

these discussions, what do we do now? It' s really just fancy terms for stuff that 

we do every day in arguments ... and the stuff that you've probably talked about 

in there so it' s not like you have to go back and totally restructure this its just 
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even when you say, there's a part where you say where persuasion comes into 

play. And you could probably be more specific there. So maybe switching out 

some terms, I think that's the only thing. So even if you think he does one of 

these more than the others, that's all I'm asking for. Does he seem to be stuck on 

the policy thing, about what are we going to do from this point, or is he stuck at 

defining what happened ... 

MOLLY. I do say the part where persuasion comes in is toward the end Mr. 

Kennedy is trying to persuade his audience of his innocence. Do you want me to 

change that or, because I can throw that in at the end of the paragraph. 

SARA. Yeah, and even if you just save it til the end that would be fine. 

MOLLY. This argument has many ... has many ... different ... spectrums that 

one can look at period ... Mr. Kennedy does definitely spend a lot of time 

defining the problem ... event period ... of course this is a subjective definition . 

. . period ... a police report for example would have been more objective period 

In that excerpt we can see how I became an agent in Molly's composing process, steering 

her toward more specificity in the area of the stases in Kennedy's address. After our 

brief discussion of the four stases, Molly went back to her text and proceeds to insert 

comments about Kennedy's use of definition and policy in his address. 

My comments to Molly did, of course, affect the content of her text, but they 

were necessary in helping her to better understand the parameters of the assignment. My 

feedback was also necessary because college composition assignments often involve a 

degree of instructor feedback during the drafting process. I wanted to observe how 
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instructor feedback would affect the informant's C-MOC composing process at the later 

stages of drafting. Molly went on to develop an editing strategy that allowed her to 

navigate the text by hand and insert changes to the text by voice. 

Her style in writing her response was to speak the entire document without any 

other prewriting activities such as outlining or clustering. In speaking, she first gave an 

overall summary of Kennedy's speech, providing a few comments on her reactions to 

Kennedy's ethos. Aside from the issue of wanting the first line to be totally accurate, 

Molly seemed the most comfortable with letting a few errors occur while composing and 

coming back to edit them when she had finished composing the entire text. Her editing 

process involved placing the cursor where she wanted it and speaking her revisions. 

Molly's composing flowed quickly, and we were both impressed at how much 

text she produced during the first drafting session. She also had the most enthusiastic 

outlook on the program. Her response is significant in that it shows that C-MOC may be 

beneficial for some students in more advanced courses working on projects involving 

secondary material and research. She inserted quotes with surprising fluidity, constantly 

referring back to the text during her composing process. Her full draft response is 

essentially an analysis of the ethos displayed in the speech. 

Chandra's text was fairly short, but the manner in which she retrieved details from 

memory about her authors illustrates that she had considered the significance of their 

works before composing this letter. Her transcript from her response to the second 

prompt reveals several instances of choosing one phrase over another. So we are able to 

note instances of the reviewing process in her text as well: 
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CHANDRA: he [Robert Frost] uses vivid colors ... descriptions of ... vivid 

colors comma textures comma ... and environments ... to convey to the 

audience ... what it is he is feeling at the time ... period. . . by doing so comma 

students are allowed to ... explain how the poems make them feel ... comma 

thus making them more comfortable expressing their feelings and communicating 

them with others ... with others ... period ... tab ... these three literary works 

were very important to me in my life ... in my life ... in .. my life comma ... 

and assuredly they will hold some importance ... and significance in the lives of 

entering freshmen period ... thank you ever so much MS. Smith Dr. Smith ... 

for your time and consideration for your students ... period ... I hope that these 

ideas ... I hope that these ideas ... will aid you in your selection process for the 

upcoming school curriculum . . . period ... thank you ... comma ... sincerely .. 

. comma ... Chandra [types] ... Chandra . . . Chandra ... Chandra ... select 

Chandra ... choose 1 ... Newman [types name] 

In this excerpt, Chandra, like Denisha, revised mid-sentence to achieve the phrasing she 

wants. Her reviewing process blends in with her planning and translating. She changed 

"vivid colors" to "descriptions of vivid colors," a revision that achieves greater 

specificity. And at the end of the letter, she changes "Thank you" to "Sincerely" to create 

a more formal tone. Also noteworthy is that, with few exceptions, Chandra did not waver 

from her phrasing when interrupted by errors. She is less likely than Denisha to allow an 

error to make her reconsider word choice. Here, for example, she was adamant about 

keeping the phrases "in my life" and "I hope that these ideas." 
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Kellogg and Olive's argument that adults may experience reduced fluency in 

writing because of competing cognitive tasks may indeed explain some of why Denisha 

and Chandra experienced difficulty composing their documents entirely orally. Chandra 

demonstrated the effects of a disparity in cognitive demands on fluency when she 

compared the difference between reading from a pre-written paragraph and composing 

extemporaneously. When she dictated pre-written text, the program rendered it 

accurately. When she was faced with assignments that asked her to create the text in 

response to specific criteria, the accuracy diminished due to pauses and her 

conversational tone. Although the first prompt simply asked for an expository account of 

a favorite movie or book, the second prompt presented them with further constraints on 

their discourse. Each prompt for the second assignment specified a genre, a mode, a 

rhetorical situation, and evaluation criteria. Thus, each informant juggled a number of 

complex demands without the aid of any pre-writing done by hand. 

Pauses were frequent for all three informants during the composing sessions. 

These pauses denote episodes of planning, translating, and reviewing, but we cannot be 

exactly sure what was going on in the writer's mind when they occurred. The pauses are 

denoted by ellipses in the transcriptions included in this chapter. Pauses hold 

significance here because they indicate exactly where an informant stops to consider 

choices related planning, translating, and reviewing. As Nance Van Winckel explains in 

"The Role of Preconscious Thought in the Composing Process," pausing "may result 

from the failure of short- term memory, which is generally thought to involve primarily 

verbal, conscious thought processes" ("Memory"). Van Winckel' s discussion of the role 
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of "preconscious" thought in composing deals with the role of pauses in being able to 

juggle complex writing demands: 

It is most helpful, too, to understand this idea of one's "thinking" rhythm in the 

larger context of one's "thinking-writing" rhythm. Sondra Perl concludes in one 

protocol study, for instance, that students' over-concern for correct working and 

mechanics "interrupts so often and to such a degree that it breaks down the 

rhythm generated by writing. When this happens, students are forced to go back 

and recapture the strands of their thinking once the editing operation has been 

completed." Such a premature concern for editing, then, seems to undermine a 

student's ability to remain focused on what he or she is trying to write, which 

undoubtedly accounts for many beginning student writers' frustrations with 

writing. ("Memory") 

Van Winckel, thus, emphasizes the negative effects that an extreme concern over 

editing can have on one' s composing rhythm. Such concerns can be counterproductive 

when they force a writer to spend time backtracking to remember what she wanted to say. 

Her comments relate to the informants ' frequent pauses because they highlight the issue 

of composing rhythm. This is exactly the kind of obstacle to fluency that Denisha and 

Chandra encountered with C-MOC as they worked to compose and edit simultaneously. 

Both informants knew that DNS 7 could remember a great deal of speech and that 

fluency would facilitate the program' s ability to represent their speech more accurately. 

However both informants could not overlook the frustration of mis-recognized words 
' 

and phrases and stopped quite often to work with errors. 
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As the more advanced student, Molly had spent more time responding to more 

complex writing tasks. She loved to write and described to me several high school 

writing assignments she had enjoyed. One particular assignment she enjoyed had asked 

her to imitate the prose of John Steinbeck, her favorite author. She had taken my 

sophomore American Literature course in which she volunteered to teach a short unit on 

Steinbeck's work, even bringing in a handout and taking the class through a selection 

from East of Eden. Her comments in her free-write reflect this interest. In a sense, her 

planning process for this piece might have started long before she walked in and received 

the prompt. She seemed to have stored away quite a few specific observations about the 

work in her memory and recalled them without much difficulty at all. Chandra presented 

a different view of her planning process during the practice session, saying that she found 

it hard at certain points to think of things to say. Denisha worked hard to achieve 

accuracy in the text, sometimes becoming bogged down in using commands to change 

words and phrases. Her fluency in planning, translating, and reviewing was reduced by 

the interruption of errors. She was the only informant who made use of oral notes and an 

outline to guide her composition process. 

The informants' translating and reviewing processes are detailed for us in real 

time in these C-MOC transcripts. Though their planning is not always apparent in their 

comments about the process, their transcripts do reveal the ways in which they translate 

thought to visible text orally and use the invention, style, and arrangement commands to 

manipulate the text before them on the screen. We are, therefore, given a window in on 

even their minute editing choices informants made as they composed. 
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• Interaction with Errors 

C-MOC errors are an inevitable aspect of composing with any VRT system. The 

degree of accuracy one may achieve depends on the quality of the equipment being used 

as well as the amount of time spent training the system and composing various types of 

documents. Because the informants worked within a brief amount of time, it is probable 

that they would have over time both developed a mode of speaking more understandable 

to the system and, in turn, trained it to recognize their own speech patterns. But because 

errors were present to some degree during every composing session, I feel it is necessary 

to consider this unique and inevitable aspect of C-MOC. 

Errors occurring because of misheard words and phrasing constitute part of the C

MOC program's function as a co-writer. Writers' interaction with C-MOC errors is an 

essential aspect of how composing behavior changes in this medium. This is because 

errors have the potential to lead writers to change their original intentions for phrasing 

and content. The informants' predominant reaction to errors was to try to fix them and 

insert the original word or phrase they had intended. However, there are some instances 

in which errors led to a change in word choice. The word level changes are significant 

because they demonstrate empirically a difference between dictation and C-MOC. I 

believe that writers also have to be open to the idea of the computer as a co-writer in 

order to use errors as a heuristic device. When errors are used to change the content of 

text, the composition becomes more malleable than it is when typing or dictating to 

another person. However, when the text is specifically envisioned, as Molly claims hers 

was, it becomes more difficult for the writer to accept errors as an opportunity for 
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revision. 

Chandra's protocol reveals one instance in which she chose one phrase over 

another specifically due to a DNS 7 generated error: 

CHANDRA. At the end of the movie comma, movie comma ... comma ... she 

finds out ... she finds out ... she discovers ... that in order to keep the girl to 

keep the girl from killing you from killing you comma you must make a copy of 

the tape ... period. 

Later, when we discussed this change in phrasing, Chandra said she felt that the phrase 

she settled on actually sounded more appropriate to the task than the one she had first 

spoken. 

One example of working with an error in Denisha' s text involves an omission of a 

city name: 

DENISHA. oh ok delete that ... go to end of line ... in Denton Texas ... select 

end ... unselect that ... go to end of document ... select and ... go to end of 

document ... delete that ... in Denton Texas ... delete that ... in Texas ... 

In some instances, at least early on in the training process, the level of accuracy that 

students are working with may affect the specificity of their compositions, especially 

where proper names are involved. 

In Molly's third composing session, the content of her first line was altered by the 

program's errors in recognizing a couple of words in the sentence: 

MOLLY. There are many ... persuasive speeches ... that have been given ... 

over the last ... fifty years period. What do you mean it's not available? 
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MOLLY: You want me to try it again? 

SARA. Just say there are many. 

MOLLY. There are many. 

SARA. Ok now it's listening, I think 

MOLLY. Take 2 ... 

After going over the need to keep talking and not dwell on errors in the very first line, 

Molly began again, leaving out her comment about persuasion over the last fifty years. 

What she composed as a result of the errors ended up being a segue into her comments on 

Ted Kennedy's address: 

MOLLY. There are many speeches ... that have been given ... whose main 

purpose is to persuade period ... Many politicians give speeches such as these 

before running for office ... Period. Others find themselves in a bind ... comma 

... and are forced ... to make explanations for their actions period 

None of the informants commented on the mediation of errors as something that 

affected the process of writing in a positive way. Rather, they saw the errors largely as 

an impediment to the composing process rather than as a means for taking their invention 

in new directions. As mentioned, Chandra did at one point discuss the benefit of one 

change made due to an error during her free-write. Even though she recognized this 

change as a potential improvement, she also was not happy with having had to make that 

change: 

• Adjustment to Verbal Commands 

As discussed in the section on automaticity, each informant became accustomed 
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to having to use verbal commands to create, navigate, and revise text. By the end of the 

practice composing session, all informants were fairly proficient in using the style and 

delivery commands for correcting errors and their own words they wished to delete. 

However, using commands at the final editing and proofreading stages was a challenge 

for all informants. I provided the specific commands, but I also allowed the informants 

to work on their own to develop a sense of which ones fit their writing styles best. 

Because these commands are tied to different aspects of the writing process, I wanted to 

let the informants decide on their own which commands worked best for those different 

stages. 

When the informants had composed all they wanted to by voice, they were 

allowed to figure out the most efficient way to do smaller editing changes. Molly spoke 

most of her small revisions, but she did not use the commands for navigating the text to 

place the cursor where it needed to be. Chandra made most of her changes by hand from 

the beginning. Denisha, however, used as many commands as possible at every stage, 

often stopping to learn more. So although Chandra and Molly reached a point where they 

did not feel verbal commands were useful, Denisha integrated the commands into her 

process at every stage. 

Each informant ultimately decided to perform some tasks by hand when they felt 

they had produced all the content they wanted to. When it came to this point in the 

composing process, I allowed each informant to determine for herself how much she 

wished to do orally and how much by hand. In order to revise more quickly, Molly 

edited her text by manually putting her cursor where she wanted the change to be made 
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and verbally inserting or deleting words and phrases. She commented as she was doing 

this that she found the editing easy to do this way. Using this method, she actually edited 

quite rapidly, making one change after the other. I felt that requiring her to use the verbal 

commands for navigating the text at this point might actually hamper her composing 

process, so I allowed her to work out what was best for her. 

Ultimately, the informants reached a kind of plateau with the commands they 

were using. They made the most use of the invention and style commands, eschewing 

most of the arrangement commands altogether. 

• Production of Genres 

Each informant seemed to transfer her knowledge about written genres into this oral 

medium. Chandra arranged her persuasive letter into several paragraphs that spoke to her 

specific audience. Molly's analysis, spoken in paragraph form with an introductory and 

concluding paragraph, referred to her chosen text in order to support her assertions. And 

Denisha divided her guide into small paragraphs with bold subheadings. None of the 

informants expressed that she was not given adequate time to get used to composing 

orally in the assigned genre. There were instances in which more informal speech made 

its way into the texts-most notable in the free-writes. The genre of the free-writing 

narrative seemed to encourage a more playful interaction with the medium. But once the 

informants were given a more rigid structure in which to speak their texts, they worked to 

address the appropriate audience and use a tone, format, and style suitable to a textual 

product. 

What is noteworthy is what was happening as the informants were developing 
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their C-MOC skills in these genres. Two of the informants, Denisha and Chandra, 

mention the mediation of sound as part of their composing process. For example, in 

response to the third question on the second survey about how long it took to adjust to C

MOC, Denisha writes that "it took some time. Maybe like a day. It made you 

concentrate on enunciating your words so I guess it could improve your speech." 

Chandra responded to the same question by noting that hearing herself compose posed 

some difficulty. She says, "not that long since I had used the program before. However, 

it is a bit awkward hearing yourself talk to the computer. (Especially when frustrated i.e., 

"You stupid thing I didn't say that! Ugh!") These two informants' comments highlight C

MOC's potential to make writers consider their own pronunciation as they compose. 

However, while some student writers may see this as a benefit because it makes them 

work on enunciation, others may resent the demand for a different kind of speech than 

they are used to. 

One genre related dilemma was highlighted in Chandra's experience during the 

free-write exercise. Her use of a soft-spoken, conversational tone was appropriate to the 

more casual task of chatting informally about her favorite movies and books. However, 

she later explained that this was problematic because she tended to "slur" her speech 

when speaking informally in this oral medium. Chandra's experience illustrates how the 

speaking style encouraged by a certain genre may not be the most conducive to accuracy. 

All three informants adapted quickly to the new environment in terms of being 

able to think their text through before speaking it. They all worked hard to develop the 

skill of oral composing and seemed to successfully transfer their knowledge of written 
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English into their responses. But I believe each would need also more time to adjust to 

the type of speech and pronunciation demanded by the program. 

• Informants' Discussion of Medium 

Chapter Two argued that Medium Studies should become an integral aspect of 

our conversation on C-MOC. Student writers' comments on their experiences with the 

medium also enhance our understanding of how C-MOC affects the composing process. 

Comments on the medium made by the informants in their surveys relate to mediation of 

hearing themselves compose, dealing with errors, and the different planning process 

encouraged by C-MOC. Although Molly's protocol does not demonstrate her planning 

process of visualizing paragraphs, her comments on how she dealt with this new 

composing environment illustrate that she has spent a fair amount of time considering the 

difference between planning via C-MOC and planning via keyboard: 

MOLLY. I can think better when [types some of the revisions for words not 

recognized] I see it coming up I mean my paragraphs are a little out of order, but it's 

a hell of a lot better if you ask me. 

Her comment on the second survey that the experience went beyond her original 

expectation of simply "talking on a microphone to a screen" indicates that C-MOC 

altered her conception of composing. Hence, for these informants, C-MOC might have 

allowed them to avoid the mechanics of the type of composition that is privileged, but it 

also presented new mechanical challenges. There are also instances where the informants 

express their frustrations toward the program as if in dialogue with another person. 

Denisha actually seemed to carry on a brief conversation with the program as it tried to 
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transcribe her angry words: 

DENISHA. I hate you-I didn't even say she-no, I didn't say can either. I know 

it is-it's cause I'm black isn't it? [laughs] It said italicize that-stop it! 

Although the focus of the study is not on race or ethnicity and how different dialects and 

speech patterns are mediated by C-M OC, Denisha' s comment does warrant some 

acknowledgement. 

At the end of her free-writing session, Chandra commented on her composing 

process as well as her thoughts on the medium's potential use: 

CHANDRA. That was hard. That was very hard. I was like oh my gosh I can't do 

this! That was hard! Why was that so hard? 

After having a moment to consider the process of working with C-MOC, Chandra opened 

up with much more specific comments about the difficulty: 

CHANDRA. Wow. Now I would like to see I wanted to do something that's 

already written and see what it does ... 

SARA. Like a speech, or ... ? 

CHANDRA. Yeah, because it was so much better, like it was so much easier. 

Because I think that with me like trying to talk about I started to slur and I was 

like lets start over and so for me it's just like ... if I'm talking then I deal with a 

lot of ... I say a lot of words that I don't want on paper ... and instead of it ... 

the reason it can't say oh this isn't good for this sentence it'll just put anything on 

there ... And so I'll be like "Ok, so this and that ... "and I don't want to tell it 

that I want it to be like "There was a story about ... a you know I want to be 
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eloquent and it's hard to do ... "and it's hard to do just talking to ... 

In the previous excerpt, Chandra attempted to verbalize the differences between her silent 

and oral composing processes. She noted that she slurred words and said things she 

didn't want in the text in composing orally. She also assets that her eloquence is 

somewhat lost when composing with C-MOC. Chandra also feels that the software is 

more appropriate for "scholarly" users whom, she feels, would be less apt to slip into 

conversational speech: 

CHANDRA. What bothers me so much about it is that how do I say it, it doesn't, 

I don't think it was made for our age. I think it was made for more scholarly ... 

Because we're so used to ... If we're communicating, or we're so used to just 

talking, do you see what I'm saying? It's so hard to like, like when I did it 

though, it was already written out ... so it's different ... and I'm sure like how 

the prompts were if I had something written in front of me If I was to say "For the 

second part of this training session comma please take ten dash fifteen minutes 

to" you know? That would be so different, you know? But it's hard because like 

ifl can't turn this paper in to someone because it's so ... 

Chandra's comments about her frustrations with composing orally offer insight into her 

interaction with the medium. As an English major, as she points out in her second survey, 

she is highly aware of word choice and style. Yet, in this medium, she finds it impossible 

to control her tendency to slip into a conversational mode. She found herself slurring her 

words and talking to the program in a way that distracted her and affected the process and 

quality of her composition. 
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Denisha, one of the more recursive writers who fixed errors as soon as they 

occured, found having to go back constantly and fix mistakes to be the main distraction. 

She comments on her own recursiveness in explaining that constantly going back to 

correct the misheard phrases was frustrating, but at the same time holds a positive view 

toward the program in that it should be tried out in all composition courses. She also 

mentions that the program has some difficulty recognizing different dialects and speech 

patterns, a fact that will have to be acknowledged in any C-MOC study. In terms of style, 

she mentions the heightened awareness of having to enunciate her words a certain way 

and the possibility that this aspect of mediation might result in "improved" speech. She 

feels that if accuracy improves a little more she will purchase a C-MOC program for her 

own computer, owing to the fact that she goes through several drafts before settling on 

the one to be turned in. Focusing on the potential physical benefits, she explains that C

MOC may save her from the physical demands of typing and handwriting a report. She 

also adapted to oral composing with extreme ease, commenting that it took her "maybe a 

day" to adjust to writing by voice. That Denisha was up to the task of composing by 

voice (a new activity) in a genre she was unfamiliar with provides one example of a 

participant willing to complete a low stakes writing assignment in a completely new 

medium. 

Chandra, who had previous experience with the program and had already found it 

lacking once in terms of allowing her to speak in a style she was used to, decided that 

oral composition was not for her. In discussing her C-MOC composing process, Chandra 

focused on the main problem as a tendency to slip into slurred words and slang when 
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dictating extemporaneously. In discussing her frustrations, she focused on the issue of 

word usage, pointing out that because of errors, she frequently found herself deciding on 

simpler words or ones she would not have ordinarily chosen. She took exception to the 

program's "invasiveness," explaining that as an English major she is extremely 

concerned with composition at the word level. She made the suggestion in her second 

survey that college composition participants might find C-MOC more appropriate for 

shorter tasks rather than longer ones. Another aspect of mediation Chandra found 

distracting was having to hear herself talk to the program-an element of C-MOC that 

will likely not be circumvented unless one decides to wear earplugs (which may not be 

too far fetched a suggestion for some students who may do well with oral composition 

but not enjoy hearing themselves compose. Chandra ultimately concluded that she would 

only really consider using C-MOC in the future if she could use it to dictate what she has 

already written down on paper. 

As an experiment, Chandra read from the prompt I had presented her with, and 

the program presented the text with complete accuracy. She had mentioned during the 

training how much C-MOC is like talking to a person, and therefore she expressed her 

frustrations to the program as if it were one (i.e. "You stupid thing I didn't say that! 

Ugh!"). It makes sense that a participant who is extremely concerned with word choice 

would find it frustrating to constantly go back and train words and correct misheard 

phrases, given that doing so can interfere with the flow of the thought process she is used 

to in composing text. Student writers will have varying levels of concern for this aspect 

of composing and some may find it more difficult than others to correct mistakes and 
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continue the composition. Though she essentially concludes that dictation is not for her, 

she does concede that she got something out of the study in terms of learning about her 

own writing processes and was allowed to stretch her oratorical skills. So perhaps even 

the participants who decide not to adopt C-MOC will learn something about their 

speaking styles and gain a perspective on how they view the importance of word-choice 

in their compositions. Like Denisha, she noted the frustrations of using C-MOC for 

speakers with diverse speech patterns, fixating specifically on Texan dialects (or what she 

terms "twang") which sometimes have unique pronunciation patterns. This is of course 

something that could have been further helped by more training of the software, but what 

lingers is the issue of style and how it changes when C-MOC is the medium-in this 

case, Chandra stated that she falls back into more conversational speech patterns when 

dictating, which of course will be of difficulty when completing an assignment that does 

not allow for that kind of identification with an audience. 

