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ABSTRACT 
 
 This dissertation forwards a DJ-based hip-hop methodology as an intervention within the 
discourses of Writing Program Administration (WPA). It is a response to calls from the larger 
field of rhetoric and composition as well as the sub field of WPA for work that theorizes through 
disciplinary issues of whiteness, suggesting that hip-hop as a culture founded within the same 
western discourse of the academy has the capacity to interrogate the practices that reproduce and 
uphold hegemony. I argue that hip-hop can only accomplish this when it is first theorized 
through a synthesis of hip-hop feminism and critical theory since its proximity to dominant 
discourse must be unpacked and theorized rather than abandoned. This project also centers on 
hip-hop’s remixing capabilities as it argues that critiques should include an element of extension 
and creation as a willful ignorance or removal from the effects of dominant culture might be 
theoretically impossible. Instead, it argues that the critiques of WPA discourse offers occasions 
for compositions that are sensitive to differences in cultural location.  
 The central argument in Breaks, Samples, and Sites for Cyphers is that the methodologies 
that guide practice and production within WPA must consider the intricacies of cultural location. 
The discourse of WPA is often presented as a neutral endeavor with practices that discipline 
administrators, students, teachers, and staff so that they might uphold middle-class, white norms. 
A hip-hop methodology has the potential to disrupt this practice by offering remixes of writing 
and identity that are sensitive to a variety of social and political contexts. The DJ is then 
specifically utilized as an image of a critical writing administrator due to their ability to invite 
spacious compositions from a variety of identities, packaging and presenting those compositions 
in ways that might speak back towards legacies of whiteness within the field. 
 In chapter two, I begin the discussion by defining my hip-hop methodology through a 
synthesis of hip-hop feminism and critical theory in order to explore hip-hop’s potential to call 
out and speak back towards a dominating discourse. I then center on the hip-hop DJ, recognizing 
that while they share hip-hop as a guiding epistemology, the practices within the culture all have 
their own guiding logics. I emphasize the DJ as they closely parallel the writing administrator 
through their emphasis on administering and inviting writing occasions. Chapter three focuses on 
composition curriculum realized through the WPA Outcomes Statement, a document created by 
the Council of Writing Program Administrators that focuses on naming and normalizing 
expectations for the first-year writing class. Through a hip-hop discourse analysis of the 
document, I argue for remixed definitions for writing and rhetoric within the class that are more 
sensitive of difference. I continue the dialogue of difference and identity in chapter four, arguing 
for cypher logics to impact the ways in which identity is handled within the field. I end the 
discussion in chapter five by pointing out that while hip-hop offers a generative intervention that 
can help in the critiquing of whiteness in WPA, it alone cannot be the chosen culture to do so. 
What is needed are continual theories and methodologies that come from various cultural 
locations that can all aid in the work of challenging and critiquing problematic discourses in 
rhetoric and composition.     
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CHAPTER ONE: FOR THE CULTURE: HIP-HOP AND THE NEED FOR CRITICAL WPA 
SCHOLARSHIP  

Hip-Hop in rhetoric and composition studies has implications for teaching and learning in 

that it provides unique entry points and pathways to envision and inform the subject(s) of and in 

writing—print, digital, performance and otherwise—rendering and making legible experience, 

politics, creativity, the imaginary and other forms of knowledge production across a variety of 

social contexts1. As a study existing alongside scholarship that defines hip-hop as an entry point 

to rhetoric and composition, this dissertation argues for hip-hop methodologies and looks 

towards the hip-hop DJ as an illustration for administering writing. I examine discourses that 

produce writing program curricula and writing program administrators2 by engaging in hip-hop 

centered/inspired forms of critical analysis. Further, I argue that those discourses replicate 

indifference and oppression through practices that are situated in legacies of whiteness and 

cultural exclusion. In response, I contend that the hip-hop DJ offers a politically nuanced, 

socially conscious, and attentive position from which the administering of writing might occur. 

Through a hip-hop-based discourse analysis, I remix the identity of the writing administrator, 

centering on practices that call out and resist hegemony. My remixes call for continual 

recognition of and resistance towards the power relations that inform institutional identities, 

interpretations of spacious programmatic definitions of writing, and articulations of writing 

curricula that are critical and inclusive. Rather than focus on technologies and philosophies that 

themselves are rooted in a view of education as a tool that prepares bodies to be commodities for 

production, this dissertation looks towards the aesthetic nature of hip-hop, described by Emery 

                                                 
1 See Banks (2011); Campbell (2005); Craig (2015); Pough (2004); Richardson (2006); 
Smitherman (1986).   
2 In this project I use writing program administrator, writing administrator, administrator, and the 
WPA interchangeably. Any usage of WPA without “the” preceding it signifies Writing Program 
Administration as a larger discourse or field of study. 
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Petchauer to be, “the emic sensibilities, cultural logics, and habits of body and mind that are at 

work in hip-hop expressions and practitioners,” as a mode that is both informed by and 

constantly challenges dominant discourses, and can work towards redefining the roles, 

responsibilities, and practices of within WPA (6).  

This project extends scholarship that already inhabits intersections of race and identity 

within rhetoric & composition. Catherine Prendergast (1998) in her article “Race: The absent 

Presence in Composition Studies,” quoted Keith Gilyard by stating that race remains 

undertheorized, unproblematized, and underinvestigated in composition research leaving us with 

no means to confront the racialized atmosphere of the university and no way to account for the 

impact of the persistence of prejudice on writers and texts (36).  Most of the conversations 

concerning race and processes of racialization often described students through the use of tropes 

such as ‘basic writer,’ ‘stranger’ to the academy, or the trope of the generalized, marginalized 

‘other’” (36).  Since the late 1990’s, there has been scholarship that explicitly seeks to call out 

and problematize connections between race and composition, such as Keith Gilyard's (1999) 

edited collection Race, Rhetoric and Composition, or Jennifer Clary-Lemon’s (2009) article 

“The Racialization of Composition Studies: Scholarly Rhetoric of Race since 1990.” The influx 

of scholarship dedicated to understanding complex processes of racialization mixed with the 

complexities of writing indicate an intellectual investment for the field to understand what it has 

for so long ignored and marginalized.  

 The subsection of WPA scholarship has seemingly attempted to mirror the broader 

composition studies intellectual community in theorizing connections and influence of race and 

identification. Rita Malenczyk (2013) describes the field as grounded in, “the rhetoric and 

politics of departmental and university life and structure, as well as on the lived experiences of 
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its practitioners,” suggesting that those in WPA positions often do the work of rhetoric and 

composition as well as the work of workplace politics and day-to-day maneuvers. There is then 

enormous potential for conversations critical of identification within the field, considering that it 

is interested in scholarship at the intersections of lived experiences and university politics. 

Malenczyk suggests that WPA work is focused on research questions that ask what problems 

administrators face and considers solutions to said problems. Some of those questions might 

exist on the more practical side, but conversations within WPA concerning lived experiences and 

politics necessarily have theoretical considerations with which my investigation similarly fits. 

For example, Hannah Ashley (2013) talks about the basic writing class as a space that seeks to 

reframe any conception of the composition classroom that thinks of it as race-class-nationality-

gender-politics neutral into one that deals with those structures explicitly (42). Work such as 

Ashley’s is important considering the type of students who traditionally are placed in basic 

writing classes, but there still are issues, as Ashley points out, in an assumption of a basic student 

writer as a monolith. To echo the words of Keith Gilyard, it suggests that WPA work similarly 

undertheorizes, unproblematizes, and underinvestigates these issues if the only time it is 

explicitly stated is in discussions of administering basic writing courses.   

  It should be noted that scholars invested in the work of WPA have recently called for 

scholarship focused on the ways in which race and racism impact the field. Scholars have 

recognized this as an issue in conversations for assessment practices, as evidenced through the 

work of Asao Inoue and Mya Poe (2012), whose edited collection invites readers to “consider 

how a focus on racial identity allows them to see their assessment practices in new ways that 

may also illuminate new questions about gender, socioeconomic status, geographic location, and 

other contextual factors” (3). The CWPA journal similarly published a symposium dedicated to 
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race and processes of racialization within the field of writing administration. In it, scholars touch 

on the ways in which whiteness needs to be continually called out and challenged within WPA 

work, from imagining a writing program that considers writing to be an embodied act and 

unapologetically centers on race and writing (Tang & Andriamanalina 2016), to reflecting on 

experiences with racialized and gendered microagressions for the sake of coalition building and 

strategizing (Craig & Perryman-Clark 2016), to relocating WPA work within activist contexts 

that advocate for students of color (García de Müeller 2016). I seek to further answer this call for 

work that explicitly and unapologetically centers on difference within the discipline by 

forwarding hip-hop, as a culture that was created out of and often is situated within racialized, 

gendered, and class-based politics, hip-hop might further answer the call for scholarship that 

unapologetically centers on difference, providing both an entry point and an intervention that 

offers insights for discursive production and identification within the field. This project thus is 

aligned with current theoretical and testimonial work within rhetoric and composition and WPA 

such as Perryman-Clark and Craig’s (2019) edited collection Black Perspectives in Writing 

Program Administration that highlights the social and epistemic damage already done by 

historically marginalizing practices within the field while simultaneously emphasizing the 

potential within non-dominant discourse communities in rethinking and reimagining 

administrative practices. 

This discussion is focused on analyzing three major sections that make up writing 

administration discourse: methodology (the ideologies that give rationale to action), classroom 

practice (what practices should be occurring), and identity (who gets to participate and for what 

reasons). It begins with an articulation of a hip-hop methodology from which writing 

administration practices might be realized. Writing exists in many social and cultural locations, 
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and there are lessons to be learned if we investigate how it exists and is implemented outside of a 

traditional academic space (Baca 2009). Emphasizing a hip-hop methodology within the 

discipline provides an occasion for such an investigation. It will then move towards an 

investigation of the writing class space as produced through current WPA discourses. Once 

dissected and analyzed, classroom practices will be remixed based off of hip-hop logics and 

sensibilities to invite a socially-conscious writing class space. Lastly, the hip-hop intervention 

makes it way to the identities of those implicated in writing administration in order to challenge 

current disciplinary limitations on identity. The handling of identity within writing 

administration is similarly remixed in order to imagine more critical and spacious writing 

administration practices. 

The following questions will guide the inquiry: How might Hip-Hop help reimagine the 

roles of Writing Program Administration? What is the proverbial “break” within Writing 

Program Administration, and how might its extension create compositional opportunities? In 

what ways does the work of WPA (mis)inform, (un)identify, and (dis)embody its relative 

subjects?  

 A Definition and Application of Hip-Hop     
 

Hip-Hop is the main methodology that guides and informs any analysis, critique, and 

creation in this dissertation. I use a definition of hip-hop that is forwarded by Aisha Durham, 

who describes hip-hop to be an embodying experience and notes that her definition draws from a 

legacy of hip-hop and Black feminism that emphasizes self-representations as a mode to make 

sense out of everyday experiences as well as operations of power (Durham, 2014). As Aisha 

Durham mentions, the work of Hip-Hop Feminism has at its foundation a purpose of critiquing 

racialized gender both within hip-hop and beyond, emphasizing forces that subject, or forces that 
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embody both within the culture and through everyday experience. My definition of hip-hop 

similarly places this consideration of embodiment and representation as central, where hip-hop 

becomes a force that subjects and embodies. Hip-Hop defined as such focuses on the ways in 

which bodies are identified by, and in turn identify hip-hop as opposed to definitions that 

consider hip-hop as content to be consumed, or as only identified by the traditional pillars of hip-

hop practice or performance. Hip-Hop becomes who a person is, and everything that person does 

could be a form of hip-hop. 

Ruth Nicole Brown and Chamara Jewel Kwakye (2012) provide a vision for this type of 

hip-hop through their definition of Hip-Hop Feminism, suggesting that it is: 

 “the messy work of negotiating generational tensions and ideas about 

leadership. It is work that requires the right combination of humility and skill; the 

cleaning up of the room after the juke party, the taking out of trash after the 

videos were discussed, debated, and remixed, and it is providing transportation to 

ensure everyone arrives home safely after the poem was written, recited, and the 

cipher dissolved.” (1). 

This definition of Hip-Hop Feminism blatantly implicates conversations of 

administration as it requires an explicit emphasis on aspects of leadership that are conscious 

about their place among a larger social system, rather than a patriarchal assumption that 

administrative work emphasizes the needs of the institution over the needs and desires of those 

involved. Their definition provides a moment to highlight ways that hip-hop itself might not rely 

on a traditional pillar understanding, and instead suggests that hip-hop cannot be separated out so 

neatly; hip-hop can be found in our daily interactions and smaller scale performances that make 

up and serves as foundational to processes of identification. Sometimes those interactions and 
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performances can be a little messy, refusing to be sectioned off neatly and structurally. But as the 

definition suggests, to make sense out of the mess requires a combination of humility and skill. 

My working definition and understanding of hip-hop, then, considers the ways in which 

embodiment accounts for the mess as well as thinks through embodiments with skill and 

humility. 

This consideration then explicitly asks the question of what exactly hip-hop embodies, to 

which there could be a multitude of answers. I will not offer in exhaustive list, as the definitions 

of hip-hop as embodied have to change based off of context3. However, a couple of answers 

might arise considering the previous connections made concerning the “mess,” and considering 

aspects of skill and humility. On one level, hip-hop can be an embodiment of resistance. In 

discussing hip-hop as an embodiment of resistance, it is helpful to begin with its origins. Jeff 

Chang in his historicizing of hip-hop marks its origin as a result of the crumbling condition of 

South Bronx in the early 1970’s and mentions it as a source of identity formation for Black and 

Latino youth. Chang notes that young people originally sampled Black and Latino cultural forms 

of music and dance in order to create rich and complex forms of expression. Such creative forms 

were necessary for the well-being of the youth considering the lack of political intervention. 

From its outset, hip-hop based expressions were ways to respond and resist a crippling and 

crumbling social dynamic.  

It should also be noted that this embodied resistance was birthed out of racialized politics. 

The crumbling condition of the South Bronx was a direct result of displacement of black and 

brown families who, because of the construction of the Cross-Bronx Expressway, were forced 

into areas were housing existed without guarantee of employee or other community necessities. 

                                                 
3 For further definitions of an embodied hip-hop: Durham 2014; Ogbar 2007;  
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And, once displaced, the communities would suffer from what President Nixon would call 

“benign neglect” (10-15). This systemic and racially motivated neglect would then fuel the 

destructive fire of the South Bronx, yet out of this racially-fueled fire would come hip-hop 

culture. As such, it would not be enough to say that hip-hop embodies resistance in general. Hip-

Hop embodies a very specific type of resistance, one that resists inequities and processes of 

marginalization that occurs out of racialized politics and social structures. Hip-Hop as embodied 

resistance thus challenges any conceptions we have of norms that were created out of discourses 

of whiteness, and it is the hip-hop performances of those resistances that disrupt understandings 

of the norm. Hip-Hop performances are moments of racialized resistance played back, whether it 

be the type of swag someone owns as they walk down the street with a rhythm and a bounce that 

causes them to stand out in a crowd of straight-legged speed walkers, whether it be the professor 

with dreads flowing freely on top of her blazer-button down combo as she lectures a room full of 

wide-eyed graduate students and professors about urban youth’s capacity to create and think 

critically, whether it be the class that opts to discuss the Jay-Z/Nas beef as a way to learn 

argumentation, or whether it be an employee showing up to a business meeting rocking a 

snapback cap on backwards with their sleeves rolled up to showcase their tattoos. 

While resistance is one potential form for an embodied hip-hop, and while resistance was 

foundational to the creation of the culture, it is not immune to the impacts of dominating 

discourses. That is, hip-hop itself is not inherently resistant. The point of emphasis is that hip-

hop has the capacity to resist, and not necessarily a resistance-based prerequisite. Public 

perceptions of hip-hop (often thought of as rap music) are usually understood as commodified art 

forms that only work to sell concepts and values pushed in mainstream American media, and in 

many ways, what is publicly known as hip-hop (rap music) might be thought of as popular 
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music. This is a point that many pioneers of the culture lament, often times electing to say any 

popular conception of the culture makes it less hip-hop since the overall meaning and connection 

to the culture was lost. Some of the aspects of hip-hop pushed in mainstream media are also 

problematic4 and damaging, often times communicating misogynist and homophobic messages. I 

would argue that these popular and problematic representations are still considered hip-hop, but a 

value of the culture lies in its reflexivity rather than its exclusivity. Instead of debating what is 

authentically or essentially hip-hop, there is potential to critically create in order to respond and 

call out instances of cultural appropriation or domination. Critiquing mainstream aspects of hip-

hop does not mean that that the mainstream is outside of hip-hop, rather it becomes a part of the 

conversation, inviting the culture to think through what mainstream even means, what 

authenticity means, how we continue to define hip-hop as it becomes increasingly popular, and 

how we respond when it is problematic.  

 Hip-Hop is also an embodiment of a synthesis between creative capacity and critical 

thinking. This type of embodiment connects aesthetic with epistemology, as hip-hop specifically 

transforms aspects of arts into ways of knowing and culminations of knowledge. Hip-Hop 

aesthetic signals a knowledge and guiding logic derived from hip-hop practices, performances, 

and expressions (Petchauer, 2014; Rose, 1994; Schusterman, 1991). Richard Schusterman further 

offers insight into hip-hop aesthetics, as he mentions hip-hop’s political and ethical content have 

historically forced the culture into a space that challenges rigid binaries between art and 

philosophy. Hip-Hop questions any notion of aesthetic that relegated it to a realm of play or as 

mere emotion, and instead recognizes that the aesthetic is within itself a philosophy (426).   

                                                 
4 Gwendolyn Pough (2004) highlights the issue of these messages, arguing that often times hip-
hop stands in metonymically for black culture which then leads to inaccurate and damaging 
visions of blackness in the public sphere 
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From this perspective, one can acknowledge the ways that hip-hop might “[authorize] 

particular causes, truth claims, and subject positions while implicitly and explicitly contesting 

others” (Hill, 2009). Hip-Hop as embodied creative capacity and critical thinking suggests that 

the practices and performances stretch beyond digestible content and into a structuring 

knowledge or logic that, through its application, informs and identifies.  

Grandmaster Flash and the quick mix theory might give a detailed example of hip-hop as 

creative capacity. The quick mix theory, termed a theory as Grandmaster Flash believed the 

practices could further be expanded on and improved, required DJs to break the cardinal rule in 

terms of playing vinyl records; it would require DJs to physically touch the record with their 

hands in order to move and rewind to a previously marked section. This allowed for the same 

break within a song, already previously marked (some chose stickers, Grandmaster Flash chose 

to mark up his records with a crayon) to stretch out for however long the DJ would choose. 

Breaks that originally lasted for about ten seconds could seamlessly stretch to ten minutes with 

the application of the quick mix theory.  

The example of the quick mix theory provides an instance of critical thinking; DJs were 

presented with an issue that required non-traditional methods in order to reach a viable answer. 

They wanted to keep the party going, but the current styles and strategies did not offer any clear 

solutions. A little creativity allowed for a reimagining of the styles, and some more critical 

thinking beget an idea to mark up the record recognizing that touching or marking a record didn’t 

really do anything to it. What resulted was an increased space in which others could now create 

and exist. Examples such as the quick mix theory connect aspects of aesthetics and 

epistemology, as the styles and practices that at first might be deemed as artistic not only create 

its own knowledge base, but the artistic practices themselves are illustrations of the ways in 
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which one engages, learns, and creates knowledge. The quick mix theory is an example of a 

critical conception of knowledge as it challenges originality with an emphasis on spatio-

temporality demonstrated by sampling five to ten seconds of a record and extending it 

indefinitely. Not to mention, that extension then creates another space where a multitude of 

possibilities might be imagined.  

Hip-Hop as an embodiment of resistance and as creative capacity should not be thought 

of as two separate entities. Any performance of resistance within hip-hop stems from a creative 

capacity, and often times those creative capacities came about from precarious positions. Tricia 

Rose notes that many early hip-hop practitioners were trained to serve privileged populations 

through repairing and maintaining new technologies yet would instead use those technologies as 

primary tools for their own creative cultural expressions (83). In this instance, practitioners resist 

roles of passive repair techs who serve those of privilege, and instead use the knowledge of the 

technology to create and express themselves. Naming hip-hop as an embodying experience and 

acknowledging that these experiences inform knowledges and subject positions invites one to 

think of hip-hop beyond the traditional four elements (deejaying, emceeing, break dancing, and 

graffiti writing), and into a larger realm that is focused on knowledge production and subject 

formation (Durham, 2014)  

Hip-Hop and Rhet/Comp 
 

Hip-Hop is a culture that has reached beyond the US imaginaries and has already made a 

global impact (Pennycook 2007; Kahf 2007). While this project is interested specifically in 

higher education conceptions of hip-hop and composition, it is amazing to think that a culture 

with so many subdivisions and such a wide global impact is not consistently thought of as an 

epistemological foundation that students from various backgrounds comprehend when entering 
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the college composition classroom, especially considering that students are already bringing hip-

hop into the college classroom (Petchauer 2012). Scholars engaged in Hip-Hop Based Education 

(HHBE) are ahead of the field of Rhetoric & Composition in their application of hip-hop, as they 

have argued that hip-hop can help students negotiate conceptions of self and the social world 

(Hill, 2009), can be a critical pedagogical tool for educators in urban contexts to understand the 

sociocultural realities of students (Prier, 2012.), and can foster critical cognitive and social skills 

in youth (Love, 2015). Scholars in fields of primary, secondary, and postsecondary education 

have been pushing hip-hop has a valuable and necessary epistemology, yet relatively little has 

been done that thinks through hip-hop in composition spaces beyond talking about it simply as 

content for analysis. Adam Banks (2011) offers one of the occasional moments to think through 

composition from a hip-hop point of origin as he considers the DJ as an example of rhetorical 

excellence, claiming that her ability to blend technology with the voices from the past makes her 

an excellent example of composing in our contemporary moment. Rather than use hip-hop as 

content for a textual or historical analysis, Banks uses the theoretical and conceptual work of the 

mix and remix to contextualize larger discussions of black multimedia rhetorical practices (7).  

The journal Changing English has also recently dedicated an issue solely to reflecting on 

hip-hop pedagogy and historical scholarship as a way to reimagine English as a field in higher 

education. In this special issue, scholars and practitioners offer insights about the creative and 

reinventive capabilities that hip-hop might offer the field of English, from considering how the 

aesthetics of the DJ could help remix a literature course (Jennings & Petchauer, 2017), to 

thinking about a rappers flow as an invitation to rethink the fields dependence on edited 

American English (Green, 2017), to privileging and emphasizing the roles and contributions of 

women hip-hop DJs in order to (re)envision hip-hop participants as purveyors of knowledge 
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(Craig & Kynard, 2017).  The recent move by Changing English to dedicate an issue specifically 

to hip-hop suggests a desire within the field to understand hip-hop from an epistemological 

perspective. My project continues in that momentum by emphasizing hip-hop as an embodying 

experience that can shift conceptions of teachers, students, and administrators, all of which seeks 

to theorize writing administration through different cultural lenses.   

Hip-Hop and Critical Theory as a Framework for Writing Administration 
 

The integration of critical studies within rhetoric and composition provides a scope and 

structure for my argument; it is imperative in theorizing power relations within the discipline as 

well as thinking through identity in a way that is sensitive to those power relations. Specifically, 

Michel Foucault’s work with discipline and his definitions of power serve as a lens through 

which I engage writing administration. But, as Spivak (1988) has argued, Foucault’s theories 

operate ignorant of imperialism in a way that sustains a problematic “concrete” subject of 

oppression (87). Yet, the mechanics of disciplinarity theorized within Foucault’s work are still 

valuable and help give definition to operations of power (93). However, I instead forward hip-

hop as the life force for the investigation. Hip-Hop, defined within a hip-hop feminist framework 

that emphasizes cultural and social location as generative sites of knowledge formation, provides 

an energy that is not ignorant of the construction of subjectivity through legacies of imperialism, 

something necessary for critical movement, creation, and imagination.  

Power-Knowledge and Discipline 
  

This project considers administration of writing, which includes the teaching of writing in 

a higher-education institution, the creation of the curriculum for courses within that institution, 

and the implementation of that curriculum, to be an expression of power. As previously stated, 

the practices of the DJ require a sensitivity to the ways in which subjects are enacted and ordered 
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within specific contexts. An understanding of the power relations that give definition to those 

contexts will then be influential in unpacking the movements of power within an analysis of 

WPA discourse.  