Second Survey Response Analysis 

I emailed the last survey to each of the participants at the end of the term, asking 

that they respond within two weeks. Their responses indicated that they had given 

careful thought to their experience and the process of composing aloud. Molly's 

responses to the second survey offered more specific thoughts on her impressions of how 

her thought process changed in composing orally and working with C-MOC. Her 

comment that she felt she could "picture" sentences in her head before speaking them is 

something she feels benefited her writing process. 

The questions on the post-inquiry survey were designed to have the informants 
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explore, in writing, their impressions of the outcome of the inquiry. They were asked 

several general questions concerning whether they would choose to use C-MOC again, 

how much time they needed to adjust to the composing environment, and what they got 

out of participating in terms of their original expectations. They were also asked to 

deliver specific details concerning how the mediation of C-MOC affected their 

composing process. The final questions asked them to discuss the positive aspects of C

MOC as well as the frustrations they encountered. The last question asked for any other 

comments they would like to offer about integrating C-MOC into college composition. 

Survey #2: Post-Inquiry 

1. Would you consider using this software program in the future for any writing 

project? If so, why? 

Chandra: Maybe, if I had written my work down already and could dictate that way. I 

was a lot easier to get caught up in slang usage and slurring my words when dictating 

impromptu. 

Molly: I would use this again. I found it a little difficult to get used to, but after a few 

times, if was very easy. We are taught to proofread, and read back over our papers when 

we are done with them and its difficult at first to get used to not having a piece of paper 

in front of you. 

Denisha: I would consider using the software if it was perfected a little more. I am the 

type of person who has to write many rough drafts before I do my actual paper so with 

the software I could just talk, and go back and edit without my fingers and wrists aching 

from so much writing. 
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2. How did you feel the mediation of the software affected your writing process at 

different stages? 

Chandra: It really affected my word usage, if there was a word that I really wanted to 

use and the program couldn't recognize it, then I was forced to use a more simple 

word or a word that just didn't feel right. As far as that goes, the program had 

become very invasive, and with me being an English major, word choice is very 

important. 

Molly: It was very hard for me to get started. I felt like I was repeating myself and I 

found myself constantly going back and reading what I had "written". Later in the work, I 

was able to organize my thoughts a little better and picture paragraphs and picture 

sentences in my head, so it got a lot better. 

Denisha.: I do believe the mediation was a distraction. Constantly going back and 

correcting things you didn't say was frustrating. 

3. How long would you say it took you to adjust to writing by voice? 

Chandra: Not that long since I had used the program before. However, it is a bit awkward 

hearing yourself talk to the computer. (Especially when frustrated i.e., "You stupid thing I 

didn't say that! Ugh!") 

Molly: Probably after the second session I had it down. Each time however, the first few 

minutes were challenging, I would have to remind myself of what I was doing. 

Denisha: I took some time. Maybe like a day. It made you concentrate on enunciating 

your words so I guess it could improve your speech. 

4. What do you feel you got out of participating in this study in terms of your 
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original expectations? 

Chandra: I realized that dictating to a computer really wasn't for me, but hopefully this 

will aide in other technological advances to improve such programs. 

Molly: I really learned how to process my thoughts better. I was able to think more 

sequentially and as able to "see" my words in my head. This proved to be a pretty neat 

experience. I could actually think more clearly! This definitely by passed my original 

expectations. I thought I was just going to be talking into a microphone to a screen. I 

really didn' t think about the thought process. 

Denisha: One day I was a little disappointed because the computer did not understand 

anything I said. Overall, I think the program can be of benefit to a lot of people. If it is 

perfected I will look into getting the software for my computer. 

5. What (if any) were the positive outcomes oflearning to work with the software? 

Chandra: I learned about myself and my writing. I learned to stretch myself and my word 

usage and oratory skills. 

Molly: See above? Clearer thinking, better thought processing and more sequential 

thoughts 

Denisha: It is always a positive to explore the up and coming technology. Plus I had 

heard about the program, but now I have had the opportunity to use it. Overall it was a 

good learning experience. 

6. What (if any) frustrations did you encounter in learning to work with the software? 

Chandra: I can't stand that it didn't pick up on my 'twang'. Many Texans have this 

nasally pronunciation to words and the computer did not pick up on very many of 
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these. It should be more adaptive to speech patterns. 

Molly: I always wanted to go back and "fix" what the computer would mess up. Like if 

it miss-heard me, I wanted to fix it. That was very difficult for me, tojust sit back and do 

all my corrections later! 

Denisha: The main frustration was that it did not understand a lot of the things I said. 

People from different cities, states, or even countries have different accents, but the 

program doesn't seem to understand that. Even though we did a ten minutes [sic] speech 

so that the software would understand your voice; it still doesn't take into account that 

not everybody says "scratch" or "delete" the same way. 

7. Do you have any closing comments or observations concerning suggestions for 

instructors wishing to integrate the use of voice recognition software into 

college composition course writing assignments? 

Chandra: I don't recommend this for take home assignments. I suggest short in-class 

assignments. 

Molly: Make sure that the art of writing (pen and paper)_isn't lost! 

Denisha: I think that all college composition classes should try out the software. Like I 

stated before it was a good learning experience. Just because it doesn't work well for 

one, it was been a lifesaver for the next person. 

Chandra's difficulties with the C-MOC, as she describes them in the survey, 

related primarily to her speaking style, or 'twang'. With hours more training, she could 

have probably achieved a much more satisfactory level of accuracy, but she would still 

have had to speak in a way that she found unnerving. She did seem to interact with the 
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program as if speaking to it. She used hand gestures to emphasize certain points as she 

composed the free-writing narrative about The Ring. In composing the letter, however, 

she became more stilted and serious in her posture. It is also important to note that on 

this day she came into the session exhausted and agitated. She had been kept up all night 

by her roommate's party and was unable to study. Her exhaustion was audible as she 

dictated, as was her mounting frustration with the program. Her body language was 

almost that of someone holding a conversation. And in that sense it is reasonable that she 

would be frustrated with the program's difficulty understanding her words. 

In her response to the last question, Molly makes a plea to not lose the art of 

"writing." which is an interesting illustration of her internalization of a specific definition 

of writing and the tools it involves. Her comments on how C-MOC encouraged "clearer 

thinking" and an ability to see her words in her head illustrate a positive outcome that 

facilitated a more comfortable composing process for her. Denisha' s comments relate to 

the mediation of misheard words. What she chooses to focus on in her response to the 

sixth question, however, is the program's frequent inability to recognize her commands 

properly. Denisha had been able to internalize the use of verbal commands as part of the 

composing process. Here response here shows how these commands became a crucial 

aspect of her composing. 

The informants' feedback is essential in getting a sense of where a small number 

of college writers of varying levels stand on C-MOC's significance as a medium. When 

using Dragon 7 Standard, having to compose in a window unlike the traditional word 

processing environment leads to far greater accuracy but less access to the traditional 
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features many participants are used to composing with. The direct comments on the 

program's mediation have to do with accuracy issues. However, Chandra and Denisha 

both note that the program heightened their awareness of pronunciation. In Denisha' s 

case, this may have been more of an annoyance than a benefit. She feels that the program 

should be made to understand diverse accents and dialects. It is quite likely that some 

students will resist having to adapt their speech to fit the needs of the program. This is 

not an unreasonable objection. Because we have not invested great amounts of time into 

researching C-MOC, we may not be aware of how the physical voice plays a role in the 

construction of a composition. Conversational speech may seem to fit the rhetorical 

situation, but it may not be appropriate for achieving the level of accuracy that would 

justify using the program. Dialect and accent may have more to do with the content of 

the composition than we have suspected. 

The accuracy issues must also be considered within the framework of time 

constraints. The informants and I worked on one project together, and clearly no one was 

granted the opportunity to train the program too far beyond the minimum requirements. 

Had each informant spent more time composing aloud, the program would of course have 

learned the contexts and vocabularies specific to their styles. 

Informants' Texts 

The informants' responses to the second prompt are included here to offer the 

results of their composing orally in three different genres. The texts here are based on the 

recorded composing of the participants. (Please see Appendix E for the versions that 

include the DNS 7 errors that the informants did not have time to correct.) The 
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informants worked during moments of revision to type over some of the errors. But since 

the focus of the study was on the composing process, I did not wish to have the 

informants compose beyond the time frame of the inquiry. Places where typing occurred 

are noted in the composing session transcripts. 

Each draft Molly produced through C-MOC was a full draft. Excepting the 

brief protocol she produced while preparing to edit, she did not engage in any pre-writing 

activities, such as outlining, note taking, or clustering. She simply spoke until she was 

finished with draft for each session and then attended to arrangement and editing issues 

later. Her text illustrates her subjectivity in several places where she evokes the ethos of 

the state of Massachusetts. For example, she talks-with conviction about the "love-hate" 

relationship that "the state" has with the Kennedy family. Her text reveals a voice that is 

passionate about her topic. Her own ethos as a Massachusetts native afforded her 

somewhat of a personal perspective on the issues discussed in Ted Kennedy's speech. 

The tone of her response is a little more informal than would be acceptable for an 

analysis. Molly's use of sarcasm, for example, leads her away from the kind of objective 

rhetorical analysis that the assignment asked for. Still, for the most part she produces 

prose that does not sound unlike "written" English. She is able to attend to the 

conventions of paragraphing, such as topic sentence construction. This text retains a kind 

of narrative quality, with Molly often interjecting evaluative statements without the aid of 

textual support: 

There are many speeches that have been given whose main purpose is to 

persuade. Many politicians give speeches such as these before running for office. 
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Others find themselves in a bind, and are forced to make explanations for their 

actions. Senator Ted Kennedy of Massachusetts falls into the latter category. The 

bind Mr. Kennedy found himself in took place on July 18, 1969. On this night he 

was attending a cookout on an island off of Martha's Vineyard in Massachusetts. 

Mr. Kennedy left this cookout with a campaign secretary. While the two of them 

were driving down an unlit road, Mr. Kennedy went off a narrow bridge into a 

"deep pond." 

In his speech he immediately denies driving under the influence of liquor. He 

also immediately denies the suspicion of any immoral conduct that had taken 

place between him and this secretary. The car turned over in the deep pond, and 

immediately filled with water. Mr. Kennedy got out. Ms. Mary Jo Kopechne did 

not. Instead of calling the police, Mr. Kennedy decided to go back to the party. 

At the party he enlisted the help of some friends and his cousin, to return to the 

scene of the accident to try to save Mary Jo's life. All of these attempts were 

futile. Even after this vain attempt Mr. Kennedy still did not go to the police. 

Instead he went back to his hotel room and went to sleep. In has address to the 

state of Massachusetts, he does take full responsibility for what happened. He 

also however makes excuses such as: "I suffered a cerebral concussion as well as 
' 

shock." He also states that he experienced "many scrambled thoughts, all of them 

confused, some of them irrational, and many which he cannot recall. And he 

wasn't drinking? 

The part of the speech where persuasion comes in is towards the end. Mr. 
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Kennedy is attempting to persuade his audience of his innocence. The first part of 

his speech is dedicated to the facts according to him. He is trying to persuade the 

people of Massachusetts to believe him when he denies driving under the 

influence and when he denies having an affair with Mary Jo. He also mentions at 

the end of his address about his status as a senator. He brings up names such as 

John Quincy Adams, Daniel Webster, and Charles Sumner and even his own 

brother John. He attempts to place himself among these men who were indeed 

positive representations of the state of Massachusetts in the Senate. He then 

makes a statement that he would "understand full well why some might think it 

right for me to resign." He then states that he will have to make this decision on 

his own. At this time he had been in the Senate seven years. 

From an audience point of view when Mr. Kennedy was giving his address 

many must have felt betrayed and led astray. There are many who knew Mr. 

Kennedy enjoyed to drink. What would have kept him from drinking at such a 

family party. What also would have kept him from driving under the influence 

when he had been known to in the past. The Kennedy family is also not the 

model of marital bliss that one would hope. And while it's not fair to judge a man 

by his family, the apple rarely falls far from the tree. There were obviously 

accusations from the past about these issues. 

Mr. Kennedy does play the victim in some parts of the speech. And he claims 

to have received the concussion as well as shock, as well as emotional trauma 

. brought on by the accident. Whether or not his audience felt sympathy for him 
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we may never know. The use of sympathy is another persuasive technique and an 

attempt to show the audience what he has suffered. The whole situation with the 

accident, the attempt to cover it up, and the belated call to the police, and the high 

profile family to which this happened, all made this a media frenzy. By playing 

the victim and playing the helpless unknowing driver of the car, Mr. Kennedy 

hopes the people of Massachusetts will buy his story. Some did and some didn't. 

In Mr. Kennedy's defense however, he didn't have much of a chance. As I 

mentioned, while it's not always right to judge a man by his family, the people of 

Massachusetts have seen all too well what the Kennedy's are capable of. (And 

not capable of.) It's definitely a love-hate relationship the state has with its "first 

family." Many people couldn't believe him even if they wanted to. Many people 

also didn't want to admit that their senator, whom they elected was capable of 

lying and possible murder. And still others took his address for what it was 

worth, at face value. If Mr. Kennedy wasn't, as he states, having an affair with 

Mary Jo, and he indeed wasn't driving under the influence of alcohol, why did he 

leave the scene of the accident? Why did he go back to his room and go to sleep? 

Why did he wait to call the police until the next day? I don't believe anyone in 

his audience that night truly knew what happened, or ever will. The Kennedy's 

have a knack, it seems, for covering up things which they don't want the public to 

find out about. We won't even go to the Marilyn Monroe story. 

Throughout his speech he seems to make some out of place, out of context 

statements. For example in the beginning of the speech when he is setting the 
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scene he immediately points out that he was not driving under the influence of 

liquor. He makes this statement without any previous indications that alcohol was 

a factor. Later on in his address, again setting the scene after the accident, and 

stating that he swam to his hotel room at 2 am, he remarks "I remember going out 

at one point and saying something to the room clerk." This seems a bit out of 

place and its relevance is questionable. Perhaps the room clerk could tell us, but 

the subject is not brought up again. 

This argument has many different spectrums that one can look at. Mr. Kennedy 

does definitely spend a lot of time defining the event. Of course this is a 

subjective definition. A police report, for example, would've been more 

objective. But all we have to go on is Mr. Kennedy's word. He does spend a lot 

of time in the policy area as well. He states that he is planning to take a look at 

his future in the Senate. Should he stay or should he go? He asks for 

Massachusetts ' help and prayers while he's attempting to make this decision. Of 

course we all know Mr. Kennedy decided to stay in the Massachusetts Senate. 

We may never know exactly what happened on that evening on July 18. Mr. 

Kennedy' s defensive nature of his speech may lead his audience to question his 

honesty and motives. But as I said earlier there are always those who will believe 

anything and who want to believe the best in everybody. The state of 

Massachusetts was and forever will be divided on this incident. 

Molly' s text illustrates an enthusiastic and opinionated engagement with the 

speech. Her response shuttles back and forth between summarizing the content of the 
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speech and connecting this content to rhetorical elements. In speaking the document, she 

fell into a kind of storytelling role, adding editorial commentary along the way. Her 

aside at the end of the second paragraph, "And he wasn't drinking?," is one example. 

Denisha's first draft was an appropriate beginning response to the task, but in 

looking over it I felt it could use a couple more things in terms of identification with her 

audience. The text was divided into sections, but there was no introductory or concluding 

material to interest her audience. The comments I made during the conference had to do 

with going back to add a few things (especially in the first paragraph) to hook her readers 

in. During her last composing session, she revised to add a title and an image to show her 

enthusiasm for track to her readers. 

Denisha found outlining to be the best way to approach the planning stage, 

supporting Tebeaux's assertion that students will benefit from being able to outline their 

texts orally in dictation. It should be noted that while she was adept at using the oral 

commands for formatting (centering, holding, etc.) the program did not seem to recognize 

many of these commands during the revision stages and she resorted for the most part to 

doing the formatting by hand. Denisha's text read: 

Eat. Sleep. Run. No Performance Drugs Here! 

Your heart's racing, and your palms are sweaty. Are you an adrenaline junkie? 

If you are track and field is the sport for you. In this field guide you'll become 

familiar with the preparation it takes to win a race. I will introduce to you what 

all athletes do prior to a sporting event. In high school I ran track so the headings 

below will tell you what I did that helped me win a race. 
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Rest. Rest. Rest. 

The day prior to a race make sure you do not work out, party, consume alcohol, 

or stay up late. Your body needs to be fully rested in order to perform well the 

next day. 

Eat Breakfast. 

The morning of the race it is important to have a well-balanced breakfast. Do 

not eat food that is high in sugar or fat. You want to eat lean meat, fruits and 

vegetables, and whole-grains. This is important because what you eat at breakfast 

will determine how you perform later in the day. 

Make sure you stretch. 

Approximately a hour to an hour and a half prior to the race you must begin 

your stretching and warm-up exercises. Start with a light warm-up such as slow 

jogging or a few jumping jacks. This is important because you want your muscles 

loose. After your warm-up begin more intense stretch. This prevents a pulled 

muscle during the race. 

Water. Water. Water. 

It is important to stay hydrated even when you're not racing. Your body will 

use these fluids while you're running. If you do not want to consume a lot of 

water make sure you drink other liquids such as Gatorade. 

If you make the decision to party and get drunk the night before a track meet, 

you will lose. If you choose to eat sugary cereals, candy, or any other foods that 

are not good for you, again you will lose. If you decide to be lazy and not stretch 
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and warm-up you will not only lose, but hurt yourself1 If you decide to take 

Performance drugs you will be to gold medals taken, and you will embarrass your 

entire family because you cheated. I have given you the keys to success in 

winning a race, but it is up to you to decide to take heed. 

Denisha's text, unlike her free-write, in which she switched topics three times and 

used a much more informal tone, contains a consistent tone, style, and arrangement 

throughout. She stayed on track with the help of her outline and worked in each of the 

composing sessions to flesh out each of her points. She maintains an appropriate 

instructional tone in her response, using second person to engage with her audience. In 

producing this response, Denisha indicated that she was able to use C-MOC to produce 

an unfamiliar genre rather than relying on typed or handwritten notes as a guide. 

Denisha' s subheadings might have been made more emphatic with exclamation 

points. But because of the manner in which she was composing, she, like Molly, who did 

not punctuate her questions with question marks while composing, inserted periods. This 

may be due to the manner in which the writer hears themselves composing rather than 

how they are visualizing the text. Denisha was able to visualize beforehand how she 

wanted the format to appear. One example of conversational style coming into play is 

her use of the phrase "a hour" instead of "an hour." 

Except for the length requirement, Chandra's text responds to the demands of the 

prompt. Because of her frustration with accuracy issues and the awkwardness of 

composing orally, she remarked that she was sure she could have produced more text 

faster if she were composing in her usual mode of pen/paper or typing. The text she 
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turned in was one and a half pages. Still, the content of the letter responds to the prompt 

appropriately. Additionally, it attends to the genre conventions of the letter. In her text, 

Chandra lucidly explores her choices for inclusion and explains her rationale for choosing 

them: 

Dear Dr. Smith, 

I would like to first thank you for becoming a part of the TWU family, and 

assure you that you are welcome. And in response to your search for input for 

upcoming courses that you would like to implement into the curriculum here at 

TWU, I'd like to recommend a few readings for you to consider. The first 

recommendation that I have is one from my favorite author, Toni Morrison. This 

reading comes from the novel, Beloved. The story of Beloved is one in which 

history and literary genius collide. When doing background research on this 

novel, we learn that the actions of Sethe when she kills her children is really based 

off a true story. I feel that with this novel, students will not only learn the 

importance of history in their lives, but the importance of finding their way in the 

world. 

The next reading which I find truly fascinating is Rainer Maria Rilke's Letters 

to a Young Poet. This novel not only gives suggestions for good writing, but 

relates its content to a younger audience. Therefore, as a student reading this 

book, freshmen who are taking this course can identify with the person the letters 

are addressed to. I feel that with Rilke's words, new students will be helped with 

their writing and adjusting to a new life. 
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For any critical analysis that may be done within the classroom setting, I chose 

some selected works from Robert Frost. Frost's poems lend themselves to open 

discussion, in-depth analysis, and enjoyable reading. Students will never get 

bored when reading Frost's work. He uses descriptions of vivid colors, textures, 

and environments to convey to the audience what he is feeling at the time. By 

doing so, students are allowed to explain how the poems make them feel, thus 

making them more comfortable expressing their feelings and communicating 

them with others. 

These literary works are very important to me in my life, and assuredly they will 

hold some importance and significance in the lives of entering freshmen. Thank 

you ever so much Dr. Smith for your time and consideration for your students. I 

hope that these ideas will aid you in your selection process for the upcoming 

school curriculum. 

Sincerely, 

Chandra Newman 

Chandra's draft, completed in one composing session, shows a formality that contrasts to 

her free-write. But we do see some grammatical issues that I interpreted as a result of her 

becoming distracted with errors. Her statement that "we learn that the actions of Sethe 

when she kills her children is really based off a true story" is one example. While her 

free-write showed an engagement with the dramatic tension of the movie The Ring, her 

letter contains a much more reserved tone. The elements of persuasion are evident in the 

way she structures the document. She describes the work and then makes the case for its 
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relevance to a first year literature course. At the end of the letter, she maintains her 

persuasive tone by stating that these works will "assuredly hold some importance and 

significance in the lives of entering freshmen." The tone, style, and arrangement are 

consistent throughout the piece. This consistency illustrates that Chandra had the ability 

to map put this arrangement and content mentally and deliver it orally. 

In speaking the document, Chandra created two sentences with misplaced 

modifiers. Two factors that may have affected her own errors were her fatigue on this 

particular day and her mounting frustration with errors. Had she chosen to polish the 

document further, she would likely have caught these errors herself in editing by hand. 

The difference between Chandra' s two documents indicates that she did not have 

difficulty moving between genres in creating her text orally. 

Outcomes of the Study 

This ethnography sought to explore the process of computer-mediated oral 

composing through the experiences of three university student writers. Analyzing these 

students computer-mediated oral composing through the six areas discussed in the 

chapter provides comprehensive insight into their composing experiences. The data 

recounted here illustrates a wide range of issues related to training students to use C-

M OC as well as their attitudes toward this composing medium. Exploring the 

informants' automaticity with commands shows how quickly they adapted to integrating 

invention, style, and arrangement oral commands into their composing repertoire. 

Analyzing evidence of each informants' translating, planning, and reviewing stages offers 

an intimate view of their process in responding to each of the assignments. Studying 
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their attitudes toward adjusting to verbal commands illustrates that two of the informants 

noted a heightened attention to sound of their voices as a mediation. 

Analyzing the informants' production of the assigned genres provides information 

on how they each worked within specific constraints to orally produce a free-write as 

well as a letter, an analysis, and a guide. The participants' texts and the way they evolved 

over the sessions show the use of various planning and revision techniques. While 

Denisha chose an outline format, Chandra simply composed hers without the use of any 

pre-writing and Molly drafted hers without pre-writing as well. In two cases, we see how 

participants use C-MOC to respond to brief conferences focusing on suggestions about 

revisions, which is a helpful new avenue of research. The informants' surveys and oral 

feedback allow us to see how they experienced oral composition in an electronic 

environment. This type of feedback is essential in determining what roles C-MOC will 

play in college composition tasks. Analyzing the informants' discussion of the medium 

offers three college student writers' diverse perspectives on working with DNS as a 

composing medium. Their feedback illustrates for us ways we might consider integrating 

C-MOC into the classroom and for what purposes. Molly felt C-MOC has the most 

positive implications for her drafting process. Chandra decided oral composition was not 

for her, but mentioned that during the process of the inquiry she learned much about 

herself and her writing process and strengthened her oratorical skills. She suggested 

using C-MOC for shorter in-class assignments. Denisha eagerly stated that all college 

writing classes should try out computer-mediated oral composing. 

What C-MOC offered these informants that traditional dictation practices cannot 
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provide is a visual as well as oral composing environment. In other words, the rapidity 

with which text shows up on a computer screen allows the writer to interact with her text 

in an aural as well as visual environment. Much of the mediation affecting the 

informants' composing process was generated by these visual aspects. In extending the 

practice and training of computer-mediated oral composing into the realm of college 

composition, this inquiry has illustrated some of the benefits and disadvantages of 

adopting C-MOC as a mode of composition. It has also opened up new opportunities for 

critical inquiry into C-MOC through six areas: automaticity with commands, planning, 

translating, and reviewing, interaction with errors, adjusting to verbal commands, 

production of genres, and discussions of C-MOC as a medium. 
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CHAPTER FIVE 

CONCLUSIONS, IMPLICATIONS, AND RECOMMENDATIONS 

From encouraging the development of new genres to opening doors to radically 

different composing processes, C-MOC will revolutionize the teaching of composition. 

' C-MOC creates new research opportunities as well as new ways to build theories from 

practice. Whether instructors choose to adopt DNS, Via Voice, Microsoft XP speech 

recognition, or a program still in the design stages, we must create pedagogies that 

embrace the voice as a means of composing. This chapter addresses the conclusions, 

implications, and recommendations for each research question. The following 

implications and recommendations cover the potential for C-MOC in both practice and 

theory. The suggestions for pedagogy ask that we search for opportunities to successfully 

integrate C-MOC into the classroom rather than simply asking our students to use VRT to 

recreate existing genres tied exclusively to print text. These ideas will affect students of 

composition, instructors of composition, and the future of composing practices. 

Each dynamic research question addressed in this study has examined the place of 

C-MOC from a different angle. Addressing these questions has created further 

opportunities for practice and theory in computer-mediated oral composing. Clearly, C

MOC is gaining popularity as a means of composing. Its successful use for student 

writers with disabilities is well-documented. Corporate materials already exist to train 

writers in the workplace to use C-MOC programs like DNS. This fact should give 
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compositionists reason enough to respond to the need for training pedagogies. The 

studies cited throughout Chapter Three helped establish C-MOC as a writing practice for 

composition students, especially those with disabilities. But these previous studies, 

although informative and thorough, did not examine C-MOC from the perspective of 

university students working with college-level composing tasks. Previous studies did not 

explicitly employ an ethnographic methodology to explore the subjectivities of both the 

researchers and the informants to present in detail diverse views on adapting C-MOC for 

specific genres. They did not link C-MOC to the rich history of oral composing 

processes that dominated communication in past eras. Nor did they draw from the wealth 

of composing process research to situate their findings in the conversation on composing 

research. 

This study moved C-MOC further into the realm of college composition by 

inviting three university student writers to compose with Dragon Naturally Speaking. In 

engaging each of the students though the surveys and their oral feedback, I offered them 

an opportunity to reflect on the mechanics of and processes encouraged by this 

composing medium. The inquiry also explored essential background scholarship on the 

practice of oral composing with and without the aid of technology. The knowledge 

gained from the explorations of medium, disability, orality, and composing helped shape 

the specific research questions for the ethnography. The value ofthis approach is that it 

lent a transdisciplinary element to the inquiry and illustrated C-MOC's potential as an 

object of study across a range of areas. 

Due to the transdisciplinary approach I took, I hope that this inquiry will spark 
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new research questions for scholars in these areas as well as ones not addressed. I 

touched on the issue of genre in Chapter Four, especially in noting how Molly's 

interpretation of the analysis assignment led her to integrate elements of an editorial or 

opinion piece into her response. But genre studies scholars can contribute greatly to the 

need for analysis of new discourse types and conventions encouraged by C-MOC. For 

example, what features of a genre remain fixed or are altered when filtered through C-

M OC? Feminist researchers in composition studies also have a particularly fruitful 

opportunity to study how C-MOC empowers women's voices. Although I did not 

specifically anchor my study in feminist thought, I acknowledge the potential for feminist 

epistemologies to influence the design and practice for C-MOC programs and practices. 

Feminist researchers can be some of the first to help develop sound pedagogies for C-

M OC. They can emphasize its collaborative potential and further analyze the way C

MOC compels compositionists to reconsider the primacy of print. They can also use C

MOC to turn the tables on the gendered division of labor that has presented us with 

images of women transcribing the speech of men in the work place. 

Throughout this study, the review of research and the resulting ethnographic 

inquiry should indicate that C-MOC has an important function as the tradition of oral 

composing continues to evolve. · The synergy among the first four questions created an 

opportunity for an ethnographic inquiry. Rhetoricians must acknowledge the C-MOC 

composing environment in order to accommodate students' oral and technological 

literacy skills. 

Investigating oral and literary traditions sparked my curiosity concerning how 
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students would use their voices as composing tools. Disability scholarship provided a 

means of drawing from extensive past research on computer-mediated oral composing 

skills and experiences of students with disabilities. Composition research afforded a 

process-based vocabulary for investigating student writers' experiences. Medium Studies 

offered opportunities for research questions based on the interaction between writers and 

evolving C-MOC programs. Finally, ethnographic methodology allowed me to design a 

qualitative inquiry in which the informants' voices defined the vitality of the data. 

Whether they were frustrated with the program or enthusiastic about its benefits, their 

experiences generated lively exchanges that gave us insight into three student writers' 

ability to use and study their voices as composing tools. The results of this research 

illustrate Molly's, Chandra's, and Denisha's interaction with a medium that interpreted 

their speech to create text. Their feedback indicates that the process of C-MOC made 

them reflect on their composing processes in specific terms. In their surveys and oral 

feedback, the informants reflected on their experience in terms of oratory, thinking 

processes, communication, dialect, the mediation of sound in composing, memory, and 

the medium' s affect on the message. This increased reflection is a positive result of the 

inquiry in that it shows writers' attention to the mechanics of composing and how these 

affect the experience of making meaning. 

Oral and Literary Traditions 

I first extended C-MOC research into the realm of rhetoric by investigating its 

link to past composition tools and mechanics. The first research question explored oral 

and literary traditions to understand historical aspects of oral composition. How do oral 
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and literary traditions broaden our understanding of the use of oral composition in the 

literary world? The work by orality theorists Ong, Innis, and Havelock provides a 

foundation for understanding the place of oral composition throughout history. Ong' s 

comments on oral media, such as the "talking book," called our attention to the way 

speech is mediated through different media. Innis's concern with the speaking/writing 

dichotomy highlights changing cultural attitudes toward both means of communication. 

Havelock's work on pre-literate Greece reminds us of the important function of memory 

in oral societies. His discussions also challenge the privileging of written over spoken 

language. These scholars' discussions of the relationships among the spoken and written 

word compel us to move beyond more simplistic representations of C-MOC as an oral 

replacement for a keyboard or personal assistant. But what the research on oral and 

literary traditions does not do is link the past to the present and future by considering C

MOC' s potential to strengthen an oral tradition obscured for centuries by the dominance 

of print literacy. I filled this gap by placing C-MOC in a context that acknowledges its 

separation from the print-centered composing processes many modem compositionists 

continue to espouse. 

This knowledge base provides a helpful foundation of scholarship dealing with 

oral and print traditions. Research in the literary traditions illustrates a wide use of 

dictation by some of the most successful authors. Authors such as Henry James, Margery 

Kempe, St. Augustine, John Milton, and Fyodor Dostoevsky chose the voice as the 

means of creating text. These skilled authors' examples support the claim that oral 

composing has relevance far beyond remedial composition instruction. The implication 
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for this research is that the ways in which these writers employed dictation to produce 

work in diverse genres holds relevance for students who may choose C-MOC for a 

variety of discourse types. 

The first recommendation is to use this historical background in practice to 

introduce C-MOC to our students. My suggestions for compositionists? Although 

students do not necessarily need to be burdened with deep discussions of orality theory, 

instructors can use knowledge gained from this scholarship to make students aware of the 

print-centered biases that have governed privileged composing processes. We do not 

want our students to respond passively to the assignments we create. Why should we 

want them to remain passive about the mechanics and mediums they use to respond to 

them? Create a brief teaching unit out of the research on the ways in which literary and 

rhetorical figures composed orally. Clarify how C-MOC relates to these process through 

the way it mediates speech. Explain how a speech recognition program acts as a scribe 

but also offers features (such as audio playback capabilities) alien to the world of print 

writing. Doing so will start a conversation on the mediums of composing as well as lay 

the groundwork for discussions of voice (both literal and metaphorical) as an aspect of 

composing. 

The second recommendation is to teach composition students about the rich 

tradition of oral composing that benefited writers working in a diverse array of genres. In 

setting up assignments that incorporate C-MOC, composition instructors should be able 

to articulate the prior applications of oral composing to create appropriate contexts for 

new genres. If C-MOC is assigned for an essay, letter, or journal entry, is there a 
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precedent for composing this type of discourse orally? Who used it successfully and 

how? An awareness of the wide use of oral composition for different rhetorical purposes 

should spark further interest in how C-MOC facilitates text production in formal and 

informal genres. 

C-MOC is not about adding technology to existing practices of producing 

"written" text. VRT programs may be fairly new, but their design is steeped in a mature 

oral tradition popularized by some of the most prominent rhetorical and literary figures. 

My research on orality and literacy allowed me to understand C-MOC as a part of a 

historical continuum of composing practices rather than looking at it simply through the 

lens of more recent concepts of dictation. 

With an understanding of oral composition as an historically significant 

composing practice, composition students, in tum, will develop their own practices with 

C-MOC and become part ofthis oral composing tradition as they respond to the evolving 

oral technologies. This participation is where the knowledge of oral and literary 

traditions can help in creating informed pedagogies for oral composing. Composition 

students have too long been expected to perfect skills narrowly focused on the silent 

process of creating text. Some process-based pedagogies do incorporate oral elements 

into the drafting process, such as oral peer reviews, conferencing, and reading drafts 

aloud to look for errors or problems of voice. But what has been missing is a critical in

class exploration of how to use speech-to-text composing as a fruitful heuristic. 

And what should be included in this exploration? Certainly including a 

discussion of how cultures throughout history have used oral composing should increase 
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students' critical appreciation. Understanding the evolution from oral to print 

sensibilities should make students less passive about the array of composing mediums 

that off er oral composing possibilities. This activity may also compel students having 

trouble with silent writing to explore C-MOC for their own composing. Knowing that 

John Milton adapted well to oral composing because he composed quickly in his head 

may encourage a student who composes similarly to work successfully with C-MOC. 

Knowing that Margery Kempe produced her autobiography orally may encourage another 

student to try C-MOC for a personal narrative piece. Knowing about the presence of 

scribes and their influence on the texts they transcribed will give all students an 

appreciation for the complexity of oral composing as it was employed centuries ago. 

And this knowledge of scribes will foster some comparisons with C-MOC programs, 

which undeniably make their own marks on student texts and lead to questions about 

textual authority. Such discussions will encourage an increased reflection on the part of 

our students as they choose whether to use C-MOC for a specific genre or process. 

Disability Studies 

If C-MOC has had such wide use as a composing tool for writers with disabilities, 

why do we in composition studies tend to ignore its potential for all college writers? 

Disability, usually mentioned to some extent in scholarship on oral composing, has an 

important place in the discussion ofVRT and C-MOC. Therefore, my second research 

question looked more deeply to disability to explore C-MOC. This question looked to 

three sub-areas within the larger question: disability theory, research on student writers 

with disabilities using C-MOC, and commentary from writers with disabilities who 
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compose orally. Research into this question revealed biases that dictate current 

composition pedagogy's preference for the silent composing processes. 

In preparing for my ethnography, I made sure that the informants were aware of 

the usefulness of C-MOC for students and writers with disabilities. I also explained that I 

felt this use was one reason for its marginalization in the realm of college composing. 

Therefore, the informants became aware of this gap as well. Although I did not 

specifically seek informants with disabilities to participate in the ethnography, part of my 

subjectivity as a researcher came from a desire to acknowledge disability as an important 

aspect of my stance on C-MOC. 

I looked at C-MOC though the lens of disability studies to question dominant 

hierarchies about literacy and C-MOC. Disability studies, in particular the work by 

Lennard Davis, explores ableist assumptions concerning normality and language 

development. I referred to Leri ta M. Coleman's work on "stigma" to illustrate how 

stigma, like "disability," is historically constructed. C-MOC is currently stigmatized in 

W estem culture because of its association with a kind of literacy that is not currently 

privileged. Some research recounted in Chapter Two, perhaps unintentionally, 

perpetuated the idea that silent composing leads to a more "literate" product and that 

those with disabilities who must compose by voice have not yet attained the more 

advanced literacy skills of their peers. It is true that writers with learning disabilities, 

such as dyslexia, benefit particularly from C-MOC. However, I argue against seeing 

such benefits through a medical lens (i.e. as a "cure") or as a less sophisticated 

springboard to the literacy of print writing. I conclude here that acknowledging that 
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ableist assumptions can govern our representation of composing processes and 

technologies helps us to reconsider the marginalization of oral composition. 

One implication arising from disability studies relates to the way computer

mediated oral composing is represented in mainstream society. Computer-mediated oral 

composing, to many, is only identified with an assistive practice. When I phoned ,one of 

our university officials in the research and grants office to talk over possibilities for 

funding a C-MOC project, she eagerly asked how many deaf students I would be working 

with. I had not mentioned disability in the conversation, but in helping me she brought in 

pre-conceived ideas about the uses for the technology as well as a specific disability. 

And some students without disabilities are uneasy about trying C-MOC because they feel 

they do not have a need for it. Because of this assistive identity, oral composition is 

sometimes marginalized in scholarship as a less literate practice than typing or 

handwriting. 

A recommendation from disability studies is for compositionists to acknowledge 

the vast amount of scholarship done to date dealing with writers with disabilities using 

computer-mediated oral composing. This study drew from the work done by researchers 

from "Speaking to Write," BECTA, and the CALL Centre to develop both the method 

and process of an ethnographic inquiry. In creating training pedagogies for computer

mediated oral composing, I recommend that we must draw from the work done 

internationally involving student writers with disabilities. Drawing from these projects 

will allow compositionists to respond to good practices and work toward solid theories of 

C-MOC. 

202 



Beyond acknowledging this scholarship on disability and C-MOC, another 

recommendation is to consider the instructional pedagogies designed during these studies 

of students with disabilities. These pedagogies suggest an emphasis on the area of 

planning. The "Speaking to Write," BECTA, and CALL projects all produced training 

materials based on practice and observation of students' composing behavior. The works 

by Wetzel and by Bruce, Edmundson, and Coleman also went into detail concerning pre

writing strategies they designed to allow participants to use memory more effectively in 

computer-mediated oral composing. DeLaPaz and Graham investigated using more 

extensive planning to facilitate C-MOC. Two of the most helpful ideas gleaned from 

these projects are predicting and preplanning specific words to be used in a composition 

and using a story template to get the composition flowing. These suggestions emphasize 

invention and memory and offer a starting place for our own classroom practices. 

Acknowledging the training methods produced for writers with disabilities will 

strengthen our practices involving oral composition in the classroom. Compositionists 

can also develop new methods of evaluating the writing process by exploring the 

methods and findings from these projects. For example, ifwe have an aural record of the 

students' composing process (from the recording feature in many speech recognition 

programs), we can more easily hear the instances in which they get stuck or seem to glide 

smoothly through the assignment. This way, rather than only having a print text to work 

from, we can also evaluate students' work and help them through difficult areas on the 

basis of their spoken process. 

Personal narratives by disabled writers working with computer-mediated oral 
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composition also hold implications for teaching practices. Perks' narrative specified 

ways in which the DNS medium affected both her process and her product by altering 

language in her text. Diana and Champlin offered more general commentary on the 

process of using the voice as a composing tool. The young students in the web-based 

video clips from the CALL study also commented on the mediation of C-MOC errors as 

well as the program' s benefit for their composing process. One CALL student cited 

increased speed as an advantage to composing via C-MOC. These writers' observations 

of the process of working with VRT programs offer insight into areas that should be 

addressed in training composition students to use C-MOC. These areas include: working 

with errors, agency, and memory in the composing process. These same areas were also 

discussed by my informants- Chandra, Molly, and Denisha-in the ethnography, thus 

revealing a productive link between the C-MOC experiences of writers with and without 

disabilities. I recommend that looking at C-M_OC through the frame of these narratives 

affords compositionists a body of knowledge that further shapes theory through these 

writers ' practices. We do not need to reinvent the wheel in looking for practices to drive 

our theories of teaching C-MOC. Writers with disabilities afford us a basis for 

understanding the mechanics of oral composing that we have yet to explore with our own 

composition students. 

These three areas of disability (theory, research on oral composing, and personal 

composing commentaries) allowed me to deepen my perspective on the practice of 

dictation and computer-mediated oral composing. Disability theory helped me to 

understand the social factors at work that have allowed researchers to marginalize oral 
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composing. The research on student writers with disabilities afforded me many avenues 

of thought in designing my own inquiry. And reading the comments by writers with 

disabilities who compose orally provided insight into how they respond to the issues of 

invention, arrangement, memory, delivery, and style in this medium. 

Composition Research 

My conclusions both endorse the value of composition scholarship and propose 

ideas for moving forward with new pedagogies for C-MOC. The third research question 

explored composition research relevant to a study of C-MOC. This research covered the 

field's attention to oral composing as well as process scholarship offering a vocabulary 

applicable to C-MOC. The implication here is that composition scholarship will help us 

to ground research on C-MOC more firmly in concerns about pedagogies and students' 

writing processes. This section reviews the value of composing process research and 

proposes ideas for C-MOC-based pedagogies. 

Composition research has not delved too deeply into oral composition, but those 

researchers who have noted its significance, such as Elizabeth Tebeaux, George Hillocks, 

and James Deem, give us a foundation from which to work. Their work on oral 

composing in general offers a sense of the college composition community's past 

applications for oral composition in technical writing and basic writing settings. The 

work in composition dealing with computer-mediated oral composing, specifically that 

by Lowe, Harrison, and Honeycutt, provides thorough literature reviews on oral 

composing in various fields. This work also speculates on possible means of 

investigating computer-mediated oral composing as well as the best possible uses for 
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such software. However, their_ work still focuses mainly on filtering print genres through 

students' voices. 

Composing process scholarship afforded me an important implication for practice. 

Composition process theory, as articulated by Flower and Hayes and post-process 

theorists DeJoy and Couture, asks us to consider students' processes in interpreting 

assignments. Deloy and Couture both challenge the practice of using models to teach a 

universal composing process. Their work asks us to broaden our definitions of process 

and to embrace the diversity of composing processes. The three informants involved in 

the ethnography all illustrated different composing processes. The differences in their 

composing behavior highlights the need to allow for C-MOC pedagogies that use the 

concept of "counterprocess" to accommodate student writers' various oral composing 

styles. For example, compositionists should allow for activities that let students use their 

usual conversational voices (in terms of personality, tone, and register) to shape the 

content in their texts. Doing so will lead us even further away from some of the 

unexamined print-centered biases still driving much of composing process theory and 

teaching practice. 

I want to not only adopt the concept of "counterprocess" in C-MOC pedagogy, 

but also introduce the concept of "countergenre" in which we push the limits of existing 

genres with our students and even create new ones. We should give students the freedom 

to find out whether or not they can comfortably use their spoken voice for a letter, email, 

blog entry, analysis, argument, etc. And if not, how might the genre change to fit their 

needs as writers? For example, Molly's analysis of the Kennedy speech contained so 
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much of the sarcasm she expressed orally. She seemed uninhibited in the way she 

created humorous editorial asides. The piece might not have worked as the original 

analysis asked for in the assignment's instructions. But it certainly followed a train of 

thought more appropriate to a different genre-the opinion or editorial piece. Exploring 

genre in this way will engage students in a radically different way than we have before 

and empower them to help shape the discourse types we teach. 

My ethnographic work defined composing process as a central investigative 

focus. The work of Swarts, Flower, and Hayes sparked my interest in investigating 

students' use of planning, translating, and reviewing in composing through C-MOC. 

Their work on protocol analysis compelled me to investigate the cognitive aspects of C

MOC. The lenses of translating, planning, and reviewing gave a context to the 

investigation that allowed me to observe many aspects of the informants' responses to 

their prompts. Although the ethnography did not include a formal protocol analysis, the 

informants ' comments on their oral composing process provides telling insight into their 

thought processes. 

A recommendation for composition process research is to use the vocabulary of 

process scholarship to investigate the C-MOC process. As researchers, we can make use 

of the broad concepts of "task environment," "long-term memory," and "writing 

processes" to track students' progress with C-MOC. In the ethnography, I defined the 

composing environment as fully as possible to illustrate the subjectivities (both the 

informants' and mine) affecting the informants' experiences. I pinpointed planning, 

translating, and reviewing as crucial elements of analysis and gained from using these 
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foci. Because the transcripts and the taped sessions revealed elements of composing 

almost impossible to detect with silent composing, I was able to shape some of my ideas 

for pedagogy more clearly from their experiences. In this way, I used their practice to 

inform some of the pedagogical theory I discuss here. In using what we know from 

composing process scholarship, we can also instruct students to become proficient in the 

use of C-MOC technologies. The pedagogy I propose involves class activities dealing 

with discussing orality in history, defining terms, and exploring hybrid genres. 

Building on previous recommendations to off er students a foundation in the 

history of oral composing, I propose that C-MOC pedagogies should continue by an in

class examination of composition terminology familiar to students. We should first, as 

instructors, examine our own composing biases. What are our past experiences with the 

various mechanics of composing? Do we use pedagogies that privilege certain mediums 

or writing practices? We should then turn to our students. What do they picture when 

they hear the word "dictation"? Do they immediately envision the gendered division of 

labor seen in images of men in powerful positions dictating to women who transcribed 

their words? How do they define the word "writing"? Or the word "voice"? Or 

"communication"? What does "writing" become to students when using C-MOC? How 

does the physical voice fit into their paradigms of composing, if at all? Do they assume 

that voice recognition programs exist solely to aid writers with disabilities? What do 

their responses tell them about their own composing biases? Answering these questions 

in class will definitely uncover students' biases concerning the composing process and 

help expose their concerns about oral composing prior to composing with C-MOC. This 
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activity also echoes Hayles' concept of Media Specific Analysis, in which terms are 

filtered through different media to note how their definitions change. 