I draw from the Foucauldian definition of power, which suggests that it is a strategy and 

not a property and is something to be exercised and not necessarily possessed (Foucault 26). 

Power is not inherently negative but is instead productive; power produces reality as it produces 

things to be known, and the manners in which we know those things (194). To that end, 

Foucault’s distinction of the relationship between power and knowledge is critical to a 

methodological remixing.  

Power produces knowledge, and knowledge renders power visible. To have a 

conversation surrounding a field of knowledge that subjects then requires a special and specific 

attention to the effects of the power-knowledges, and not from an understanding of, “[subjects] 

of knowledge that produces a corpus of knowledge, useful or resistant to power” (28). In other 

words, I’m not in the business of calling out the (mostly) white people who do things within 

WPA that make it so that whiteness remains the norm, at least not for this project. Calling out is 

an important rhetorical tool rooted in Black Feminism that is critical in checking the ways 

subjects exist in public spheres (hooks 1989). But calling out requires a specific finesse and 

charisma that is foundational to the practices of the emcee, whereas the focus in this project rests 

in the logics of the DJ. As such, the emphasis is on controlling the tempo, making the record spin 

at its slowest setting so that the power-knowledges that impact the field become apparent. I ask 

how, specifically, discourses that saturate the field produce a knowledge of whiteness, and 

question how those discourses are continually circulated and sustained. This practice draws from 

Foucault in its investigation of the processes that traverse a field in order to determine the 
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potential forms and domains of knowledge within it (28). And it does so through a synthesis with 

hip-hop, specifically definitions of hip-hop feminism that center on the ways in which bodies are 

(un)known in relation to the spaces and power relations that (mis)inform them.  

The practice of hip-hop DJs present an illustration of the power-knowledge relationship 

as it is the knowledge of contexts in any given function that guides DJ’s selection choices and 

their impending effects. But it is the work of discipline, which might be thought of as the more 

concrete action of DJ practice, that offers insights for the functions of writing administration. 

The administration of writing might be defined as an exercise of disciplinary power, which 

means writing program administration takes part in the meticulous control of the operations of 

the body. Discipline is then understood as the methods that assure a constant subjection that is 

imposed on bodies through a relation of docility-utility (137). A body becomes disciplined when 

it finds itself in a relation that makes it more obedient (or docile) as it becomes more useful. It 

also becomes visible through its disciplining, resembling the fields of knowledge that produced a 

specific subjectivity. Hip-Hop DJs discipline bodies within the mix in order to make them known 

and visible. Effective DJs are sensitive to the power relations within the mix, understanding that 

their practice impacts the capacity for others to know and be known within the mix. Writing 

administrators similarly are positioned to produce subjected and practiced bodies. Their 

positionalities thus come with an opportunity to administer in a way that is critical of power 

relations so that those who inhabit a writing program (specifically students and teachers) might 

exist equitably. 

Consider, as an example, the similarities between WPA duties and what Foucault names 

as practices of disciplining. The practices of disciplining are the following: “to establish 

presences and absences, to know where and how to locate individuals, to set up useful 
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communications, to interrupt others, to be able at each moment to supervise conduct of each 

individual, to assess it, to judge it, to calculate its qualities or merits” (143). These practices 

match seamlessly to what is named as the responsibilities of the administrator through a 

document titled “The Portland Resolution.” In a section titled “Registration and Scheduling,” the 

following responsibilities are listed: “Determining numbers of sections to be offered; evaluating 

enrollment trends; staffing courses; monitoring registration” (Portland Resolution). Within this 

small subsection, one might already notice that the rhythm of these two tracks is 

indistinguishable. One could easily fade between the two records and never skip a beat. The 

tempos would line up; the vibe would remain. Even the lyrics in the track are painting similar 

portraits of WPA, to the point where one could play the a capella cut of either record mixed with 

the other’s beat, and most wouldn’t even notice a difference. On one side exists a list of the 

practices of discipline (locate individuals, assess, judge), and on the other exists a job description 

detailing how to discipline (evaluate, monitor). This isn’t to suggest that WPA is stuck in some 

evil power scheme that only wants to control bodies. Technically speaking, it is a power scheme, 

as discipline is a technology of power, and education is a disciplining space, but it does not mean 

it is evil (Foucault 147). The practices of those that administer the mix (in this case, the writing 

administrator) influence what type of space is cultivated, and as such those that administer must 

be mindful and critical of their disciplining practices.  

Discipline is also an art of rank, as it is a process that individualizes bodies by locations 

informed not through a fixed position, but through a relative network (146).  As Foucault notes, 

rank begins to define the educational space in the eighteenth century: 

Rows or ranks of pupils in the class, corridors, courtyards; rank attributed 

to each pupil at the end of each task and each examination; the rank he obtains 
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from week to week, month to month, year to year; an alignment of age groups, 

one after another; a succession of subjects taught and questions treated, according 

to an order of increasing difficulty. And, in this ensemble of compulsory 

alignments, each pupil…occupies sometimes one rank, sometimes another; he 

moves constantly over a series of compartments—some of these are ‘ideal’ 

compartments, making a hierarchy of knowledge or ability, others express the 

distribution of values or merits in material terms in the space of the college or 

classroom 

Organizing students according to rank allows for consistent supervision of each 

individual while ensuring the simultaneous work of all, and organizing according to rank makes 

for an education space to function like a disciplinary machine, one that supervises, hierarchizes, 

and rewards (147). Through ranking, education disciplines bodies. Discipline in this instance is a 

technology of power, a tool where power is exercised and where knowledge is produced. One 

can beat match the aforementioned statements of discipline by rank to practices within WPA to 

see the ways in which power is similarly exercised. Consider the practice of rank within First-

Year Writing courses. Writing Programs typically have various levels of first-year writing of 

which students can test into. At each end of an established hierarchy exists basic writing and 

honors writing. Basic often stands in as a trope for remedial, while Honors suggests a more 

advanced student capacity. In the middle, and what is probably the most heavily populated 

version, is “regular” first-year writing. It isn’t necessarily termed “regular” but a lack of signifier 

such as “basic” or “honors” suggests an imagined homogenous space that, if nothing else, 

provides a baseline. One is either right where they should be in the unnamed course, below the 

baseline in “basic” writing, or above the baseline and therefore noted as “honors.” Regardless of 
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the method for which students end up in a specific course (some take placement exams, some 

self-select their courses) the space in which students inhabit completes the task of ranking, and in 

doing so exercises power through disciplining.  

  This example might emphasize the utility of disciplining; it is to say that education, and 

by extension WPA, is involved in practices, performances, and exercises of disciplinary power. 

And in order to question that, one must look at the ways in which that power is known, and how 

knowing upholds that power. A methodology for WPA work should explicitly think through and 

use methods sensitive to or cognizant of power relations, and hip-hop DJing provides a 

methodology that can accomplish that goal. Because of its sensitivity to power relations and 

when defined from a feminist perspective, hip-hop can turn moments of power recognition into 

opportunities for analysis and critique. Through those analyses and critiques, we can remain 

critical of the ways in which WPA culture participates in process of subjection through power-

knowledges, and the ways in which WPA disciplines administrators, teachers, and students. 

 It is not enough to make a passing comparison between WPA practice and a Foucauldian 

notion of disciplinary power exhibit similarities. Foucault has already been read and cited in the 

field of composition5, suggesting that some scholars do consider the effects of disciplinary power 

in their methods and analyses. The part of the argument that requires emphasis is that WPA as a 

subsection of Rhetoric and Composition should always consider the impact of disciplinary power 

because of its inseparable relationship to the functioning of institutional power.  Probably more 

so than any other subsection of Rhetoric and Composition, WPA is the subfield that emits 

                                                 
5 A quick search in ComPile, a composition research database stemming from 1938 to the 
present, with “Foucault” as a keyword returned around 168 entries of books and journal articles. 
While this number might not accurately reflect the rate in which Foucault is cited in composition, 
it is meant to give a generalized idea for the rate in which Foucault’s work is received in the field 
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disciplinary power; it is the job of the administrator to rank students, to survey their department, 

and to forward a discourse within their institutions that names and defines what exactly 

“composition” will look like to their students and teachers. This disciplinary power, however, is 

not a negative thing. It is a productive thing. For some reason there exists a politics within WPA 

work that looks to side step issues of disciplinary power, probably due to an uneasiness one 

experiences when the reality of the effects of power sets in. One should not look to finesse the 

existence of a disciplinary power; rather, one should name it explicitly to be able to see how 

discipline in any given situation is acting as a technology of power. It is imperative, then, that 

methodologies used in WPA think through dynamics of disciplinary power explicitly.  

The analysis within this project will then pay explicit attention to the functioning and 

movements of power. This project’s analysis of WPA identity will look to illustrate a necessity 

for rethinking what it means to administer writing, and what it means to be an administrator of 

writing and of the institution, and it will do so from a perspective that calls out the functions of 

disciplinary power as a key contributor to the formation of WPA. 

The emphasis in this investigation is on the act of production, and not necessarily in the result of 

the production. This work is not interested in critiquing who the imagined administrator is per 

say. Others have done that work, calling out the ways in which people within WPA represent 

legacies of whiteness, offering ways in which people of color can find space to speak out and 

resist6. Rather, the analysis will look to uncover the ways in which the discourses that surround 

the field are responsible for the creation of such subjectivities. If whiteness is truly an issue that 

is pervasive in the field, then we might think about the specifics of the field that make it a space 

                                                 
6 The Council of Writing Program Administrators (CWPA) published a symposium in Spring 
2016 that included scholars calling out and challenging the ways in which whiteness exists and is 
sustained in WPA 
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that both draws in, creates, and upholds whiteness. We might think about the ways in which the 

field produces whiteness and paying attention to the processes of disciplinary power is an 

important step towards that investigation.  Hip-Hop defined from a feminist perspective will be 

central to the analysis of WPA discourse, as it asks that we focus on the ways in which bodies 

are (mis)informed by the spaces and power relations surrounding them. 

Chapter Summaries 
 

Chapter Two argues for a hip-hop methodology within the field of Writing Program 

Administration by forwarding a methodology that allows for an opportunity to remix approaches 

and methods traditionally used within the field. The need for fresh (expansive, innovative, and 

otherwise dope) methodologies within the field is necessary considering its well-documented 

history of ignorance, indifference, and oppression on social bases. Out of the discussion 

concerning a Hip-Hop methodology, I forward a hip-hop discourse analysis that stems from 

samples of Hip-Hop feminism, Foucauldian power-relations, as well as some personal, 

experiential considerations worked through learning the craft of DJing and operating in WPA 

institutions. The emphasis on the experiential adds some imaginings of what composition could 

look like from a Hip-Hop episteme. 

 Chapter Three focuses on issues of curriculum development in Writing Program 

Administration, focusing specifically on the ways in which the university classroom space is 

created and maintained by the mandates, culture and organization of WPA.  This chapter 

considers how subjects in the classroom interact and are (mis)informed by the discourses 

surrounding the administration of writing. I will utilize hip-hop discourse analysis defined in 

chapter two to analyze the CWPA Outcomes Statement, a document created by a collective of 

rhetoric and composition scholars that seeks to define expectations for the composition 
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classroom and remains a foundational text in which the logics of composition pedagogy and 

administration operate. The analysis focuses on which identities are (mis)informed and 

(dis)embodied within the language of the document. I first justify the WPA Outcomes Statement 

(OS) as a text that signifies classroom interactions, detailing literature that gives context to the 

creation and reception of the document. I end with an analysis of the OS, in which I will 

implement a remix stemming from a hip-hop framework that seeks to breathe spaciousness and 

inclusivity into the CWPA’s vision for a composition classroom.   

Chapter Four highlights hip-hop as an intervention in the identification of the 

administrator. In it, I consider the implications of hip-hop as a point of origin in discursively 

producing identity within WPA. Whereas the main focus in chapter three is on classroom 

interactions, chapter four takes to task discourses that produce the identity of the writing 

administrator and offers a remix to those discursive productions. First, I define my usage of 

identity and identification in order to situate my analysis and intervention within intersections of 

critical theory and rhetoric & composition. I then work towards unpacking the ways in which 

hip-hop itself might rhetorically intervene within processes of subjection and identification 

through an analysis of the Portland Resolution, breaking down how it defines the rhetorical 

functions of the administrator and matching those functions with the Hip-Hop DJ’s to argue for 

an identity of the writing administrator that is able to locate and anticipate intersecting identities 

all while managing a spacious definition of composition.  

Chapter Five concludes by considering future implications for a hip-hop intervention 

within WPA. The discussion therein serves as an invitation for writing administrators and 

rhetoric & composition scholars to unapologetically center on the identities of those who inhabit 

their writing programs. While hip-hop is the driving force, this chapter recognizes its limits, 
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suggesting that hip-hop be thought of as one generative intervention among many, rather than an 

all-encompassing solution. When viewed in this manner, the emphasis shifts towards practices 

that are liberatory and equitable for all varieties of identities and social locations.   

  



 31 

CHAPTER TWO: THIS IS THE REMIX: THE INTELLECTUAL ENDEAVORS OF THE 
HIP-HOP DJ 
 

In this chapter, I theorize the methodologies and practices of the hip-hop DJ as I build a 

remixed methods approach for discourse analysis, emphasizing the DJ’s practices of finding a 

break within a record in order to extend and imagine a new space for creation. The process of 

finding a break requires an unpacking of sampling and mixing, which together suggest a critical 

analysis of a track, noting what exactly its saying, why its saying it, how audiences react to what 

is being said, and what the implications of the message are. The critical analysis is also focused 

on the embodied aspects of tracks and seeks out how a track (mis)informs and (dis)embodies 

subjects as they interact with one another (Durham, 2010). From the critical analysis comes 

practices of critical selection and remixing. Once a track has been dissected and analyzed, the 

task of the DJ is then to decide which pieces or aspects of the track will be introduced to the new 

mix. It is also up to the DJ to decide the manner in which these pieces will be mixed, whether 

they are extended, looped, or chopped and screwed up.  

 This chapter, then, is interested in defining the terms for the mixing and remixing that 

will occur within the following chapters. I will clarify the methods for my mixing and remixing 

practices, as well as define the methodology wherein my remixed methods are informed. I will 

first investigate hip-hop as a methodology, noting what types of questions the culture seeks to 

address as well as situate myself within hip-hop, a practice necessary in making transparent my 

proximity to the culture. I then center more exclusively on the hip-hop DJ, theorizing through the 

DJ’s practices in order to extend an understanding of the purpose and application of hip-hop 

methodologies. I then piece together a hip-hop discourse analysis, a DJ-inspired method that 

remixes critical discourse analysis in order to critique texts according to their relationship with 

disciplinary power and processes of identification, remixing the samples dissected and analyzed 
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from each text in order to present new possibilities. I end the chapter with a hip-hop discourse 

analysis of Evaluating the Intellectual Work of Writing Program Administrators in order to 

forward a hip-hop intervention within the methodologies that inform WPA work.   

 Unpacking a Hip-Hop Methodology 
 
 The energy that moves this mix, that is, the methodologies that give definition and 

rationale to the proposed method suggests that scholars invested in rhetoric and composition 

might operate within similar practices of hip-hop practitioners. Hip-Hop Based Education 

scholars have already made convincing arguments concerning hip-hop’s potential to transform 

academia, most of which stems from an understanding that hip-hop’s aesthetics are able to speak 

to students’ life experiences and cultural logics. A turn to the aesthetic recognizes that hip-hop is 

more than a culture that produces texts to be analyzed according to the logics of other 

epistemologies (Hill & Petchauer 2013). Rather, hip-hop itself is a methodological force from 

which practices are informed and through which knowledges are built. 

A hip-hop methodology suggests that conversations about the processes of identification 

should be centralized in order to investigate how operations of power impact everyday 

experience (Durham 2014). Methods informed through hip-hop should then highlight the ways in 

which subjects enact upon larger discourses and are in turn enacted upon by those same 

discourses. The emphasis on the ways in which the self socially is enacted upon was central to 

the culture’s beginning, in which case hip-hop methodologies have historically thought through 

processes of power and the discourse formation, specifically in terms of black and brown bodies 

within urban environments. The social situation of the South Bronx in the late 1960s and early 

1970s prevented the local black and brown youth from realizing a positive social location in 

which case they created a culture to make sense out of their positionalities. Hip-Hop, whether it 



 33 

was just an escape from hopeless situations, or whether it was about survival through 

performance and collaboration has always been about thinking through and performing identity 

through social situations and power dynamics. It should also be emphasized that those 

performances and methods are rooted in and travel through locations and mechanisms that are 

situated in histories of blackness.   

This fixation on identity is further evidenced through the culture’s preoccupation with 

discourses of authenticity. Conversations concerning authenticity often situate identities in 

hierarchy, and to be fully legible in a situation would require closer proximity to the imagined 

ideal. Hip-Hop is not immune from such practices, and often times the culture’s biggest problem 

is found in its infatuation with a hypermasculinity that produces misogyny and homophobia. Yet, 

hip-hop has the capacity to complicate that narrative through its interaction with discourses of 

authenticity as it has often presented a vision of authenticity that is necessarily fluid and 

contested (Ogbar 2007). Notions of identity presented and performed within hip-hop then 

illustrate a capacity, possibly even a necessity, to understand identities as complex and fluid 

discursive formations. There may not be a concrete solution to all of the issues or contradictions 

within hip-hop’s problematic handling of identity, but there still exists opportunities to speak 

back towards them or to move toward resistance.  

One practice that might lead towards a more complex definition of hip-hop informed 

processes of identification could be to theorize hip-hop beyond its popular definition. Rap music 

has historically stood out as the metonym for hip-hop culture within the academy (Hill & 

Petchauer 2013). While it has undoubtedly been the most marketable aspect of the culture, which 

would then make it the easiest accessed aspect of the culture and in turn make it a window in 

which a larger public might view hip-hop, rap is only one aspect that has its own idiosyncrasies. 
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As Hill & Petchauer argue, this narrow view of hip-hop overlooks the role of knowledge within 

the culture and limits insights on the ways in which the culture’s boundaries are continually 

challenged and expanded (2). The move towards an aesthetic understanding of hip-hop thus 

challenges scholars to move beyond literary analyses of rap songs and into spaces where, for 

example, we might question what the logics and stylistics of rap itself suggest about processes of 

identification and location within social structures (Petchauer 2013). Continuing this example, 

rather than focus exclusively on the narrative of urban black adolescence presented in Kendrick 

Lamar’s “GOOD Kid, MAAD City,” an aesthetic emphasis asks that we engage the black tonal 

semantics layered within the album in order to investigate aural aspects within verses that extend 

from legacies of black rhetorical practice. This type of emphasis can highlight a compelling story 

or social statement while simultaneously creating a sonic landscape for listeners to inhabit, both 

of which are then accomplished according to the logics and practices of the culture that created 

the content.  

H Samy Alim’s discussion of emic practices within hip-hop studies also cannot be 

ignored within conversations of a hip-hop methodology. In referencing James G. Spady’s term 

hiphopography, Alim calls for hip-hop scholarship from an emic perspective in order to ensure 

scholarship that is for the advancement and edification of the culture (970). For Alim, 

scholarship strictly from an etic perspective is harmful to the culture’s sense of identity through 

its over-simplification and reduced complexities (970). As such, I find it necessary to state where 

exactly I fit in within hip-hop in order to illustrate my positionality as interior to the culture.  

Hip-Hop has always been a part of my home life ecology, starting back to my pops 

playing west-coast rap records like Dr. Dre and Above The Law when I was young. Those 

younger years would also include some immersion into the likes of artists such as A Tribe Called 
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Quest, Wu-Tang Clan, Outkast, Nas, and Jay-Z by way of my older cousin and brothers, but it 

wasn’t until high school that I was able to really make a deeper connection to hip-hop to the 

point where it informed aspects of my identity. I remember my two older brothers were driving 

me to school one day, playing their custom mixes through the car stereo. I was laid up in the 

backseat, kind of vibing to the beats, but not really paying too much attention. Suddenly, the 

soulful voice of Sylenna Johnson introduced the next track, singing, “When it all, it all falls 

down/ I’m telling you all, it all falls down” accompanied by a piercing acoustic guitar riff as the 

Kanye track “All Falls Down” started. I had been surrounded by hip-hop my entire life, knew the 

words to countless of rap songs, and studied hip-hop style in hopes of clinging to some 

semblance of swag throughout my awkward adolescence. Yet, the moment when I encountered 

that specific song was the moment where my relationship with hip-hop suddenly meant a little 

more. I credit my connection to the song to the sampling of R&B music of which I loved 

throughout my adolescence, repurposed within a rhythmic beat and topped off with a critical 

statement about the complexity of identity and social pressures that made sense to my fourteen-

year-old self.  I would then revisit some of the old albums that my family used to play in order to 

gain some more insights about who they were, and how that all impacted who I was and what I 

might become. 

Fast forward ten or so years into the future, and I found myself deeper into hip-hop 

culture. But I never really had the opportunity to claim that I’m a practitioner in the way that I 

want to. I’ve written rhymes before, freestyled with friends, been involved in a few informal 

dance offs, but couldn’t really say that I was a practitioner. H Samy Alim does note that 

participants do not always have to own a traditional role of artist since the majority of those who 

interact with hip-hop, and in those interactions continually (re)create hip-hop, do so as they go 
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about their everyday lives (Alim 2006). Alim’s statement undoubtedly sums up my location 

within hip-hop, yet I still was eager to deepen my engagement. Call it intellectual curiosity, or 

simply just a desire to do more.  

Fortunately, situations led to an opportunity to learn the craft of the DJing, and thus 

further explore my location and identity within hip-hop. My first official interaction with DJing 

then began: 

The turntables are set up in a back room, walls painted dark blue. Records fill up most of 

the space. Of the records, I only recognize a few. That speaks to the depth of DJ Alias’s 

collection, but also to the limit of my own knowledge. DJ Alias is a local DJ who spins for my 

cousin, a local artist emcee, Big Meridox. Meridox introduced us, and Alias was gracious 

enough to introduce me to the art form. Throughout my time, we reviewed turntable vocabulary 

such as the platter, slipmats, headshells, cartridges, and stylus, then talk through the vocabulary 

of the mixer, such as faders, treble, bass, and cue settings. The first task is juggling, which is 

looping to the same part of a record back and forth between the two turntables, all while keeping 

in the appropriate cadence.  

DJ Alias picks a song I’m familiar with, Method Man’s “Bring the Pain,” and I officially 

take my first step in DJing. I try to match the cadence each time I juggle, but I lack dexterity on 

the turntable and occasionally bump the record when I should be gliding. The bumps mess up the 

stylus placement. I get frustrated and turn everything off to reset. That’s when DJ Alias gives me 

some of the most important advice when it comes to DJing, “Regardless of what happens, you 

have to keep the party going.” 

I still have yet to go public with my DJing, but my time learning the craft has been 

informative and influential in reimagining both processes of identification and definitions of 
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writing. And it is from the location of a DJ-in-training that I propose this theoretical investigation 

of writing administration. Like any type of learning inevitably does, the process of learning the 

language of the mix has provided a generative dissonance that challenges any assumptions I have 

held regarding writing and identity. But as I’m learning, I’m discovering that highlighting the 

parallels between DJing and writing administration help me in understanding the applications for 

both discourses. My relationship with both hip-hop and writing scholarship positions me in a sort 

of liminal space; I was raised in hip-hop, but I was disciplined through the academy. I know I’m 

not the only one who often inhabits this ambiguous space where varieties of epistemologies 

collide. Rather than choose one over the other, I vote for synthesizing and mixing, or realizing an 

image of the writing administrator blended with the theories and practices of the DJ.      

A hip-hop methodology, one that centers on process of identification through methods 

that are sensitive to social locations, thus asks us to synthesize and reimagine. It asks that we 

think beyond adding hip-hop as a trendy lesson or set of practices for surface-level interrogations 

about writing definitions and programmatic articulations. Through this methodology, I want to 

explore what happens when we force WPA to play in time with the beat established from cultural 

difference. I’m curious about what happens when you throw some 808 beats with classical music 

and see if that mixing can change our conceptions of how subjects participate and interact with 

the mix. How would “Canon in D” sound if we looped the intro a couple of times, slowed the 

tempo down and threw in some boom-bap? How might that change what we know about writing 

and administration? How might that change what we know about discipline and race? How 

might that change what we know about processes of subjection and identification?  

 A hip-hop methodology offers an opportunity to explore such questions. This approach to 

methodology allows a specific type of leeway that often times isn’t granted through other 
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approaches in that hip-hop has historically favored purposeful selection. We give credit where 

credit is due, and I will attempt to do my due diligence in the naming and analyzing, but the 

ultimate test in whether or not my methodology is sound rests in the same way anyone measures 

hip-hop performances and productions: Was it dope, or nah? Did it give me life, or did I barely 

recognize it? Does it inspire, or will it be forgotten? 