Perhaps the most exciting opportunity C-MOC offers compositionists is the 

chance to discover and design new genres that blend sound and silence for spoken and 

print text. Embrace the potential for a new kind of emphasis on delivery and engagement 

with audience in C-MOC. Some assignments perfect for C-MOC will call for students to 

understand the difference between their spoken and written personas in order to 

successfully respond. As instructors, we should actively seek composing opportunities 

for our students that seem uniquely suited to the speech-to-text environment. Let 

students play with C-MOC to find out how it bends and molds genres and even allows 

them to combine different discourse types. Let their practice build the pedagogy. Allow 

their practice to dictate the evolution of C-MOC assignments. In doing so, we will begin 

to uncover the oral and text/oral hybrid genres that our students should gain proficiency 

in. We will also help our students reflect on how to use both speech and silence 

productively for composing. 

Genres that combine speech and text can allow students to actively participate 

rhetorically for actual audiences. Many of these genres will probably be ones we locate 

through web resources. One example of a C-MOC friendly genre is National Public 

Radio's "This I Believe Project," the details of which can be found at 

http://www.npr.org/thisibelieve/guide.html. This project asks writers to compose a brief 

essay, 350 words (to be read in three minutes) on a "statement of personal belief." The 

product is comprised of both a text and a recorded version of that text, read by the writer 
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herself. The guidelines provided by NPR specify a means of composing the text, 

focusing on aspects of composing such as "natural pace," "tone," and speaking in the first 

person. In one section, the instructions ask that the writer tailor her essay to her speaking 

style: 

Be personal: This is radio. Write in words and phrases that are comfortable for 

you to speak. We recommend you read your essay aloud to yourself several times, 

and each time edit it and simplify it until you find the words, tone and story that 

truly echo your belief and the way you speak. ("This I Believe") 

Such an assignment asks students to navigate both text and voice, keeping in mind that C

MOC is exactly the technological composing environment needed to facilitate such a 

composition. The genre becomes a hybrid speech/essay, with the predominant focus on 

the writer' s spoken tone. This particular assignment would also have students becoming 

actively involved with their audiences in an oral/aural environment that also involves 

text. This task also creates an opportunity for students to publicly share their C-MOC 

texts and engage with actual audiences. Such a task takes college composing far from its 

privileged silence. It makes writers work to textualize their orality rather than stamping 

out the uniqueness of their spoken voices by creating artificially formal "written" voices. 

This assignment positions the textuality as secondary to the expression of the writer's 

vocal habits. 

Hypertext composing will also work well with C-MOC. Because hypertext 

already encourages experimentation and is a genre that cannot be pinned down to specific 

conventions C-MOC will offer writers a way to leave print conventions even further 
' 
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behind and explore their voices hypertextually. Nonlinear composing by voice may in 

fact turn out to reap many benefits for students who simply cannot work effectively by 

outlining, as Denisha was able to. Given the chance, I believe Molly would have done 

well with composing orally in a nonlinear space. Hypertext would offer her the visual 

space for composing that she needed and also an environment conducive to exploring her 

ideas in a less rigidly linear manner (since she tended to move fluidly between genres). 

And what about blog entries? Over the last few years, biogs have emerged as a serious 

classroom genre. This journal/webtext hybrid genre, with its encouragement of a more 

personal and subjective writing tone, seems perfect for C-MOC environments. Moos and 

real-time conferencing spaces are also rife with potential for exploiting the conversational 

element of C-MOC. 

One of the flaws in my ethnographic investigation is that I had the informants 

work to produce genres that we all tended to associate with a silent composing process. 

Though I stayed away from using the word "writing" to avoid conjuring images of the 

mechanics they were familiar with, I still asked for the same genres I had assigned 

countless times in composition courses. These did not allow the informants to explore 

their voices much beyond attempting to shoehorn "written" English into speech. Their 

texts indicated a nearly perfect sense of genre conventions for letters, guides, and essays, 

but they were not necessarily allowed to stretch their repertoire of discourse types. Only 

after completing the ethnography and going through the data did I see the realistic 

potential for a pedagogy that allows for a fluidity between genres-a kind of cross-genre 

application. 
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Essentially, one result of the ethnography was that it generated new questions. In 

designing my next ethnography, I will seek innovative spoken or spoken/print hybrid 

genres for the students I work with. The production of these genres, facilitated by C

MOC, will allow for a great deal of play and exploration in the fuzzy boundaries between 

text and voice. Planning for flexibility will allow students to further shatter the 

speech/writing dichotomies that they often learn before entering our courses. 

Although I used the term "C-MOC" to refer primarily to voice recognition 

programs throughout this study, I fully acknowledge the term's broad application to all 

kinds of oral composing aided by technology. Activities such as recording one's voice 

through a program like "Real Audio," or participating in a web-based video conference 

constitute C-MOC and foreshadow the widespread applications for C-MOC beyond the 

use of VRT. Opportunities abound for collaborative student work with C-MOC. 

Students might give each other oral feedback through a C-MOC program that allows for 

the recording of commentary. Through this interaction, their personal expressive voices 

will lend a conversational aspect to the feedback. More than that, though, we should 

encourage students to compose together orally so that they may learn more through 

observing and hearing each other compose. Dialogue comes to mind as a genre that 

would particularly encourage students to experiment with using voice. Debate is another 

example of a collaborative genre that would both encourage critical thinking and the 

vocal production of text. Although the end product might be written down as well, the 

textuality would function as a transcript of the creative process of oral composing. 

Imagine the polyphony of a text that incorporates not just print collaboration, but also 
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collaboration involving multiple spoken voices as well. 

C-MOC-friendly pedagogies will need to address and emphasize certain elements 

of the composing process in ways different than those geared at print writing. One 

element I recommend is an emphasis on the aural and rhetorical elements of syntax. 

Certainly, implications for C-MOC pedagogies incorporate and even demand an 

increased focus on the rhetoric of punctuation for our students. Researchers in rhetorical 

grammar, such as Martha Kolln (Rhetorical Grammar), provide writers with specific 

guidelines for determining how they wish their documents to "sound." As Laura 

Micciche writes in "Making a Case For Rhetorical Grammar," how we shape our ideas 

and think "is intimately tied up with the forms, rhythms, and patterns of spoken and 

written language" ( 6). Although correct spelling has mainly surface significance to some, 

the insertion of punctuation actually has rhetorical as well as grammatical implications. 

Punctuation with C-MOC must remain linked to the conscious rhetorical choice 

of the student related to those rhythms and patterns. Micciche suggests that "writing 

teachers seek new avenues from which to revitalize practice, positioning rhetorical 

grammar as a necessary component of rhetorical education" (733). During a writer's 

recursive moments, the consideration of punctuation should be a priority. Class 

discussion should be devoted to the messages different marks send. Students should not 

be complacent in letting VRT programs (some of which can insert punctuation 

automatically) dictate punctuation marks to them. C-MOC programs ask that students 

consciously consider and verbalize their punctuation choices. This demand may make 

our students more aware of their process in choosing punctuation in the same way that 
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reading a composition aloud helps many students catch errors. As Lester Faigley 

explains, "the characterization of oral language as more paratactic and written language 

as more hypotactic may be little more than another folk belief about language that runs 

contrary to actual practice" (203). Therefore, in introducing C-MOC to our students, we 

also must make sure not to forcefully impose our assumptions about the differences in 

grammar and punctuation in written and spoken texts. 

Our students are part of an evolving oral and print tradition, and they should 

begin to see their composing as positioned within this tradition. Compositionists can help 

actively rehabilitate oral composing back into the composition course curriculum while 

acknowledging its genealogy as a composing process. I elicited this kind of intense 

reflection from the informants, and their responses indicate some shift in attitude from 

when they began to when the inquiry ended. 

Medium Studies 

I conclude that Medium Studies research extends the concerns of composition research 

by investigating how the computer can act as a co-writer. This field focuses more 

specifically on the issue of electronic mediation of words and text and also analyzes the 

effects of the medium on the message. Medium Studies can, therefore, help open new 

doors for research on VR T programs as "active cognizers" (Hayles, "Print" 84) and the 

manner in which cognition flows between the composing writer and the VRT program. 

The concerns of medium and media studies researchers who study human/machine 

interaction offer compositionists many critical areas to focus on in exploring C-MOC as a 

medium for student writers. Composition instructors should note that C-MOC changes 
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the composing process on a level that traditional dictation and keyboarding cannot. 

Machine-generated best guesses usually have some flaws, and these flaws compel us to 

think more deeply about the interaction between VRT programs and writers. 

One medium-related area of C-MOC is the interference of errors. Errors should 

be addressed as part of any C-MOC pedagogy. It will not do to simply promise our 

students that future iterations of C-MOC programs will be close to error-free or lament 

that the current programs do not always fulfill our demands for complete accuracy. We 

must deal with the technology as it is now with all of its idiosyncrasies. Errors can be 

intrusive, as each of the informants noted. Such errors are evidence of the computer's 

attempts to think along with us as we compose and to predict the structure of our 

sentences. But they can also prove an opportunity for a unique kind of revision. 

In the ethnography, Molly altered her entire beginning sentence on the basis of 

errors in recognition. Denisha diminished some of her specificity due to issues with the 

recognition of proper names. Chandra admitted that a word change brought about by a 

DNS error changed the tone of her composition. She felt that changing "finds out" to 

"discovers" made the sentence sound more formal and more appropriate for an academic 

audience. She, therefore, reflected on the error' s effect on the style in her text. Such 

reflections and interactions with errors will make students more consciously engage with 

their own concerns with style. 

C-MOC programs also encourage increased attention to diction through errors. 

Many times the errors are actually understandable based on the writer' s unique 

pronunciation of a word or phrase. For example, when Denisha said "I did," the phrase 
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showed up as "idea." But in listening to the recorded session, I noted that she put such 

little emphasis on the last "d" that the program could only guess at another word. In her 

post-inquiry survey, she noted that the program made her concentrate on her speech 

more, forcing her to "enunciate" more clearly. I do see a danger here in proclaiming the 

emphasis on enunciation as a benefit. In using speech-to-text programs like DNS, 

students should not feel as though they must eradicate evidence of regional dialects or 

accents simply so the program will transcribe more accurately. Rather, the benefit lies in 

a student's ability to see how her pronunciations are rendered in visible text. 

Implications for Medium Studies relate to how we represent the interaction 

between writer and machine during the writing process. For example, Hayles' discussion 

of the concept of computer-as-co-writer has significant implications for C-MOC. In 

considering the ways in which humans interact with computers, the works by Hayles, 

Meyrowitz, Carroll and Rosson, Bolter, Landow, and Eilola flesh out the complex 

relationships between writers and readers and electronic media. Hayles's concept of 

Media Specific Analysis holds significant implications for C-MOC. MSA will allow 

researchers to further question how terms such as "writing" or "dictating" change when 

writers work with C-MOC programs. 

I would like to offer further areas for investigating C-MOC through Medium 

Studies. A recommendation here is to use medium theory to further study the effects of 

C-MOC on student writers' attitudes toward oral composing. Exploring C-MOC more 

closely through two of Meyrowitz's metaphors-medium-as-language and medium-as

environment-will help us further attend to aspects of C-MOC's manipulation of oral 
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text. C-MOC involves more than a set of headphones or desktop microphone and a 

human voice. Understanding C-MOC-as-language allows us to investigate variables 

related to style, such as grammatical choices and the range of "expressive potential" 

("Understandings" 46) inherent in C-MOC. Selected questions derived from 

Meyrowitz' s discussion of the metaphor of medium-as-environment that need further 

investigation for students' work with C-MOC are: 

• How easy/difficult is it for students to learn to use the medium? 

• Is the communication between writer and C-MOC program bi-directional, 

unidirectional, or multi directional? 

• What are the physical requirements for using the medium? 

• How immediate is the communication? ("Understandings" 47) 

What these metaphors do is help composition instructors expand the notion of "task 

environment" to better understand C-MOC as a multidimensional composing space. My 

six areas of investigation in the ethnography were partially derived from these areas. 

But much more can be done to illustrate how C-MOC shapes our students' written 

products and composing processes. I see the interaction between student writers and their 

technologies to be of significance rhetorically for 21 st century composition studies. 

Therefore, we need research questions tailored to understanding the interference of VR T 

programs with students' composing processes. 

Medium Studies aided me in working toward research questions involving 

writers' interaction with errors as well as the development of automaticity with the 

commands. Medium Studies can help compositionists design research questions geared 
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toward a thorough investigation of student writers' interaction with C-MOC programs. 

C-MOC is not traditional dictation. Therefore, I recommend that investigations of this 

medium must acknowledge the work by mediwn theorists who have already explored 

how composing changes in different media. 

Ethnographic Investigation 

I conclude that Ethnography proved a helpful method for gathering data and 

observing the process of composing with C-MOC. Chandra, Molly, and Denisha each 

labored to observe their own processes and give feedback on their perceptions of C

MOC. This qualitative approach gave me the opportunity to work directly with the 

informants and to allow their voices to become a large aspect of the findings. 

Ethnographic inquiry allowed me to work closely with student writers, observing their 

interaction with the technology at every stage. The primary implication of this method is 

that it allows researchers to identify what actually happens as writers compose in this 

medium. Close observation of and dialogue with student writers will allow us to develop 

student-centered pedagogies focused on using C-MOC as an effective composing tool. 

The ethnographic analysis focused on six sub-questions related to the informants' 

oral composing practices. The findings of these questions formed a complete picture of 

the informants' abilities to adapt to this composing environment to produce text in a 

specific genre. Molly, Chandra, and Denisha offered specific commentary on their 

composing processes as well as their attitudes toward this medium. The observations 

derived from their composing transcripts illustrate the various aspects of composing 

through C-MOC. Close observation of aspects of composing unique to C-MOC, such as 
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use of verbal commands and errors, was also a benefit afforded by this method. The 

informants involved in the inquiry shared telling feedback on their composing 

experience. What this feedback did for me was help me design pedagogy from practice. 

A recommendation for ethnography is to continue to use this method for investigating 

students' work with C-MOC. In doing so, we will observe the benefits and disadvantages 

of C-MOC and consequently produce further theories for effectively implementing C

MOC into our instruction. 

The informants' texts all indicated their ability to work with C-MOC to speak 

texts in a variety of genres for different rhetorical purposes. Their detailed commentary 

offered a window into their own observations of the practice of C-MOC. Although one 

informant (Chandra) decided she did not enjoy composing orally, her commentary 

exposes some aspects of C-MOC that we will inevitably encounter with future students. 

Frustration with errors and appropriate tone is probably most evident in her transcript and 

survey responses. Her comments on this issue consist of both comments to me and 

comments directed at the program itself, which further illustrate her concerns that she 

could not escape "talking to" the computer like another human. For example, she 

commented on her difficulty with keeping her tone formal in the middle of her practice 

session: 

CHANDRA: I said suspenseful and it said, it wrote "suspends full" .. . 

suspenseful ... suspenseful [trains word] by the end of the scene ... the girl ... 

climbs out of the television ... it is so cool because she's like ... in black and 

white and she looks like ... the film like the ... (laughs) I don't want to talk to it 
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like I'm talking to it (types) ... 

Chandra also commented on genre during her practice session by stating her 

predictions about the medium. She highlights what she feels is a potential for C-MOC to 

textualize conversational speech: 

CHANDRA. You know what you should try? Writing like an informal letter. 

SARA. Yes, a letter's going to be one of them, I'm just not sure who's going to 

get that one. 

CHANDRA. I'll bet that would do really well because it's not ... more in a letter, 

you're just talking, you know. This would be great for like email, because you 

could say "Wow! This is craaazy!" And it would actually type it. But whereas 

with something you would have to turn in to a teacher, I wouldn't recommend it. 

Why not take advantage of designing assignments that exploit the conversational 

speaking tone? Why force students to speak written text if they feel the medium is more 

appropriate for less formal discourse? Won't the kind of epiphanies that Chandra shows 

here be immensely helpful for students as they reflect on the mediums available to them 

and which discourses these mediums best facilitate? Each of the informants also 

reflected consciously on her writing process and how it changed in this new environment. 

C-MOC, in this instance, facilitated a greater reflexivity concerning how their speaking 

worked to create text. 

Molly seemed the most willing to engage herself as she composed. She 

verbalized a lot of thoughts that the other two informants kept silent. If she lost her place 

while composing, she would find it again out loud, as in this example: 
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MOLLY. What was I speaking about? I'm sitting here trying to think ... 

accusations ... about these points period new paragraph tab ... about these 

incidents period ... new line tab ... Mr. Kennedy does play the victim ... in 

some parts of the speech ... 

Denisha was the most reticent about vocalizing her composing experience during 

the composing sessions, but she did offer some commentary in the second survey on how 

she felt C-MOC would aid in her writing process: 

I would consider using the software if it was perfected a little more. I am the type 

of person who has to write many rough drafts before I do my actual paper so with 

the software I could just talk, and go back and edit without my fingers and wrists 

aching from so much writing. 

Denisha shows that she reflected enough on her composing process to know that C-MOC 

might benefit her. The proposed physical benefits are not to be discounted, but I want to 

emphasize that she considers C-MOC an advantage for producing multiple drafts. After 

working with C-MOC over this brief period, she already felt she could adapt her 

composing process to the medium. 

I have several recommendations for practice concerning this ethnography. First, 

we must make an allowance for some of the spoken elements that may creep into 

students' C-MOC texts at the early drafting stages. Chandra, Molly, and Denisha all 

infused some conversational elements either into the free-write or the response to the 

second prompt. Chandra felt this more conversational tone was inescapable, stating she 

felt as though she were talking to someone while composing. 
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Investigating automaticity in navigating and creating text offered insight into the 

way informants handled the competing demands of composing through DNS. For the 

most part, all three adapted quickly to certain commands for quick revisions involving 

deleting and correcting errors. The fact that they hit a plateau when it came to the more 

advanced commands leads me wonder how to effectively teach students to use such 

verbal commands and also whether some of these commands are better performed 

manually. In practice, I will introduce the commands by their category of rhetorical 

significance first, rather than as a list. Then, students will be able to retrieve them from 

memory when at a particular stage of composing. 

Categorizing the many C-MOC verbal commands in terms of the canons will help 

composition instructors ground the C-MOC training process more firmly in the language 

of the composing process. But the possibilities certainly do not stop with the labeling of 

commands. Programs such as the Daedalus Integrated Writing Environment (DIWE) are 

explicitly designed as interactive writing environments with applications for stimulating 

invention. Why not C-MOC? Or why not combine C-MOC applications with such 

programs as DIWE, StorySpace, or other organizing programs such as Draft Builder, 

Inspiration, and Report Writer Interactive, so that students more at ease with oral 

composing can productively work on different stages of their assignments? As C-MOC 

technologies evolve, should not compositionists become involved in lending ideas for the 

design of commands? In creating command categories, I intend to show composition 

students how C-MOC functions as a dynamic rhetorical space rather than as a passive 

tool for transcribing their words. 
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Exploring the informants' use of planning, translating, and reviewing yielded 

observations about their vastly different composing styles. Molly seemed to enjoy 

planning her composition in her head and simply translating it as an entire draft. Her 

comments on the benefits of C-MOC illustrate not so much that it opened up a new 

composing/thought process for her, but that it fit much better with the one she already 

used. And yet she hints at not trusting the status of C-MOC as real writing. That she 

seemed to define pen and paper as "writing" is indicative of the widespread belief among 

many of our students that speech is for conversation, whereas our hands do the work of 

creating text. But her struggle to integrate her notions of speaking into composing also 

led to an interesting hybrid text (her analysis) that incorporated her personality into the 

text through speech. Denisha' s practice session showed more of an enthusiastic 

engagement with the topic. The informal assignment allowed her to talk about whatever 

she wished. In skipping from one topic to another, she showed an ability to compose a 

nonlinear text. Once she got to the second assignment and had unfamiliar genre 

guidelines to work with, her speech became more stilted. 

Investigating the informants' methods of dealing with errors generated 

observations on their habits concerning error correction, recursiveness, and revision. 

Molly chose to leave most of the errors for later correction, concentrating instead on 

creating the text she had envisioned in her mind. Chandra and Denisha struggled with 

keeping some kind of fluency in their composing process while dealing with the 

cognitive demands of correcting simultaneously. This realm of observation allowed me 

to note how each writer dealt with the computer as a co-writer and the strategies each 
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developed for interacting with this mediation. A suggestion for pedagogy is to give 

students time to find an appropriate way of dealing with errors rather than either telling 

them to type over mistakes or forcing them to correct every one by voice. Some students 

may find the errors themselves a playful area to work in. 

Noting the informants' adjustment to verbal commands indicated how much time 

it took for the informants to become comfortable with this kind of interruption in their 

composing process. Categorizing verbal commands for C-MOC programs in terms of the 

canons or other terms associated with composition will help to position these programs 

more specifically as rhetorical technologies for our students. Observing the informants' 

production of different genres allowed me to note how their composing behavior, style, 

and tone changed from one discourse type to the next. And analyzing the informants' 

feedback on the medium itself added the essential voice of the student writer into the 

emerging conv~rsation on how C-MOC will alter our conceptions of writing. 

Conclusion 

Each of these implications and recommendations further explores the place of C-

M OC as a composing medium. Contemporary composition students will benefit from 

compositionists' investigations of C-MOC as a means of composing. Many of these 

students will soon enter our classrooms already having experimented with C-MOC 

programs. As instructors, we must note the differences between this medium and the 

composing processes students have more experience with. Our pedagogies need to 

reflect an understanding of these differences. 

As I produced this study, I became aware how dynamic the topic of C-MOC 
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really is. C-MOC belongs to a tradition of oral composing that began long before 

computers, or even print-based writing, were invented. And yet, C-MOC is also a cutting 

edge, evolving process involving emerging voice technologies. Rhetoricians must 

acknowledge both C-MOC's attachment to tradition and its identity as a rapidly 

advancing agent of technological literacy. They must help us explore how to make C

MOC a productive aspect of the college composing environment. As compositionists, we 

have an opportunity to help in the design of C-MOC programs and to represent them as 

interactive rhetorical spaces. 

As Chandra said, "This is craaazy!" 
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CORPORATE TRAINING IN COMPUTER-MEDIATED ORAL COMPOSING 

Instructional materials for computer-mediated oral composing extend beyond 

educational fields. Dan Newman, a former high school computer instructor who adopted 

C-MOC as a mode of writing after suffering a hand injury, has produced several 

multimedia training materials for Dragon Naturally Speaking (DNS). Newman's three 

books and three-volume video cd-rom guide instruct Dragon users in both the technical 

and compositional aspects of DNS use. Although not necessarily meant for adoption in 

educational settings, these materials do contribute to the general public's understanding 

of computer-mediated oral composing. Sharing ideas from these corporate materials will 

show compositionists how to extend ideas on the practice of computer-mediated oral 

composing into the classroom. 

Newman's The Dragon Naturally Speaking Guide supports the idea that in 

training students to compose by voice we should start with more familiar and personal 

genres. Newman states that we should start with simple tasks when beginning to 

compose orally. "Try dictating a few sentences about today's weather, make a list of 

things to do, or compose a chatty letter to a friend" (163). After mastering these low

stakes tasks, he suggests, we should move on to more complex discourses: 

Only after you're skilled at more casual, 'chatty' compositions should you dictate 

documents that have difficult or complex subject matter, follow a detailed outline, 

use complex sentence structure, are aimed at a demanding audience, such as 

professional colleagues, or will be widely circulated. 
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Newman also writes that outlining is key to producing complex writing. Using the 

example of the letter genre, he suggests composing each paragraph's points and 

subpoints. "When you're dictating," he says, "look at the outline. You'll naturally 

expand the outline to complete sentences as you speak" (162). This idea of gradually 

expanding a spoken outline was played out by Denisha, who used this process in creating 

her guide. 

Another aspect of C-MOC training has to do with the planning process and the 

potential of an increased focus on memory. Newman suggests experimenting with 

memorized outlines instead of written ones. "Some users eventually compose entirely in 

their heads, while others continue to make outlines even if they write only a word or two 

for each outline point," he states (163-164). This is a crucial point for compositionists to 

remember, as some students will quickly adapt to composing in their heads before 

speaking (as Molly seemed to), and others will need the visual, textual support of an 

outline. 

Newman also concentrates on audience. "Pretend you're talking to a person," he 

writes. "Speech with lively inflection tends to be processed more accurately than speech 

in a dull monotone." In his training texts, Newman further suggests putting pictures of 

friends by the computer in order to use them as our "audience." His manuals also often 

suggest that we do not even look at the screen while composing. "Looking at the screen 

while speaking can be distracting" explains Newman (24). The way in which 

compositionists confront the issue of C-MOC and audience with their classes may lead to 

new ways of considering how students should "talk" to their readers. 
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Newman's suggestion for overcoming writer's block includes talking to the 

computer as if it were a person to "get your text flowing successfully" (Newman), which 

is an interesting contrast to Peter Elbow's "Closing my Eyes as I Speak: An Argument 

for Ignoring Audience." Elbow advocates turning off the monitor and ignoring audience 

to aid in the flow of text. Elbow mentions that often when struggling for words while 

speaking to a group, he involuntarily closes his eyes. ''I realize now," he states, "that this 

behavior is an instinctive attempt to blot out awareness of audience when I need all my 

concentration for just trying to figure out or express what I want to say" (50). Elbow 

explains that an audience is a "field of force" and that the closer we get to them, "the 

stronger the pull they exert on the contents of our minds." Overall, he explains, audience 

awareness "disturbs or disrupts our writing and thinking without completely blocking it" 

( 51 ). So, as writers, our task is to "learn when to think about audience and when to put 

readers out of mind" (52). Newman's training texts highlight important questions related 

to how we relate to the computer as our "audience" and how this interaction interferes 

with our ability to relate to different audiences when speaking. 

Newman's book, entitled Talk to Your Computer: Speech Recognition Made 

Easy, describes oral composition (referred to in the text as dictation) as a quick and 

efficient way to write. "Writing via voice lets you get your thoughts on paper quickly

faster even then expert typists" (15). He asserts that composing out loud increases one's 

productivity for life. "Used well and with the proper equipment," he says, "the software 

acts as your own personal secretary, with 24-hour availability and virtually instant 

transcription" (16). Elsewhere, Newman writes that speech recognition is the "keyboard 
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alternative'' (17). This is an area where compositionists can creatively define the C-MOC 

environment as something much more innovative and complex than a stand-in for a 

human or replacement for the keyboard ( ex. through the speech/print hybrid genres I 

discussed in Chapter 5). 

In discussing disability as an impetus for adopting DNS to compose, Newman 

writes that "speech recognition software can help people with RSI [Repetitive Strain 

Injury] remain productive and employed" (19). Newman touches on the physical 

components of computer-mediated oral composing when he writes that "you can sit, 

stand, move and even stretch while dictating" (20). These kinetic components Newman 

mentions should also off er compositionists new opportunities for research into students' 

composing processes. 

One of the reasons composition instructors should explain the reality of C-MOC 

mediation is that the computer's expectations as a listener affect how the writer produces 

text. Newman explains that DNS focuses on context, and that, for best accuracy, users 

must get in the habit of speaking in sentences and phrases. This stipulation may lead to 

new brainstorming activities for some students who are willing to adapt their current 

print-based pre-writing habits to C-MOC. 

There is an interesting contrast apparent in Newman's training video. Newman 

both reminds his audience that the computer is not a person and suggests talking to the 

computer as if it were one. This issue of how to represent VRT programs presents an 

interesting and potentially frustrating paradox for composition students, who already 

often have the task of creating text for audiences they have trouble connecting with. So 
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pairing the reality of the medium up with the metaphor may not be as useful in the 

college composition environment. Probably the most productive way to discuss C-MOC 

and audience with our students is to honestly explain the aspects of C-MOC that may 

either interfere with or enhance the writing process. It may not be realistic to ask student 

writers to use clear or normal speech when they are required to memorize several oral 

commands for quick use during composition. (There is nothing "natural," after all, about 

speaking punctuation.) However, some of the tactics for getting the best accuracy 

demand that the writer speak as if in conversation with another person. For example, as 

Newman explains, it is important for the writer to speak with inflection just as she/he 

would when talking to another person. Doing so gets the program used to speech patterns 

and familiar contexts. Therefore, we should not just jettison the image of VRT as a 

listening person, as the success of a C-MOC composer partially hinges on the writer' s 

ability to play into that image while writing. 

Some of what Newman has to say is clearly directed toward an audience likely to 

use C-MOC in the workplace for technical writing documents. In discussing DNS in the 

training video cd-rom, he makes the comparison between learning to dictate and learning 

to type. He also suggests making the switch to computer-mediated oral composing by 

reading out loud the kinds of documents the audience has already dictated, such as letters. 

Next, he suggests moving on to work that is easy and chatty, such as emails and letters to 

friends-things that, he states, "don't take as much mental work to do the creative part of 

writing" (Newman). Although this is a good progression for professionals wishing to 

simply transfer dictation skills they may already have to C-MOC, compositionists also 
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acknowledge that learning a new medium requires more than just transposing existing 

writing skills onto the new environment. Also, the question of genre and C-MOC must 

be addressed. Many composition instructors have their students compose in diverse 

genres like email and letters. Therefore, it may be useful to introduce C-M QC first for 

those kinds of genres that students have familiarity with. At the same time, we should 

not discount the creative or intellectual effort required to produce those familiar genres. 

Newman's specificity concerning actual elements of the writing process seem 

mostly applicable to linear, sequential composing. In the video guide, he suggests 

making outlines so that "you will be able to expand the outline into full sentences and 

you will know that you will get all your points covered" (Newman). Another suggestion 

he makes is to, when writing a first draft, "capture your ideas quickly" and go back and 

edit later (Newman). Although this process may be entirely appropriate for specific 

genres in a corporate setting, most compositionists introducing C-MOC to their students 

will want to open the door for more experimentation with the medium and place less 

restrictions on the sequence of activities students complete in the journey toward a 

complete draft. 

Besides Newman's texts, other training materials exist for various VRT programs. 

Some of these offer tips for using VRT that we need to alter in considering our diverse 

student populations. The print manual for Via Voice states: "Speak clearly in your 

normal voice, pausing naturally between phrases or after punctuation marks. Imagine 

you are speaking to someone for whom English is not the native language" (8). In 

adapting C-MOC training for our diverse student populations in composition, we will 
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want to alter the metaphor of human communication used here in favor of something that 

does not privilege speakers of English as users of VR T programs. 

Given the acknowledgment by some of the training texts that dictation may be 

appropriate for only certain situations, and that keyboarding may actually be more 

efficient for some tasks, we may start to see a more hybridized writing process by our 

students who readily adopt the concept of C-MOC. Scansoft's manual for DNS 7 states 

that, "although you can use Dragon Naturally Speaking to do almost everything on your 

computer by voice, some things are still easier to do by mouse or keyboard" ( 4). 

Honeycutt concurs, stating that "keyboard editing is simply faster and easier than voice 

editing" ("Researching" 83). In training students to use VRT for C-MOC, we will want 

to be careful to allow them to choose which aspects of their writing are more efficiently 

fulfilled by voice, and which ones are better fulfilled by keyboard. 

These materials, as well as those generated from educational projects, pave the 

way for compositionists to create more innovative applications for VRT programs. 
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FL YER ANNOUNCING STUDY 

Dear students: 

The purpose of this flyer is to explain an upcoming study I am conducting 
involving composing via Dragon Naturally Speaking (Version 7). I would be happy to 
answer any questions or discuss the methods/procedures further. Please note that this 
study is completely autonomous of this or any other course you are taking, so if you 
choose to volunteer to participate it does not count as extra credit and is not taken into 
account in terms of assessment of your progress and participation in the courses you are 
enrolled in. In the event that you know another TWU student who might be interested in 
participating, please feel free to have them contact me. 

Proposed beginning date: November 29, 2004 

Potential benefits: Regardless of the outcomes of the study, participants will gain 
proficiency in the use of a software program and develop skills in oral composition. 
These may both prove valuable skills on the job market. 

Schedule of Meetings: My schedule this semester is quite flexible, so I will be more than 
happy to do my best to schedule the meetings around the most convenient times for all 
student participants. 

Description of Study Procedures and Methods 

The purpose of this study is to study the use of voice recognition software (in this case, 
Dragon Naturally Speaking Version 7) in several different genres. The principal 
investigator will ask four students to respond to a written prompt which asks them to 
produce writing in a specific genre. The researcher will analyze both the students' texts and 
their writing processes based on their audio-taped recordings (protocols of their own 
verbalized comments on the writing process produced as they compose). The study will 
examine the process of computer-mediated oral composition and allow the researcher to 
work with students as collaborators in order to use their feedback in creating methods for 
introducing oral composition into college writing courses. The study will employ both 
ethnography and protocol analysis as research methods. The essential purpose of the study 
is to analyze students' computer-mediated oral composition (C-MOC) methods to 
determine what modifications should be made in teaching the writing process when voice 
recognition software is writing medium. Integrating ethnography as a research method will 
allow the researcher to collaborate with students and observe their interactions with the 
software. Protocol analysis will afford the principal investigator insight into the student 
participants' perceptions of the C-MOC writing process through students' recorded 
observations. 
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The proposed agenda for the study includes six hour-long meetings for each 
participant. Initially, students will meet with the research team for approximately one hour 
so that the principal investigator can explain the study once more in detail. At this first 
meeting, student participants can ask any questions and voice any concerns about the 
procedures. During this meeting, the principal investigator will provide background on the 
practice of oral composition and further clarify the methodology. Students will also fill out 
a brief survey. For the second meeting (lasting an hour), each student will be trained in 
using the software in order to create an individualized voice file. During the second 
meeting, the student and the principal investigator will go over the commands necessary for 
producing text with the software. The principal investigator will also have the student 
produce a practice document to practice commands. For the third meeting (lasting 
approximately one hour), students will be given a detailed written prompt for a brief essay 
( of approximately three pages in length) and will have several hours to draft and revise 
their work over several sessions. During the fourth and fifth sessions ( also lasting 
approximatley one hour each) students will draft and revise their responses to the prompt. 
Each student will be given a different prompt which asks them to produce a genre of 
writing with voice recognition software (Dragon Naturally Speaking Version 7). During 
their drafting, they will also orally record their observations about their own writing 
process. For the sixth session (lasting approximately one hour), the students will meet with 
the research team as a group. During this meeting, each student will fill out a survey 
concerning impressions of the experience of writing by voice. Students will also be 
informed of the principal investigator's impressions of the findings at that point. Students 
will also be updated on the principal investigator's interpretation of the findings throughout 
the Fall 2004 and Spring 2005 semesters. 

If you would like to volunteer, please contact me either via email 
(sarappace@hotmail.com), during my office hours, or by telephone (940-387-3309- may 

have to leave a message) 

Sara Pace, PhD Candidate 
Department of English, Speech, and Foreign Languages 
Texas Woman 's University 
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INSTITUTIONAL REVIEW BOARD APPLICATION 

Below, I have recreated relevant sections from my initial submission to the 

Institutional Review Board describing the dimensions of the study. Perhaps my inclusion 

of this information will spark another researcher to take what I have done in new 

directions. 

1. Describe the purpose of the study (include the research questions or hypotheses). 

The purpose of this study is to determine the advantages/disadvantages of having 
students compose with voice recognition software (in this case, Dragon Naturally 
Speaking version 7) in four different genres. The principal investigator will ask four 
students to respond to a written prompt which asks them to produce writing in a 
specific genre ( descriptive, narrative, expository, and argumentative). The researcher 
will analyze both the students' texts and their writing processes based on their audio 
taped recordings (protocols of their own verbalized comments on the writing process 
produced as they compose). The study will examine the process of computer
mediated oral composition and allow the researcher to work with students as 
collaborators in order to use their feedback in creating methods for introducing oral 
composition into college writing courses. The study will employ both ethnography 
and protocol analysis as research methods. The essential purpose of the study is to 
analyze students' computer-mediated oral composition (C-MOC) methods to 
determine what modifications should be made in teaching the writing process when 
voice recognition software is the writing medium. Integrating ethnography as a 
research method will allow the researcher to collaborate with students and observe 
their interactions with the software. Protocol analysis will afford the principal 
investigator insight into the student participants' perceptions of the C-MOC writing 
process through students' recorded observations. 
Research questions are as follows: 
1) How does each students' interaction with the medium (i.e. having to correct 

computer-generated mistakes, etc.) affect their composing process? 
2) Judging from each student's protocols, how does the genre affect the processes of 

drafting and revising with voice recognition software? 
3) What (if any) textual features of the students' responses to the prompt indicate 

that the responses were produced orally? 
4) What do these student writers see as the potential benefits and disadvantages of 

integrating this software into the composition classroom on a regular basis? 
5) Drawing from the participants' feedback on the process of computer-mediated 

oral composition, what methods should be used in teaching the use of this 
medium to composition students at the college level? 
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2. Describe the procedures related to recruitment of participants. 

Students will first be recruited from English 1023, the second-semester, first-year 
composition course at Texas Woman's University. Although these students are the 
primary group the principal investigator would like to draw from, students who are 
enrolled in a course beyond English 1023 but are eager to participate in the study will 
also be considered. Students will be first recruited from English 1023 because they 
will have received appropriate background instruction in producing prose in different 
genres in English 1013, and, thus, will have adequate preparation for producing the 
genres required for this study. During the recruitment process, students will be 
informed of the study' s purpose and methodology exactly as it is explained in this 
document. The principal investigator will clarify that student participants will remain 
anonymous in both the process of the study and in the published findings. Students 
will also be informed that a potential benefit of participating is that they will gain 
proficiency with a software program that is widely used in the workplace ( something 
they can also list on their resume) and will also develop a new writing skill (oral 
composition). Students will also be informed that although the principal investigator 
is interested in potential differences between oral and silent composition, student 
participants should not report observations on such differences simply to fit into what 
they feel the principal investigator might want to hear. Rather, student participants' 
only obligations are to: attend the scheduled meetings with the principal investigator 
and research team, fill out two surveys ( one prior to the beginning of the study and 
one after it has ended), and respond to the prompt and record their observations of 
their drafting and revision processes. Students will also be informed that in no way 
does participation in the study constitute extra credit or relate in any way to their 
grade or progress in any course they are currently enrolled in. 

3. What is the maximum total time commitment for the participants involved? 

The maximum time commitment for each participant will be six hours spread out 
over a two-week period. 

4. Describe in detail the procedures that will be used. 

The proposed agenda for the interventions includes six hour-long meetings for each 
participant. Initially, students will meet with the research team for approximately one 
hour so that the principal investigator can explain the study once more in detail. At 
this first meeting, student participants can ask any questions and voice any concerns 
about the procedures. During this meeting, the principal investigator will provide 
background on the practice of oral composition and further clarify the methodology. 
Students will also fill out a brief survey asking for their attitudes toward and past 
experiences with oral composition. The survey will also ask them to assess their level 
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of computer literacy. For the second meeting (lasting an hour), each student will be 
trained in using the software in order to create an individualized voice file. During 
the second meeting, the student and the principal investigator will go over the 
commands necessary for producing text with the software. The principal investigator 
will also have the student produce a practice document to practice commands. For 
the third meeting (lasting approximately one hour), students will be given a detailed 
written prompt for a brief essay (of approximately three pages in length) and will 
have several hours to draft and revise their work over several sessions. During the 
fourth and fifth sessions ( also lasting approximately one hour each) students will draft 
and revise their responses to the prompt. Each student will be given a different 
prompt which asks them to produce a genre of writing with voice recognition 
software (Dragon Naturally Speaking Version 7). During their drafting, they will also 
orally record their observations about their own writing processes. Also during each 
session, the principal investigator will take field notes on the students' interaction 
with the software (noting the commands most often used) and elements of their 
writing processes that may differ from the conventions of silent writing process 
taught in most composition courses. For the sixth session (lasting approximately one 
hour), the students will meet with the research team as a group. During this meeting, 
each student will fill out a survey detailing their impressions of how working with 
Dragon Naturally Speaking affected the stages of their writing processes in the 
specific genres they worked with. Students will also be informed of the principal 
investigator's impressions of the findings at that point. Students will also be updated 
on the principal investigator's interpretation of the findings throughout the Fall 2004 
and Spring 2005 semesters. 

5. Will you be audiotaping as a part of this study? .................................................. Yes 
If you answered yes, ' describe the purpose of taping and explain who will have 
access to the tapes. 

Audiotaping is a necessary aspect of protocol analysis, which is an established 
research method in composition studies (made popular in composition studies in the 
early 1970s by scholars Linda Flower and John Hayes). Audiotaping for this study 
will involve having each student record her/his observations of the writing process as 
the response to the written prompt is being produced. The purpose is to have access 
to the students' own thoughts on the difficulties and advantages of using Dragon 
Naturally Speaking Version 7 as a writing medium so that assessments can be made 
concerning the value of integrating computer-mediated oral composition into the 
college composition classroom. 
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COMPOSING SESSION TRANSCRIPTION 

These sessions were recorded over a two-week period. During each session, I 

recorded each informant's composing session on a Radio Shack CTR-112 Cassette 

Recorder. I have also noted instances of slurred words and any sounds, such as coughing 

or laughing, which may have affected accuracy during the composing. In this transcript, 

I have abbreviated informants' names, as well as mine, to each name's first letter. 

These transcriptions of the composing sessions provide a real time account of 

translating and reviewing. They offer a glimpse into how each of the informants makes 

use of DNS 7 commands for revision and editing. My voice and influence are also 

present throughout the tapes as I work with the informants to develop their proficiency 

with the technology and try to aid them in responding to the prompts. 

Molly: Practice Session 

M. Do you want me to read the prompt first? 

S. No. You don't have to. 

M. Ok ... I have many favorite books. It's gonna be hard to ... think of just one. The 
first one that pops to my mind is ... John Steinbeck's East of Eden (staff knocks at the 
door) ... period ... This story is set in 1950's California in the Salinas Valley ... period . 
. . I really like his description of the landscape period. It really adds to the story .. . 
period ... Steinbeck has a way of explaining characters ... that makes them seem almost 
human ... period ... new paragraph ... One of my favorite characters in this book ... 
goes by two different names period .. . Her name in the first part of the book is ... Kathy 
... her name in the second part of the book ... is Kate ... period ... She has been said 
to be one of the most evil characters ever put on paper ... Steinbeck himself ... scared .. 
. was scared ... scratch that ... I can't go back and erase it though can I? 
S. Um, you can try saying delete that 
M. But I can't touch it, can I? 
S. Um, that's ok) 
M. I'm just so irritated ... 
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S. I know 
M. was scared of her ... 
S. The microphone's off 
M. Was scared of her ... period ... I think he surprised himself when he was writing the 
book ... period ... He opens the paragraph ... scratch that ... chapter about Kathy ... 
with the line I believe monsters can be born to human parents ... period ... He then goes 
on to discuss physical disabilities and malformations period ... He then asks the reader .. 
. why then can there not be ... mental monsters or mental deformities ... period. This 
gives us a good idea of what the reader is in for ... period ... new paragraph ... The 
main plot ... describes the rise and fall of a suburban family ... in early 1940' s 
California ... period ... There are two boys in this family that are twins ... period ... 
They are fraternal twins and they are very different ... period ... One is inherently good 
... comma ... while the other seems to have an evil side period ... period ... period ... 
The one who is inherently good is named Aaron period ... His brother Caleb comma, 
goes by Cal period (laughs) ... Caleb always feels different ... period ... scratch that .. 
. from ... his brother Aaron period. He always feels that he is bad ... period ... Aaron 
is very naive while Cal displays ... a knowledge beyond his years period ... These two 
boys grow up in the same world ... but they react so differently period ... new 
paragraph ... The story also describes the neighboring family the Hamiltons ... period .. 
. The patriarch of the Hamilton family ... is quite a character period ... He's an old 
Irishman who loves to invent things period ... The Hamiltons have many children ... 
and Mr. Hamilton has a hard time supporting them ... period ... his wife says he is too 
nice ... and gives too many people the benefit of the doubt ... period .. . 
S. You can stop whenever you want [stopping at the ten-minute mark] .. . 
M. God, that is so hard 
S. Um, then I can go in and save it for you if you want but one of the cool things about it 
is you can actually say file and it will bring down the menu and then say save ... 
M. Ok, let me try that ... File ... file ... file ... file ... 
S. Or say "go to file" 
M. Go to file 
S. Never mind ... um, you can just do it the old fashioned way. 
M. What do you want me to save it as? 
S. Molly Practice 
M. Where do you want it? 
S. How about Desktop? 
M. What about Documents? 
S. Yeah, save it under My Documents 
S. And then turn the microphone off. And close, well, I'll close out of it, and what it will 
do is it will process what you just said and the next time you come in ... it will get better 
every time, it's really phenomenal. .. I mean this is kind of jokey and funny and 
everything but it will get better, and we might actually want to train some of the 
commands like "scratch that" because I had to do that with mine too ... 

' M. This is funny His brother Caleb goes by Cow (laughs) 
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S. Yeah, I know ... 
M. It's like, wow. It's fun but it's so ... you really have to think about what you're 
gonna say ... 
S. It's hard, it's hard. 
M. I can see it catching on I really can ... you know ... 