 Theorizing the Practices of the DJ: A Definition of the Mix and the Sample 
 
 The moment when the dancers really got wild was in a song’s short instrumental break, 

when the band would drop out and the rhythm section would get elemental. Forget melody, 

chorus, songs—it was all about the groove, building it, keeping it going. Like a string theorist, 

Herc zeroed in on the fundamental vibrating loop at the heart of the record, the break (Jeff 

Chang, 79). 

  This project considers the aesthetics of the DJ as a critical knowledge base from which an 

analysis and intervention of writing administration culture might occur. While a variety of hip-

hop identities offer critical insights into rhetorical practices and composing processes, the hip-

hop DJ’s functions are directly applicable to that of a writing program administrator through its 

role as writing facilitator and manager. DJs present spacious definitions of writing and foster 

interactive writing situations where a multitude of people might collaborate and create, a practice 

which might make the act of writing administration more critical of difference. A closer 

examination of the DJs practices will give some insights into the ways in which a DJ’s methods 

themselves invite collaboration and interactivity, as well as insights into the ways in which the 

methods themselves promote critical understandings of difference.  

 DJs share logics and purposes across genres, but it is the practice of hip-hop DJs situated 

within black rhetorical tradition that set them apart from other genres. The ways in which they 
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enter into each writing/composition occasion and the manners in which they interact with the 

crowd differ from other styles; those practices are worth emphasizing as they have social and 

political implications that cannot be assumed of every type of DJ. Two specific practices of the 

hip-hop DJ, the mix and the sample, set them apart from their contemporaries, and unpacking 

those two practices will not only illustrate the nuance of the hip-hop DJ, but also provide some 

moments to think more critically about the DJ as an image of a writing administrator.   

 Defining the Mix 
 

One of the central assumptions within my argument is that the practices of the DJ offers a 

critical position from which the administering of writing might occur. Hip-Hop’s origin story 

offers plenty of insights as to how legacies of racialized oppression led to the creation of the 

culture, in which case hip-hop itself might be defined as an embodiment of racialized resistance. 

But, similar to Joseph Schloss (2003), I argue that the historical emphasis of hip-hop that 

highlights oppression is just one part of the story. While the social and political situation 

undoubtedly was the catalyst from which the culture was realized, it is also worth noting the 

ways in which the methods and practices themselves reflect an evolution of communicative 

practices originating from African-American and Latinx rhetorical legacies, practices which 

themselves have rich rhetorical histories. 

One such discussion of a practice originating within black rhetorical production suggests 

that the location of the hip-hop DJ exhibits complex mediation practices necessary to question 

homogenizing and hegemonic ideologies. Through an investigation of black cultural production 

and sound technologies, Alexander Weheliye (2005) theorizes the concept of “the mix” as a 

model of black temporality and cultural practice, claiming that DJs manage a duality that is 

found in both the more concrete mixing of sonic information and in the mixing of DJ’s 
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expectations and practices with those of the audience. It is within the managing of this duality 

that DJs illustrate tactics to bring together competing-yet-complementary beats as their weaving 

together of separate sonic material creates a location in which all associated identities might 

interact. For Weheliye, this mixing act challenges discourses of Western modernity in a 

Bhabhaian sense through disrupting grand narratives of reason and progress by adding 

marginalized cultures back into the mix, an act that then forces us to rethink the (im)possibility 

of universal and homogenizing discourses (23).    

 Defining the Sample 
 
 Joseph Schloss (2004) presents one of the more comprehensive investigations of the 

process of sampling and beat-making, practices that are foundational to DJ culture. While 

Schloss is more so interested in the practices of hip-hop producers, his investigations do note that 

practices of hip-hop producers stem from the logics and legacies of the DJ, in which case most of 

what producers do is informed by DJ practices. The biggest difference is found in the context; 

hip-hop producers similarly sample, loop, and mix sounds in the creation of a track to be 

recorded, while DJs utilize the same techniques for live functions. Schloss names four specific 

aesthetic values that guide the process of sampling: understanding the structure of a beat, naming 

the internal characteristics of individual samples, thinking through the relationships of samples 

when they are juxtaposed, and understanding the shared assumptions and context cues that imbue 

any sample choice with significance. 

  As rhythm is arguably one of the most important aspects within hip-hop, the practice of 

understanding beat structuring stands as a foundational requirement in DJ practice. Schloss 

suggests that hip-hop compositions are often cyclical, in which case practitioners would make 

use of looping in order to repeat aspects of sampled tracks for an intended effect. The loop then 
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defines the underlying rhythmic structure from which any sort of movement or deviations must 

interact. Schloss also highlights looping within the legacy of African-American rhetorical 

practice, naming it to be a form of signifying7. Looping as a practice that helps realize underlying 

structure thus also reflects a rhetorical prominence through its extension to African-American 

rhetoric. 

 The next two aesthetic values (naming internal characteristics of samples and thinking 

through samples relationships when juxtaposed) build off of each other through a recognition of 

interactivity. Schloss connects the interactivity of samples to legacies of and affinities for collage 

within African-American art practices. Within these practices, the vibe of the beat begins to 

unfold as the DJ or producer adds in parts. Schloss quotes collage artist Romare Bearden in order 

to make parallels between collaging and sampling, as Bearden states, “You have to begin 

somewhere…so you put something down. Then you put something else with it, and then you see 

how that works…Once you get going…all sorts of things begin to pop up. Sometimes something 

just falls into place, like piano keys that every now and then just seem to be right where your 

fingers happen to come down” (153). Sampling, like collaging, recognizes a unique form of 

textual agency by disrupting ideas of the subject as the sole creator from which discourse flows. 

Instead, it recognizes a reciprocal relationship where samples inform the mix just as much as 

they are informed by the mix. 

 Lastly, a definition of sampling must take into consideration the context in which a beat 

will exist. Schloss mentions that the choices of producers, and their success or failures, is 

dependent on a complex mixing of variables. On one hand, the beat-making process is 

                                                 
7 Mitchell-Kernan (qtd. in Alim) defines signifying as the practice of encoding messages or 
meanings within natural conversations, typically through elements of indirections. 
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competitive; producers want to flaunt their skill as they participate in hip-hop’s legacies of 

toasting and dueling. On the other hand, they want to make sure their compositions are digestible 

for audiences who may not be as interested in the aural battles between producers. The act of 

sampling might then be described as highly rhetorical in that it requires recognition and 

negotiation across contexts through understanding that one choice cannot satisfy all parties, yet 

each choice should be purposeful. 

 The hip-hop DJ is able to set themselves apart from other styles through practices that are 

rooted in Black and African tradition. Almost every DJ is involved in some aspect of mixing, but 

hip-hop DJs, as Weheliye mentions, ask us to rethink the (im)possibility of universal discourses 

through their play with time and audience expectation. Sampling is not unique to hip-hop DJs, 

but the way in which hip-hop DJs transform sampling into an art is reminiscent of African and 

African-American collaging practices, all of which are founded within a Black rhetorical 

excellence. As a practice placed in a Black cultural tradition, I argue that hip-hop DJing is an 

illustration of writing administration that has the capacity to critique discourses of whiteness and 

cultural exclusion since it was created within the very discourses in which it seeks to be critical. 

Towards a Hip-Hop Discourse Analysis 
 

Within definitions of the mix and of sampling, we see practices of the DJ that exhibit 

social and contextual sensitivity. DJs are historians and field researchers who immerse 

themselves within unfamiliar genres, sifting through hours of material in order to find the few 

seconds that will shut the club down. They are social scientists who must pay attention to the 

situations of all who inhabit a specific location at a specific time, and they must take note as to 

what influences and for what reasons. And they are artists, critically analyzing their own 

situations and performing complex compositions in order to share their lived realities with any 
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who would care to listen. While I’m aware that a writing administrator cannot simply fix their 

situations and critically perform their functions by bringing turntables into their curriculum and 

assessment meetings (although you can’t say that wouldn’t be dope), I argue that the logics and 

epistemologies that inform DJing provide an occasion to remix the logics and epistemologies 

that are central in current discourses of writing administration. Hip-Hop as an actual practice is 

not for everyone, and I do not wish for my argument to read as an invitation to culturally 

appropriate for the sake of trends. Rather, I wish to present a reading of writing administration 

from a cultural location that I inhabit, as that culture is situated in a space from which a 

generative analysis and critique might arise. 

Discourse Analysis Defined 
 

The methods of sampling, mixing, and remixing position the hip-hop DJ as a discourse 

analyst as they often take note of the ways in which subjects are informed by and in turn inform 

the discourses that surround them. My proposed method remixes conceptions of discourse 

analysis, adding in more DJ-esque elements. I take my definition of discourse analysis from both 

Michel Foucault and James Paul Gee. For Foucault, discourse is the vehicle in which power and 

knowledge move and are connected (100). Discourse transmits and produces power while 

simultaneously undermining and exposing it (101). As discourse enables power-knowledges 

while simultaneously offering routes to expose and thwart them, any analysis of discourse should 

then seek to uncover power relations in texts and experiences. James Paul Gee further defines 

discourse analysis as the study of language-in-use stating that his analyses of discourse take into 

consideration the social and political aspects of language. Gee claims that his usage of discourse 

analysis needs to be critical not for the sake of discourse analysts to overtly participate in 

politics, but because language itself is already political. Gee further mentions that discourse 
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analysis requires a step beyond data collection for the sake of admiring the intricacy of language. 

Rather, the analysis should contribute to an understanding of and offer moments to intervene in 

social and political issues.  

Gee is also helpful in an understanding the method of discourse analysis through his 

description of seven building tasks for discourse analysis. Those seven8 are then matched with 

what Gee claims are the six tools of inquiry9 for a potential of forty-two different large questions 

that, upon answering, would constitute an ideal discourse analysis10. There are a few issues in the 

assumption that answering the 42 large questions will lead to an ideal discourse analysis, as a 

critical lens will uncover that even those 42 questions were not created in a vacuum, and answers 

to the questions always require information regarding the context and positionality of both 

researcher and researched. Gee does mention that most discourse analyses only deal with a 

fraction of those questions as they understand that any given moment of discourse analysis 

should always be aware that there will be remaining questions that serve as an unfinished 

background, suggesting that there will always be more work to complete.  

An understanding of hip-hop matched with Gee’s notions of discourse analysis gives some 

further lines of inquiry to consider as I build a remixed methods approach. Gee seems to indicate 

that the issues of using all 42 questions is along the pragmatic side; to quote him specifically, 

“asking and answering these 42 questions about any one piece of data would lead to a long 

analysis indeed.” While the pragmatics of the analysis is important, I would rather focus on the 

                                                 
8 The seven building tasks are named as the following: Significance, Practices, Identities, 
Relationships, Politics, Connections, and Sign Systems & Knowledge 
9 The six tools of inquiry are named as the following: situated meanings, social languages, 
figured worlds, intertextuality, Discourses, and Conversations 
10 It should be noted that each large question has various sub-questions that inevitably come up 
through an analysis 
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impossibility of an objective ideal as the main reason to not focus on all of the 42 questions. I 

rather utilize sampling in order to single out the sounds that make the most sense given the 

named context. As I choose to operate from a location informed by hip-hop feminism that 

emphasizes processes of embodiment and connections to disciplinary power, I draw on the two 

building tasks of Identities11 and Politics12 within my analyses. Logics of mixing and remixing 

further requires that the questions of identity and politics be mediated in my analysis as I ask 

how both of these aspects bounce off of each other within the text, informing and challenging 

each other throughout.   

 The term “remix” is utilized in various ways and for multiple purposes both within and 

outside of hip-hop, and for that reason I find it necessary to clarify how exactly I’m thinking 

through the term in the context of this project, and how it relates to a hip-hop discourse analysis. 

As one who relates to hip-hop from the 2000s, my understanding of remix was heavily 

influenced by Diddy and the Bad Boy Family who presented records that relied on knowledge of 

the original track or previous mix in order to deeply engage with the remix. I’m thinking 

specifically of the “Special Delivery,” “Bad Boys For Life,” and “I Need a Girl Parts 1 & 2,” 

remixes, where part of the experience was in both valuing what was done before and dissecting 

what was new, all while staying within the same plane in which the both records reside. Diddy 

and the Bad Boy family were able to mainstream and make “remix” into a product that is 

accessible to a larger audience, but I’m more so fascinated with the process that precedes. In 

                                                 
11 The questions that evokes identity and discourse: What identity or identities is this piece of 
language being used to enact? What identity or identities is this piece of language attributing to 
others? How does this help the speaker or writer enact their own identity?) 
12 The question that evokes politics and discourse: What perspective on social goods is this piece 
of language communicating? What is being communicated as to what is taken to be “normal,” 
“right,” “good,” “correct,” “proper,” “appropriate,” “valuable,” “the ways things are,” “the way 
things ought to be,” “high status or low status,” and so forth?). 
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order for these remixes to be visible and accessible to a larger public, there has to be some form 

of analysis that breaks down and makes visible the energy that defines the track in the first place. 

Once that energy is known, options and opportunities follow. Expanding on that energy in order 

to imagine spacious and inclusive writing programs is the goal of the hip-hop discourse analysis 

presented in this investigation of writing program administration. I seek to analyze and critique 

the energy that produces WPA, and end with visions of extensions and options that might lead to 

other opportunities13.  

  

Hip-Hop Discourse Analysis in Practice 
 
 While my larger project is interested in the discourses that shape writing curriculum as 

well as those that inform the identity of the writing program administrator, a hip-hop discourse 

analysis offers the field of composition and writing program administration an occasion to 

rethink the intellectual labor of writing administrators. The Council of Writing Program 

Administrators document “Evaluating the Intellectual Work of Writing Program 

Administration,” is one such moment where the scholarly practices of writing program 

administration is produced. A hip-hop discourse analysis of this document will provide an 

occasion to intervene beyond what the field mentions are the intellectual tasks and purposes of 

writing administration, and to remix the methodologies that inform the field’s practices, inviting 

more critical thought about issues of identity and politics that impact the type of person who is 

                                                 
13 My usage of a hip-hop discourse analysis is inspired by the work of scholars like Todd Craig 
(2015) who suggest that hip-hop as a branch of black culture provides tools to positively impact 
twenty-first century academic environments by validating the experiences and existences of 
marginalized identities. In this case, the hip-hop discourse analysis implies that practices in black 
culture have been doing critical and intellectual work, they already have a language to 
communicate that critical work, and they belong in academic 
 spaces.    
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imagined participating in writing administration. Hip-Hop remains the central force from which 

these analyses take place as I focus on aspects of WPA discourse that embodies, thinking 

through practices that resist as well as displays of creative capacity. 

Evaluating the Intellectual Work of Writing Program Administration is a document 

created by the CWPA Executive Committee in 1998 that has as its purposes to provide the basis 

for making visible the work writing program administrators engage in to English Departments. 

The document is separated into six different parts. The first for parts are focused on defining 

what scholarly inquiry looks like for writing administration, and the last two are focused on the 

evaluation of that scholarly work as well as implementing those evaluative measures within 

English Departments. As I am interested in analyzing the methodologies that inform writing 

administration, I will be focusing specifically on how the scholarly and intellectual work of 

WPA work is defined, thinking critically about those definitions’ social and political impact.  

As stated in the preamble, the document is interested in arguing for scholarly validity 

with a larger purpose of achieving promotion and tenure. Within the opening lines of the 

preamble, the document illustrates a dependence on institutional visibility that arises from a 

perceived lack of understanding that the larger institution has concerning the work of writing 

administration. To address this gap, the document argues for an understanding of writing 

program administrative work as scholarly when it can both produce and enact disciplinary 

knowledge within the field of Rhetoric and Composition. (CWPA).  

 An explicit connection to the discourses of Rhetoric and Composition that allows for 

writing program administration to be considered as intellectual work makes sense, as any field of 

study that is considered a sub-field within a larger frame should maintain a noticeable close 

proximity for the sake of comprehension. The field of Rhetoric and Composition, however, is 
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complex in that attaching yourself to the field alone is not enough to guarantee consensus of 

scholarly activity, especially within a field as highly interdisciplinary as Rhetoric and 

Composition. Because of its inherent interdisciplinarity, the object of study is often times 

contentious. In describing the nature of interdisciplinarity within the field, Charles Bazerman 

(2011) offers a break within WPA discourse worth extending as he notes that these contentions 

are in the best interest of the field as they invite inquiries that challenge disciplinary boundaries 

while still illustrating a strong intellectual practice, something that is challenging to accomplish 

but not impossible (19).  

 Hip-Hop similarly shows us that a contentious object of study doesn’t equate to too 

abstract of a field or practice to the point where intellectual work is impossible. Hip-Hop has 

sub-fields and sub-cultures within itself that are all focused on a mixture of practices and 

purposes, and each is able to evoke fluid and contested concepts that gives definition to a set of 

practices. For hip-hop DJs, one such concept is the mix, the concept that is created and recreated 

through DJs performances and is negotiated through DJs interactions with differing identities. 

For writing administrators who similarly engage in a concept that that they too recreate and 

negotiate among various identities, this might be the movements of writing as an object of study 

that most in the field might operate with and through. By centering on the fluidity of writing, the 

work of writing program administration can begin to build credibility on the merit of its own 

intellectual production, a step toward scholarly self-sufficiency. 

 Following the preamble, the document provides three scenarios for assistant professors 

within English Departments: an assistant professor who works within literary studies and has a 

high publish rate, an assistant professor focused more so on pedagogy who publishes 

occasionally and is active in pedagogy workshops, and an assistant professor who has 
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administrative duties that prevents her from publishing or teaching as much as her peers. The 

point of the hypothetical illustration seemingly is to make visible the labor that is often ignored, 

showcasing that the administrative-focused assistant professor is disidentified as a scholar since 

her work is often relegated to the realm of service within English departments, and as such the 

teaching and research portions, or the “more visible” portions suffer. With those portions 

suffering, so too will any potential for institutional mobility.  

 The intro to “Evaluating” is not shy about mentioning its desire for institutional mobility 

that comes with promotion and tenure, utilizing language that transforms scholarly labor into 

“exchange goods.” The pragmatics of this move are obvious; there are real lived realities that the 

document seeks to address in terms of working conditions for those invested in writing program 

administration. However, we cannot skim over the capitalist culture that the document seeks to 

operate in acritically, one where scholarly labor becomes nothing more than a commodity to be 

seen and validated by the institution. My experiences within writing program discourses has 

illustrated that the issue of institutional visibility is one of great importance, and the material 

consequences associated with institutional visibility should not be minimalized. But, as Marc 

Lamont Hill said in a recent interview, people have to love freedom more than they love their 

institutional locations. If they do, then part of the scholarly and intellectual agenda might include 

methods and practices that address systemic inequalities. If not, then part of the scholarly and 

intellectual agenda will include compromising scholarship for the sake of institutional capital. 

What is deemed “scholarship,” or intellectual production that is recognizable will only be that 

which is visible to a capitalist academic institution. It will not push boundaries or resist for fear 

of risking mobility and will instead replicate the ideologies that are already rewarded by 

capitalism in an American context: middle class, white, heteronormative, able-bodied, and 
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patriarchal norms. If those are the basis for which scholarship is visible, then the types of person 

who can participate and the type of purposes for scholarship are limited.   

 The first three sections of “Evaluating” illustrate a desire for institutional visibility and a 

sort of disciplinary conformity that is assumed to afford academic cache. While the logics seem 

to make sense to some extent, they also are founded within a capitalist ideology where scholarly 

work becomes an exchange value that allows one to purchase vertical mobility within the 

academic institution. Further, these first parts of the document are dependent on an ambiguous 

definition of rhetoric and composition scholarly labor. Naming the scholarship of rhetoric and 

composition is complex since it is a highly interdisciplinary field with a mixture of objects of 

study. If the intended audience is indeed English Departments, we must acknowledge that those 

departments are similarly highly interdisciplinary in which case defining the scope of practice 

when arguing the validity of one’s work becomes essential.  

 Hip-Hop has always had complex responses when one’s main purposes is to chase a bag. 

Elaine Richardson highlights this battle, suggesting that hip-hop is often caught within a struggle 

between culture and capital (Richardson 9). She argues that hip-hop is centered in new 

capitalism, specifically through practices that focus on and operate through knowledge work, 

defined as insider knowledge that businesses and industries use to design products to tap into 

certain values and create consumer identities by manipulating symbols and markets. These 

knowledge works are then recontextualized and recycled in the space of commercial hip-hop 

performances, promoting stereotypical ideas about African-Americans (9). The dilemma is that 

artists often appear as agentless narrators since their narratives are commodified, leaving them 

seemingly compliant in their own oppression (12). Yet hip-hop is a site for identity negotiation, 

and hip-hop practitioners often display language practices that are reflective of the contexts in 
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which they are situated (20). That recognition doesn’t automatically equate to agency, but I argue 

that the recognition provides occasions to react and resist. To that end, I’m not suggesting that 

WPA practice inspired by hip-hop logics and methodologies have the capacity to undo legacies 

of capitalism. In fact, I mentioned earlier that hip-hop itself is not immune from such forces. I am 

suggesting that there needs to be the constant presence of a resistance within the discourse 

illustrated through consistent reflection that might prevent WPA work from being labeled 

intellectually successful only when it equates to institutional visibility.  

 It isn’t until the fourth section where the document begins to define the scope of 

intellectual work for writing program administration. At this moment, the conversation centers 

on methods within the field, noting that the document has already established itself within 

legacies of capitalism in academic institutions where the work of scholars is visible based on its 

exchange value, and where intellectual work’s purpose is fulfilled in tenure and promotion cases. 

The document defines the intellectual work of writing administration as existing within five 

categories: Program Creation, Curricular Design, Faculty Development, Program Assessment, 

and Program-Related Textual Production. Program creation refers to, “those specific activities 

that reconceive the philosophy, goals, purposes, and institutional definition of the specific 

writing program” (CWPA). The first two aspects of intellectual work, program creation and 

curricular design, are defined as the overall articulation of a writing program, which is to say the 

implementing and maintaining of specific activities that reconceive the philosophy, goals, 

purposes, and institutional definition of the specific writing program (CWPA). These two 

practices are described as intellectual because of their grounding in significant disciplinary 

knowledge. In fact, it is suggested that when writing programs fail, with the exception of those 
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attacked on the basis of budget and ideology, they do so because of a lack of the necessary 

disciplinary knowledge. 

 While relying on disciplinary knowledge to establish credibility is understandable, 

claiming that programs fail because of a lack of disciplinary knowledge is a bit of a hot take. The 

terms and definition of failure should be clarified, because the WPA disciplinary knowledge-

base has already been failing specific populations. The plenary speeches of the 2016 CWPA 

conference that call out the classist, racist, and ableist functionings of CWPA as an organization 

illustrate this aspect adequately (Malenczyk 2016; Inoue 2016; Yergeau 2016). The 2016 CWPA 

journal symposium dedicated to challenging whiteness within discourses of writing 

administration illustrates this aspect adequately, specifically scholars such as Stacy Perryman-

Clark who emphasizes the precarious position that women of color are located when engaging in 

writing administration (Perryman-Clark, 2016). There is enough scholarship from the periphery 

of the dominating discourse to suggest that the disciplinary knowledges that inform WPA 

practice are not neutral should continually be questioned, reimagined, and remixed.  

 The third aspect is focused on faculty development which is defined as the following:  

develop and implement training programs for new and experienced staff; 

communicate current pedagogical approaches and current research in rhetoric and 

composition; provide logistical, intellectual, and financial support for staff 

activities in course design, pedagogical development, and research; maintain an 

atmosphere of openness and support for the development and sharing of effective 

teaching ideas and curricular emphases; maintain open lines of communication 

among administrators, support staff, and faculty. (CWPA) 
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It is claimed that one of the administrator’s key responsibilities is to maintain strong staff 

development programs as a writing program cannot succeed if there is no consistency in terms of 

programmatic goals and methodologies. Faculty development is then an intellectual endeavor as 

the administrator must incorporate current research and theory into their faculty development 

practices. 