Molly: Composing Session 1 

M. There are many ... persuasive speeches ... that have been given ... over the last ... 
fifty years period. What do you mean it's not available? 
M: You want me to try it again? 
S. Just say there are many. 
M. There are many. 
S. Ok now it's listening, I think 
M. Take2 ... 
S. One thing I learned is that, even if it's kind of slow, you know, it is catching up 
because I was kind of worried that it was just, being stupid. So um you know you can 
keep talking and eventually it will show up, and it gets kind of faster the faster you talk. 
M. There are many speeches that have been given ... this is gonna kill me. 
There ... are ... many ... why is it saying dear to? It's way off this morning. 
S. It might be because you stopped between the words. 
M. There are many ... There are many ... speeches ... 
S. Go to--let's see, "Words." 
M. But why is it, I'm not even saying anything ... 
S. Because it picks up little background noise that we can't even hear. Go to Tools. Go 
to Dragon Pad and we'll try to do it in there. Yeah, it froze. 
M. Do you think enunciating more will help? 
S. Yeah, well, that's the theory. But, um, that and just instead of, it's really hard for 
writers and I'm like this too who are really recursive who want to like go back and 
change the stuff as it's happening ... 
M. Well when the first line's wrong I just have a problem with that. 
S. I know, I know, but I'm not sure ... I'm just not sure if it's gonna get that-it might
I mean when I start usually doing a paragraph, I seems like I have to start, and the first 
couple of lines might be wrong, but the more I do the more it understands the context of 
what I'm saying so it gets better, later on. See if it's better in Dragon Pad. We'll try it in 
there. Do you have a name you want to call it [ the file]? 
M. There are many speeches ... that have been given ... whose main purpose is to 
persuade period ... Many politicians give speeches such as these before running for 
office ... Period. Others find themselves in a bind ... comma ... and are forced ... to 
make explanations for their actions period. Senator Ted Kennedy of Massachusetts falls 
into the latter category period ... The bind Mr. Kennedy found himself in ... took place 
on July 18th ••• 1969 period. On this night he was attending ... a cookout ... on an 
island off of Martha's Vineyard in Massachusetts period ... Mr. Kennedy left this 
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cookout with a campaign secretary period ... while the two of them were driving down 
an unlit road comma Mr. Kennedy went off a narrow bridge into ... a quote deep pond 
end quote ... period ... in his speech he immediately denies driving under the influence 
of liquor period ... he also immediately denies the suspicion of immoral conduct ... that 
had taken place between him and this secretary period ... the car overturned in a deep 
and immediately filled with water period ... Mr. Kennedy got out period. Ms. Mary Jo 
Kopechne did not ... period ... instead of calling the police Mr. Kennedy decided to go 
back to the party period ... at that party ... he enlisted the help of some friends and his 
cousin ... to return to the scene of the accident ... to try to save Mary Jo's life period ... 
all of these attempts were futile ... period even after this attempt, Mr. Kennedy still did 
not go to the police period ... instead he went back to his hotel room and went to sleep 
period ... in his address to the state of Massachusetts ... he does take full responsibility 
for what happened ... period. He does however make excuses such as I suffered a 
cerebral concussion as well as shock ... he also states that he experienced many 
scrambled thoughts all of them confused some of them irrational and many which he 
cannot recall ... period ... next line ... the part of the speech where persuasion comes in 
is toward the end period the first part of his speech is dedicated to the facts according to 
him period ... he is trying to persuade the people of mass to believe him ... when he 
denies driving under the influence and when he denies ... having an affair with Mary Jo 
period. . . he also mentions at the end about his status as a senator period ... he brings up 
names such as John Quincy Adams Daniel Webster and Charles Sumner and even his 
own brother John ... period ... he attempts to place himself among these men ... who 
were indeed ... representations of the state of Massachusetts in the senate period ... he 
then ... makes a statement that he would understand full well why some might think it 
right for me to resign period .... he then states that he will have to make this decision on 
his own period ... at this time he had been in the senate seven years period ... next line . 
. . from an audience point of view ... when Mr. Kennedy was reading this speech many 
must have felt betrayed ... and led astray period ... there are many who knew Mr. 
Kennedy enjoyed to drink period ... what would have kept him from drinking at such a 
family party period ... what also would have kept him from driving when he had been 
known to in the past period ... the Kennedy family is also ... not the model of marital 
bliss ... that one would hope period ... and while it's not fair to judge a man by his 
family comma the apple doesn't fall far from the tree period ... there was obviously 
speculation about both of these accusations ... period ... next line ... Go to sleep 
S. You can just click on that ... You should probably go ahead and save it-every few 
minutes, maybe save it every ten minutes or something. One other little thing, on the 
quote marks, if you want to quote something and use the quote marks, you would say 
open quote, and then whatever it is and then closed quote. 
M. Oh, ok. Do you say next paragraph? 
S. You say new paragraph 
M. So then it'll indent it? 
S. It doesn't indent it just takes it like down a space so if you say "tab," it'll indent it 
M. This one's a lot better. 
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S. Yeah, I am so sorry, I don't know why it was so horrible in Microsoft Word but this is 
obviously the way to go ... so, and you know that's my fault 
M. No, it's just a different program ... 
M. What was I speaking about? I'm sitting here trying to think ... accusations ... about 
these points period new· paragraph tab ... about these incidents period ... new line tab ... 
Mr. Kennedy does play the victim ... in some parts of the speech ... period ... he does 
claim to have received a concussion ... as well as shock ... physical and emotional 
trauma brought on by the accident period ... this is a persuasive technique ... to attempt 
to show the audience what he has suffered ... period ... the whole situation ... with the 
accident comma the attempted cover-up comma and the belated call to the police comma 
and the high profile family ... to which this has happened comma all made this ... a 
media frenzy period ... by playing the victim ... and playing the helpless ... unknowing 
driver of the car comma ... Mr. Kennedy hopes the people of Massachusetts will buy 
this story period ... some did and some didn't period ... new line tab .. .in Mr. 
Kennedy's defense however ... comma he didn't have much of a chance period ... as I 
mentioned while it's not always right to judge a man by his family ... comma the people 
of Massachusetts have seen all too well what the Kennedy's are capable of period ... it's 
a sort of love/hate relationship the state has with its first family period ... many people .. 
. couldn't believe him even if they wanted to period ... many people ... didn't want to 
admit ... that their senator whom they elected was capable of this period ... and still 
others ... took his address for what it was worth period [ erases period manually] ... 
comma at face value period... if m-Mr. Kennedy wasn't as he states having an affair .. 
. with Mary Jo comma and he indeed wasn't driving under the influence of alcohol 
comma ... why did he leave the scene of the accident question mark ... why did he go 
back to his room and go to sleep question mark ... why didn't he call the police til the 
next day question mark ... I have honestly not been in a situation such as he was faced 
with that evening period ... I don't believe anyone in his audience that night truly knew 
what happened period ... new line tab ... throughout this speech ... he seems to make 
some out of place comma out of context statements period ... for example ... at the 
beginning of his speech when he is setting the scene ... he immediately points out that he 
was not driving under the influence of liquor period ... later on in his address ... again 
setting the scene after the accident comma ... and having swam ... to his hotel room at 2 
a.m .... comma he remarks open quote I remember going out at one point and saying 
something to the room clerk end quote period ... this seems a bit out of place ... and its 
relevance is questionable period ... 
S. If you want to go ahead and stop you can-it does get kind of exhausting. Look at all 
that text, though. 
M. This is a lot better. I can think better when I see it coming up. And I don't know why, 
I mean my paragraphs are a little out of order, but it's a hell of a lot better if you ask me. 

Molly: Composing Session 2 

[Molly spent much of this session going over the assignment prompt, choosing the text, 
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and listening to the audio portion of the text through americanrhetoric.com.] 

Next line (clears throat) ... Ted Kennedy's Chappaquiddick speech ... given on ... July 
25th 1969 given on ... Ted Kennedy's Chappaquiddick speech ... given to the state of 
Massachusetts on July 25th on 1969 period ... period ... address to the state ... address . 
. . It put "Satan" on there I'm not using this any more ( clears throat) ... address ... to the 
state of Massachusetts given ... July 25th 1969 period. New line ... (clears throat) this 
address ... was given by Kennedy ... proclaiming his innocence ... from an accident 
th-that occurred on July 18th on Martha's Vineyard ... next line ... there are many signs 
that point to Kennedy ... as the guilty party in this accident period. I find it interesting 
that he brings up ... the fact that he was not driving under the influence of liquor period. 
I don't know if he was accused of this ... but I find it interesting that he right off the bat 
denies it ... period next line new line ... I . .. also find it curious that a young girl who 
Kennedy calls a devoted group [ erases "group" manually] ... campaign secretary ... was 
accompanying Mr. Kennedy in his vehicle ... period new line ... I also find it 
interesting that he denies ... any extramarital affair with this secretary period. I also 
don't know ifhe was accused of this ... comma he must have been ... comma but it's 
obviously something he ... denies period ... new line ... the accident involved a car 
going off the bridge into a cranberry bog ... comma in his speech he calls it a deep pond 
period. Mr. Kennedy was driving the car at the time ... he ... survived the accident and 
managed to get out without drying [ mis-spoken word-meant to say dying] period. His 
companion the secretary comma did not period ... After failing to save ... the secretary 
comma Mr. Kennedy left the scene of the accident period. Mr. Kennedy also has no 
explanation for this period ... He does state that he received a concussion and was in 
shock period. I believe he is trying to use this is as somewhat of an excuse ... for Mary 
Jo's death period new line ... after leaving the scene of the accident he goes back to the 
party ... that he was hosting comma and enlists the help ... of his cousin and two friends 
period. He then returned to the scene of the accident with these companions to try to save 
Mary Jo's life period. Although I find it interesting that already like an hour had passed 
and she was probably dead by then period. N-new line This entire incident wasn't rep
reported to Martha's Vineyard police until the next morning period ... New line ... 
Toward the end of Mr. Kennedy's address comma he uses John Quincy Adams Daniel 
Webster Charles Sumner Henry Cabot Lodge and his own brother John as examples ... 
of great statesmen from Massachusetts period ... I don't really understand why he 
decided to include these men's names except that ... he's trying to ... put himself 
among their ranks period ... He then follows that with a statement about resignation 
period ... he also states that for him this will be a difficult decision to make period. I 
think everybody knew good and well that he wasn't gonna resign period ... Go to sleep . 
. . GO TO SLEEP ... Ok ... (clears throat) this is completely wrong (laughs). 
S. Go ahead before you change it and print that out and, because I'm going to work with 
it today and see if there's something wrong with the volume setting or ... 
M. No it's probably my talking. 
S. But you know you were only talking for like ten minutes and yet that's a fair amount 
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of text. 
M. Yeah. 
S. And my job is to transcribe the recorded part of it and you know then we'll have that to 
go back to and see what you actually said. 
M. I don't remember what I said though. That's why this is good I guess. 

Molly: Composing Session 3 

M. Ok so basically all you want me to do is do some editing and then cover this part ... ? 
S. Yeah, yeah. It's not even a whole lot of content beyond what you've got it's just like 
putting in a couple more terms and just like maybe separating that first paragraph into 
two and then that's really it and if you want to really polish the stuff by hand you can do 
that because you know going through and doing every word might be ... But it doesn't 
have to be perfect in the editing, it's just how far can we get it to like an acceptable paper 
in the next, you know, 45 minutes. 
M. Ok right now I'm just editing a little bit by hand and then I'm going to go in and add a 
final paragraph which will address a little bit more what the original assignment was, um, 
a little bit more of covering the stasis issue, um, and whether the speaker can achieve 
stasis with his opponents and his audience. So right now I'm just going to shut this off 
for a second, so I can do a little more editing by hand and not waste your tape [laughs] 
Ok I'm going to add some more text to my paragraphs right now I'm at the second 
paragraph ... third paragraph ... third paragraph ... talking about persuasion so here we 
go. Mr. Kennedy is attempting to persuade his audience of his [navigates text to insert 
words and correct text] innocence ... ofliquor ... Mary Jo ... at ... at ... of his 
address ... comma ... positive ... positive ... closed quote ... giving his address ... 
comma ... under the influence ... history ... rarely falls ... falls ... falls ... doesn't 
like that word ... from the past ... issues ... Mr. Kennedy does play the ... have 
received ... as well as ... whether or not ... his audience feels sympathy for him ... has 
yet to be seen ... felt ... felt ... the whole ... it ... Kennedy ... did ... this use of 
sympathy ... is another ... another ... an .. . 
S. [ re-enters the room] 
M. It's really easy to edit 
S. Oh good. 
M. Like, I'm just putting the cursor where I want it and putting in sentences and stuff ... 
and it's good 
S. Awesome. 
M. We may never know ... the ... never had ... of ... I ... open parentheses ... and 
not capable of ... closed parentheses ... definitely ... a ... closed quote ... opennn 
quote ... admit ... also ... comma ... lying ... and possible murder ... and ... if ... 
comma ... comma ... why ... did he ... he ... underline that ... till ... until ... why 
did he wait to ... Some of, the hard thing is trying to figure out what I originally said this 
is like-some of the sentences make like no sense at all ... in his ... in his ... in his ... 
I don't ... comma or ever will period ... the Kennedy's have a knack it seems for cover-
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up comma ... comma ... for ... covering ... up ... covering up ... things which they 
don't want public to find out about ... the ... we won't even go to the Marilyn Monroe 
story ... throughout ... his ... underline that ... liquor ... he makes this statement ... 
this ... without any previous ... indications that alcohol was a factor period ... alcohol . 
. . in ... comma ... stating ... that he ... perhaps the room clerk could tell us ... but the 
subject is not brought up again period ... [coughs] ok, um, that was my last paragraph 
but I think I need something more strong to end with ... 
S. Have you saved it lately? 
M.No. 
S. You might want to go ahead and do that. 
M. Ummm ... we're talking abut achieving stasis with his opponents ... what do you ... 
it's been a while ... again, tell me what exactly does that mean, I mean I know that he's 
trying to persuade his audience to believe him he's trying to ... create this idealistic ... 
S. The four stases are [explaining from the prompt] conjecture-meaning the person is 
talking about ... Conjecture, conjecture is like, I'm just going to tell you what the 
situation is-and I think I'm going to leave it up to you, but a lot of arguments have these 
things in them-conjecture is just a statement of the problem that's being addressed. 
Definition is what kind of thing or event-for example like abortion or maybe if we were 
talking about stem cell research you know what is it, in order for us to have, you one 
view and me the opposing view we have to define what this thing is we're talking about. 
Um, quality-is it a good or a bad thing again with the stem cell research thing, ok we've 
defined it now we can talk about ok I think it's bad you think it's good. And then um, 
policy is about what should we do ok this thing is happened we've defined it I think it's 
good you think it's bad ok what are we going to do about it? You know, like in Iraq what 
do we do now? We've had all these discussions, what do we do now? It's really just 
fancy terms for stuff that we do every day in arguments ... and the stuff that you've 
probably talked about in there so it's not like you have to go back and totally restructure 
this its just even when you say, there's a part where you say where persuasion comes into 
play. And you could probably be more specific there. So maybe switching out some 
terms, I think that's the only thing. So even if you think he does one of these more than 
the others, that's all I'm asking for. Does he seem to be stuck on the policy thing, about 
what are we going to do from this point, or is he stuck at defining what happened ... 
M. I do say the part where persuasion comes in is toward the end Mr. Kennedy is trying 
to persuade his audience of his innocence. Do you want me to change that or, because I 
can throw that in at the end of the paragraph. 
S. Yeah, and even if you just save it til the end that would be fine. 
M. This argument has many ... has many ... different ... spectrums that one can look at 
period ... Mr. Kennedy does definitely spend a lot of time defining the problem ... event 
period ... of course this is a subjective definition ... period ... a police report for 
example would have been more objective period ... comma ... comma ... but all we 
have to go on is Mr. Kennedy's word period ... period ... period ... he does spend a lot 
of time in the quality area as well period ... uh policy ... he remarks that .. . he is 
planning to take a look at his future in the senate period ... he asks for Massachusetts ' 
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help ... and prayers while he is attempting to make this decision period ... states .. . 
should he stay or should he go ... he stay or should he go ... stay ... stay ... stay ... of 
course we all know Mr. Kennedy decided to stay in the Massachusetts senate ... to stay . 
. . all know ... we may never know exactly what happened on that evening ... on July 
18th 

.•. Mr. Kennedy's defensive nature ... of his speech ... may lead his audience ... 
to question his honesty ... and motives period ... but as I said earlier there are still those 
who will believe anything ... are always those ... who ... and who want to believe the 
best ... in everybody ... period ... the state of Massachusetts ... was and forever will 
be divided ... on this issue ... incident ... I don't like that last paragraph but I don't 
know what else to do with it ... ok ... do you want me to print it ... 

I like doing it. I just wish I could sit here and spend some more time doing it ... I really 
loved the editing ... makes it a lot easier 'cause you can see how it looks-you can put 
the cursor there and put a word in if you don't like it or instead of another word-instead 
of [mimics the monotony of typing] typing it all ... 

S. So what's your overall impression of the process of doing this? 

M. It was difficult to get used to but I noticed that after the third or fourth time, the 
second or third time it got easier. Because this came together for me [referring to the 
composition she has just printed]. The pre-write no but this, actually writing the paper 
and being able to see it and having it be more accurate in this program helped a lot 
because I was looking out the window a lot and I was kind of spacing but then I could 
turn around and see what I had written I could see where I was going with it. So that 
helped a lot. Yeah definitely having the more accurate program and being able to see 
where my mind was going with it helped a lot ... but this is it's really cool ... I think the 
only problems that could come out of it is, I mean I don't think this is one of my best 
papers by any means at all. I think that if I had done something with it you know writing 
on paper it might have come out a little better but ... 

S. And it's not like we just talked about this last week I mean if we if we'd had a lesson 
on the stases and then the next week I'd said this is your paper it would have been very 
different but this is like backtracking eight months 
M. Yeah, that's true [laughs]. That is true. 

Denisha: Practice Session-Freewriting 

D. In the movie Corrina Corrina ... Whoopi Goldb-Whoopi Goldberg ... scratch that 
is the housekeeper for a Caucasian family ... she goes in ... messes up the interview ... 
and then ... later she winds up getting the job ... [whispers] I forgot how to say 
punctuation ... scratch that ... umm ... 
S. On the punctuation you just say the name of the ... 
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D. Ok Period. Ok. After Whoopi starts working as a housekeeper ... she tries to help 
the little girl ... with her loss with the loss of her mother scratch that with the loss of her 
mother ... period ... the little girl is not talking and her dad is not coping with his life 
after the loss of his wife ... period ... Whoopi Goldberg livens up the house ... with her 
charm and her wit period . . . scratch that scratch that ... and her wit ... period ... 
eventually the little girl starts talking ... and Whoopi Goldberg starts dating the father .. 
. period ... period ... I like the movie because it crosses racial bounds ... during the 
time ofracism ... and it's funny period ... scratch that scratch that ... scratch that ... 
barriers and it's funny. Can I just type that? 
S. That's ok 
D. and it's funny 
S. What you can do is say ... say funny one more time. 
D. Funny period ... period ... period [ types period] new paragraph ... I love the book a 
child called it ... scratch that ... a child called it period ... How do I say like quotes 
around it? 
S. Um-you would say open quote and then say whatever you want to go in quotes and 
then closed quote 
D. Scratch that scratch that scratch that scratch that ... open quote a child called it closed 
quote . . . because [laughs] scratch that scratch that scratch that scratch that . . . [laughs] 
delete that ... delete that ... delete that ... delete that ... delete that ... delete that ... 
can I say "delete second paragraph"? 
S. You might just say delete line-
D. Delete line 
S. Or just keep saying delete that until you get what you want 
D. Delete that [D.'s cell phone rings] Hey I'm class I'll call you back. Well I'm not in 
class I'm in a meeting. Alright bye. Delete that ... delete that [laughs] mmm ... open 
quote ... open quote ... a child called it ... closed quote ... is a wonderful book ... 
period ... the book is about a little boy ... select boy 
S. Say sel-
D. Select boy 
S. And then say choose one 
D. choose one ... who is abused by his mother ... period ... scratch that ... for twelve 
years period ... the little boy is deprived of food ... select flu ... choose 2 ... comma 
attention ... comma ... and love ... period ... he is not only outcast at his house but at 
school ... scratch that ... but also at school period ... eventually ... he is sent ... 
scratch that ... comma ... he is sent ... to a foster _home ... and his mother goes to jail 
period ... everyone should read this book ... because ... it helps us ... identify signs .. 
. when a child is being abused ... scratch that ... when a child is being abused ... select 
we ... delete ... when ... a child ... select in ... select in [ types over error] ... end of 
sentence ... scratch that ... delete that 
D. How do I say like "paragraph two" or whatever? Do I just say "next line," "next 
line"? 
S. Are you trying to get to the very bottom of it? 
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D.Yeah. 
S. Say go to end of document. 
D. Go to end of document ... delete that ... next line 
S. Are you just trying to go to the next line or the paragraph? 
D. Paragraph. End of paragraph two .... delete that ... period ... new paragraph. 
Hmm. Can I just talk about anything? 
S. Uh-huh. Sure. 
D. Let's talk about my family ... period ... period ... delete that ... I have three sisters 
... and two brothers ... period ... I have one nephew ... whom I've mmmm only met 
once ... delete that ... whom I've only met once period ... my oldest sister is twenty-
eight ... select twenty-eight ... choose I ... comma ... Nikki is twenty-three. Can 
this--can it do names? 
S. Yeah you can train it. 
D. delete that ... Nikki is twenty-three 
S. Say select "mini-key." 
D. select minikey 
S. And then say "train that." 
D.train that 
S. Ok and type Nikki over that. 
D. [spelling name] N-i-k-k-I 
S. Well you can type it. It's recording now, so ... 
D. Nikki [records name to train it] 
S. Click on "Done." Ok how you'll do it, if you could click on the microphone and tum 
it off just for a second. You would type Nikki, you would type her name, and then you 
would say select, you would highlight it and then you would say train that, and then that 
will be what shows up and you can record yourself saying Nikki real quick and it' 11 have 
that sound byte and it'll know next time you say Nikki that it should say her name. 
D. So you want me to try it? 
S. Um, if you want to. It doesn't matter. This first time is just for fun. 
D. My second sister ... end of sentence 
S. Go to end of line. 
D. go to end ofline ... period ... delete that ... comma Jessica ... is twenty-two .. . 
comma ... Michael is seventeen ... comma ... and Gabriel ... is eight ... period .. . 
Jessica goes to Southern University ... and is majoring in civil engineering ... period .. 
. Angela ... works in Houston as a social worker ... period ... Michael is in college .. . 
and he got fired from his job ... delete that ... and he was recently fired from his job .. . 
period ... select barred ... delete that ... fired ... delete that ... fired ... delete that 
D. Can I spell it? 
S. Yeah. Go to tools-go to words, set it on spell mode and see if that doesn't ... 
D. F-i-r-e-d ... delete that f-i-r-e-d ... space ... end of line ... end of line ... go to end 
of line ... my mother recently had surgery 
S. You' 11 have to go back into normal mode 
D. Oh yeah ... my mother recently had surgery ... and she can't work for five weeks ... 
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period ... select can ... delete that ... delete that ... scratch that ... scratch that ... 
delete sentence ... delete line 
S. Go back to the words thing ... and we' 11 see if we can do something different. Do 
normal mode. 
D. Delete that ... delete that ... scratch that ... scratch that ... delete five times .. . 
delete that ... delete that ... delete that ... delete that ... delete that ... delete that .. . 
delete that ... delete that ... my father works at a plant ... delete that ... my father 
works at a chemical plant period ... my grandmother is living with us ... comma and 
everybody is ready for her to leave ... period ... she complains about everything ... 
comma ... and cries ... delete that ... and cries ... when no one pays attention to her 
delete that ... when she doesn't get any attention ... period ... I believe ... that I am 
the only normal one ... select ones ... unselect that ... go to end of paragraph ... select 
ones ... unselect that ... go to end of paragraph 
S. Try just saying "select one." 
D .... select one ... unselect that ... go to end of paragraph ... Can I say undo? 
S. Um, delete that. 
D. Delete that ... go to end of paragraph ... delete that ... that I am the only normal one 
... delete that ... delete that ... I am the only one who is normal period ... I attend 
Texas Woman's University ... select I've seen 
S. I think you can just say what you want to say over that. 
D. I attend ... select attended ... choose 1 ... go to end ofline ... select women's isn't 
it woman's? 
S. It's woman's 
D. oh ok delete that ... go to end of line ... in Denton Texas ... select end ... unselect 
that ... go to end of document ... select and ... go to end of document ... delete that .. 
. in Denton Texas ... delete that ... in Texas ... delete that ... and I am majoring in 
occupational therapy ... and Spanish ... period ... I hope to graduate ... delete that ... 
I hope ... delete that period ... I hope to graduate ... delete that ... I hope to graduate . 
. . in four years ... delete that ... delete that ... scratch that ... scratch that ... in four 
years ... period ... with my master's degree ... delete that ... with my masters degree . 
. . in occupational therapy period ... I want to go I can't say wanna ... delete that ... 
delete that ... delete that ... I want to go to Brazil ... and study Spanish ... so that I 
may speak it fluently ... delete that ... so that I may speak it fluently ... select 
glowingly choose one period ... period ... period ... delete that 
S. You can stop whenever you want to 
D.Ok 
S. To save it (go over verbal commands for saving 
D. File, delete that, File 
S. There you go, and then save as 
D. Save as 
S. And then you can give it a name, name it whatever you want. 
D. I am beautiful, save, save 
S. Cool, ok. 
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D. Go to sleep. 
[I explain to her that in preparation for the next sessions, it is a good idea to get up and 
walk around or stand up every 15-20 minutes so oral composing does not become 
exhausting.] 