 Ruth Nicole Brown and Chamara Jewel Kwakye’s (2012) description of hip-hop 

feminism as a critical leadership practice provides a necessary component to consider when 

reimaging faculty development within a writing program. Brown and Kwakye’s conception of a 

hip-hop feminist practitioner is at odds with the ideologies that surround WPA practice as 

discursively produced within the document. “Evaluating’s” proximity to capitalist ideologies 

transform all aspects of intellectual labor into a commodity to purchase visibility, including the 

development of faculty and staff. The document calls for openness and support, but even those 

are masked by what can be counted and transformed into exchange value. Administrators might 

learn from hip-hop practitioners in understanding that locations within a mix are vulnerable 

positions that require a sincere care and engagement in order to be effective. Care can’t be 

counted and commodified. It is intellectual, but the only evaluation that matters is the feedback 

from those same faculty and staff for the sake of improving working conditions.  

 The fourth aspect of WPA intellectual work is program assessment and evaluation, 

defined as the practice of developing measures for the assessment and evaluations of a program’s 

overall effectiveness. This practice must note the context in which the program exists, 

recognizing that no one method for assessment and evaluation will be able to account for the 

inevitable idiosyncrasies each program has. However, the document suggests specific areas in 

which writing administrators must obtain scholarly knowledge in order to effectively evaluate a 
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program, including the following: “holistic scoring, primary trait scoring, descriptive analysis, 

scoring rubrics, and other information that spans various disciplines” (CWPA). The section ends 

with a statement that once again illustrates a dependence on institutional visibility, stating that 

the knowledge and application of the aforementioned methods are essential should a writing 

program attempt to demonstrate its value and be assured continued funding (CWPA).  

 The inclusion of context within assessment and evaluative practices suggests an 

understanding that assessment and evaluations are never neutral, a promising inclusion that 

illustrates some sensitivity that writing programs inevitably encounter within their daily 

functionings. But, once again, legacies of capitalism show up to ruin the functioning of critical 

and engaged work. Because of the mentioning of assured continued funding, empirical and 

quantitative methods mentioned only obtain a purpose of commodity rather than communicating 

a deeper and more critical message. 

I want to be clear: I fully understand that there are consequential realities that writing 

program administrators must operate within. This analysis of “Evaluating” is not pretending that 

administrators could step outside of their institutional locations with full agency and enact 

change on colossal change. But I invite the field to shift its definition of the work we do as 

compositionists, and to conceive of a field of possibility as illustrated by Carmen Kynard (2013) 

to be “something that moves beyond skills-based curricula, calls for political neutrality, or a 

singular focus on voice, fluency, or style” (7). Rather, the role of scholarship within the field 

might move towards, “curriculum and instruction that center on ideological investigations of 

language and simultaneous interrogations of speaking, reading, writing, and designing texts” (7). 

For the work of writing administration, this disciplinary reorientation demands that methods and 

practices be realized from critical locations that acknowledge the bodies that inhabit a writing 
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program as primary. Issues of institutional visibility do not go away, but they are secondary to 

the needs of those who inhabit a program and whose evaluated and assessed labor makes writing 

administration even possible to be considered intellectual work in the first place. 

 The final aspect touches on program-related textual production, first described as, the 

production of written materials in addition to conference papers, articles in refereed journals, 

scholarly books, textbooks, and similar products that would be evaluated the same whether 

produced by a WPA or any other faculty member” (CWPA). It is then suggested that other texts 

such as innovative course syllabi, funding proposals, and instructional materials from workshops 

further be considered as textual production.  

 Program-related textual production mostly references texts as to be read in promotion and 

tenure cases, evidenced through the naming of scholarly texts as existing to add to a resume of 

scholarly production. Rather than focusing on the ways in which these texts specifically 

contribute to the articulation of disciplinary knowledge or focus on the ways in which specific 

types of texts adds to the intellectual endeavors such as program creation or faculty development, 

they too are separated out and conceived of for the purpose of institutional capital.  

 It is clear that capitalist ideologies run rampant throughout CWPA’s definition of WPA 

scholarly and intellectual work. This isn’t surprising considering the context of higher education 

in America, but it is worth highlighting in terms of writing administration to consider how the 

methods and practices within a writing program impact its associated identities. If writing is only 

to be a commodity or skill that makes someone more marketable to a capitalist world, then the 

proposed definitions of scholarly work for writing administrators makes sense. But from the 

perspective of a hip-hop head, writing is so much more than that. Like Elaine Richardson 

suggests, it can be a site to negotiate tensions between identity and politics. Like Carmen Kynard 
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suggests, it can be about the interrogation of textual interactivity. In its current practice, the 

administration of writing is hegemonic. Hip-Hop asks that it be more. 

Conclusion 
 
 Hip-Hop discourse analysis has as one of its purposes to find the proverbial break within 

WPA, extending the breaks discovered through deconstruction and dissection to create and invite 

possibilities. Similar to what Gee mentions as a purpose for his critical discourse analysis, hip-

hop discourse analysis seeks to extend each break, adding to a new mix that imagines new 

possibilities. Each of the possibilities is socially and politically situated. They are not proposals 

for an all-encompassing solution for WPA. As hip-hop has taught me, some people might rock 

with a certain style, and some might not. Success is not found in an all-encompassing solution. 

Success is found in the capacity to add to the conversation in a manner that builds up a critical 

base. Success, in this instance, would not be found in totalizing solutions, with the multitudes 

unequivocally “liking” what I’m doing, and implementing my remixes within programs without 

dealing with the necessary context questions. Rather, success would be found in whether or not 

this method of analysis is clear, whether or not it makes sense, and whether or not it inspires 

someone else to take it up and make it better.   

 As such, I do not propose that we completely abandon the desire for the work of writing 

administration to be made visible within the academic institution, and I recognize that such 

visibility will be attached to some capitalist practices since that is the context in which much of 

higher education academic practices exist. Instead, I suggest that writing administration learn 

some lessons taught from hip-hop. The act of mixing conceptions of writing and presenting those 

to an audience is an intellectual endeavor that is rooted in black rhetorical tradition (Weheliye 

2005). Sampling work from a multitude of disciplines in order to piece together occasions for 
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others to compose and create is an intellectual endeavor that illustrates a sensitivity to textual 

interactivity, also originating from a rich black rhetorical tradition (Schloss 2004). When these 

traditions are positioned as foundational for WPA work, their scholarly significance is not 

dependent on white middle-class cultural norms. Instead, they create space to question the norms 

of higher education and become scholarly and intellectual on their own terms instead of those 

dictated by the dominating discourse.  
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CHAPTER THREE: AS LONG AS THE OUTCOME IS INCOME: ADMINISTERING A 
CRITICAL COMPOSITION CURRICULUM 
 

This chapter focuses on issues of curriculum development in Writing Program 

Administration—or WPA, focusing specifically on the ways in which the university classroom 

space is created and maintained by the mandates, culture and organization of WPA.  This chapter 

also considers how subjects interact and are (mis)informed by the class space imagined by the 

discourses surrounding the administration of writing. I will utilize hip-hop discourse analysis 

defined in chapter two to analyze the CWPA Learning Outcomes Statement, a document created 

by a collective of rhetoric and composition scholars that seeks to define what occurs in the 

composition classroom and remains a foundational text in which the logics of composition 

pedagogy and administration operate. The Student Learning Outcomes will be the main text 

offered for analysis as I focus on which identities are (mis)informed and (dis)embodied within 

the language of the document. I will first explain why I hail the WPA Outcomes Statement (OS) 

as a text that signifies classroom interactions, detailing literature that gives context to the 

creation and reception of the document. The chapter ends with an analysis of the OS, in which I 

will implement a remix stemming from a hip-hop framework that seeks to breathe spaciousness 

and inclusivity into the CWPA’s vision for a composition classroom.   

 History of the WPA Outcomes Statement 
 

The WPA Outcomes statement is a document curated by members of the Council of 

Writing Program Administrators who desired to piece together a statement that addressed what 

the purpose of the first-year writing course looks like. The document first starts with a brief 

introduction to note the context and scope of the document, stating that it seeks to name 

outcomes for first-year writing, and leaves the measuring of those outcomes to individual 

programs. There are four subsections that describe the major outcomes for first-year writing: 
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Rhetorical Knowledge; Critical Thinking, Reading, and Composing; Process; and Knowledge of 

Conventions. Each subsection contains a paragraph that defines the outcome, as well as provides 

a brief rationale for the outcomes value. At the end of each subsection is a list of examples for 

each outcome, as well as suggestions for who faculty might build the outcome specifically within 

their program.   

I have selected the OS as a text to represent disciplinary attitudes towards the foundations 

writing class since it stands as an official statement within the organization of the CWPA 

regarding the functions in/of a foundations composition classroom. I find it important to analyze 

and critique statements attached to CWPA because the organization actively participates in the 

discursive production of the composition class space through its mission of coalition building 

among those who either find themselves directing or desiring to direct writing programs in 

higher education.  The outcomes statement specifically is positioned as a document that should 

be continually interacted with according to Kathleen Yancey (2001), as it offers the field a 

blueprint for outcomes based on commonalities across writing programs that shape the 

composition classroom. Yancey names it to be a curricular document that has as a purpose the 

outlining of student expectations, and central to the document is the belief that a more 

generalized articulation of expectations will aid in student comprehension of the composition 

class space (323).   Considering the named purpose of the outcomes statement, I acknowledge it 

as a valuable site of analysis that will offer much to consider in terms of identity, pedagogy, and 

composition.    

The history of the OS is one that has communicated an understanding of and resistance to 

institutionalized power. Since its inception, scholars of the field have argued that the OS was 

created to act not as a standard for which every student should be assessed, but as a general 
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objective to which programs could adapt and integrate into their localized curricula. Ed White 

(2005) offers some context concerning the creation of the OS, stating that his original call to the 

field to create the statement was born out of constant miscommunication he experienced as a 

writing program consultant in which teachers would often showcase differing views on the 

expectations in their classes (4). White described situations where there was no consensus on the 

expectations and goals of writing curriculum as, “absurd, unfair, and unprofessional,” comparing 

the situation to an intro mathematics course where there is clear curriculum that sets learning 

expectations for students (4). From this perspective, the exigency for the OS arose from a need 

for structure and clarity. 

 White is clear in communicating that there are some in the field who suggest that the 

writing class stay away from a totalizing curriculum. He mentions that the OS attempts to 

appease such ideas through establishing a strict distinction between standards and outcomes. 

Kathleen Yancey (2005) further expands on those distinctions, arguing that the document allows 

for specificity within individual programs since they do not assess individual progress towards a 

certain goal on their own; rather, the document balances local institutional missions by allowing 

a program to articulate their own methods for individual assessment while simultaneously 

providing a larger curriculum that helps communicate expectations for the general course.  

 Mark Wiley (2005) similarly argues that the intention behind the OS is anti-

standardization, stating that they should be thought of as, “objects for continued inquiry for 

practitioners and for WPAs” (30). In this case, the OS is a reflection of what the profession 

values in terms of pedagogy and should continually be questioned, critiqued, and interpreted 

(30). In fact, Wiley mentions that an unintended effect the OS might have on an institution would 

be if a program used them as a moment to enforce a totalizing curriculum, but Wiley argues that 
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any program who would utilize the outcomes in such a way either is unfamiliar with Rhetoric 

and Composition scholarship or have only done so to appease top down pressure from upper 

administration in their institution. The assumption is that the scholarship within the field resists 

any movement towards standardization, which is ideally reflected within the outcomes 

themselves. 

 Scholars such as White, Yancey, and Wiley bring up some interesting things to consider 

in terms of the creation and usage of the WPA OS. Each signals a similar aspect that one might 

be able to extend in order to get a full idea or illustration as to which part of the outcomes 

resonate. This did not occur by coincidence, each of the aforementioned scholars wrote their 

pieces in the same edited collection, (Harrington et al 2005) in fact, in a section titled, 

“Contextualizing the Outcomes Statement”, which attempts to do what the name suggests while 

simultaneously justifying the existence and uses of the OS. The scholars center on intentionality 

and applicability, meaning that each scholar suggests that the document is not intended to act as 

a standard or unit of measurement. Rather, it should be used as a well-educated example in 

which programs might use to model their own curricula. They also suggest that the OS shouldn’t 

be thought of as static. Rather, it should continually evolve as the field does, representing the 

discipline’s best practices and current theories. For these scholars, the WPA OS is a blueprint of 

what the composition class might look like based off of best practices and prevalent theories.  

 Yet, there are those who have noted the limits of the aspirations placed on the OS. Ruth 

Overman Fischer (2005) names the statement to be an artifact or object of study subject to local 

revision, suggesting that it became a static document after its publication despite desires that it 

remain a product without definitive closure. Fischer suggests that those who come into contact 

with the document do so through their own theoretical lens, a lens that renders certain aspects 
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(in)visible to a reader based off of their theoretical location in relation to the document’s (173). 

Fischer then proposes that the OS might improve if we allow ourselves to theorize off of and 

through the document, as we claim agency through the practice of continual theorizing (173).  

This proposal reintroduces ideas of the OS as an open and fluid document, yet it’s also 

hard to imagine that the processes of theorizing through the document will be equitable. Some of 

those who are discursively positioned further away from the theoretical orientations of the OS 

will notice much more is missing. Judy Holiday (2012) recognizes this tension, claiming that the 

OS’s emphasis on a little rhetoric14 leaves space for the writing class to morph into an 

assimilatory or normative space, which is ironic considering the field’s drive to overcome 

exclusionary pedagogies (245). Paul Kei Matsuda and Ryan Skinell (2012) similarly argue that 

the OS works within processes of normalization through its assumption of a native English 

speaker as its norm, in which case the desires of second-language writers are ignored (233).        

 What might be preferable is to take to task the theories and ideologies that are pervasive 

in the document, since the WPA OS as a static-yet-not-static document is problematic in its 

current practice. William P. Banks (2012) notes that the ideological and theoretical 

underpinnings are the ideal location for a revision that might evoke spacious change within the 

OS (206). As Mark Wiley stated, the document exists for the continued inquiry of practitioners 

and writing administrators, and in them practitioners and writing administrators alike are 

presented with a constant vision of how they specifically exist. As scholarship changes, and as 

                                                 
14 Holiday considers little rhetoric to be an understanding of rhetoric as full agency in the rhetor 
to understand whatever arguments are available in a given situation, and to wield those 
arguments successfully. The issue with little rhetoric within a composition pedagogy is that it 
might be taught without considering the ways in which discourses flow, shift, and evolve. 
Discourse communities are then thought of as discrete, creating false value systems and 
hierarchies within discourses. 
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practitioners change, so too will the ideologies that serve as foundational for the OS. If one 

considers who is imagined in the document, as well as how the OS is defined, defended, and 

contextualized, then what is missing becomes places that requires further analysis and 

intervention.  

  I would then like to draw attention to a disciplinary split in terms of the reception and 

application of the OS. On one side, we have scholars who are saying that the whole point of the 

was to create a model in which other programs might use for the sake of consistency or utilize as 

a foundation for an argument in gaining or maintaining institutional power. On the other side, 

there are scholars who are saying that this model acts too much like a force for normalization and 

standardization because of its ignorance of linguistic varieties and because of its 

decontextualizing of discourse communities. But I argue that all of them are replicating similar 

issues by talking about the classroom space in a way that places sole responsibility on the people 

who are not even in the room, which is to say that the embodied experience of students and 

teachers is ignored while simultaneously being imagined and assigned by administrators.  Those 

who originally wrote up the OS may have stated that they purposely left out specifics for 

methods, assessment, and evaluations, since those have to change based on space, place, and 

location. Yet, the norming of writing and composition practices mobilized through a discourse of 

professional standards and student outcomes was in the original culture and ethos of the OS, and 

one has to look no further than Ed White’s authorial intent to mimic structures in other 

departments (i.e. his comparison to a department of mathematics) in order to see his desire for a 

normalized structure. To directly address this culture of normalizing, I forward a remixed 

framework of possibility. Rather than thinking of what should go down in the comp class, I’m 
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much more invested in inviting a culture of exploration that considers what could go down and 

think about concepts such as flexibility and interactivity as centralized.  

  Hip-Hop as an intervention forces us to consider a few things as far as discourses of the 

WPA OS is concerned. At one level, hip-hop asks us to explicitly name the ways in which a text 

or discourse has (mis)informed or (dis)embodies a specific subject or identity. The work has 

already suggested that, from the perspective of scholars who created and critiqued the WPA OS, 

the identity of students and teachers have been left out of the conversation and have been 

rendered invisible through an assumption of a normalized and homogenous imagined class 

space; there is no way of accounting for inevitable differences in race, gender, sexuality, ability, 

or language variation.  

Hip-Hop also asks us to always stay in the mix, and to constantly look for opportunities 

to remix15. Hip-Hop never considers its texts to be actualized, static, or truly complete. The 

status of the WPA OS might be contested in this aspect, as some might suggest that its purpose is 

to be continually revised, with others saying that its function serves to normalize and 

homogenize. As an intellectual DJ, I say let’s chop it up, break it down, loop it, mix it, and let it 

evolve as it will. In the following section, I will comment on each section of the WPA OS, with a 

purpose of extending the breaks within the WPA OS record, and synching those with issues of 

embodiment and normalization.  In addition to my analysis and commentary, I will blend the 

break(s) with innovative critique. Walk with me. 

Finding the Break 
 

                                                 
15 As discussed in the second chapter, my usage of remix is found in the application of my hip-
hop discourse analysis. In this context, remix is a critique that has as its purpose the extension of 
what was analyzed or broken down. Remix is not necessarily the end product of that critique. 
Rather, it is the process of critiquing and extending, as well as an invitation to imagine further 
critiques and extensions.  
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Visible Subjects in the WPA OS Introduction 
 

The intro of the outcomes statement names regularizing as a purpose early in the 

document. This suggests that normalizing of the foundations class space is a desired outcome. It 

then attempts to build credibility by suggesting that what is highlighted in the outcomes 

statement reflects what undergraduate students learn during their foundations writing courses, 

and what has been suggested comes from practice, research, and theory within the discipline. If 

that is the case, then one can already infer that what is included in the WPA OS similarly reflects 

the fields historical racial biases as the field has often been accused of imagining a homogeneous 

student, often at the detriment of the identity of the non-traditional student (Matsuda 2006; 

Prendergast 1998). The rhetorical move of citing previous research and experience as an attempt 

to establish credibility for an imagined audience is foundational to western rhetorical practice 

and is a move that assumes that rhetorical agency lies in a speaker’s capacity to gain the trust of 

the audience early. The strategies deployed early in the introduction give hints at the ideologies 

that inform the document, in this case illustrating an ideology that matches with westernized 

reasoning processes that is often times found in the academy. Yet, this isn’t entirely shocking as 

many folk rock with the WPA OS because of an allure for institutional power, evidenced in a 

spectrum of scholarship that speaks on the ways in which the OS generated clarity and visibility 

among institutional stakeholders (Yancey 2001), to full sections in edited collections dedicated 

to strategies for using the OS to enact institutional and disciplinary change (Behm et Al 2012). If 

that credibility is gained, then readers might understand the WPA OS as a structuring rule or 

guideline. But if credibility is gained this way, it further suggests that student agency is non-

existent in what is to follow. It suggests that scholars and practitioners know what is best for 

students simply because of their disciplinary experience, a practice that, as Paulo Freire (2002) 

argues, upholds an oppressive system of education where students become objects, unable to 
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impact their realities. Instead, they are only receptacles to be filled by the all-knowing teacher, or 

in this case, administrator, eventually becoming acritical replicas that uphold the oppressive 

system. 

The practices of gaining credibility within hip-hop is familiar, yet slightly different and 

might offer something to consider. Credibility in hip-hop is closely tied with authenticity, which 

in many ways has always been central to the culture (Ogbar 2007). Authenticity is so centralized 

that popular rappers often embellish the identities they discursively produce through their music 

in an attempt to stay relevant and keep it real (68). On that level, I partially respect what is going 

on within the OS: the document is created by those who, for the most part, resemble a certain 

type of identity and want to stay true and real to that identity while becoming more visible to 

those who really are about that life (upper admin, for example), all of which is for the purpose of 

edification and community building. But Dave Chappelle brought up an important question 

during the tenure of his comedy sketch show: what happens when keeping it real goes wrong? 

What happens when the limits of an “authentic”-translation- “credible”-translation- “visible” 

identity gets realized? Jeffrey O.G. Ogbar (2007) suggests that the discourses in hip-hop 

continually shift and change what is considered authentic, illustrated when underground rappers 

collaborated with mainstream rappers, blending of styles and strategies that make what’s 

authentic dynamic and constantly in flux. So, too, might be the fate of gaining credibility within 

the OS.      

There exists a delicate balancing act within the intro that on one hand is attempting to 

claim disciplinary credibility and power for those who administer the composition classroom, 

while on the other is proclaiming the importance of independence for each program in 

articulating the specifics of what happens with that power. It attempts to give users of the 



 67 

document a sense of autonomy in that they are suggesting each person come up with the 

assessment tools based off of the needs of their institutions, stating, “the setting of standards to 

measure students’ achievement of these Outcomes has deliberately been left to local writing 

programs and their institutions.” (WPA OS) If a program is to subscribe to the WPA OS, they 

are then forfeiting democratic possibilities within their educational institutions by allowing the 

larger institution to dictate definitions of writing, of writing students, of the writing classroom. 

So, whereas students were pushed aside in favor of winning over the fellow administrators and 

instructors, the latter are also pushed aside in favor of the scholars who have done the research 

and theorizing, and can suggest, with authority, what students should learn. It is then up to other 

administrators and instructors to find out for themselves how best to measure and assess 

outcomes that they have to trust are sound. 

Readers are also exposed to a broad definition of composing, as the authors state:  

‘composing’ refers broadly to complex writing processes that are increasingly 

reliant on the use of digital technologies. Writers also attend to elements of 

design, incorporating images and graphical elements into texts intended for 

screens as well as printed pages. Writers’ composing activities have always been 

shaped by the technologies available to them, and digital technologies are 

changing writers’ relationships to their texts and audiences in evolving ways 

(WPA OS). 

This definition of composition sets up some interesting dynamics to dissect in terms of 

embodiment. It initially relates composing to complexity of writing processes as increasingly 

reliant on digital technologies, which suggests a movement in composition evolution that starts 

with available technologies as determiner for the possibilities of compositions. In other words, 
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writers are dependent on the available technologies to compose, and it is those technologies that 

allow for the evolution of the composing process. This function of composing technologies, 

which is assumed to be historical, mirrors the evolution of hip-hop compositions as it was 

through experimenting with the tech available from older record players that the original DJs 

were able to create something new. This means that technology undoubtedly changed 

composers’ relationships with both texts and audiences. However, the phrasing of the WPA OS 

in this instance suggests that composers are unilaterally impacted by the technology, when hip-

hop suggests that the relationship is reciprocal. Technology does indeed inform the subject, but 

the subject continually redefines the technology through challenging assumed functions and 

purposes of the technology. And when the technology reaches a limit, subjects then update, 

rework, and reimage the technology in order to fit evolving needs.  

If we might go a little deeper about the definition of composition, the intro to the WPA 

OS suggests a disembodied composition, one that originated with the letter and is now evolving 

to the graphic in a digital realm. Texts, which are assumed within the WPA OS to be the 

products of composing processes, exist either on the printed page or the screen. Any act of 

composing, then, is working towards either one of those mediums, in which case what we call 

“writing” is relegated to a process that works towards one of those two destinations. Once again, 

hip-hop might intervene here through recognizing that the act of composing involves a complex 

relationship and intersection with identity and technology, in which case one cannot separate any 

of those aspects from the process. If one were to assume that the identity of the composer was 

not important in a discussion of composing processes, then one runs the risk of assuming a 

homogenous composer in which case other identities will be peripheralized and marginalized. 

Such practices have been well-documented in both hip-hop and in composition. For hip-hop, 
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assuming that one does not need to confront identity in their compositions allowed for 

hypermasculinity and patriarchy to run rampant in mainstream conceptions of the culture. In 

composition, assuming a static composer has allowed legacies of racism to take hold within the 

field.  

The WPA OS Intro ends with the mentioning of both the individual and social aspects of 

writing, as well as highlighting that a student’s composing abilities will continue to diversify 

along disciplinary, professional, and civic lines as they enter new contexts. It is important that 

the WPA OS included some referencing of the social aspect of writing as well as the evolution 

along contexts, as it suggests that the act of composing itself is not a set and static concept. What 

is interesting about the contextualizing reference is that it is included when the document is 

thinking through the type of writing that students will do beyond a foundations composition 

course. For that reason, the document, “advises faculty in all disciplines about how to help 

students build on what they learn in introductory writing courses” (OS). In the ending of the 

intro, we are exposed to an explicit reference to the identity of the audience, as they hail faculty 

through referring to the way in which the document is worded and organized. But what is 

puzzling is the assumption that the writing that occurs beyond a foundations composition course 

is when we need to have conversations about interdisciplinarity, as if what goes down in a 

foundations course could be neatly wrapped up in a single discipline. Some might argue that the 

field of Rhetoric and Composition is in fact the discipline of the foundations course, but the field 

of Rhetoric and Composition is itself extremely interdisciplinary (Canagarajah 2011; Bazerman). 

As such, it shouldn’t fall into the concluding sections of the intro to make a statement about the 

importance of context especially when the previous definitions of composition assumed a 

homogenous student.  
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 Remixing the Intro 
 

The issue with the intro is largely found in both the homogenizing of writing instruction 

and the administrator-student hierarchy created in order to ensure credibility. Yet, it should be 

noted that a document that is seeking to have a certain level of authority within a field needs to 

be able to continually maintain a level of power, so the statement of credibility through the 

experiences and research should not be fully removed. I propose a few changes to rework the 

hierarchical organizing and homogenizing of identities within the first paragraph of the 

introduction. One apparent and popular move is to shift the name from “first-year” writing to 

“foundations16” writing. “First-year” signifies a traditional freshman student, one who is taking 

the course at some point in their first academic year which is most likely occurring a few months 

after they have graduated from high school. “First-year” places non-traditional students of 

varying ages and experiences on the periphery, whereas “foundations” speaks more so towards 

the function of the course instead of the imagined or assumed student in the course. 

 Another move the statement might make in addressing the issue of credibility is to 

include language that signifies a constant need to both revisit the previous discussions that lead 

to the WPA OS’s creation and invite continual conversations. Credibility is then gained from 

invitations for reflection and interaction, practices that produce a culture of praxis versus 

credibility that is gained solely through titles, labels, and roles. Credibility might also be gained 

through a recognition of the idiosyncrasies that will inevitably come into contact with the 

document, recognizing that it is in the variation of interactions that will evolve the document. 

 The intro will also do well to handle the distinction between “outcomes” and 

“assessment” a little more tactfully, as its distinction between the two is currently too abstract to 

                                                 
16 The University of Arizona’s Writing Program is credited for this suggestion 
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tell the difference. “Outcomes” should be defined as tools that students, teachers and 

administrators collectively utilize in creating and understanding course expectations. 

“Assessments” should not simply be left up to the institutions to consider, as this moment would 

be ideal for an explicit connection to the recent work of the field that is critical of difference and 

diversity, such as the push towards antiracist assessment practices (Inoue 2015). The specific 

assessment practices need not be detailed in the WPA OS, but assuming that readers come to the 

document for insight concerning the foundations writing course, it would be a prime location to 

align with and inform of critical assessment work within the field.  

 Arguably the most significant change suggested to the WPA OS is shift in the definition 

of composition. My proposed shift in the naming of “composing” draws from legacies of 

composing as defined by scholars in hip-hop feminist rhetorics (Durham 2014), Latinx rhetorics 

(Anzaldua 2007; Baca 2010), and cultural rhetorics (Powell et. al 2014) and defines composing 

to be a complex process that involves a coding, scheming, and dispersing of languages and 

discourses. It also is explicit in naming the interdisciplinary aspect of composing processes, 

claiming that the processes are informed across various modes, such as alphanumeric, graphic, 

kinesthetic, and aural. Lastly, the remixing of a composition definition includes a relationship 

with technology founded in reciprocity. It recognizes that tech informs writing and writers while 

continually being informed by those same writers and writings.  

 Rhetorical Knowledge 
 

The first section of the WPA OS explicitly names the outcomes that should exist in first-

year writing courses is titled “Rhetorical Knowledge.” Rhetorical Knowledge is defined as the 

ability to analyze contexts and audiences with the intent of acting on that analysis in the 

comprehension and creation of texts. Then, we have probably one of the most important 
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statements of the document: “Rhetorical Knowledge is the basis of composing.” When thinking 

of issues of embodiment and identity, it should be stated that this definition of rhetorical 

knowledge stems from a western tradition, being heavily influenced by the Aristotelian and other 

Greco-Roman traditions.  

The point of bringing up this connection is to critique the functions of this particular 

definition of rhetoric. From the its current perspective, rhetoric is something performed with an 

intention of persuading an audience, paying attention to the context in order to tip the odds for a 

successful communication as much in the speaker’s favor as possible. It is for that reason that the 

WPA OS includes practices such as “develop facility in responding to a variety of situations and 

contexts” or “use technologies to address a range of audiences” or “learn and use key rhetorical 

concepts.” In each of these examples, rhetoric is always something that is reactionary, something 

that can be guessed and assumed. Students are asked to imagine the audience to which they want 

to effectively achieve their purpose, which all assumes that whatever the student has learned 

about the audience, about the context, or about the genre will stay static in that moment. What is 

ironic, then, is the frustration exhibited by instructors when a student names their audience as a 

“general public.” Instructors claim that there is no general public, but teaching a reactionary 

rhetoric, or a rhetoric that is always dependent on a static read and analysis of the audience is 

within itself creating a type of general public through its homogenizing discourses. 

Consider the image of the hip-hop DJ as rhetorician. According to the outcomes named 

within the realm of rhetorical knowledge, students need to be able to learn key concepts as 

illustrated in texts, they need to understand how genre conventions shape and are shaped by 

readers, they should develop a facility in responding to a variety of situations, they should 

understand how technologies impact audience interactivity, and they should match capacities of 
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different environments to different rhetorical situations. All of these tasks seem to fall perfectly 

in line with a DJ of any sort, as their job is to keep the party going. They need to be able to read 

and recognize the needs of the audience in order to be effective in their craft. Yet, I propose a 

couple of questions that asks us to reflect a little more on the purpose of rhetorical knowledge. Is 

a DJ a dope DJ if all she plays are the top hits that the people want to hear? Is she really dope if 

all she does is play what people already anticipate? If any of those answers are yes, then hip-hop 

DJing would have died out not long after its inception. While I understand that some come to the 

club to hear trending tracks, and I do think that those people are important to the culture, I would 

argue that there needs to be a balance. An important aspect of DJing is to break records, and to 

use their own special style or energy to morph the atmosphere in the party or on the dance floor. 

Breaking records, similarly to finding breaks, is the act of discovering a new joint that has not 

been as publicly played, in which case the DJ is able to introduce a that new sound or song to the 

crowd.  

I would argue that there might not be as large of a desire to participate in a DJ’s set if all 

that DJ did was play things that the audience could already anticipate or expect. What is missing 

from the WPA OS consideration of rhetorical knowledge is a sense of embodiment that asks for 

a level of freestyle, flexibility, interactivity, and unpredictability. Summed up, what the WPA OS 

consideration of rhetorical knowledge is missing is the creative capacity that morphs rhetorical 

interaction and recognizes that the way in which rhetoric is discussed and dispersed should be 

further theorized in order invite further, more nuanced compositions.  

Remixing Rhetorical Knowledge 
 
 As the proclaimed foundation for the Foundations [First-Year] writing course, rhetorical 

knowledge requires specific attention to the legacies associated with the term. As previously 
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argued, the usage of the term rhetorical knowledge is limited and problematic because of its 

historical ties to practices in racism and patriarchy. As such, we should heavily consider 

redefining rhetoric as it exists within the foundations writing course. I recognize that the field’s 

affinity for the term runs deep, but in the same vain the field should understand why the term left 

untouched maintains a history and legacy of domination and oppression. I then propose that 

rhetoric when described in the composition class refer to the movements through discourses. This 

definition recognizes rhetorical happenings outside of persuasion in political, forensic, and 

ceremonial environments, and it understands that “every communicative act is tied to rhetorical 

production, and as such works to influence specific audiences to some action whether material or 

epistemological” (Baca 4). Furthermore, this definition places an emphasis on the movements. 

Bringing in flows and movements asks that the discipline shift away from the subject as always 

central, meaning that the practices of a discourse always originates from a subject. If the field, or 

at least the foundations writing course, were able to consider subjects as constructed and 

informed through discourse, then it would allow for more critical conversations concerning the 

intersections of social and political aspects within given moments of composing and will also 

allow for a more critical understanding of genre and context as non-static terms. Concepts such 

as purpose, audience, author, genre, and context could still be foundational to the course. But an 

emphasis on the flows and movements of those terms allows opportunities to explore the 

productive nature of discourse through understanding composition as non-liner and in constant 

flux. 

 While I’m not too hyped on the numbered list of specific outcomes students and 

instructors should meet within a foundations course, I do understand the institutional needs that 

require specific parameters be placed on the course. Each outcome named, then, should be 
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clearly and concisely defined, yet should be spacious enough to allow for a wide range of 

activities, projects, and assessments that an institution could create or adapt in illustrating 

outcome accomplishment. Most of the outcomes already named in the rhetorical knowledge are 

dope the way they are if they were based on an updated definition of rhetoric as that updated 

definition allows for more critical openness and engagement. They all ask students to note how 

shifting in contexts, audience, and genre impact composing possibilities, which is a critical 

practice that invites students to explicitly note how social location and situation impact 

possibilities. Even if a program chooses not to rock with a revamped definition of rhetoric, one 

outcome that might exist early in the list should prioritize a history of rhetorical instruction, 

making the politics of Greek rhetorical instruction explicit. Emphasizing the history of rhetorical 

instruction might introduce students and instructors to the larger context of which they inhabit in 

a foundations writing course, once again opening up opportunities for conversation concerning 

the nature of composition.  

Critical Thinking, Reading, and Composing 
 

The second section of the WPA OS deals with critical thinking, reading and composing, 

or what I will term "critical engagement.” Critical engagement is defined as an ability to separate 

assertion from evidence, evaluate evidence and assumptions, recognize patterns among texts, and 

compose qualified claims. It is then noted that such critical practices are foundational for 

advanced academic writing. This statement could be a little controversial in that it is proposing a 

purpose of the foundations writing course to be preparing students to write academically. This 

statement is only controversial in that some might counter-argue for other purposes, whether they 

be to explore and uncover the social-epistemic functions of rhetoric and language (Berlin 1988) 

or to find and privilege the individualized voice of the student-writer (Elbow 1987).  
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What is also worth noting in this definition of critical engagement is its roots in legacies 

of logic through observation and inferences, practices which secrete white supremacy (West 

2002). Critical Engagement is then founded in a disembodied form, where identities and often 

times experiences are pushed aside for the sake of evidence that can be supported along the lines 

of a westernized logical thought processes. Once again, in this view a student is only critical if 

they can closely resemble a homogenous idea for students, one that was raised up in and 

identifies with a white tradition.  

  This definition of critical thinking would do well to draw from the work of critical 

pedagogy in working out what it means to teach critically in any field. A large part of teaching 

and learning critically is the idea that students become self-actualized in their pursuits of 

knowledge (Freire 1993). They learn the ways in which they interact in the world, and the ways 

in which the world interacts with them, the ways in which they might impact in the world versus 

the ways the worlds impact them. All of this is done through the styles and strategies in which 

students learn and teachers teach. As it stands, these definitions of critical thinking and reading 

all seem to come from a stand point that suggests that there is an objective answer and reality for 

students to engage and learn how to respond within, whereas critical thinking should focus on the 

ways in which subjectivity and objectivity work with each other and inform one another. Also, 

this definition of critical thinking seems to separate the acts of reading and writing in a way that 

suggests students need to sit back and shut up while they learn how to act from the grown-ups 

around them, instead of an approach that invites a constant creation while reading, thinking, and 

engaging. 

As it stands, the section concerning critical engagement misuses its phrasing of all things 

critical; in dealing with pedagogical content, the WPA OS seems to use the term "critical" to 
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mean intentional engagement within a discourse community. This is evidenced through the tasks 

students should complete within this section, such as locating and evaluating primary and 

secondary research materials within a field, using strategies learned from a field in order to 

adequately create and participate within that field, and reading texts within that field in order to 

perform an understanding of quality sources within that field. A remixed version of this section, 

one that is invested in considering issues of identity and embodiment, would draw from the 

works of scholars invested in a critical pedagogy, as they operate from a position that seeks to 

expose any hierarchies that might occur in the learning space. Currently, the WPA OS is asking 

students to critically engage in an uncritical manner. That would need to be remedied in order to 

operate from a position that values student identities in considering critical engagement within a 

composition class.  

Process 
 The third section of the WPA OS deals with composing processes, defining them to be 

the variety of strategies that writer's employ to conceptualize, develop, and finalize their 

products. The intro to this specific section includes one of the few dope lines of the documents, 

recognizing that composing processes are seldom linear. It then follows up the dope line with a 

trash example, stating that a writer may research a topic before writing about it, only to go back 

and research more on the topic while revising or collaborating with a colleague. What would 

have been wavy is if there was a discussion about the possibility of steps in the process 

overlapping, where invention could also be seen as an act of revision, and where research and 

discovery could be mentioned in the drafting process. Instead, we are presented with a missed 

opportunity that limits the inventive possibilities for thinking through process in composition. 

The process section seems to focus almost extensively on developing a composing 

process that fits with the expectations of a field, which seems to fit fine with the general narrative 
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of learning how to speak your way into a specific field. When considering a reactionary rhetoric 

or a critical thinking that’s defined as an ability to engage within the confines of a discourse 

community, this emphasis on discovering a viable composing process seems to fit quite 

adequately. But, similar to the arguments brought up in the previous sections, this definition of 

composing processes does not account for innovations that arise in an embodied conception of 

composition. Rather, the focus is teaching students to be just like the field they want to 

participate in. Some might say this is dope and argue that as a main goal in foundations writing, 

but, once again, it is only a deceptive guise in which our job as comp pedagogues is to prepare 

students to be a commodity. Because of its ignorance of the identity of students, and through that 

ignorance assumes a homogenous student identity, the WPA OS section on process is content 

with pushing out replicas who can maintain the status quo. But, as others have argued and as I 

have referenced earlier, that status quo is rooted in racist and sexist ideologies in which students 

who do not fit the mold will always have to define as non-academic, or non-belonging. 

I realize that some of that might seem like a hot take and that connection might not be as 

apparent initially, but I want to take it specifically to the language of the process definitions in 

order to show how the WPA OS communicates a desire to conform and not innovate, to 

disembody and to not embody. The first task under Process is to develop a writing project 

through multiple drafts. I’ve previously discussed the limiting definition of writing given in the 

intro, which suggests writing to only exist on the page or on the screen and only occurs in an 

alphanumeric variety. This definition of writing already disembodies through its ignorance of 

embodied aspects that should go into the writing process, such as recognizing, for example, 

black women’s writing’s ability and capacity for mobility and constant boundary crossings 

(Davies 1994). Black women specifically have historically exhibited a rhetorical mastery in 
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discursive movement and fluidity, yet such mastery is never seen as a site of inquiry because it 

does not fit the imagined norm. To ignore these types of aspects and possibilities within 

discussions of the process is to oppress along racial and gendered distinctions.  

Another task defined in the Process section mentions using the composing process as a 

tool for discovery, which as previously stated would have been dope, yet the context given in the 

document suggests that the parts of the process that will be used for discovery are already 

sectioned off and designated. Any discovery should occur in the research stage, which is separate 

from the drafting stage, and while they aren’t linear, there isn’t any mentioning of innovation 

that would suggest they could blend.  

 A commonality among the tasks in the Process section is that they all encourage students 

to trust in the process; they all have at their core a purpose in learning which strategies are most 

effective for their respective fields, learning how to communicate and respond within the 

confines of those fields, and learning how to tailor their processes to meet the needs and 

expectations set by those fields. Once again, any form of creative capacity is limited by a 

reliance on the norm. Conversations on processes would then do well to look towards hip-hop’s 

history of resistance as a method to critique status quo for the purpose of innovation. Had it not 

been for DJs breaking the normalized function of disc-jockeying, the culture would have become 

stagnant as the consistent evolving needs of audiences would not have been met. The same 

should be said of composing process; there needs to be an explicit questioning and critiquing of 

normalized composing processes. Those questions will allow for moments of innovation, or 

moments where students are able to critically consider how they fit into the overall process of 

composing. Innovations in composing processes allow for students to question the appropriate 

methods in their fields and recognizes that composing processes are not neutral.  
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 Blending and Remixing Critical Engagement & Process 
 
 I propose a couple of changes to the “Critical Thinking, Reading, and Composing” and 

the “Process” sections, beginning with renaming “Critical Thinking, Reading, and Composing” 

to “Critical Engagement.” Critical Engagement encapsulates thinking, reading, and composing, 

and also provides space to consider the multitude of ways in which writers and readers engage 

with a variety of texts, such as listening, viewing, and feeling. Including these other modes of 

engagement works towards including methods that might not often be thought of in a 

composition class, such as the use of American Sign Language within a composition course. The 

term “critical” also needs remixing and redefining. Currently it asks students to immerse 

themselves in western legacies of observation and inference generation to learn what to and what 

not to say with regard to an academic discourse. That definition should look towards the work of 

critical pedagogy, which first starts with positioning an uncritical individual, or one who has 

been objectified and thus have lost their ability to act upon reality, in an opportunity to confront 

reality critically (Freire, 52). The act of confronting reality critically might be defined as 

understanding that there is nothing inherently “normal” about their positions as oppressed.  

From there, one might come to realize an identity by intersecting the normalizing 

structures that previously produced them with the forces of discourse that now allows for 

articulation and interactivity, or, in other words, that affords the ability to speak (49). The 

foundations writing has often functioned from a perspective that ignore the political implications 

of student engagement, whereas this critical approach uses the occasion to talk through the 

political ramifications of student’s realizing their capacity to participate in a discourse, noting the 

ways in which their participation might elevate, or even impede in certain situations, on those 

who find themselves engulfed in similar discourses.  
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 I also propose that the Process section be blended with the Critical Engagement section, 

as Process should include a critical investigation of process that understands them as reflexive 

and flexible, two functions that lead towards praxis and is imperative for any type of critical 

engagement. The blending shouldn’t reduce the impact of process; the blending should realize 

the interconnectedness of processes and critical engagements, suggesting that processes should 

continually be critically evaluated, and critical engagements require reflexive processes.  

Similar to the suggestions for outcomes in the Rhetorical Knowledge section, the Critical 

Engagement & Process section’s outcomes mostly remain intact assuming a definition of critical 

engagement that involves the aforementioned social and political implications. What is worth 

adding to the mix is some mentioning that privileges student development and creation of 

materials, as the current outcomes do not consider drafting or invention to be a potential primary 

research method. If it is not considered as such, then the expectation of critical engagement once 

again shifts to an internalizing of current disciplinary norms uncritically.   

 Knowledge of Conventions 
 
 The final section of the WPA OS discusses knowledge of conventions. Conventions are 

defined as the formal and informal guidelines that define genres which also works towards 

shaping readers’ and writers’ understanding of correctness or appropriateness. It is mentioned 

that conventions arise from a history of use, and they facilitate comprehension through invoking 

common expectations among writers and readers. It is also mentioned that these guidelines and 

expectations are not universal, as genres, disciplines, and occasions offer changes to the 

conventions.  

 The initial discussion concerning Conventions is highly influenced by definitions and 

applications of rhetoric illustrated in its positioning of conventions as dependent on context and 
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purpose. While the mentioning of the non-universality of the rules and guidelines is admirable, it 

still suffers from the pitfalls associated with the problematic imagined student that plagues the 

entire document. The document recognizes that there never is one true static situation in which 

conventions will apply, but it doesn’t take into account the ways in which the situations 

themselves in which students find themselves writing, writing to, and writing for are not static. 

Most of the points associated with conventions operate in a similar fashion to that of process, 

where students must first understand the what’s, the why’s, and the how’s about conventions in 

their field, not realizing that the what the convention is, why it functions the way it does, and 

how it operates is constantly and consistently up for negotiation.  

 There is one moment of possible departure within the WPA OS, where the document 

mentions a form of agency students have in dealing with conventions, where the outcome is 

listed as “strategies for controlling conventions in their fields or disciplines” (WPA OS) This 

specific outcome is interesting as it is one of the rare moments in the document that suggests the 

act of writing or composing as one in which includes an amount of creative capacity, where a 

writer might actively engage with her reality through her composition. While I would like to 

imagine that this was the intention of this specific line, I do not think I can guess the intention of 

the authors. I can only use the context given through the document, of which I might assume that 

this specific line instead refers to a student controlling the conventions in their field as already 

predetermined by that field. Controlling conventions in this instance would then mean that 

students do not necessarily actively engage conventions through creative innovations. Rather, 

they engage conventions based on a preset and imagined conception of the possibilities given in 

any one moment of composing. Those possibilities are set by the discipline. 
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 This is not to suggest that breaking from the rules set by a discipline would lead to some 

idealized composition where all composing subjects are liberated. Writers are always governed 

and informed through some discursive guidelines. And it would be irresponsible to act as if 

students obtained the agency the write exactly how they wanted, when they wanted, in the 

manner of which they wanted to do it. This isn’t so much an argument for blowing up 

conventions; it is rather an argument for denaturalizing conventions. It is an argument that 

suggest that a guideline placed on a genre or situation is not inherently neutral. Those guidelines, 

much like anything related to discursive production, is politically situated and attached to an 

identity.  

Hip-Hop has seen similar situations when one considers the “Golden Era” vs 

contemporary era debates, where old heads lament the changes in the culture and claim that these 

young ones don’t take enough time to learn the conventions that make up the craft. While there 

might be some valid points to consider in terms of learning a craft, it is also important to 

recognize that the discourse of hip-hop evolves as all discourses do. Technology and overall 

interest in hip-hop has advanced to the point where the methods one had to engage in order to 

learn a craft are also different. The expressions are different, because the ones who are 

expressing themselves are different. When evaluated through a conventional lens of an old head, 

of course it sounds trash. But, through the same vain, old school hip-hop when experienced 

through a conventional lens sounds similarly trash. Conventions must always be assumed as fluid 

and contested and would do well to draw from the work of translingualism in order to account 

for inevitable fluxes in composition (See Lu & Horner 2013; Canagarajah 2013).  

 Positioning Conventions 
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 An understanding of the final section in the WPA OS is heavily dependent on everything 

that has come before it. As previously stated, the conversation surrounding conventions is 

positioned rhetorically, which originally meant that conventions were dependent on context and 

audience. Conventions were then seemed as a contract of appropriateness between writer and 

reader. As I have proposed a shift in the definition and function of rhetoric, I realize that this 

shift will also signal a shift or repositioning of the function of conventions. In this proposed 

repositioning, the general definition of conventions remains untouched, and it is still considered 

to be guidelines that define genres. The difference, however, is that this remix cuts out 

statements of appropriateness and instead blends in mentioning of comprehension. 

Appropriateness connotes a value system to accompany a convention, in which those whose 

register more closely resembles the “correct” variety are highly valued, and those whose don’t 

are labeled remedial. I argue for comprehension over appropriateness, where students and 

instructors approach conventions as a fluid practice where meaning and understanding are 

continually negotiated. I proposed earlier that rhetoric pay attention to flows and movements; 

conventions should follow suit and understand that the guidelines for comprehension are not 

static, but are fluid and constantly shifting.  

 There is an inevitable tension one might feel navigating conventions between the order 

assumed through expectations and the chaos that exists in actual language usage. The remix 

acknowledges the expectations placed on conventions, but there is also the understanding that 

those conventions move and flow. Sometimes those flows are in our favor, often times they 

aren’t. But a critical understanding of conventions opens all of that up for discussion, where 

students should consider if they want to sacrifice themselves in a document for the sake of a 
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guideline, or if they know what they’re adding to the genre is dope enough to merit a successful 

moment in composition.  

Summing up the Remix 
 
  I have hoped to illustrate throughout my reading and remixing of the OS the areas where 

a definition of hip-hop as embodied helps to show the places where the OS either falls short or 

outright ignores issues of identity as it involves the composing class. I do not mean to suggest 

that the composition classroom is the place where students should go to find themselves, learning 

to utilize language in a way that helps them uncover the secrets of their identities. Nor do I mean 

to suggest that explicitly introducing identity into the composition classroom will lead to some 

idealized or utopian space where students can gain and maintain all of the power and agency. I 

more so wish to illustrate how a hip-hop mediated read of the OS illustrates some deficiencies in 

the ways in which students are represented, or imagined, and to suggest that that image is a 

representation of the way the larger field of WPA, and even larger, Rhetoric and Composition, 

understands the relationship between writing and identity. Rather than an understanding of the 

composition classroom as a space where students learn to participate in an academic discourse, 

or learn the rules of writing rules within a variety of academic and professional discourses, a hip-

hop intervened composition should look to illustrate the ways in which students, teachers, and 

administrators continually write and rewrite the composition class space. The OS is supposed to 

act more so as a guideline and not a static rule book, yet it still reflects a field’s general attitude 

towards the class space. As such, that attitude needs more hip-hop; it needs more innovation, 

creation, resistance, and it should not ignore the identities and experiences of all who inhabit it.  