Denisha: Composing Session 1 

D .Do I go into a old one, or ... 
S. Did you go back and click on where it says Denisha voice file? 
D.No. Where am I supposed to go? Down here? I just forgot what to do. 
S. Ok, go click on the little dragon at the top ... and close out of it. And then click on 
Dragon Pad. Um and then you can just open another word file, go to start and then to 
Microsoft Office 
D. Close this? 
S. Yeah. 
D. Microsoft Office? 
S. And remember you can, you'll have to click it to turn the microphone on and then you 
can say "go to sleep" 
D. I'm just going to start by taking some notes ... delete that ... I will start by taking 
notes ... select are ... choose 1 ... end of line ... end of line .. . 
S. You say "go to end of line" 
D. Go to the end of line ... go to end of line ... select note ... choose 1 ... period ... I 
think I want to do a field guide on preparing for a track meet ... period ... new 
paragraph ... make sure you get enough sleep ... period ... new paragraph ... eat a 
good breakfast ... delete that ... scratch that ... delete that ... scratch that .. . 
S. I think it's in normal mode if you go back to, lets see, words, up at the top and put it in 
dictation mode, I think that will .. . 
D. delete that ... scratch that ... scratch that .. . 
S. Go ahead and put it back in normal mode .. . 
D. new paragraph ... make sure you eat a balanced breakfast select balance select 
balance ... I don't think it's ... select balance ... new paragraph ... make sure you eat 
a balanced breakfast ... delete that ... 
D. Go to sleep ... go to sleep ... 
S. Ok wake it up again and highlight believe ... and, let's see, go up to tools and words . 
. . and click on train ... and type in believe there ... and then when you click on train 
it' 11 record you and say the word delete ... and try saying delete and see if it ... 
D. Delete ... delete that ... delete that ... scratch that ... 

S. I think some of this may have to do with the air conditioning. 

C. Ok ... just delete it? 
S. Yeah. 
D. Make sure you eat a balanced breakfast ... make sure you eat a balanced breakfast ... 
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S. Let me work with it for a couple of minutes and ... 
D. Maybe I should change it to the other side ... delete that ... 
S. Oh, maybe that is it. You know, I think it might not be close enough to your face. 
D. [Adjusts headphone position] This close? Make sure you eat a balanced breakfast ... 

select break .. select break ... 
D. On this one it really select break it just says ... 
S. Ok, then ... 
S. It was doing it for Chandra and it did it for me a little bit. 
D. Delete that ... delete that ... delete that ... delete that ... delete that ... make sure 
you eat a balanced breakfast ... select break ... delete that ... select this .. . unselect ... 
delete that ... hmmrn ... breakfast ... break-fast ... delete that ... delete that ... 
delete that ... delete that ... delete that ... make sure you get a balanced meal prior to 
the race ... select parts ... prior ... select of ... delete that ... select of ... to the .. . 
select be ... the ... select raise ... race ... delete that ... delete that ... delete that .. . 
delete that ... race ... period . . . select raise ... choose 1 ... new paragraph ... make 
sure you get a good stretch and warm-up ... new paragraph ... make sure ... you are 
hydrated ... new paragraph ... in this field guide you will ... become familiar ... with 
the steps ... delete that ... with the preparation ... it takes to win a race ... select data . 
. . guide ... go to end of line ... I will introduce to you ... what all athletes ... do prior . 
. . to a sporting event ... period ... in high school I ran track ... so the steps below .. . 
delete that ... so the headings below ... will tell you what I did ... select idea ... I .. . 
select it ... unselect I ... delete that ... delete that ... select it ... sssss--delete that .. . 
delete that ... scratch that ... select to ... I ... select believe ... did ... select do this .. 
. did ... delete that ... did ... delete that ... did ... delete that ... did ... select indeed . 
. . did ... delete that ... did ... go to end ofline ... select it ... help ... me win ... 
select with ... choose 3 ... undo that ... select with ... choose 2 ... a race ... period .. 
. go to sleep. Ok how do I do like bullets? Or is that how I'm doing this? 

S. Um ... yeah you could do bullets or you could do like bold subheadings and then each 
paragraph ... But probably for a genre like this, you might want to make holding and 
stuff like that something you do at the very end. So you don't have to worry about "bold 
that" commands and all that. 

D. Ok ... wake up ... new paragraph ... rest period rest period rest period ... new line . 
. . the day prior to a race ... make sure you do not work out comma party comma drink .. 
. comma ... delete that ... select drink ... consume alcohol ... comma ... or stay up 
late period ... your body needs to ... be fully rested ... select arrested .. . choose 1 ... 
in order to perform well the next day ... period ... new paragraph ... the morning of the 
race ... delete that ... eat breakfast ... period ... new line ... the morning of the race .. 
. it is important to have a well balanced breakfast period ... do not eat ... food that is 
high in sugar ... or fat ... period ... you want to eat lean meats ... comma ... fruits 
and vegetables ... comma ... and whole grains ... delete that ... and whole grains ... 
select grain ... grains ... period ... this is important because ... what you eat at 
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breakfast ... delete that ... what you eat at breakfast [ enunciates more clearly in 
repeating phrase] ... will determine ... how you perform ... later in the day ... period . 
. . new paragraph ... make sure you stretch ... period ... new line ... approximately a 
hour to an hour and a half ... delete that ... select our ... choose 1 ... select at ... an .. 
. select end ... choose 3 ... delete that ... an ... choose end ... delete that ... select 
end ... an ... choose ended ... delete that ... delete that ... delete that ... select ended 
... an 

S. You can just type it. 

D. Yeah ... go to end of line ... go to end of document ... to an hour and a half .. . 
prior to the race ... select price ... prior ... select of ... to ... go to end of line ... you 
must begin your stretching and warm-up exercises ... period ... start with a light warm-
up ... such as slow jogging ... or ... a few jumping jacks ... select if ... a ... select 
eight ... a ... select the ... go to end of document ... select the ... go to end of 
document [ moves cursor manually] ... go to end of line ... period ... this is important 
because ... you want your muscles loose ... select lose ... choose 1 ... period ... after 
your warm-up ... begin ... select the end ... choose 1 ... a more intense stretch period . 
. . this prevents ... a pulled muscle during the race ... period new paragraph ... water 
period water period water ... period ... new line ... it is important to stay hydrated even 
when you are not racing period ... your body will use these fluids ... select fluid ... 
choose 1 ... while you are waiting ... select writing ... choose 1 ... period ... if you do 
not want to consume a lot of water ... make sure you drink ... other liquids such as 
Gatorade ... select data ray ... choose 1 ... period ... choose liquid ... delete that ... 
delete that ... delete that ... select liquid ... choose 1 ... go to end of sentence ... go to 
end of line ... go to sleep ... I think I'm done. Do you want me to write some more? 

S. Um, that's up to you. 

D. I'm just gonna make corrections. Wake up. 

D. Select water ... go to sleep ... how would I do that? 

S. There's something that you do when something shows up more than once ... it might 
be in there ... Let's say you say select water and it chooses the wrong one, you would 
say "Select Again" and then it will move to the next one ... 

D. Ok-wake up ... select again ... select water ... delete that ... select water ... bold 
that ... bold that ... it doesn't have bold that ... 

D. Undo that ... delete that ... water ... go to sleep ... 

S. It's jut not listening right because it's supposed to be "Bold That." 
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D. Yeah, this one says that too [looking through the list of commands] ... 

S. One thing about the little subject headings, if you want to center them, I'll show you 
how to do them in a second, just. whenever you're done ... 

D. Wake up ... center that ... bold that ... 
S. You might try not highlighting it and just having the cursor like right before ... 
D. Center that ... format that centered ... 
S. Go up to words and click on "Command Mode" and see if that ... 
D. Center that ... bold that ... format that center. 
S. It's just being cranky. 
D. Ok ... center that ... delete that ... delete that ... delete that ... scratch that ... go 
to sleep .. . 
S. If you want to do it manually you can ... I don't know why it's not I think it's got to 
do with like the sound in here and it's just not wanting to work today ... 
D. Yeah sometimes it works sometimes it doesn't ... 
S. I don't know, I think it was better on the first day for ... everybody ... I don't know, 
Molly hasn't come back yet so I don't know if it will be for her. 
D. You want me to delete this? 
S.No. 
D.Ok 
S. Just print it out for me ... 
D. Is that it? 
S. That' s it. 
D. Save it? 
S. Yes. 
D. I had the "I am beautiful" one. 
S. You can just call it something else ... 
D. [Saves file] 

Denisha: Composing Session 2 

D. Go to beginning of paragraph ... your heart's racing ... select park ... choose 2 .. . 
choose 2 ... delete that ... heart's ... select heart ... choose 1 ... exclamation point .. . 
your palms are sweaty ... delete that ... your palms are sweaty ... select poems .. . 
palms ... select poems ... select poems ... palms ... select poems ... palms ... how 

do you train it? 

S. Um, say "train that" and. 
D. Select poems and "train that"? 
D. Select poems ... delete that ... select poem ... delete that ... select poem .. . 
unselect that ... unselect that ... fully ... delete that ... fully ... delete that ... scratch 

that ... scratch that ... fully ... select poem • • • 
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S. Another way to do it is to highlight the word and then go up to words ... and then type 
in what it should be and then say it. 

D. Push train? 

S. Uh-huh. 

D. palms ... palms ... palms ... palms ... 

S. Oh you know what? That was my mistake. Let me get you out of that-I forgot to 
take you back into your file ... do edit and select and copy, and then just close out of 
dragon, just click close. 

[ Go back into D.' s voice file] 

D.Select poem ... select poem ... unselect that ... palms ... choose palm ... select-
select that ... select palm delete that [laughs] scratch that ... scratch that ... delete that . 
. . delete that ... delete that ... delete that ... delete that ... select palm ... palms ... 
choose home ... select home ... delete that ... delete that ... delete that ... delete that . 
. . select home ... choose 1 ... choose 1 ... choooose l ... delete that ... delete that ... 
delete that ... delete that ... delete that .. . 

S. You might just continue talking because it's supposed to remember even if it doesn't 
happen right away. 

D. Uh-huh ... palms ... 

S. I don't know why it's suddenly being slow because last hour ... 

D. Like I want to continue but ... delete that ... delete that ... delete that ... delete that 
... I don 't know how else to say palms ... 

S. It's not you-you might if it doesn't get it this time just type it and go on .. . 

D. [types] ... and your ... select or ... your ... select or ... 

S. Say select again 

D. select again ... select again ... 

S. Maybe it's the fact that I had you cut and paste it in. 
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D. Select or ... your ... your ... period ... are you uh a [laughs] ... select paint ... 
paint . . . adrenaline . . . select good . . . delete that . . . delete that . . . select a . . . an . . . 
delete that ... an ... select and ... an ... junkie ... question mark ... if you are track 
and field is the sport for you ... select for you ... sport ... select support ... select 
support ... 
S. Close out of that. That might have something to do with it. 
D. Sport ... [D.' s cell phone rings] ... delete that ... the sport for you ... period ... go 
to beginning of paragraph ... delete that ... the sport for you period ... select support .. 

S. You know what, lets turn the computer off entirely and then turn it back on ... and 
save it first. 
D. Go to sleep ... go to sleep ... shut down? 
S. Yeah ... 
D. Restart? 
S. Um, Yeah ... Because that's unacceptable and it might come back. Now log in. 
You could, if you don't want all that text up there, just cut and paste it back into another 
file. 
D. Center ... center that ... do I say "center that"? 
S. Yeah. The microphone's turned off. 
D. Dam it ... I always forget that ... center that ... eat period sleep period run period .. 
. delete that ... sleep period ... run ... colon ... no performance drugs here select hair . 
. . here ... choose one ... delete that ... select 2 ... drugs ... here ... exxxxclamation 
point ... go to sleep ... whenever I say cap that do I say the whole word or the letter? 

S. Ummm ... I'm pretty sure that it's supposed to be the last word that you spoke. So if 
you said "no performance drugs here, cap that", it would probably capitalize "here." 

D. Wake up ... wake up ... select no ... choose 4 ... select performance ... choose 2 . 
. . select drugs ... cap that ... select here ... cap that ... new paragraph ... delete that . 
. . go to end of line ... new paragraph ... if you make the decision ... to get drunk .. . 
select alone ... drunk ... [knock at the door] you lose ... select lose ... will lose .. . 
select will ... choose one ... go to end of line ... period ... if you decide ... to eat 
sugary ... select Sugary Ray ... select Sugar Ray ... choose 3 ... select selection or ray 
... delete that ... cereals comma candy ... select tv ... candy ... select cady ... candy . 
. . select handy ... candy ... comma ... or any other foods ... select boots ... foods .. . 
delete that ... foods ... select fluids ... delete that ... select fluids ... unselect that .. . 
un-select that ... delete that ... delete that ... delete that ... delete that ... if you 
choose ... if .. you ... choose ... delete that ... if you choose ... select can ... choose 
... select the ... delete that ... delete that ... choose ... choose ... select to ... select 
to ... delete that ... select to ... delete that ... that are not good for you ... again you 
will lose ... delete that ... comma ... again ... delete that ... a-gain ... delete that ... 
you will lose period ... if you decide to be lazy and not stretch ... and warm-up ... you 
will not only lose but hurt yourself ... select purchaser ... hurt ... your .. self ... I have 
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given you ... the keys ... select key ... choose 3 ... to success ... in winning a race .. . 
select in waiting ... in winning ... select waiting choose 2 ... go to end of sentence .. . 
delete that ... go to end of line ... comma ... but ... it is up to you ... to decide to take 
heed ... select eat ... choose 2 ... period ... the night before a track meet ... 

Denisha: Composing Session 3 

D. If you decide to take performance drugs ... you will get your gold medals taken .. . 
select taking choose 1 and you will embarrass your entire family because you cheated .. . 
period ... select our ... entire select hire en tire delete that entire ... delete that .. . 
entire ... entire delete that ... delete that ... delete that ... entire ... embarrass .. . 
delete that ... delete that ... delete that ... delete that ... select sure and ... delete that . 
. . select it very ... delete that ... embarrass ... select it very ... em barrass select come 
there's ... delete that ... your ... select its ... you ... choose 2 ... [ waiting for DNS to 
catch up] 
D. Is it working? 
S. Uh, I don't know is it ... 
D. I participate in ... select anticipate ... choose 1 ... choose 1 ... delete that ... 
participated ... select any ... in ... select and ... choose 1 ... the ... I'm just going to 
try and see if this works ... four by one relay ... delete that ... delete that ... delete that 
... (typing) relays comma ... sprints ... select Britains ... sprints ... select Britain .. . 
select Britain ... choose again ... delete that ... go to end of paragraph ... sprints .. . 
select Brits ... select Brits ... delete that [types] ... and field events ... select give it ... 
give it . .. It's not listening to me. 
S. You might want to go ahead and just cut and paste that paragraph that you've already 
done into the old document and just call it a day 
D. I hate you-I didn't even say she-no, I didn't say can either. I know it is-it's cause 
I'm black isn't it? [laughs] It said italicize that-stop it! 
[Types some of the revisions for words not recognized] 
[Muffled humming-saves document] 
D. Where does this go? It doesn't go up there ... [Humming and talking to herself as she 
revises manually] 
D. This good? 
S. Good with me. 
D. Ok. Is that it? 
S. Uh, yeah-could you print me a copy out out? 
D. Yeah [Prints] 

Chandra: Practice Session-Freewriting 

C. Open start menu, open start menu ... it won't do it. 
C. Tab ... my favorite book is a book called the giver ... scratch that .. : comma ... the 
giver ... scratch that scratch that ... comma ... scratch that comma ... 1s a book called 
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the giver backspace backspace backspace backspace scratch that ... delete word ... 
Capital G (types G) I ... the ... It can't do titles this is crazy ... Oh no! Scratch that ... 
scratch that ... what the crap? No ... [groans to herself] ... how did you get all of that 
out of nothing, I didn' t even say that ... what? By Lois Lowry ... period ... Punctuation 
period. ( types period) ... This book is about a young boy ... who has the gift of 
receiving ... special ... feelings (types) ... period. He is granted this gift as a young 
boy during a ceremony ... comma and an old man ... who holds all of the feelings for 
his town ... (muffled speaking) Starting over ... 
C. One of my favorite movies is a movie called the ring (types) the ring (types) ... quote 
... the ring ... ring (types) ... this movie is a very frightening one ... comma .. . 
comma ... it includes lots of suspenseful. .. moments ... period. One of my favorite 
parts in the movie is when ... we see the girl who is killing everybody ... everyone .. . 
period. It begins at the end of the movie comma ... the girl has just been released .. . 
from ... her ... place where she died ... parentheses (types) ... it was a well (types) ... 
and now she wants to continue killing because ... she's crazy or something (laughs) 
because she's crazy ... or something ... (types) the star ... of the movie is playing a 1-
lady named Rachel (types) who has a child with this other guy ... guy ... [ reads prompt 
to herself] I can't believe you write on this ... anyway ... ok so Rachel's baby's father 
he plays the tape of this girl who was murdered by her mother ... "with the state of his 
four" ... [ reading error] what? ... Rachel's baby's father ... plays a tape ... a tape .. . 
a video tape ... ok ... come in ... of this girl ... come in ... come in ... time out .. . 
C. (Laughs) this is crazy! 
S. Is it not doing well? 
C. I was going back to correct the mistakes and then I was like wait, you' re not supposed 
to do that 
S. Do what's more comfortable to you and if it's more natural to you to go back and 
correct the mistakes, its ... 
C. It's just, you know (laughs) 
S. I'll shut up ... 
C. Sadaam Hussein (laughs, reading a DNS error) 
C.I don't think it understands the tone, you know? 
S. Yeah, it does that with me too, and I'll like say something and then sometimes what it 
will write is just crazy, and sometimes though it kind of makes sense, you know you can 
understand how it would have thought that but I'm hoping that just doing this little bit 
today, when we close it out it'll save your voice files and hopefully it will be a little bit 

better next time 
C. Right 
S. And then by the time you do [session] 4, it will ... 
C. Get better? 
S. Somewhat 
C. So comma (types), the guy plays the video tape ... and the girl who's a ghost now ... 
ghost now ... she's a ghost ... umm is walking towards the ... guy who's watching the 

tape ... tape 
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S. say select take and see if it, 
C. Select take 
S. Hmmm ... Do you know how to train the words? And have it record it? 
C. Hmm? Oh yeah, yeah ... 
S. I think you go to tools, and then correction options. Here, close out of that and just hit 
cancel and see what it does if you just say "train." 
C. Train ... select naturally speaking 
S. Oh, the cursor, you have to put the cursor back down, and click ... 
C. Select Naturally Speaking 
S. Maybe accuracy center, yeah, train, there it was ... 
C. [Trains word] Tape-you know how it usually has that ring? I don't hear it. 
C. Tape 
S. Good. 
C. I said suspenseful and it said, it wrote "suspends full" ... suspenseful ... suspenseful 
[trains word] by the end of the scene ... the girl ... climbs out of the television ... it is 
so cool because she's like ... in black and white and she looks like ... the film like the .. 
. (laughs) I don't want to talk to it like I'm talking to it (types) ... the singing girl? 
S. I think singing was supposed to be scene ... 
C. Yeah (types over errors) lets' do scene-train that ... scene ... scene ... scene .. . 
scene ... (types) signing ... scene ... scene ... scene ... scene ... scene ... scene .. . 
scene ... it's not doing it ... ok ... when the girl climbs out of the television it :frightens 
the guy so much ... that he dies [ almost whispering] ... that he dies ... dies ... then 
Rachel comes up on the elevator ... now it puts dies up there ... then Rachel comes up 
on the elevator ... comma ... because she is about to warn him ... about the tape 
period. However comma ... it's a little too late ... comma the guy is already dead ... 
dead 
S. You can stop whenever you want to 
C. I was going to type it. 
At the end of the movie comma, movie comma ... comma ... she finds out ... she finds 
out ... she discovers ... that in order to keep the girl to keep the girl from killing you 
from killing you comma you must make a copy of the tape ... period. 
C. This is crazy. Do you never get frustrated with it? 

S. Oh, I always get frustrated with it. No, make no mistake about that (laughs). 
C. So what's your, when you write, when you finish it up, what are you going to write 
about [ referring to the inquiry]? Have you had anyone be like, oh I love this, this is just . 