  Ideally, a remix would change the overall format of the document in a manner that 

makes it more interactive. The creators claim it is a living document, yet the only ones who have 
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access to it are those in power within CWPA organization. Of course, there is nothing preventing 

those from a program from copying the outcomes, tweaking them where necessary in order to 

account for the specific needs and desires of the program. However, the document is a 

representation of the overall field’s definition of the foundations composition classroom, and as 

such should represent that definition as inclusively as possible. If one considers the WPA as DJ, 

then they understand that crowd interactivity is essential as it is one method that ensures praxis. 

And it is here where hip-hop offers arguably the most necessary intervention in the WPA OS; 

similar to that of hip-hop DJs, there needs to exist some format or forum that allows constant 

contact and communication among writers and audiences alike.  

Consider the example provided by the DJ. DJs blend an understanding of authorship and 

authority as they rely on the energy, response, and interaction of a crowd in any given set to be 

actualized. A DJ could spend all of their time in solitude, spinning and mixing and blending and 

cutting as they hone their craft. They are not any more or less of a DJ in those moments. Yet, 

when they take those same cuts and blends and transitions to a crowd, those same blends and 

drops and mixes suddenly are at the disposal of the crowd who through their attention and 

response will signal the DJ which maneuver or move to finesse next. A DJ could prescribe their 

drops and blends, but the effectiveness of those blends will always fall short because of its 

reliance on a static imagined audience, a homogenous audience, if you will. An audience’s 

energy and response then could directly impact the effectiveness of the message, dictating what 

type of vibe needs to be upheld, or what type of changes should be made. At this point, the lines 

between author and audience blend; in this moment of communication, both sides are listening 

and relying on the other to create a larger composition. 



 87 

The same should be said of the WPA when considering the ways in which the classroom 

is discursively produced. writing administrators and scholars can definitely sit in isolation as they 

reflect on their own experiences and research interests and dictate what should actually happen in 

the foundations classroom. They could then take that statement to the public, present it as if it 

were a static document, and claim to revise based off what happens when the crowd has time to 

sit with it. Or, and arguably more effective and efficient, they can transform the form and 

function of the document, opting to have it exist in an interactive fashion that allows students, 

teachers, scholars, and administrators alike the opportunity to impact the trajectory of the 

document. On a pragmatic level, such forum or medium might take shape of an interactive blog 

element added to the CWPA site that houses the OS and allows direct comments to consider. It 

might also look like a quarterly or yearly forum that opens a space for students, teachers, 

scholars, and administrators alike an opportunity to visibly respond and react to the OS.  

 Admittedly, aspects of this vision for the document are idealized, and given institutional 

and political constraints they might not be as plausible. But if the housing of the OS does not 

allow for much interaction, the language within the document itself should strive to do so. The 

current language of the WPA OS presents a limited version of composition instruction, one that 

imagines a homogenous class space and cannot account for differences and variations in student 

or instructor. What is required within a remix of the WPA OS is a critical opening of the 

document, one that includes a vision of the foundations writing course that is spacious enough to 

account for a heterogeneous student and instructor population yet is focused enough to set some 

parameters for the course. I do not wish to suggest that the entire foundations class be completely 

dismantled and done away with, although others have made convincing arguments that, if 

nothing else, offers some compelling points to consider as far as the overall function and purpose 



 88 

of the discipline (Dobrin 2011). The foundations writing course will always have some 

associated issues as long as it remains tied to the larger college or university’s curriculum, 

especially when one considers the neoliberal ideologies lodged within higher education (Altbach 

1971). Given foundations writing’s tie to larger university curriculum, it is the responsibility of 

all engaged with curriculum development to finesse and move around the larger discourses, 

remembering that power is exercised through knowledge and discursive movements.  

  My analysis of the OS ultimately asks that conversations concerning identity be handled 

more critically for the sake of all involved within a writing program. Great hip-hop DJs realize 

that it is never solely about them, and in an interactive set they become a piece of the 

atmosphere. They are able to hold and manage expectations, critically reading and engaging the 

audience, trusting the emcee and dancer to bounce energy throughout, trusting on the audience to 

give feedback, and understanding that the audience similarly is trusting the DJ to cut it up and 

make sense of it all when clarification is needed. Similarly, an administrator should take the OS 

with a purpose of creating class environments similar to the imagined DJ set. Administrators 

hold and manage expectations for the foundations writing course, and should continually 

critically read and engage with their students and instructors, trusting both to bounce energy 

throughout the program, trusting both to give feedback, and understanding that the students and 

instructors are similarly listening to it all, mixing and creating where necessary in order to do 

their part in making sense of it all when clarification is needed.  
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CHAPTER FOUR: CYPHER LOGICS: HIP-HOP AND IDENTITY INTERVENTIONS 

 
Similar to chapter three, chapter four highlights hip-hop as an intervention in the identity 

and in the roles of the writing administrator. Here, I consider the implications of hip-hop as a 

point of origin capacious enough to discursively (re)produce the identity of the WPA. Whereas 

the main focus in chapter three is on classroom interactions, chapter four finds its task in 

addressing discourses that establish the identity of the writing program administrator and offers a 

remix to those discursive productions. First, I will break down what exactly I mean when I say 

identity. I will then work towards unpacking the ways in which hip-hop might rhetorically 

intervene within the field’s usage and theories of identification. I will then introduce The 

Portland Resolution into the mix, breaking down how it defines the rhetorical functions of the 

WPA, and remixing those functions with the Hip-Hop DJ’s. The remixes and imaginings offered 

in this chapter are primarily grounded within reflections on my own experiences as a student, 

scholar, and instructor within various iterations of a writing program at a large, flagship 

institution. These experiences include working on committees dedicated to both programmatic 

policy change and difference and equality work within the writing program.  

Mixing Hip-Hop and Identification in Rhetoric & Composition 
 

I begin my discussion of identity by providing some definitional work and complicating 

the term.  Stuart Hall’s theorizing in his chapter “Who Needs Identity” provides a definition for 

how I utilize the term as he argues for an understanding of identity that emphasizes the 

productive aspects of discourse. Any notion of identity must understand that it is never unified 

and never singular, but is constructed over multiple discourses, practices, and positions. (16). 
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Hall evokes the metaphor of suturing17 as he argues that suturing be thought of as articulation, 

which is to say that subjects invest in, or articulate, their positions knowingly (19). To define 

articulations further, Hall states that representation is always constructed across some type of 

division, which then means representations can never be identical to the processes by which they 

are named (18). Identities, then, are found not in “real” representations, but in articulations. 

Some aspects of hip-hop have struggled with the concept of “real” representation, 

specifically in macro-level conversations centered on the culture’s fascinations with discourses 

of authenticity (Ogbar 2007). But hip-hop when theorized and defined from a hip-hop feminist 

perspective centers on conversations of identity and power in a way that challenges essentialist 

concepts of “real” representations. While she doesn’t use the phrasing of “articulations,” Aisha 

Durham’s (2014) exploration of hip-hop feminism emphasizes self-representations that are 

knowable through reflections on power relations and everyday experience in a way that similarly 

understands identity as political and contextual. Identity within hip-hop feminist frameworks 

thus demands that we continually articulate identities along social and political axes, recognizing 

the racialized, gendered, sexualized, and class-based implications that come with processes of 

identification.  

One hip-hop term/ practice that provides logics and insights on the negotiation of a 

multitude of identities in shifting contexts can be found through the cypher. Hip-Hop cyphers 

might be defined as fluid linguistic training fields, spaces where identities are performed and 

informed through their interactions with each other (Alim 2006). Difference is praised in 

cyphers, as participants build their identities on their ability to tap into a new wave, new thought, 

or new experience rather than their ability to only satisfy a norm or perform within the 

                                                 
17 Suturing is defined to mean the joining of subjects in structures of meaning (19). 
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expectations. One cannot package the same performance and take it to different cyphers, nor can 

they get away with blatantly copying another’s performance.  

It should be noted, however, that cyphers are not spaces that are inherently critical of 

identification and difference, nor are they spaces that organically come from hip-hop feminism. 

A cypher can very much be a space that breeds misogyny or homophobia. The term “cypher” 

within hip-hop originates from the tradition and practice of 5 percenters18 who operated from an 

ideology that places the black man as god. Cyphers were then considered the manners and spaces 

where knowledge, wisdom, and understanding, all of which supplement and support black man 

as the essential and hierarchically superior identity, are passed on or realized. Historically, 

cyphers within hip-hop were not spaces that understood identity as complex, contested, and fluid. 

But, similar to my argument of whiteness in writing programs, the issue is not the cypher itself. 

Rather, it is an issue of the ideologies that inform the space. As noted by Toni Blackman (2013) 

cyphers as a practice have spiritual and cultural connections that predate hip-hop, and like any 

other method or practice that plays a role in identity articulation, they have the potential to be 

critical spaces if the guiding ideologies make them so. In this case, I forward hip-hop feminism 

with its emphasis on theorizing through self-representations in power relations and everyday 

experience as the guiding logic in order to argue for the potential of cyphers as transformative 

spaces for identity within writing administration.  

The Effects of Disidentification, and the Potential of Inscrutability 
 
  Composition studies has been involved with processes of identification through 

conversations that theorize and analyze the type of writer that is imagined in composition 

curriculum. The emphasis typically rests on issues or concerns that are raised within the 

                                                 
18 See Knight (2008) for a definition of 5 percenter ideology and culture 
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(dis)connections between a specific identity and composition perceptions. Some scholars have 

explicitly taken up to theorizing connections between specific identities and composition (Baca 

2008, Smitherman 2010, Young 2004, Lyons 2009). While they might not always use the term 

“identity,” their work is invested in uncovering or reclaiming the ways in which processes that 

impact identity articulations, such as race and culture, affect our understanding and application 

of composing processes. These conversations are important as the risks of an acritical 

understanding of identification within composition theory can affect the possibilities of success 

for all of those who are located within the field. It is just as if not more so important for writing 

program administration, since writing programs are often an extension of larger institutions that 

rank and order bodies based on their ability to produce or to be generative in particular ways, 

which often times are assumed within their identities. 

 Krista Ratcliffe’s (2005) book Rhetorical Listening: Identification, Gender, Whiteness, is 

one of the more generative pieces within the larger field that deals with processes of 

identification. Its position as an effective mediation between composition and identification 

allows it to stand in as a potential metonym for the way that current trends in the field theorize 

“identity.” In it, Ratcliffe asks that the field be a little more open and think a little more critically 

about processes of identification as those processes might give some insights about methods and 

practices that forward a more politically and socially responsive cross-cultural communication. I 

agree with Ratcliffe that conversations concerning identity within the context of rhetoric and 

composition must foreground social and political implications, and I do think that Ratcliffe offers 

the field one of the more nuanced arguments for centering on identity in both composition theory 

and pedagogy, but I wish to remix and extend some of what Ratcliffe suggests as solutions.  
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Ratcliffe forwards “non-identification19” as a potential frame the field might adopt in 

understanding processes of identification within cross-cultural communication. Non-

identification has potential in critically rethinking the way the field talks through and makes 

sense of identity, but Ratcliffe’s usage of non-identification stops a little short through its 

dismissal of the potential within the term “disidentification.” She assumes that disidentified 

subjects have a choice to “try to move on” from their positions as peripheral, marginal, and 

invisible (72). But a point of disidentification20 that should be emphasized is that choice, or 

agency, doesn’t necessarily exist. The act of “moving on” is a privilege afforded to one who is 

able to be recognized.  

In the contexts of writing programs, we might question who gets to move on, and what 

moving on looks like for specific identities within the programs. Administrators do have to think 

through their relation to upper administration, but they also are in charge of curriculum 

development and implementation, policy procedures, faculty and staff training, and hiring 

practices (Portland Resolution). If the administrator is not imagined within the discourse in 

which they are located, they have the capacity to make specific changes. There are social aspects 

to consider, especially along race, gender, sexuality, and class-based lines that all impact how 

upper administration—and in many cases faculty and staff, view and treat the administrator. 

Within the writing program itself, there exists a capacity for administrators to act.  

Staff, students, and teachers involved in a writing program find themselves in precarious 

positions as moving on in their case usually means completely disassociating with a program, 

                                                 
19 Non-identification is defined as a practice of identifying metonymically, in which case gaps 
between identities are recognized as spaces for potential, spaces where subjects may assume and 
practice agency through their choice for acting and consciously identifying (Ratcliffe 2005) 
20 Ratcliffe uses Diana Fuss’s definition of disidentification, which is an identification that has 
already been made and denied in the unconscious 
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possibly even an institution, should they want to see their identity existing in another capacity. 

This isn’t to say that the voices of students, staff, and teachers can’t impact writing programs. 

But it is to say that the demands and requests have to be first heard by the administrator should 

they result in a physical and measurable change. There may be a conscious choice to speak out or 

to move from a location, but does that choice equate to agency when it first must be filtered 

through the administrator if it is to result in social or political action? 

Hip-Hop offers a potential intervention in this conception of identity by suggesting that 

simply “moving on” is socially and politically irresponsible to assume of all subjects simply 

because “moving on” is a privilege afforded to a specific type of identity. Also, hip-hop 

recognizes that within the space of disidentification comes a perspective that affords opportunity 

to negotiate concepts of self and the social world (Hill 2009). That opportunity offers a nuanced 

definition of agency within identification. It might not outright produce the type of agency that 

Ratcliffe imagines and hopes for in that it doesn’t suggest that subjects whose identities are 

invisible to a dominating discourse have the capacity to pull themselves up out of their 

circumstances purely on wit and grit. But it does suggest a reflexive relationship between self 

and the world, one in which identities are consistently negotiated and reimagined through 

performance. Those performances have the potential to shift contexts, which in turn requires 

continual negotiation from the self. Alastair Pennycook (2007) names this practice of hip-hop as 

a transcultural flow, meaning it describes a culture that exists between fluidity and fixity, always 

in a state of flux and always a part of the process of reimagining identity. We might then look 

towards hip-hop for illustrations of identity informed through explicit interactions with political 

and social forces. Such illustrations might prove pivotal in reimagining the identity of the writing 
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program administrator, as the WPA too exists in a location that is submerged in institutional 

politics. 

 Furthermore, one must question the limits of both a code for cross-cultural conduct and a 

framework for cross cultural communication. Ratcliffe builds a model that seeks to deal with 

what she terms are “troubled” identifications, with “troubled” meaning those identities that have 

been troubled by history, uneven power dynamics, and ignorance (47). Negotiating these 

troubled identities would then ideally generate more productive discourses (46). But some 

questions need to be addressed for these named purposes and applications for identity: What, 

exactly, is being negotiated? What, exactly, is produced through these negotiations? And who, 

specifically, is benefitting from these productions? 

  Cross-cultural communication invites risk in its application and should not always be 

thought of as inherently positive. As long as power dynamics remain central to the movement of 

discourses, it must always be assumed that those power relations impact any moment of 

communication. Ratcliffe realizes this as she works through the ethics of identification, but 

suggests that the most ethical action is to act in spite of those risks (77). At this moment, 

Ratcliffe’s work presents another occasion worth extending. On one hand, she is proposing 

listening as a method, one that assumes a sort of voluntary passivity that originates from a 

desired critical openness. In other words, she’s suggesting that people, especially those who do 

not find themselves in troubled locations, purposefully shut up, listen, and learn. This method 

reflects a sensitivity to privilege, and that recognition goes a long way in imagining an equitable 

administration of writing. Yet, even that voluntary passivity could be clouded by its innate desire 

to understand and undifferentiate what is not known. While sensitive to it, this type of rhetorical 

listening is also surrounded in privilege as Ratcliffe suggests that it is the choice of the listener to 
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sit back and observe before interpretation. Those who are located within the periphery can testify 

that rhetorical listening has already been critical to survival, except that listening isn’t voluntary 

as the choice to speak before listening is not afforded to disidentified subjects. An intervention is 

needed that can satisfy a desire for cross-cultural communication while offering a more nuanced 

understanding of identity. It is one that would make explicit power dynamics associated with 

processes of identification from the location of disidentified subjects. Hip-Hop, as a culture 

founded within the legacies of the west has the potential to intervene in an understanding of 

identity. There are practices and guiding logics within hip-hop that highlight that potential for 

intervention, and theorizing through those practices might provide moments of introspection 

concerning the purpose of identity within the field. The hip-hop cypher is a generative concept 

that provides an occasion for generative theory.   

The hip-hop cypher provides an intervention that does not hide or attempt to mask its 

relation to power and identity. Power gives shape and form in a cypher, but it isn’t guaranteed to 

any one type of person. This is because cyphers can be spaces that mix performance and 

expectation in order to think through and complicate identity. Alim (2013) notes this aspect 

through an interview with Ras Kass, stating that within the cypher, “you gotta react under 

pressure, because it ain’t even really fans in the cypher. Everyone is a hip-hop fan, but they ain’t 

YO fan. They a fan of themselves” (553). While Ras Kass is initially communicating the 

competitive nature that often is associated with cyphers, an investigation of the cypher from a 

hip-hop feminist perspective asks that some of these conditions shift. Ras Kass is stating that 

power is dispersed, and identities are realized through a competition forwarded by isolation; 

since no one is a fan, everyone is alone and must fend for themselves in the cypher. But a hip-

hop feminist perspective asks that we look at this handling of power and identity a little 
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differently. Rather than one relying on assumed agency in the isolated individual, the cypher 

from a hip-hop feminist perspective emphasizes the communal aspect, and performances exist 

for community building through valuing self-representation rather than competition. This implies 

that there is no all-encompassing objective measure by which performances are evaluated within 

the cypher21. Differences within performances are then encountered without the necessity of 

evaluating or undifferentiating that difference, and those encounters operate from an 

epistemology of inscrutability.    

An epistemology of inscrutability works through a refusal to read and be read according 

to the terms of a dominant discourse. Jerry Won Lee (2018) breaks down inscrutability 

specifically through discourses of translingualism, suggesting that this epistemology is:  

driven by an agenda of productive ambivalence, working beyond the existing 

parameters of the politics of representation, beyond the parameters of politics as 

such, and beyond predetermined objectives of insisting on the legitimacy of 

peripheralized Englishes. Translingualism must entail coming to an understanding 

that we cannot fully anticipate, understand, and evaluate the Englishes that people 

use and continually reinvent (16-17).  

I argue that the same ultimatum that Lee places on languaging be placed on processes of 

identification and interpretation within rhetoric and composition, and in writing program 

administration: meaning that we must come to an understanding that we cannot fully anticipate, 

understand, or evaluate identities that are enacted or performed within our definitions of writing 

                                                 
21 I want to be clear in stating that there is value in competitive cyphers, spaces where 
performances and play are blended for artistic effect and entertainment. But in the context of 
writing programs that are situated in higher education and are directly related to the disciplining 
of bodies, the cypher necessarily needs to be an edifying space where difference and risk is 
encouraged, and “winning” is not contingent on satisfying an objective norm.  
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and our articulations of writing programs. Such anticipations, understandings, and evaluations 

suggest that the identities of students, teachers, and administrators are only visible in relation to 

our own discourses and will always be read according to our own social and political positions. 

If cross-cultural communication is to be a purpose of identification within the field, then we must 

continually resist the need to understand identities for our own personal egos or curiosities, resist 

the need to undifferentiate the different, and understand that sometimes the location of one’s 

identity in relation to another will always complicate communication. If agency is truly about 

choice as Ratcliffe suggests, then sometimes that choice is to not respond given a predetermined 

power dynamic. Otherwise, we might recognize that the process of identification is imbued with 

power and privilege, and as such we must be reflexive about how we work within identifications. 

Either way, we shouldn’t act as if simply adopting a state of critical openness will magically get 

rid of the privileges and powers associated with processes of identification. In the context of 

WPA work, inscrutability asks that we stay sensitive to the limits of identification, recognizing 

that our current practices to understand students, teachers, and even other administrators through 

research or evaluation is a political endeavor. What is assessed or understood needs to then shift, 

with the task of the administrator becoming one that fosters occasions for others to write as they 

are, rather than evaluating others in terms of a dominant discourse. 

Implications of Cypher Logics in WPA Identities  
 
 When one considers the cypher as a space that invites inscrutability, then some 

considerations for identification might arise. For one, it emphasizes that identity is a creation of 

discourse. It is performed, it is fluid, and it will always be informed through repeated 

performances. Each utterance or performance of an identity must always take into consideration 

the political and social context that surrounds it, and recognizes that as those contexts shift, so 
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too will the identities. If there is to be agency within these utterances, it will always be tied to 

and rely on the discourses that surround the subject. There is no “moving on” from those 

positions, there is only movement through. There is resistance, and there is fluidity.  

 Consider the example of a hip-hop cypher that includes DJs and emcees. This cypher 

requires a high level of interactivity and fluidity in order to function. Emcees rely on the DJ to 

change the tempo or energy of the beats based off of their current rhyme-schemes or systems. A 

DJ might drop the beat for a couple of bars, allowing the emcees words to fill the space for 

artistic effect, and then pick the beat up right on cadence. A DJ might also read that an emcee is 

lacking energy or inspiration when rhyming over one beat, in which case they then mix in 

another beat, maybe with a different tone, but definitely with a different energy, all while 

maintaining the general cadence set within the mix. Often times the roles switch, and the emcee 

will give explicit direction to the DJ to change the tempo, drop the beat, or rewind and restart a 

specific section. Neither the DJ nor the emcee is hierarchically more significant than the other. 

Both are vulnerable. Each relies on the other yet can cover for one another should the need arise. 

Herein a synthesis predicated upon an “inter-responsive literacy” (Troutman, forthcoming—

2019) emerges. The DJs identity and responsibility shifts, changes, and reacts to match the 

performance of the emcee, and vice versa. Both need to be aware of the larger context and must 

rely on their capacity to be fluid in order to keep up with the context. If issues arise, neither can 

just stop and move on from the moment. Both have to struggle through, using their identities and 

those of others around them to figure out the mess. 

 My experiences within both policy and outcomes subcommittees have mirrored this 

interaction between DJ and emcee in a way that I believe should be replicated on larger scales 

within WPA work. In both of these subcommittees, a WPA would define the parameters of the 
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space, setting a beat for all of the subcommittee members to vibe with. The writing 

administrators were cognizant of the location they inhabited and were sensitive to the 

institutional power that they had been afforded, yet never utilized that power as a means to 

oppress or solidify their space over other participants. Rather, they exhibited a practice that 

presupposed the potential in each participant to impact the space. Because they operated each 

subcommittee in a manner that resembled a DJ setting the beat for a cypher, the meetings often 

included critical conversations that resulted in potentially meaningful  policy changes, such as 

explicit connections to campus disability resources required on all course syllabi, and transparent 

course expectations that map out and name the specific parameters of a course in order to help 

instructors design their course assignments and activities .  

The WPA would invite the committee to explore each conversation in depth, and the 

power dynamics that inevitably guided the interaction came in the form of a DJ mixing in and 

out of records in a way that invites production from an emcee. It wasn’t ignored as everyone 

knew who exactly the WPA was and what that meant as far as what we could say or accomplish, 

but there was a type of trust evoked through the communicative practices of the WPA that were 

important in how other identities involved were realized. Once again, this does not equate in the 

type of agency discussed prior in that non-WPA committee members could only really act in 

what the WPA allowed. But I argue it mimics power relations as seen in the cypher where the 

positioning of identities is not ignored; so, to some degree the committee acted as a cypher that 

led to action within the program. 

Second, the cypher suggests that all who are engaged acknowledge that identifying across 

either similarities or differences is always a political act. The act of identifying by itself cannot 

shift the discourse as that act itself is a discursive production. In other words, agency isn’t 
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enacted through identification alone. But the act of identifying does position or makes legible the 

location of an identity in relation to others. Once position and location are articulated, then 

movement and resistance are possible. The movement and resistance might be restricted to 

discursive confines, but this just suggests that there are no natural or essential orders of identities 

within discursive fields. The act of identifying is then political in that it evokes movement and 

resistance within a discursive field, which then might result in either a maintenance, shifting, or 

movement of power. 

Consider the ways in which emcees move throughout the cypher. There is no set order, 

no established procedure for the ways in which one participates. In some instances, there isn’t a 

preset list of who gets to participate. All start off as observers, and only when one elects to step 

out in the mix and rap do they morph from observer to participant, a political act that 

simultaneously shifts their identity while changing the power dynamics of the space in general. 