S. Um, you know this is the first time I've ever worked with other people on it, and I just 
use it myself, and you know it's not something necessarily that I would say everybody 
should write this way it's so amazing I mean I think the technology is pretty cool but um 
it's such a new thing and I think that oral composition in general has been so degraded 

C. Right, right 
S. that this might help bring it back a little bit but it's got, you dictate a lot like me 
because you kind of pause in between the sentences and stuff and I do that too because 
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I'm so into word choice 
C. Right 
S. And I think that makes it a little bit more difficult at least for me because it does take it 
tries to take the context of everything that you say and if you stop and then you say 
another part of the sentence it's kind oflike, you know, it can't backtrack so, that's one of 
the problems with it, but, I don't know ... see, you guys are going to be the first ones, 
some of the first ones in this country to talk about what is this like in the college writing 
experience to do this 
C. Right 
S. So that's what's so neat about it and even if you say you know it wasn't as great as we 
thought it would be or it wasn't that great, 
C. What bothers me so much about it is that how do I say it, it doesn't, I don't think it 
was made for our age. I think it was made for more scholarly ... Because we're so used 
to ... If we're communicating, or we're so used to just talking, do you see what I'm 
saying? It's so hard to like, like when I did it though, it was already written out ... so 
it's different ... and I'm sure like how the prompts were if I had something written in 
front of me If I was to say "For the second part of this training session comma please take 
ten dash fifteen minutes to" you know? That would be so different, you know? But it's 
hard because like if I can't tum this paper in to someone because it's so 
S. And that's one of the big things that is such a part of college writing, is editing, and 
um, in fact I read an article on what exactly what parts of the writing process is this going 
to be best for because I don't think editing is it because it's so hard to go back and say 
open quote, cap that, bold that, and it's very cumbersome to do that instead of, you know 
we're so used to the keyboard ... 
C. Wait, so I'm gonna need to learn to do that. Ok so when we want to do something like 
this ... I say quote, it did the quote, and then we go cap that 
C. Say the word and then cap that? 
S. Yeah. It wasn't working for me this morning, but the command is you say what you 
want to say and like, "Good morning" cap that and it's supposed to do it or bold that or 
italics is the same or underline 
C. Wow. Now I would like to see I wanted to do something that's already written and 
see what it does ... 
S. Like a speech, or ... ? 
C. yeah, because it was so much better, like it was so much easier. Because I think that 
with me like trying to talk about I started to slur and I was like lets start over and so for 
me it's just like ... ifl'm talking then I deal with a lot of ... I say a lot of words that I 
don't want on paper ... and instead of it ... the reason it can't say oh this isn't good for 
this sentence it'll just put anything on there ... And so I'll be like "Ok, so this and that . 
. . "and I don't want to tell it that I want it to be like "There was a story about ... a you 
know I want to be eloquent and it's hard to do ... "and it's hard to do just talking to 
S. One thing I do, and I don't know what it is about all the technology but when I talk 
even if I'm trying to talk in a real scholarly way like with my dissertation I'll end up 
being like "And then ... " you know 
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C. Because ... you should study, somebody should integrate a study with this and, like, 
communication. You know, how it affects communication. Because you can't ... Even 
though it's not it's not a person, even though you're physically not having a conversation, 
it's like you are ... 
S. It is. It is. And like one of the things I talked about at a conference that people either 
laughed at or thought it was fascinating was about the mistakes-because like it wouldn't 
get it when you said ... 
C. Scene. 
S. That but it was something else ... you ended up replacing it with discovered ... finds 
out-it wouldn't get it when you said finds out. and finally you just said "she discovers." 
And I think that might be significant because it's changing your word choice. 
C. Exactly. Because that's not what I wanted to say. In a way that was good though, 
because 
Because it would Because it's changing your word choice. 
C.ln a way that was good though, because if that was a paper I had to tum in that would 
have been excellent as far as word choice goes, but I was so into ... .I don't know it's 
really weird if you're trying to ... I want to read something ... I want to bring something 
to read. 
S. I think you should. Bring like a little speech or something and we'll see. 
C. Then, if I'm reading it, I'm not talking to it I'm not talking to the screen I'm reading 
what's written Can I do this? [ speaking into the tape recorder] I want to do this gonna 
read the "Congrats you've finished training." Just read this part ... Congrats, cap that, 
cap that exclamation point you've finished the initial training of cap d cap n caps 7 of of 
for the second part of this training session comma please take ten to fifteen minutes to 
create a practice document with cap d n s ... Look at that, it's almost perfect. I didn't 
know it could type DNS ... That is crazy it even got the ten to fifteen minutes right ... 
that's crazy. I'm going to bring in something to read. It's much better if you're reading 
something ... 
S. That's why one of the things, I'm not sure ifl'm gonna have just one of you do this or 

all of you, but integrating secondary sources ... and when you quote something what 
does it do with a quote? Because when you quote something, you're reading it versus 
just talking. So I'm real interested in how accurate is that going to be? 

C. You know what you should try? Writing like an informal letter. 
S. Yes, a letter's going to be one of them, I'm just not sure who's going to get that one. 
C. I'll bet that would do really well because it's not ... more in a letter, you're just 
talking, you know. This would be great for like email, because you could say "Wow! 
This is craaazy!" And it would actually type it. But whereas with something you would 
have to turn in to a teacher, I wouldn't recommend it. 

Chandra: Composing Session #2 

C. Dear Ms. Smith Dr. Smith ... scratch that ... scratch that ... Dear Dr. Smith comma 
tab ... tab ... In regards to your ... scratch that ... cap ... I would like to first thank 
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you for becoming a part of the TWU family ... [backspaces to erase family] family ... 
comma ... and assure you that you are welcome ... period [laughs] ... and in response 
to your seeking input for ... upcoming courses that you would like to implement ... into 
the curriculum here at TWU ... [typing] search ... I'd like to suggest no scratch that .. . 
scratch that ... scratch that ... scratch that ... I'd like to recommend a few readings .. . 
for you to consider period ... the first recommendation that I have comma ... comma .. 
. is one from my favorite author ... from ... my ... favorite . . author ... author ... 
author ... comma [clears throat] Toni Morrison Toni cap Toni ... cap Toni ... Toni ... 
Toni ... Morrison ... Morrison ... Morrison period ... this reading comes from the 
novel Beloved scratch that ... this reading comes from the novel comma cap beloved ... 
period ... the story of beloved is one in which history and ... history ... and ... literary 
genius collide ... collide ... period ... when doing background scratch that ... research 
[coughs] scratch that ... scratch that ... scratch that ... on this novel ... comma .. . 
hmmm ... [types] the actions of ... of ... [ types Sethe] when she kills her children .. . 
we learn that ... is really based off a true story ... true story ... true story ... true .. . 
true story [types] I feel that in this novel scratch that ... I feel that with this novel comma 
... comma ... students will not only learn the importance of history in their lives but 
[types] but ... but the importance of finding their way in the world ... period ... tab ... 
tab ... tab ... the next reading ... in which I find truly fascinating ... comma is Raine, 
Rainer .. hmmm [ types name] Rainer Maria Remarques ... Remarque [ types name] ... 
underline letters to a young poet ... underline letters to a young po-poet ... do I say 
underline that? [looks up the commands for herself] yeah, it says bold that cap that 
underline that letters to a young poet ... 
S. You can just say select letters to a young poet and then say underline that ... 
C. Ok .. . cap letters to a young poet select and ... choose 2 ... select poets choose 2 ... 
select letters to a young poet ... underline that ... select letters to a young a poet .. . 
select [coughs] beloved ... select beloved underline that ... correction options .. . 
formatting ... cancel . , . underline that ... letters to a young poet select letters choose 3 
select young choose 4 select young choose 2 select young choose 1 select poet chooooose 
4 ... scratch that choose 2 ... comma ... this novel not only gives suggestions for good 
writing ... comma ... [types] ... but relates its content to ... a younger audience period . 
. . therefore ... comma ... as a student reading this book ... freshmen who are taking 
this course comma can identify with ... the person the letters are addressed to period ... 
I feel that with Rilke's ... I feel ... that ... with with [types name] words comma new 
students will be helped with their writing ... and adjusting to a new writer ... and 
[types] tab for any critical analysis that ... that may be done within the classroom setting 
comma I choose [types] I chose Robert Frost and his poetry ... some selected works 
from Robert Frost ... period ... Frost's poems lend themselves to open discussion in 
depth analysis [types] ... and enjoyable reading period ... students will never get bored . 
. . bored ... bored ... when reading frost's ... frost's ... work ... period ... he uses 
vivid colors ... descriptions of ... vivid colors comma textures comma ... and 
environments ... to convey to the audience ... what it is he is feeling at the time ... 
period. . . by doing so comma students are allowed to ... explain how the poems make 
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them feel ... comma thus making them more comfortable expressing their feelings and 
communicating them with others ... with others ... period ... tab ... these three literary 
works were very important to me in my life ... in my life ... in . . my life comma ... 
and assuredly they will hold some importance . .. and significance in the lives of entering 
freshmen period ... thank you ever so much Ms. Smith Dr. Smith . . . for your time and 
consideration for your students ... period ... I hope that these ideas ... I hope that these 
ideas ... will aid you in your selection process for the upcoming school curriculum ... 
period . . . thank you ... comma ... sincerely ... comma ... Chandra [types] ... 
Chandra ... Chandra ... Chandra ... select Chandra ... choose 1 .. . Newman [types 
name] 
C: That was hard. That was very hard. I was like oh my gosh I can't do this! That was 
hard! Why was that so hard? 
S. I don't know, do you think part of it ... and I think part of that accuracy issue might be, I don't know-I 

mean there ' s a lot of factors that might play into it, maybe, you know, you' re tired today 

C. Yeah. 
S .. .. and I know for me that that having to write for somebody that's sitting there would 
not be something I would want to do . .. 
C. Well, that wasn't really the hard part. I just, I don't know, it's hard for me to I don't 
know it' s different when I'm typing. That was hard-very challenging. And it's not 
even like because I didn't know what to say 
S. If you had just sat here and typed the letter, do you think it would have gone faster ... 
C.Faster and longer. Yeah, definitely. Because I was at a loss for ... I couldn't even 
think of synonyms for words whereas ifl'm typing, you know, it's different. I don't 
know why. That was hard! 
S. It's taken a long time for me to get used to it too and I don't use it all the time but for 
me it' s a very different process. And you might think, you know, that since it' s just 
traveling from your brain to your mouth it would be faster, but for a lot of people it's just 

not. It ' s not for me. 
C. It sounds like fifth grade, that's so bad. 
S. Do you think your style changed? 
C. Yeah, completely. That is so bad [laughs] it's bad. I don't like this Dragon Speaking 
today . .. it's hard, I don't know, it's hard. 
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APPENDIXE 

INFORMANT'S TEXTS WITH DNS 7 ERRORS 

280 



INFORMANTS' TEXTS WITH DNS 7 ERRORS 

These are the texts that each informant turned in. They are single or double 

spaced according to how the informants formatted them. These texts include both the 

errors the informants left in and the editing the informants did to erase some of those 

errors. 

Chandra: Practice Session: 

One of my favorite movies is movie called "The Ring." This movie is a very 
frightening one, and includes lots of suspenseful moments. One of my favorite parts in 
the movie is when we see the girl who's killing everyone. It begins at the end of the 
movie, the girl has just been released from her place where she died (it was a well), and 
now she once to continue killing because she's crazy or something. The star of the movie 
is playing a lady named Rachel who has a child with this other that guy home from fix 
the mistake swoops day care will be writing. OK so Rachel's baby's father he played with 
state of his parole who was murdered by her mother with the state of his four .Rachel's 
baby's father plays at 888 88 a videotape of the of this girl to men come then timeout said 
he and the time he is 39 a template our lines of is good reruns of the 
ownsldon'tonlyinthetheleaveroomforthevowingtobeknownSaddamHusseinwouldthinkaSa 
ddamHusseinsisterthoughtsecond 
I'llthingtounderstandmudslingingelevatedunderstandthetwentybeknowninridiculousonthei 
ntherightit'llhavemyOKcanweretumsowhatdowedoifwewantthisletter 
So, the guy plays the videotape and to the girl who's it goes now but it goes to make she's 
a ghost is walking towards good guy who's watching the ttape know when Pollyanna 
didn't think the movie or the movie by the end of the singing the girl climbs out of the 
television and so cool because she's like in black-and-white and she looks like the film 
like you have looks on come and talk to Butterworth drive-through like I'm talk to the 
country said the I think that thing under the singing girl know he and to see on the word 
that the training new and some singing singing the singing from singing singing singing 
singing singing is not to the three law OK going to have to 

When the girl climbs out of the television, it frightens the guy so much that he the high as 
that he the then Rachel comes up from the elevator in output to is that they then Rachel 
comes up from the elevator, because she's about to warn him about the tape. However, 
it's a little too late, the guys already did the did a child as is limited type it submits an 
him. At the end of the moving, movie,, she said someone that she signed Ault she signed 
Ault she discovers that in order to keep the parole to keep the girl frozen killing you from 
killing you, you must make a copy of the tape. When 
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Chandra: Response to Second Prompt 

Dear Dr. Smith, 

I would first like to thank you for becoming a part of the TWU in family, and 

assure you that you are welcome. And in response to years (your) search for input for 

upcoming courses that you would like to implement into the curriculum here at the TWU, 

I'd like to recommend a few readings for you to consider. The first recommendation that 

I have from is one for my favorite foster from my favorite author foster, toning 

dependence remorse and side toning Timing something Toning toning and more certain 

Morrison. This routing comes from the novel, Beloved. The story of the love it is one in 

which to Steere in history and literary genius colossus collide. When doing background 

discuss the research on this novel, we learned that the actions goes of Sethe when she 

kills her children is really based off a two-story truce stored truce story. I so that with 

this novel,, students will not only learn the importance of history in their lives, but it but 

the importance of finding their way in the world. 

the next reading in which I find truly fascinating, is Rainer Maria Rilke's Letters 

to a young Poet. This novel not only gives suggestions for good writing, but relates its 

content to a younger audience. Therefore, as a student reading this book, freshmen who 

are taking this course can identify with the person the letters are addressed to. I I feel that 

when with Rilke's words, new students will be helps with their writing and in adjusting to 

a new life. 

for any critical analysis said that may be done within the classroom setting, I I 

chose some selected works from Robert Frost. Frost's opponents lend themselves to open 
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discussion, in-depth analysis, and enjoyable reading. Students will never give bordered 

born bordered when reading process frost's work. He uses descriptions of vivid colors, 

textures, and environments to convey to the audience what it is he is feeling at the time. 

By doing so, students are allowed to explain how opponents makes them feel , the us 

making them more comfortable expressing their feelings and communicating with its 

with others. 

the Surrey literary works for very important to me and my what if and my life in 

my life, and assuredly they will hold some importance insignificance in the lives of 

entering freshmen. Thank you ever so much Dr. Smith for your time and consideration 

for your students. I hope said these ideas will aid you in your selection process for the 

upcoming school curriculum. 

Sincerely, 

Shawndra Freeman 

Molly: Practice Session: 

Have many favorite bucks it can be hard to think of just one the first one that pops to my 
mind it is John Steinbeck East of Eden. This story is set in 1950s California and the 
Salinas Valley. I really like his description of the landscape. It really adds to the story. 
Steinbeck has a way of explaining characters that makes them seem almost human. 

One of my favorite characters in this bucks is by two different names. Her name in the 
first part of the boat Kathy her name in the second part of about this case. She has been 
said to be one of the most evil characters ever put on paper Steinbeck himself was scared 
of her. I think he surprised himself when he was running the book. He opens the chapter 
about caffeine with the line I believe monsters can be born to human parents. He then 
goes on to disguise physical disabilities and malformations. He then asked the reader 
why then can a knobby mental monsters or mental deformities. This gives us a good idea 
of what the reader is in for. 

The main plots describes the rise and fall of a suburban family in their only 1940s 
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California. . There are two boys in this family their twins. They are fraternal twins and 
they are very different. One is inherently good, while the other seems to have an evil side 
. The one who is inherently good is named Aaron. His brother Caleb, goes by cow. 
Caleb always feels different from his brother Aaron. He always feels that he is bad. And 
is very na:ive while cow displays a knowledge beyond his years. These two boys grow 
out in the same world that they react said differently. 

The story also describes the neighboring family in Hamilton. The patriarch of the 
Hamilton family is quite a character. He is an old Irishman who loves to invent things. 
The Hamilton said many children and Mr. Hamilton has a hard time supporting them. 
His life says he is too nice and gives too many people the benefit of the doubts. 

Molly: Response to Second Prompt: 

There are many speeches that have been given whose main purpose is to 

persuade. Many politicians give speeches such as the years before running for office. 

Others find themselves in a bind, and are forced him with the to make explanation 

directions. Mr. Kennedy entity of Massachusetts also the latter category. The bind Mr. 

Kennedy found himself in took place on July 18, 1969. On this night he was attending a 

cook out on an island off of Martha's Vineyard in Massachusetts. Mr. Kennedy left this 

cook out with a campaign secretary. While the two of them were driving down unlit 

road, Mr. Kennedy went off a narrow bridge into a "deep pond". 

In his speech he immediately denies driving under the influence of liquor. He 

also immediately denies the suspicion of any immoral conduct that had taken place 

between him and this secretary. Thecar turned over in the deep pond, and immediately 

filled with water. Mr. Kennedy got out. Miss Mary Joe kopechne did not. In stead of 

calling the police, Mr. Kennedy decided to go back to the party. At that party he enlisted 

the help of some friends and his cousin, to return to the scene of the accident to try to 

save Mary Joe's life. All these attempts were futile. Even after this vain attempt Mr. 
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Kennedy still did not go to the police. Instead he went back to his hotel room and went to 

sleep. In his address to the State of Massachusetts, he does take full responsibility for 

what happens. He also, however make excuses such as: " I suffered a cerebral 

concussion as well as Shock." He also states that he experienced "many scrambled 

thoughts, all of them confused, some of them irrrationa,l and many which he cannot 

recall." ... And he wasn't drinking? 

The part of the speech where persuasion comes in is towards the end. Mr. 

Kennedy is tempting to persuade his audience of his innocence. The first part of his 

speech is dedicated to the facts according to him. He is trying to persuade the people of 

Massachusetts to believe him when he denies the driving under the influence of liquor 

and that he denies having an affair with Mary Joe. He also mentions at the end of his 

address about his status as a senator. He brings up names such as John Quincy Adams, 

Daniel Webster and Charles Sumner and even his own brother John. He attempts to 

place himself among these men who were indeed positive representations of the State of 

Massachusetts in the Senate. He then makes a statement that he would "understand full 

well why some might think it right for me to resign." He then states that he will have to 

make this decision on his own. At this time he had been in the Senate seven years. 

From an audience point of view when Mr. Kennedy was giving his address many 

must have felt betrayed and led astray. There are many who knew Mr. Kennedy enjoyed 

to drink. What would have kept him from drinking at such a family party What also 

would've kept him from driving under the influence when he had been known to the past. 

The Kennedy family is also not the model of marital bliss that one would hope. and 
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while it's not fair to judge a man by his families history, the apple rarely falls far from 

the tree. There were obviously accusations from the past about these issues. 

Mr. Kennedy does play the victim in some parts of the speech. And he claims to 

have received the concussion as well as shock, as well as emotional trauma brought on by 

the accident. Whether or not his audience felt sympathy for him we may never know. 

This use of sympathy is another persuasive technique and an to attempt to show the 

audience what he has suffered. The whole situation with the accident, the attempt to 

cover it up, and the belated call to the police, and the high profile family to which this is 

happened, all made this a media frenzy. By playing the victim and playing the helpless 

unknowing driver of the car, Mr. Kennedy hopes the people Massachusetts will buy this 

story. Some did and some didn't. 

In Mr. Kennedy's defense however, he never had this much of a chance. As I 

mentioned, while it's not always right to judge a man by his family, the people 

Massachusetts have seen all too well what the Kennedys are capable of. ( And not capable 

of) It's definitely a love-hate relationship the State has with its "first family". Many 

people couldn't believe him even if they wanted to. Many people also didn't want to 

admit that their senator, whom they elected was capable of lying and possible murder. 

And still others took his address for what was worth, at face value. If Mr. Kennedy 

wasn't as he states having an affair with Mary Joe, and he indeed wasn't driving under 
' ' 

the influence of alcohol, why did he leave the scene of the accident? Why did he go back 

to his room and go to sleep? Why did he wait to call the police until the next day? I 

don't believe anyone in his audience that night truly knew what happened, or ever will. 
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The Kennedys have a knack, it seems, for covering up things which they don't want the 

public to find out about. We won't even go to Marilyn Monroe story. 

Throughout his speech he seems to make some out of place, out of context 

statements. For example the beginning of the speech when he is setting the scene he 

immediately points out that he was not driving under the influence of liquor. He makes 

this statement without any previous indications that alcohol was a factor. Later on in his 

address, again setting the scene after the accident, and stating that he swam to his hotel 

rode him at 2 a.m., he remarks "I remember going out of one point in saying something to 

the room clerk". This seems a bit out of place and its relevance is questionable. Perhaps 

the room clerk could tell us, but the subject is not brought up again. 

This argument has many different spectrums that one can look at. Mr. Kennedy 

does definitely spent a lot of time defining the event. Of course this is a subjective 

definition. A police report, for example, would've been more objective. But all we 

have to go on is Mr. Kennedy's word. He does spent a lot of time in the policy area as 

well. He states that is he is planning to take a look at his future in the Senate. Should he 

stay or should he go? He asks for Massachusetts help and prayers while he's attempting to 

make this decision. Of course we all know Mr. Kennedy decided to stay in the 

Massachusetts Senate. 

We may never know exactly what happeed on that evening on July 18. Mr. 

Kennedy's defensive nature of his speech may lead his audience to question his honesty 

and motives. But as I said earlier there are always those who will believe anything and 

who want to believe the best in everybody. The State of Massachusetts was and forever 
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will be divided on this incident. 

Denisha: Practice: 

In the movie Karina Karina Whoopi Goldberg is the housekeeper for a Caucasian family 
she does the end messes up the interview. After Whoopi Goldberg starts working as a 
housekeeper she tries to help little girl with a loss of her mother. The little girl is not 
talking in her day is not coping with life after the loss of his wife. Whoopi Goldberg 
liven up the house with her charm and after wit. Eventually the little girl starts talking 
unselect that Whoopi Goldberg starts dating the father. I like the movie because it 
crosses racial barriers and it's funny. 

" a child call it" is a wonderful book. The book is about a little boy who is abused by his 
mother for 12 years. The little boy is the proud of food, attention, and love. He is not 
only outcast at his house but also at school. Eventually, he is sent to a foster home and 
his mother goes to jail. Everyone should read this book because it helps us identify signs 
delete when a child is being abused. 

Let's talk about my family. I have three sisters and two brothers. I have one nephew 
home I've only met once. My older sister is 28, my second sister is 23 , Jessica is 22, 
Michael is 17, and Gabriel is eight. Jessica goes to Southern University and is majoring 
in civil engineering. Angela works in Houston as a social worker. Michael is in college 
and he was recently fired from his job. My mother recently at surgery and she can work 
for five weeks. My bottle works at a chemical plant. My grandmother is living with us, 
and every body is ready for her to leave. She complains about everything, and cries when 
she doesn't get any attention. I am the only one who is normal. I attend Texas woman's 
University and I am majoring in occupational therapy and Spanish. I hope to graduate in 
four years with my master's degree in occupational therapy. I'll want to go to Brazil and 
study Spanish so that I may speak it fluently to other 

Denisha: Response to Second Prompt: 

I will start by taking notes. I think I want to do a field data on preparing for a track meet. 

Make sure you get enough sleep. 

Make sure you get a balanced meal prior to the race 

Make sure you get a good stretch and warm-up 

Eat. Sleep. Run: No Performance Drugs Here! 

Your heart's racing, and your palms are sweaty. Are you an adrenaline junkie? If 
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you are track and field is the support for you. this field guide you'll become familiar with 
the preparation it takes to win a race. I will introduce to you what all athletes do prior to 
a sporting event. In high school I ran track so the headings below will tell you what I did 
that helped me win a race. 

Rest. Rest. Rest. 
The day prior to a race make sure you do not work out, party, consume alcohol, or stay 
up late. Your body needs to be fully rested in order to perform well the next day. 

Eat breakfast. 
The morning of the race it is important to have a well-balanced breakfast. Do not eat 
food that is high in sugar or fat. You want to eat lean meat, fruits and vegetables, and 
whole-grains. This is important because what you eat at breakfast will determine how 
you perform later in the day. 

Make sure you stretch. 
Approximately a hour to an hour and a half prior to the race you must begin your 
stretching and warm-up exercises. Start with a light warm-up such as slow jogging or a 
few jumping jacks. This is important because you want your muscles loose. After your 
warm-up begin more intense stretch. This prevents a pulled muscle during the race. 

Water. Water. Water. 
It is important to stay hydrated even when you're not racing. Your body will use these 
fluids while you're running. If you do not want to consume a lot of water make sure you 
drink other liquids such as Gatorade. 

If you make the decision to party and get drunk the night before a track meet, you will 
lose. If you choose to eat sugary cereals, candy, or any other foods that are not good for 
you, again you will lose. If you decide to be lazy and not stretch and warm up you will 
not only lose, but hurt yourself! If you decide to take Performance drugs you will be to 
gold medals taken, and you will embarrass your entire family because you cheated. I 
have given you the keys to success in winning a race, but it up to you to decide take heed. 
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