Even if someone’s performance is wack in the cypher, the act of performing still shifts power in 

that all observing will engage with that performance and give shape to that identity. Claiming to 

be a rapper by stepping out and performing doesn’t always equate to an agency that affords the 

ability to move the cypher in a way that the performer solely chooses. But claiming to be a 

rapper does provide a location, and once that location is legible, the performances and 

interactions might dictate what happens next.  

While the aforementioned writing program subcommittees similarly offer an illustration 

for not ignoring power dynamics within the cypher, I’m more drawn to experiences in the larger 

writing program action committee that showcase the power dynamics through performances. The 

larger action committee which houses both of the subcommittees includes a mixing of identities 

that inhabits a variety of locations within the university, from graduate students at all levels and 
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varieties of programs, to lecturers with a wide range of teaching experiences, to writing 

administrators with varying practices and tenure levels. In this space, the writing administrators 

act as the DJs who set the parameters for the mix, however each participant enters the space with 

different motives, many/most of which are politically driven. In my experiences, the 

performances of some of the participants within the action committee often reflected middle-

class white norms and values where students (who are not present) are talked of as a monolith 

and where any change that seriously considers the impact of difference is met with prejudice. In 

fact, the administrators were the ones who often exhibited nuance and a consciousness towards 

their locations in relation to other participants, which is ironic considering that writing 

administrators inhabit a location that is closer in image to the larger institution.  

So, a couple of questions then arise: if an emcee’s performance is trash, is it the role of 

the DJ to cut the beat in an aggressive act that leaves the emcee exposed? Or should the other 

participants claim more responsibility over the mix and check each other’s performance? I’m 

inclined to believe that the answer to this is both. Experiences such as these illustrate that the 

WPA doesn’t create all of the rules within their programs as the programs are often just as if not 

more so influenced by the dominating discourses that are prevalent in higher education. But the 

performances of the writing administrators and other participants can produce occasions to 

critique. My experience has shown that those occasions within writing programs have often been 

dominated by identities who reflect white middle-class norms, even if the WPA is the one who 

wishes to complicate and critique those ideals. The performance of the WPA alone should not 

seek to move on from, but rather confront legacies of whiteness for the sake of the marginalized 

identities within the programs; the cypher does produce the potential for administrators (and 

other participants) to explicitly call those performances wack.  
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  Lastly, the cypher suggests that the act of communicating and composing is also a 

political act. It suggests that communication and composition come from places of identification. 

Whether it is the identification of the speaker or composer who was influenced by their contexts 

in a moment of speaking or writing, or whether it is the audience who receive the message in a 

specific context, those locations, which are made legible through processes of identification, 

always impact the transmission of discourse. This consideration suggests that all involved in 

moments of communication and composition, whether it be participants imagined in cross-

cultural communication, or whether it be participants in my imagined cypher might understand 

that reception of and reaction to a message reflect a person’s location within a discourse, and 

sometimes that placement alone is more influential than any factor. This last consideration has a 

couple of implications that I would like to unpack further. 

 For one, this suggests that often times we do not think about the ways in which time 

impacts an ability to compose and communicate. Consider the observers within the cypher. 

Observers are just as important to the energy produced and maintained within the cypher as any 

performer is, especially when one considers that observers and performers continually shift in 

their roles and identities. As performers do their thing, the reactions by the observers bounce 

energy back and forth. The temporal location of each observer might dictate their ability to 

respond and react to a performance. Old heads might catch an older reference in a lyrical cypher 

that a younger person might not understand and vice versa, which then causes two different types 

of reactions. Neither reaction is either right or wrong. Both reactions are dependent on the 

current location of the respondent. Alternatively, the memory or playback of a cypher might 

cause certain things to be understood, such as a clever bar that people missed and could only 

really be appreciated when it is played back. In certain cyphers, an emcee who knows they are 
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being recorded will make references to a bar being better appreciated when viewers review what 

was just said. In these instances, the cypher can extend and speak to certain identities across 

temporal lines, but in those instances performers and observers both realize and understand that 

certain moves speak to people in specific locations, and certain locations, especially temporal 

ones, necessarily impact the potential to identify. 

 The other implication of this consideration suggests that sometimes identity dictates 

whether or not a message can even be heard. It suggests that the locations of identities sometimes 

are too great to bridge in one moment, and in fact it might take a collection of moments in order 

to imagine the type of bridge that could even occur. Sometimes, the location will prevent a 

bridge from ever being built. Sometimes, people in marginalized locations discursively create 

other structures like fences, and to trying to cross those, despite the intentions of one party, will 

always be read as a cultural assault or attempt to colonize (Lyons 2000).  To this day, I still 

cringe when a white colleague asks either myself or another person of color specific (often 

unconsciously racist) things about our home cultures in manners that suggest that they are 

ignorant of both their positionalities and the legacies of colonization and cultural appropriation 

that impact those moments of communication22. I find it upsetting when white colleagues exhibit 

savior mentalities by mentioning that they want to help underrepresented communities 

understand the benefits of literacy and education, specifically when that colleague has shown no 

interest in the epistemologies and definitions of composition and/or literacy that already exists in 

those communities. This implication exists within the discussion of inscrutability and recognizes 

that what can be shared is dependent on relation to (dis)identification. Acting as if all locations 

                                                 
22 See Giroux (2004); King (2015); Price (2010); Royster (2009) for discussions that center on 
whiteness, (un)conscious racism, and education 
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can be connected through an act of communication under the guise of good will, or that the 

writing practices and communicative histories of underrepresented populations can be known 

without having to address legacies of whiteness in writing programs is socially irresponsible. 

 Cyphers as one aspect of hip hop…and really hip-hop in general, present a great 

illustration of this implication. Hip-Hop heads understand that not every utterance will be for 

everybody. Often times, what someone does or says is a direct reflection of the environments 

that performers currently inhabit or have inhabited. Often times, the ability for an observer or 

another performer to connect to what is being said relies solely on proximity to the performance. 

It is not the responsibility for the performer to break it down in a way that is accessible to all, nor 

does the message itself want to be understood in terms of all other ideologies. The message can 

and will be critiqued and analyzed by those in different locations; hip-hop performances in 

public spaces are absolutely to be consumed, and they absolutely want to evoke a reaction out of 

those who might come into contact with the performance. But the message exists in the terms of 

the discourses that created it. It is not a negative thing if that message is inscrutable; it was 

created as a resistance to dominant discourses, in which case it is living out its purpose if 

dominant discourses cannot understand it. The point is to let it exist as it is, and to resist the need 

to always understand and comprehend, as if that performance owes it to anyone else to explain 

itself. Some will get it, some won’t. All recognize it exists, but none should force it to explain 

itself, especially in the terms of a dominant discourse.  

 My experiences within a specific action committee in graduate school might further give 

insights on the stakes of inscrutability. I spent the majority of my graduate studies participating 

in our writing program’s difference and inequality committee, a committee whose purpose it is to 

prepare and support instructors in realizing pedagogical practices that are sensitive to issues 
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surrounding marginalized populations. Ideally, a writing program would already prepare 

instructors to do that type of work, but I also see the benefits of having a committee that can keep 

everything in check. I’m of the belief that to truly do the work that addresses issues of 

marginalization in the classroom one has to pay close attention to their class ecologies, meaning 

the work needs to show all the way through from the content they create, to the interactions with 

the students, to the assessment practices they invoke. The work of addressing difference and 

inequality cannot be trendy, otherwise issues of inequality will never truly be dealt with. 

Unfortunately, the majority of presentations or professional developments that I participated in 

ended with instructors asking the same question: “This sounds fun, but how can I use this in my 

classroom?”  

 The issue that I have with that question is that I often translate it to mean “how can I 

seem like I’m doing this type of work while still upholding my homogenous view of the 

composition classroom?” Or, potentially worse, it translates to “how can I colonize your cultural 

approach and add it to my toolkit, repurposing it in ways that I see fit?” I’m not suggesting that 

anyone who has ever asked that question had a colonizing mentality; some ask that question with 

a genuine desire to forward non-marginalizing and anti-racist pedagogical practices. But, if 

nothing else, there needs to be further critical thinking about the ways inscrutable identities and 

performances are handled in writing programs. Critical hip-hop practices defined through hip-

hop feminist frameworks indicate that part of the work is found in the process of dealing with the 

mess (Brown & Kwakye, 2012). Dealing with identity in the teaching and administering of 

writing is messy. Sometimes, the purpose is to enact reflection within the instructors rather than 

present trendy content to uncritically give to students. Writing programs that operate under 

cultures of appropriation and resemble colonial legacies cannot understand that as there must 
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always be a product to present. The logics of the cypher asks that the field spend more time in 

reflection, working through the mess in order to stay open and critical to the complex processes 

that all converge within it.  

 Utilizing the hip-hop cypher as a way to interpret and understand identity suggests we 

recognize that processes of identification are often inextricably linked to the work we do in 

rhetoric and composition. It recognizes that the act of composing is a political act, one that often 

times is connected to the ways in which a subject is rendered (il)legible. It suggests that rhetoric 

might focus on the movements of discourse, and on processes of identification since those 

processes involve articulating positions and relations within discourse. And lastly, it suggests 

that those articulations of identification, on their own, might not be as transformative as one 

might hope for. Those processes do indeed have a capacity to clarify and define, but the 

processes themselves do not guarantee the type of agency hoped for by Ratcliffe in that they are 

not stable and cannot alone be the basis for which we can build something like a conduit for 

cross-cultural communication. Identity, then, is not an ending point or a solution. Identity is a 

point of entry within a discourse. It doesn’t change the discourse as it was informed by it, but it 

produces an occasion for the creation of compositions sensitive to social and political contexts. 

A Case for WPA as DJ 
 
 The argument forwarded specifically has to do with the ways in which identity is 

theorized and utilized within writing program administration. While hip-hop has illustrated the 

practical application of the cypher in various contexts, I acknowledge that actual cyphers do not 

often occur within the realm of the academic institution. I will not attempt to build specific 

guidelines or a “how-to” manual to implement cyphers within writing programs. Instead, the 

emphasis is placed on the logics and methodologies that guide cypher interactions, as they might 
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provide meaningful insights on how identity is impacted by power relations within various social 

contexts. That is a major step in imagining other cultural locations that, like the WPA, manage 

and implement complex writing situations across a variety of contexts. I have claimed that the 

DJ, an identity that often operates according to cypher logics, might be one such cultural location 

that remixes the practices and identity of the WPA. Therefore, I conclude this discussion with an 

exploration of the WPA as a DJ.     

In what follows, I provide a brief description of the Portland Resolution, stating what it 

was designed to encompass and accomplish and its reception within the field. I then name the 

rhetorical functions of the WPA as they are presented by the Portland Resolution, stating how 

they manage and flow through discourses. Throughout the naming of the administrator’s 

rhetorical functions, I suggest the ways in which the DJ asks us to reimagine the identity of the 

WPA, offering a remix of the identity presented by the Portland Resolution.  

Rhetorical Function of the WPA 
 
 The Portland Resolution is a statement adopted by the Council of Writing Program 

Administrators in 1992, founded out of dialogue that sought to think through professional 

standards within writing program administration. The document’s core purpose is to help writing 

administrators and those whom they work with and for develop quality programs. Some scholars 

such as Jeanne Gunner (1997) consider the Portland Resolution to be conservative in its guiding 

ideologies and to be a successor of sorts to past resolutions and conversations centered on issues 

of labor. The realities of the labor within writing program administration undeniably dictate how 

identity is handled within writing programs, and there exists arguments in the field that question 

whether or not the practices and purposes detailed in the Portland Resolution are knowledge-

making practices, or merely institutional branding (Gunner 2012). Like Gunner, I agree that the 
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issue is with the guiding ideologies, and so I offer a hip-hop read and remix of the Portland 

Resolution to address this specific issue.  

 In its attempt to think through effective and equitable administration, the Portland 

Resolution foregrounds early in the document institutional visibility as a foundation from which 

writing administrators might negotiate their positions, stating that the purpose, “is intended to 

help both Writing Program Administrators and those with whom they work and to whom they 

report develop quality writing programs in their institutions” (492). Although it positions 

administrators as interior, the document suggests that field of vision within the discourse of the 

academy is a little limited and foggy, using language such as “untenable job situations,” 

“unrealistic expectations,” and “little tangible recognition” in order to illustrate the location 

many administrators find themselves within the larger academic institution. The document thus 

acts as a high beam headlight within the discursive field and suggests that administrators might 

exercise agency through negotiating from a strong position with upper administration in order to 

ensure a stable and functioning writing program. This agency is still limited in that it is 

dependent on permission. While workable and concrete, permission relies on upper 

administration being able to decipher the WPA in terms of what the dominating discourse (i.e. 

larger institutional enterprise) deems as relevant. From this perspective, the rhetorical function of 

the WPA is that of constant argumentation and negotiation. The introduction to the “Working 

Conditions” section highlights this aspect, as it states, “Many WPAs at colleges and universities, 

and department or division chairs at community colleges, find themselves in untenable job 

situations, being asked to complete unrealistic expectations with little tangible recognition or 

remuneration, and with few resources” (492).  
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 DJs can intervene through their abilities to manage the identities of participants and 

stakeholders under the unifying banner of the mix. Whether they are spinning for an emcee, 

creating for b-girls/b-boys, performing for an audience, or mixing for a dance floor, a DJ needs 

to be aware of all who are participating in and producing a space. They must meet the needs of 

participants and stakeholders as they arise, and occasionally be able to anticipate the shifting in 

energy. As previously argued, such anticipations can’t rest solely on the knowledge of the 

identities that inhabit a space as those identities are not grounded in real representations. A DJ’s 

practice then is not grounded in their ability to create rhetorical arguments to persuade 

stakeholders. Rather, the practices illustrate identity articulations as moments of possibility and 

potential, where knowledges of the discursive and ideological fields are shared by all who find 

themselves associated with the mix. DJs need to be able to read the landscape and be critical as 

well about the ways in which that landscape shapes, impacts, and is read by those who inhabit it. 

The role of a DJ might then be considered a mixing of storytelling, culture organizing, 

and archiving. Adam Banks (2011) has introduced these aspects of the DJ and their connections 

to the field of rhetoric and composition, highlighting her abilities to synchronize oral traditions, 

print, and digital writing (8). He calls the DJ a technological griot23, suggesting that both DJs and 

griots are responsible for the archiving and transferring of a culture’s narratives. Banks suggests 

that the DJ be a model for creation for people of color, and he highlights two of the DJ’s main 

techniques (the mix and remix) as methods that create tracks that both disrupt a dominant 

discourse and legitimizes racialized rhetorics. DJs are then positioned to both challenge 

dominating discourse through the extension and legitimizing the communicative practices of 

                                                 
23 A griot is a keeper and performer of stories originating from West African tradition (Banks 
2011) 
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their people. The DJ might then be called an intellectual and a historian, tasked with giving space 

to new stories while remembering that those stories use the voice of the past as a foundation. The 

DJ is a carrier of knowledges and must ensure that the roles of the ancestors remain clear to the 

future text (Banks 157). WPA practice might mirror the rhetorical practices of the DJ by 

prioritizing relationships with the staff, students, and teachers who make up the programs, 

relying on the compositions that come from the other associated identities to help in achieving 

some form of visibility.  

 While most of the Portland Resolution communicates a rhetorical function of struggling 

for visibility within institutions, it does offer functions for the WPA that are founded in spacious 

frameworks worth extending. Beginning in section two, the document attempts to name the 

discourses and areas of expertise that all writing administrators should find themselves in, those 

being the following: teaching composition and rhetoric; theories of learning and writing; 

research, teaching, and evaluating methods; language and literacy development; familiarity with 

the conversations in MLA, NCTE, and CCCC; developments in writing instruction at both the 

local and national levels; and contributing to the field’s discursive production through writing, 

publishing, and presenting at conferences.  

After detailing the discourses that produce the WPA, the Portland Resolution suggests 

some more specific actions the WPA might perform, such actions being: producing and 

dispersing scholarship relevant to writing instruction; developing writing programs; assessing 

both writing and writing programs; managing staff required for a program to function; 

counseling and advising students, faculty, and staff; and coordinating with all involved 

stakeholders. These proposed actions suggest that the WPA must be able to manage a complex 

relationship with writing and identification, as they must produce and transmit content all while 
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handling how others view and interact with that content from their respective locations. While 

the list generated is in no way exhaustive, its emphasis on the performative and on what is 

discursively produced enables a potential that cannot be afforded solely from the prior position 

of institutional visibility argued in the first section. 

Like the WPA, a DJ is tasked with imagining, creating, maintaining, and transmitting 

platforms in which the processes of composing might occur. DJs create compositions out of 

other compositions and must structure and create occasions for composing for others. Both are 

tasked with making those compositions legible across a variety of contexts and experiences, and 

both are tasked with mapping out converging discourses, as well as observing the ways in which 

competing discourses diverge, and how those collisions create ripples across a discursive field. 

The creation, transmission, and maintenance of composition discourses are generative roles 

assigned to the WPA, and hip-hop DJ practice can offer rhetorical strategies that ask those 

practices to be critical of the social and political contexts in which those discourses exist. 

DJing pushes these roles a little further through its emphasis on embodiment as it is a 

physical and corporeal experience. DJs recognize the physical labor associated with their work, 

from the more performative aspects of their craft that involves hours of practicing drops and 

mixes—to the unnoticed or often invisible labor, such as the act of crate digging. Having 

personally participated in the exciting yet painstaking act of crate digging, I found myself 

sweating with aching forearms as I worked through what seemed like hundreds and hundreds of 

records. The act of crate digging also highlights the importance of visual literacies to the 

practices of the DJ, as there were times where I would have to rely on the artwork associated 
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with a record as an indicator of the style of music. There is no quick preview button24, which 

indicates the agency afforded to the design and marketing of an artist and their music. 

Understanding this type of labor as central to the identity of the DJ is necessary in rethinking and 

critiquing corporeal absence in academic discourses. Hip-Hop can be influential in understanding 

process that embody (Durham 2014), and the DJ is an illustration of embodiment whether that be 

sweating it out at a record store behind the scenes or living it out in the way that Shaden 

Tavakoli describes, stating: 

Now I walk in rhythmic patterns 

Count beats to beat match the measures of 

Old school pop with urban hip-hop 

And adjust my pulse accordingly 

’Cuz pitch control runs in my blood 

And ever since cross faders became my way to talk 

Then scratching’s just the breath in between (44). 

Tavakoli illustrates a writing practice that is a corporeal act. Her DJ composing practices 

cannot be separated from the ways in which her body exists in the world, whether that be the 

steps she makes, the breaths she takes, or the blood rushing through her veins. To DJ is to write 

herself into being, and to separate her body from the composing process would be an act of 

extreme violence. The inclusion of the body, even if only at the theoretical level, is critical for an 

identity that manages and invites numerous writing occasions across multiple contexts. 

                                                 
24 Record stores typically have a record player where one can sample records before purchasing. 
Yet, even when that is available, it still suggests a necessity for physical labor, especially when 
compared to the contemporary move towards streaming music where thousands of songs can be 
sampled with a few flicks of one’s fingertips.  
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Final Thoughts 
 

The Portland Resolution includes roles and practices that, when stemming from 

methodologies such as hip-hop, can lead to writing occasions spacious enough to imagine a 

multitude of identities participating. If the identity of the WPA is formed from the logics of the 

dominant discourse, I question the constant effort of argumentation and negotiation. The 

arguments and negotiations might provide resources here and there, while possibly making small 

moves towards legibility in the eyes of the dominant discourse, but one has to consider where 

this practice leaves those less visible in a writing program, like students, staff, and 

teachers…those who are not afforded agency or mobility outside of a complete institutional 

disassociation. I have previously argued that processes of identification are articulations that 

produce occasions. Agency isn’t inherently found in the process, but it is what occurs after an 

occasion or opportunity arises that offers potential for writing administration. What occurs after 

is a re-articulation—one that might be aware of its location in relation to a dominant discourse, 

but is generated through what is performed, as opposed to inextricably tied to the desire to 

become visible to the institution. The rhetorical functions of the DJ provide an image of how one 

might balance these purposes, and through considering the WPA as a DJ we might be able to 

remix the purposes of the WPA, and in turn reimagine a fresh and spacious identity for the fit, 

feel and vibe of the Writing Program writ large.  
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CHAPTER FIVE:  CULTURAL LOCATIONS AS OCCASIONS FOR CHANGE 
 
Project Connections, Extensions, and Summaries 
 
 The hip-hop intervention inspired from the practices of the DJ has sought to not only 

dissect the discursive production of the composition classroom and the identity of the writing 

program administrator, but it also attempted to extend the conversation through remixes 

originating from hip-hop logics that call out whiteness. The field finds itself in a moment where 

many are calling out practices that uphold white supremacy. My work is aligned with those who 

are stepping out in this critical moment to call out whiteness such as Asao Inoue’s keynote at the 

2019 Conference on College Composition and Communication titled, “How Do We Language 

So People Stop Killing Each Other, Or What Do We Do About White Language Supremacy?”  

 that demands continued scholarship and teaching practices that cease the killing of students of 

color (both literally and figuratively).  

 Further, this research project and specifically my hip hop interventions herein are also 

aligned with projects and pathways within the larger field of rhetoric and composition that take it 

an additional step (beyond calling out whiteness) by theorizing the composing strategies from 

their cultural locations to illustrate rhetorical vibrancy. As my investigation is hip-hop based, it is 

first aligned with those who have historically theorized writing and identity within hip-hop 

culture for insights on rhetorical excellence, such as the work of Gwendolyn Pough (2004) who 

highlights the potential for hip-hop to wreck problematic perceptions of black women within the 

public sphere. Scholars like Pough have inspired a new generation of hip-hop scholarship in 

which my investigation resides, placing it in conversation with those who think through hip-hop 

in addressing the field’s current trends such as Victor Del Hierro (2018) who theorizes through 



 116 

the DJ in the space of technical communication to argue for localized and accessible content 

creation practices.     

My intervention began by unpacking a hip-hop methodology in the second chapter, 

starting with a discussion of hip-hop aesthetics that suggests hip-hop is more than a text-

producing culture. Rather, hip-hop itself includes logics and epistemologies that help make sense 

of and think through everyday experiences and practices of power (Durham 2014). This 

definition of hip-hop is founded in a hip-hop feminist frame, recognizing that hip-hop can be an 

embodying experience that is inscribed in participants lived realities and performances.  

 As it is focused on the social and political, hip-hop also offers a moment to mix aspects 

of critical theory within the practices of writing administration. It is a culture that was founded 

within the historical pressures of western intellectual thought and expansion, and as a result some 

aspects of hip-hop include an embodying of resistance. Conversations of power and 

identification are then foundational within the culture. This is not to say that hip-hop is immune 

to or will always be placed as opposite of a dominating discourse. It is to say that its position in 

relation to a dominating discourse affords it potential to all speak towards a dominating 

discourse, even when those discourse directly impact the culture.  

 My theoretical investigation is specific in acknowledging the DJ as the model, 

recognizing that various practices within hip-hop have their own sets of guiding principles. I 

focus specifically on the DJs handling of mixing and sampling as practices that can challenge 

homogenizing discourses through an awareness of context. From these two practices I argue for 

a DJ based hip-hop discourse analysis that is focused on extending issues of identity and politics 

in order to remix and reimagine spacious composing opportunities. This type of discourse 

analysis is then able to uncover and problematize practices within the field of writing program 
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administration that are centered on naming the intellectual work of WPA. In other words, this 

discourse analysis is used to analyze what the field describes as the purpose of its intellectual 

endeavors and argues that the field should shift towards understanding writing as literacy rather 

than writing as a commodity. When viewed as such, the field has the capacity to be critical of 

hegemonic practices that seek to utilize writing as a skill that only prepares bodies to be a 

commodity to the white, middle class ideology.  

 I next take the field’s discursive production of foundations composition class curriculum 

to task in the third chapter, utilizing the hip-hop discourse analysis discussed in chapter two to 

analyze the purposes, politics, and identities involved. I bring in the WPA Outcomes Statement 

(WPA OS), a document created by CWPA that represents disciplinary attitudes towards the 

foundations writing classroom in order to analyze the discursive production of the composition 

class curriculum. Since it is situated in a hip-hop methodology discussed in the chapter two, the 

analysis seeks to explicitly name the ways in which the document has (mis)informed or 

(dis)embodied identities associated.  

 Within the analysis, one major point of emphasis that arises is the definition of 

composition. The WPA OS forwards a disembodied definition of composition, one that exists 

within the letter and is headed to only either the page or the screen. This type of composition is 

ignorant of the ways in which identity might impact composing processes as it runs the risk of 

assuming a homogenous composer. Hip-Hop understands that composing processes are never 

linear, and that social and political locations necessarily dictate composing potential.  

 Another important aspect of the remix has to do with an updated definition of rhetoric. In 

its current iteration, the WPA OS forwards a version of rhetoric that falls in line with the western 

tradition, one that ignores the impact on identity within the effects of communication. Hip-Hop, 
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as a culture founded within the western legacy, has the capacity to speak back towards the 

problematic definition of rhetoric utilized in the WPA OS and suggests that a remixed definition 

of rhetoric include aspects of creative capacity in order to handle the inevitable shifts in contexts 

that impact any moment of composition. Alternatively, the remix suggests that rhetorical 

instruction includes the historical aspects in which rhetoric was taught in order to understand 

how shifts in culture and context impact the reach and potential of what we call rhetoric. 

 The analysis of the composition curriculum ultimately suggests that the field mishandles 

identity by assuming composition is a neutral endeavor, and that the teaching of composition 

does not have to consider the varieties of identities that will inevitably inhabit the space.  The 

practices and the logics of the DJ instead offer strategies that think through a variety of contexts 

and identities, imagining a composition curriculum that is interactive and spacious enough to 

anticipate a mixing of identities. Those imaginings are based off of critical definitions of both 

rhetoric and composition that think through the complexities if identity and power relations. 

 The fourth chapter investigates the complexities of identity that were brought up in the 

conversations surrounding composition curriculum. Like the hip-hop DJ, the WPA is responsible 

for the ways in which composition exists in relation to a multitude of identities, but the previous 

analyses have suggested that the discourses that inform WPA practice do not deal with identity 

in a critical manner. The fourth chapter is then invested in uncovering the ways in which identity 

is theorized within the larger field of rhetoric and composition and engages documents that think 

through WPA performance in order to uncover the ways in which bodies are thought of and 

theorized.  

 The discussion begins with the work of Krista Ratcliffe as I argue that her book 

Rhetorical Listening stands in metonymically for how the field theorizes identity. Ratcliffe 
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suggests that the purpose of theorizing identity within the field is to build of a code for cross-

cultural communication as she forwards the practice of non-identification as a stance that 

troubled identities might take, moving on from their positions as marginalized. Hip-Hop might 

then intervene through its emphasis of power relations and identification by suggesting that 

“moving on” is irresponsible to assume of troubled identities, since they are not afforded agency 

in the first place. Rather than move on, hip-hop asks that those identities resist and move 

through. 

 To further illustrate resistance and movement, I bring in the concept of the hip-hop 

cypher. As described by H Samy Alim (2006), the cypher is a linguistic training field where 

identities are performed and informed through their social interactions. Cyphers are places that 

invite inscrutability, which means that non-dominant identities do not have to be read or known 

according to the logics of dominating discourses. Instead they should only be read and known 

according to their own logics. Identity when encountered from cypher logics thus acknowledges 

that politics of cross-cultural communication are not neutral, and that the ability for any type of 

cross-cultural communication is dependent on social and political contexts.  

 Considering cypher logics as potential sites to theorize identity within writing 

administration is the first step. The next is focused on a hip-hop discourse analysis of the 

Portland Resolution, a statement that as its purpose is focused on highlighting professional 

standards within writing administration. The analysis of this document similarly highlights a 

dependence on institutional visibility that is only acquired when the associated identities perform 

white middle-classness. There is a false promise of agency tied to those performances; it is the 

identity of those performing in relation to the context that dictates the possibilities. Hip-Hop 

provides a framework for theorizing through those articulations in order to make those positions 
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and options known. It doesn’t lead to an idealized version of agency, but it does provide 

opportunity by making the discursive landscape a little clearer, and that is an option that might 

help those whose identities do not fit within the dominant imagination.  

 Personal Connections 

 While it is my desire to have this work exist in conversation with others, it is also 

admittedly, partially subjective in nature and in purpose. My reading has suggested that the 

discourses that inform WPA work are aware of political tensions within programs, but those 

discussions are often situated within the dominant discourse of higher education, one where I 

have only been visible as I become a commodity. In my case, visibility has been achieved when I 

have been able to resemble white middle-class norms within my writing or performance. It is a 

dilemma that many black people are faced with: perform your identity within the limits and 

expectations of whiteness so that you have access to security (financial, social, material) or be 

your unapologetic, authentic, beautiful black self at the expense or to the detriment of those same 

securities.  The act of administering writing is another one of these complicated areas for people 

of color where we witness bodies being disciplined according to the terms of white middle-

classness and white (colonially informed) academic standards and expectations.  

 Yet, these are complex issues such that numbers alone cannot fix them. Because the 

practice of administering writing is often realized as a practice of disciplining according to 

whiteness, students and faculty (whose labor inform writing programs in the first place) must 

either repress or outright deny aspects about themselves should they want to have the option to 

succeed. Even then, the denial and repression of identity doesn’t guarantee access as certain 

bodies will always be thought of as not-fully-realized due to their social location being inscribed 

in their flesh or performance (Weheliye 2014). To that point, some might consider Krista 



 121 

Ratcliffe’s (2005) suggestion of moving on to be an attractive option by abandoning writing 

administration as a critical and reflexive project, since its ties to problematic higher education 

practices run deep and might not fully be addressed without large scale higher education reform 

within an American context. 

 But I have argued that moving on is socially irresponsible (maybe even impossible) and I 

further argue that writing can be more. My mixing of hip-hop and critical theory has suggested 

that within the spaces of the university, writing and its administration can be an open invitation 

for those who are often placed on the periphery. The work of the writing program can parallel the 

dance floor or the cypher; it can be a space where identity is contested and complicated. Power 

already subsumes the writing program because of its institutional location, and bodies are already 

informed and disciplined through those spaces. There is no operating outside of those types of 

structures, but we might consider methods and practices informed from cultures such as hip-hop 

that operate from differing logics and epistemologies. We need more of these critical 

interventions that explore the ways in which complex writing definitions and administering 

practices can challenge and complicate an understanding of disciplinary power, pushing through 

for other ways and methods in which bodies will be made visible.  

 Reimagining WPA Through DJ Logics 
 

Hip-Hop understands that there is no operating outside of dominant structures as the 

culture was not created outside of hegemony, and in fact its existence almost relies on a 

dominant discourse to push back against when considering its potential as an embodiment of 

resistance. Writing administrators similarly are positioned within a dominant discourse, and like 

hip-hop often times find themselves at a lower, less visible location. There is no WPA without 

the institution, and as such the WPA, if they wish to push back against an identity that positions 
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it as agent for the dominating discourse, might consider practices that encourage resistance. I 

propose a remix consisting of three tracks that might begin the work of reimagining the WPA as 

a DJ. Each track breaks down a function of the WPA that adds to its identity and suggests a 

remixed version of said function, all of which culminate toward new visions and directions for 

the administering of writing and writing programs.  

Track One: The Issue of Visibility 
As discussed in the previous chapter, one of the structuring documents for writing 

program administration is the Portland Resolution. Here, it reenters the mix. The overall purpose 

of the first section of the Portland Resolution is dedicated to achieving institutional visibility. 

I’ve touched on the limits of this purpose, but I think it’s worth emphasizing right away. The 

document suggests that the WPA will always be tasked with arguing, negotiating, and 

convincing those in upper administration that the general topic of their work has institutional 

validity. In other words, it seems as if it is suggesting that a part of the work required for writing 

administrators is to produce axiological arguments for the greater field of Rhetoric and 

Composition. The assumption is that with an increase of Rhet/Comp institutional value comes an 

increase in opportunities for administrators. But that increased value is at the expense of the 

labor of students, teachers, and staff who all might not stand to benefit in the same way when 

they are disciplined according to dominant, white, middle-class norms. WPA work then only 

upholds hierarchy and sustains discourses of whiteness.  

Administrators then need to approach the issues of visibility from a different angle, one 

that invites a questioning of the epistemologies and logics that guide practice. In hip-hop, the DJ 

might produce a beat for a radio track, or give a paying customer a drop, but they also realize 

that their identity is performed in a different space. The business part will come, but they cannot 

neglect the flow and the function: making sure that they are paying attention to what the people 
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want. Administrators might similarly perform their identities, ensuring that their programs are 

tight, their curriculum is dope, and all associated identities are vibing to the beat.  

I do not mean to suggest that administrators should just “move on.” I more so am 

suggesting that there isn’t necessarily a good argument that any WPA can create outside of 

showcasing dope content that would render them more visible to upper administration. Hip-Hop 

has taught me that dope content is better than riding popular trends, even when the popular 

trends seem to at the time equate to success. But like a good DJ, the WPA needs to have the 

capacity to know all of the stakeholders impacting a space. As a result, the WPA needs to be able 

to produce generative spaces and edifying experiences, making them visible enough to keep the 

lights on and keep the party funded while simultaneously producing content that pushes the 

culture forward. Processes of identification are about recognizing one’s location within a 

discursive field, and the administrator’s location is necessarily intersected among a multitude of 

locations with varying power relations. Writing administrators, like DJs, must be able to 

recognize and read the trends and shifts in the locations and power relations, understanding what 

types of knowledges are expected to be produced and how those knowledges impact the 

movements of power.  

The issue of visibility ultimately depends on what the stakeholders, sometimes not 

including the administrator, imagine the function of the program to be. It is entirely possible that 

the powers that be want a program that resembles dominant white middle-class norms, in which 

case even an administrator who wants to do critical work might struggle. But I argue that the 

administrator is located in a position within the discursive field to resist hegemony. This position 

is much more precarious than the other as it asks administrators commit to the mix before 

committing to those who fund the mix. From this position, administrators might obtain visibility 
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through the power of their practice. They are then not “moving on,” they are rather moving 

through, pushing back, and resisting when necessary for the sake of the mix.  

Administrators might start locating their identity with this question, one that was 

forwarded in Loaded Lux’s legendary third verse in his rap battle with Calicoe: Would you kill a 

world to save yourself? Like Loaded Lux, I don’t think that’s wise, especially because the WPA 

finds herself in a position to resist in a relatively safe manner. Writing administrators are 

discursive productions of the academic institution, created to participate in the disciplining of 

writing. Their position is immersed in practices of power, but there are also occasions for 

resistance that are only realized if the WPA can recognize their impact and responsibilities for 

other identities in the same way that DJs recognize their connections with all participants in the 

mix: by reflecting on their contexts and taking notes of needs, responsibilities, and possibilities 

for all associated identities and noting how all these aspects are fluid and contested. Failure to 

recognize this will aid in the disidentification of associated identities, and that act equates to 

killing worlds through peripheralizing, marginalizing, and subordinating.   

Track Two: Identifying Writing 
Once the WPA understands their location and potential within an academic institutional 

structure, and once they deal with the issue of institutional visibility, the real fun begins. Writing 

administrators have as a central identifying factor the task of defining writing, and then 

disciplining others according to that definition. The Portland Resolution highlights this aspect—

however, it also subordinates this responsibility through the desire to achieve institutional 

visibility. The previous track mentions that the WPA has the capacity to push back and resist 

institutional politics, and that practice begins with what I would call the WPA’s main task: To 

define and discipline writing for associated identities. 
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The definition of writing must be dependent on context; definitions and applications for 

writing necessarily need to be dependent on time and location. It is then the task of the WPA to 

critically read and analyze their context and consider what definition of writing would satisfy 

their contexts and be prepared to make that definition legible to all stakeholders. In the same way 

that DJs are continually tasked with breaking records for audiences while simultaneously playing 

what the audience already anticipates, so too must the WPA be able to read and react; they must 

be able to think through the writing needs and desires of their participants, giving them what they 

want and anticipating what they need. “The Portland Resolution” brings up this topic through 

first suggesting that WPA’s power comes through knowledge of the field, from which should 

stem the development of programs.  

This is another portion of the WPA identity where the DJ offers a politically nuanced 

position. As previously stated, DJs have the capacity to introduce participants to the mix, being 

critical and sensitive to how the mix impacts all who come into contact with it. Administrators 

perform similarly as they introduce a concept of composition to all who come into contact with 

that space. As they make their understanding and definition of composition legible to relevant 

participants, they might learn from a DJ’s ability to balance multiple and fluid locations within a 

unifying concept, such as composition or the mix. This unifying concept must be defined in a 

manner that’s spacious enough to encourage varied forms of interactivity, yet not too abstract as 

to invite overt ambiguity. Both DJs and writing administrators are involved with practices of 

disciplining, and disciplining suggests that something cannot be too abstract to not be 

recognized. DJs discipline in order to make individuals known to the mix but do so in a manner 

that makes options available to those who participate. This practice is directly imposed to an 

idealized vision of agency, one that assumes subjects can do whatever they want and have the 



 126 

capacity alone to change a discourse. DJs understand that there are choices to resist within the 

discourses, and that discourses only ever shift through repeated resistances. Administrators might 

mirror that rhetorical function as they forward spacious, yet disciplinary responsive definitions of 

composition from which they might build programs and curriculum.  

Todd Craig highlights the DJs capacity to perform this function in the composition 

classroom, stating that they operate by creating a sonic landscape of for remixing and revision 

(360). What is first important to note is his distinction of a sonic landscape, one that is already 

doing the work of pushing back against dominant discourse by imaging a plane for composition 

that welcomes interactions across space, time, and sound, versus an academic or standard 

definition of composition that only imagines alphanumeric text. He then mentions that the DJ 

works within that sonic landscape and is interested in a particular sonic outcome that already has 

the emcee in mind. The outcome isn’t necessarily about pursuing an objective ending (360). 

Rather, the outcome is focused on a willful engagement and collaboration with the emcee, one in 

which both are journeying together in realizing the outcome (360). Craig presents a vision of 

revision and interaction in a composition classroom that I would argue is necessary to think 

through administering a composition class space. In the same way that he positions the DJ as 

intrinsic to the development and maintenance of sonic landscapes within the composition class 

space, so too might we consider the DJ as similarly responsible for maintaining sonic landscapes 

on a larger programmatic scale. We might then consider writing programs as sonic landscapes, 

ones where space, time, and sound are continually mixed. Administrators then become DJs who 

introduce and journey through these sonic landscapes alongside other associated identities.  

Track Three: Articulating a Writing Program 
 The last and final track in this WPA as DJ remix fleshes out the aspects of disciplining a 

little further, since the Portland Resolution mentions that a portion of an administrator’s identity 
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is involved with the development of bodies that come into their space. Further, administrators 

must be able to ensure accountability within their programs, guaranteeing that their methods for 

evaluation are sound. The Portland Resolution does explicitly name the WPA as disciplinarian, 

suggesting that a part of development of programs requires administrators standardizing and 

monitoring course content. We might then extend that definition a little further, challenging 

conceptions of standardizing and monitoring while still presenting a critical definition of 

discipline.  

 The Portland Resolution suggests a form of disciplinarian inception, where administrators 

discipline something that itself is about disciplining. Considering the WPA as an intellectual DJ 

pushes back against some of these definitions of articulating a writing program, as a hip-hop 

infused composition is already at odds with the concept of standardized and standardizing 

practices. An embodied hip-hop requires a constant revisiting of the contexts required to evaluate 

and assess. It’s the same reason why one would be hard-pressed to establish an objective 

measuring tool for dance styles across the nation, as hip-hop heads understand that west coast 

crumping and clowning is different than east coast breaking. Both perform under the banner of 

hip-hop dance, but neither can try to put their definitions on top of the other as an effective 

assessment or evaluation. The two styles are too distinctive, and any overarching assessment or 

evaluation cannot account for the nuances.  

 Administrators might mirror a DJ’s style for evaluation and assessment by understanding 

that effective evaluations and assessments are never top down. DJs evaluate their compositions 

as well as the compositions that create the larger participatory space through their capacity to 

critically read levels of engagement. A mix could give a DJ life with excitement pouring in after 

discovering a new break or putting together a clever scratch sequence. But if that mix or that 
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scratch does not impact the other participants in that space in a similar fashion, then that mix or 

that scratch is contextually trash. The DJ would then have to reflect, investigate, and enact the 

appropriate moves in order to resuscitate the mix. Even then, the energy of other participants 

might shift from one occasion to the next, in which case the DJ needs to constantly be in a state 

where creation and evaluation inform each other continually.  

 The WPA could similarly perform their identity through a reflexive process that involves 

creation and evaluation, both of which are informed through a critical communicating with other 

participants in the space. A WPA is encouraged to read all the literature and research about 

writing courses and curricular shifts, and to use that knowledge to enact a curricular shift in their 

programs. However, research in composition is never objective, nor do the results hold in spite of 

shifting contexts. To that end, a WPA needs to enact constant creation and evaluation within 

their identities, as success of their roles is dependent on the capacity to articulate a program 

across varied locations.  

 Todd Craig also provides insights into this strategy, as he talks through the DJ’s strategy 

for revision. Craig unpacks the DJs ability to create based off of revisions, stating that the DJ 

can, “speak through records and production while simultaneously revising…a DJ can ‘speak’ the 

story of these progressions simultaneously” (359). Craig is suggesting that the DJ offers an 

interactive version of revision, one that interrupts any permanence one might associate with a 

moment of composition. Each moment comes with a story that can be told through a mixing and 

remixing where the acts of composing and revising continually inform each other. So too might 

we think about the role of assessment and evaluation within writing programs. A program 

influences occasions for composition, and we might substitute Craig’s revision for evaluation 

and assessment as they all seek to extend the writing occasion. The WPA as DJ is then tasked 
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with simultaneously composing while revising, continually creating the program while 

simultaneously revising, assessing, and evaluating.  

 The Outro 
 
 This hip-hop inspired read and remix of WPA discourse is just one type of intervention 

situated within a specific culture that operates within its own negotiated logics and practices. But 

even hip-hop is complex in that the way I utilize it cannot be the same way that everyone within 

the culture understands it. For one, my analysis and remix operates almost exclusively from DJ 

logics when hip-hop has a mixing and blending of styles, practices, and performances that all 

embody the culture (Chang 2006). An analysis situated within emcee practices or graffiti logics 

all share hip-hop as a guiding discourse, but the specifics of the methods would have to change, 

which might then lead to differences in the outcomes (Hoch 2006). I consider that to be a 

potential instead of a weakness as it suggests that even hip-hop as the guiding force for this 

intervention has a multitude of possibilities that rely on one’s positionality within the culture. 

It is also important to say that I am not a master DJ by any means; it would be more 

accurate to say that I’m still a beginner learning the fundamentals as I continually develop my 

own DJ identity. And while I loved hip-hop prior to becoming a scholar, I was disciplined in 

rhetoric and composition before I started learning to administer the mix. As a result, my theories 

very much operate from the position of DJing as writing, rather than writing as DJing, a 

consideration I think is important to make. My capacity to remix will evolve as my DJ practices 

and understandings do, but this specific intervention takes place from a person inhabiting a sort 

of split; I consider myself a rhetoric & composition and critical theory scholar and teacher in 

practice, but my logics and sensibilities very much come from my relationship and location 

within hip-hop culture. As a rhetoric and composition scholar, the composing practices of the DJ 
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have captivated me, but there is a dissonance since the logics that informed the practices of 

rhetoric and composition are limiting to one in my position. Rather than acting as if the current 

rhet/comp logics are neutral, I insist on calling them out in order to imagine the possibilities 

when others who are in similar situations as myself might explore how our differing locations 

change the theories and applications of writing. 

The Complexity of Writing 
 

An important finding that a hip-hop discourse analysis uncovers within current WPA 

discourse is the need for a more critical handling of identity and technology within discourses of 

writing program administration. My analysis of the WPA Outcomes Statement has illustrated 

that what is imagined within the foundations writing classroom is a disembodied and static 

definition of composition, one that originates with the letter and is now evolving toward the 

digital realm with ‘digital’ signifying the screen. To compose would then be to constantly move 

towards either the printed page or the screen with a specific affinity for the alphanumeric. 

However, the practices of the DJ suggest that writing is a little more complex than that 

since it involves a constant mediation between identity and technology. Banks (2011) and 

Weheliye (2005) talk through DJs as illustrating this complexity, claiming that they recreate 

discourses of culture and technology through their composing practices, becoming a model of 

multimedia writing grounded in rhetorical excellence. Banks specifically emphasizes the stakes 

for black students as an emphasis of the DJ’s culturally-based multimedia writing practices 

might help develop approaches in, “composition theory and practice that no longer consigns 

black students, writers, or scholars to token ‘colored day at the carnival’ status nor consigns 

digital theory, rhetoric, and writing as white by default…” (27). There is no writing program 

without writing students, and I argue that we take Banks’ purpose seriously for the sake of those 
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students who, through being subjected to homogenous writing curricula, are forced to culturally 

repress when the foundations writing space could be an invitation for theory and exploration.  

Further, I find it important that this implication is not forwarding hip-hop as the final 

solution. I rather am arguing against totalizing solutions, acknowledging that any one cultural 

location cannot account for the intersecting identities that inhabit the writing program. Both 

Banks and Weheliye’s theories of the DJ as cultural and technological composer may think 

through black cultural tradition and production, but neither are exclusively hip-hop. DJing as a 

writing practice shifts when its cultural location shifts, illustrating a need for more DJ writing 

theory to understand how identity and culture impact writing practices. However, my 

explorations of DJ practice suggest that the cultural locations of those involved in the mix 

matters, especially those that have historically been denied access and visibility, and each needs 

the ability to positively impact the overall vibe. To that end, writing administration scholarship 

would do well to think through the administrator’s location in defining and articulating the 

parameters for writing within their programs, and those definitions and articulations might be the 

results of more critical engagement with identity and technology.  

Hip-Hop Feminism and Reflexivity 
 

Complex definitions and articulations of writing programs also require nuanced 

engagement with the social and political contexts in which they are located, which leads to 

another implication. This one comes from the recognition of institutional politics within writing 

administration. I am not the first to mention the recognition of the social and political pressures 

of writing administration; conversations surrounding institutional politics and WPA work can be 

found from symposiums thinking through whiteness in WPA work (CWPA 2016) to pieces in 

edited collections (Fox & Malenczyk 2013). Most of the accounts come from anecdotal evidence 
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that illustrate scholars reflecting on their experiences as writing program administrators, offering 

cautionary tales or calls for change. But hip-hop provides a frame from which we might start to 

theorize the positionality of the WPA within larger institutions, once again thinking about the 

(im)possibilities of identity and the power relations afforded to one through their location. WPA 

reflections are then no longer reactionary. Instead, they come DJ-inspired writing practices that 

carefully balance and recognize the multiple identities whose varied performances all impact the 

writing program. 

One aspect about hip-hop that I find appealing is its capacity to be reflexive when 

thinking specifically of social and political implications. A popular narrative is that hip-hop is 

largely problematic, and to that I cannot entirely disagree. This is the reason why the 

interventions offered by and through hip-hop feminism are critical in shifting, or as Gwendolyn 

Pough (2004) would say, wrecking problematic public narratives of hip-hop. We then have to 

think carefully about why problematic narratives of hip-hop are the ones that are pervasive, and 

why the critical messages are kept underground. What aspects about hip-hop are continually 

commodified, and why are those aspects the ones that alone stand-in as an image of the larger 

culture? Do we listen when hip-hop artists critique the culture through its own practices? I think 

we should, especially if we believe that parts of hip-hop can be about embodying resistance 

against a dominating discourse. Those parts illustrate a capacity to reflect on context and create 

practices that further the work of disruption and resistance. Like a DJ breaking the rules of vinyl 

record players by looping and scratching, the practices exhibit meaning-making methods that 

create and enact possibilities. The WPA might exhibit similar reflexivity through practices that 

speak to their institutional location while simultaneously inviting others to write themselves 

within, outside of, or against dominating discourses that surround their locations.  
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Final Thoughts 
 

Hip-Hop is about reflection and invitation; it asks that we pay close attention to how our 

bodies enact and are interpellated by our physical and social realties and invites us to write and 

perform through those observations. It doesn’t ask for all-encompassing solutions; rather, it asks 

that we continue to collaborate and sometimes check each other for the sake of moving the 

culture forward. Hip-Hop understands that it isn’t for everyone, nor does it demand itself to be 

experienced by everyone. Rather, it asks that we all think about the spaces and locations we 

inhabit, to acknowledge the differences that inevitably exists in our locations, and to be content 

in not ever fully knowing and understanding the locations of our neighbors even as they are 

performed right before us. Maybe writing programs, spaces that discipline bodies through 

writing practices and particular rhetorical histories and theories, can operate according to hip-hop 

logics by inviting writing occasions that keep the same energy for all of those who labor within 

it. I think that would be dope.  
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