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Methods for Achieving Your Purpose in Writing

The Bedford Reader centers on common ways of thinking and writing about all
kinds of subjects, from everyday experiences to complex scientific theories. What-
ever your purpose in writing, one or more of these ways of thinking—or methods of
development—can help you discover and shape your ideas in individual paragraphs
or entire papers.

The following list connects various purposes you may have for writing and the
methods for achieving those purposes. The blue boxes along the right edge of the
page correspond to tabs on later pages where each method is explained.

PURPOSE METHOD
To tell a story abou.t your subject, possibly to enlighten Narration
readers or to explain something to them
To help readers understand your subject through the evi- Description
dence of their senses—sight, hearing, touch, smell, taste P
To explain your subject with instances that show readers its

Example
nature or character
To explain or evaluate your subject by helping readers Comparison

see the similarities and differences between it and another
subject

and Contrast

To inform readers how to do something or how something
works—how a sequence of actions leads to a particular
result

Process Analysis

To explain a conclusion about your subject by showing
readers the subject’s parts or elements

Division
or Analysis

To help readers see order in your subject by understanding
the kinds or groups it can be sorted into

Classification

To tell readers the reasons for or consequences of your Cause
subject, explaining why or what if and Effect
To show readers the meaning of your subject—its bound- ..

. IR . Definition
aries and its distinctions from other subjects
To have readers consider your opinion about your subject Argument

or your proposal for it

and Persuasion
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PREFACE FOR
INSTRUCTORS

“A writer” says Saul Bellow, “is a reader moved to emulate.” In a nutshell,
the aim of The Bedford Reader is to move students to be writers, through read-
ing and emulating the good writing of others.

Like its predecessor, this tenth edition of The Bedford Reader works toward
its aim both rhetorically and thematically. We present the rhetorical methods
realistically, as we ourselves use them —as natural forms that assist invention
and fruition and as flexible forms that mix easily for any purpose a writer may
have. Further, we forge scores of thematic connections among selections, both
in paired essays in each rhetorical chapter and in writing topics after all the
selections.

Filling in this outline is a wealth of features, new and old.

NEW FEATURES

ENGAGING NEW READINGS BY REMARKABLE WRITERS.  As always, we have
been engrossed in freshening the book’s selections. Exceptional rhetorical
models that also compel students’ interest, the twenty-two new selections in-
clude pieces by classic authors such as Robert Benchley, established favor-
ites such as Gretel Ehrlich and lan Frazier, and contemporary voices such as
Yiyun Li and Edwidge Danticat. A story by James Joyce and a poem by
Emily Dickinson raise the number of literary works to seven. And three new
essays add to the strong collection of models by student writers.

UNIQUE COVERAGE OF ACADEMIC WRITING. The Bedford Reader is now
the only rhetorical reader to help students surmount one of their biggest
hurdles in college: learning the basics of academic writing.

o
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A new chapter on academic writing. Chapter 3 now introduces the

features of college writing and focuses on responding to a text as well as

drawing on multiple sources. In both cases, the text and examples empha-

size synthesis and integration through summary, paraphrase, and quotation.

The research-writing help also includes extensive sections on evaluating

sources, avoiding plagiarism, and documenting sources in MLA style.

® Two new student essays. Response writing and research writing are each
illustrated by a student essay. Written by the same student on the same
subject (media portrayals of mental illness), the papers model the way in
which reading can expand and refine ideas.

¢ Eight examples of documented writing. Spread throughout the book,
these readable selections give students a taste for reading and producing
work that draws on and acknowledges sources.

¢ An expanded introduction to argument. The introduction to Chapter 13

more fully covers claims, thesis statements, evidence, and assumptions,

and it ties these topics more clearly into inductive and deductive reason-

ing. A new section treats anticipating objections.

NEW EMPHASIS ON CULTURAL LITERACY. The widely varied readings in
the tenth edition showcase both contemporary issues and enduring concerns
of US society, including perspectives on homelessness, free speech, gay rights,
the environment, substance abuse, the media, immigration, and war. The essay
headnotes outline the cultural and historical contexts in which the selections
were written.

TRADEMARK FEATURES

VARIED SELECTIONS BY WELL-KNOWN AUTHORS. The selections in The
Bedford Reader vary in authorship, topics, even length. We offer clear models
of the methods of development by noted writers such as Annie Dillard, Amy
Tan, E. B. White, and Brent Staples. Half the selections are by women, and a
third touch on cultural diversity. They range in subject from family to science,
from language to disability.

EXCITING VISUAL DIMENSION. The Bedford Reader emphasizes the visual
as well as the verbal. Chapter 1 on reading provides a short course in thinking
critically about images, with a photograph serving as a case study. Each rhetor-
ical chapter then opens with a striking image—an ad, a cartoon, a photo-
graph, a painting, a chart. With accompanying text and questions, these
openers incite students’ own critical reading and show how the rhetorical
methods work visually. Finally, several of the book’s selections either take

o
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images as their starting points or use illustrations to explain or highlight key
ideas.

REALISTIC TREATMENT OF THE RHETORICAL METHODS.  The Bedford Reader
treats the methods of development not as boxes to be stuffed full of verbiage
but as tools for inventing, for shaping, and, ultimately, for accomplishing a
purpose. Clear, practical chapter introductions link the methods to the range
of purposes they can serve and give step-by-step guidance for writing and
revising in the method. (For quick reference, the purpose—method links also
appear inside the front cover, where they are keyed to the marginal page tabs
in each chapter introduction.) In addition, a selection in every rhetorical
chapter illustrates the method in practice: A student arrives at the method to
achieve a particular writing goal, such as reporting an accident, crafting a
résumé, or advertising an apartment for sublet.

Taking this realistic approach to the methods even further, we show how
writers freely combine the methods to achieve their purposes: Each rhetorical
introduction discusses how that method might work with others, and at least
one “Other Methods” question after every selection helps students analyze
how methods work together. Most significantly, Part Three provides an anthol-
ogy of works by well-known writers that specifically illustrate mixed methods.
The headnotes for these selections point to where each method comes into

play.

THOROUGH COVERAGE OF READING AND WRITING. Preceding the new
chapter on academic writing, two detailed chapters give concrete advice on
critical reading and the writing process. Chapter 1 on critical reading includes
a sample of a student’s annotations on a text and practical guidelines for sum-
marizing, analyzing, and interpreting texts and visual images. Chapter 2 on
the writing process takes students from ideas through editing and includes a
new student work-in-progress.

In addition, a “Focus” box in every rhetorical chapter highlights an ele-
ment of writing that is especially relevant to that method—for example,
verbs in narration, concrete words in description, sentence variety in exam-
ple, and tone in argument and persuasion.

EXTENSIVE THEMATIC CONNECTIONS. The Bedford Reader provides sub-
stantial topics for class discussion and writing. A pair of essays in each rhetor-
ical chapter addresses the same subject, from the ordinary (housekeeping) to
the controversial (immigration), and the chapter on argument includes two
essay pairs (one new) and a casebook of four essays (two new). At least one
“Connections” writing topic after every selection suggests links to other

o
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selections. And an alternate thematic table of contents arranges the book’s
selections under more than two dozen topics.

UNIQUE COMMENTS BY WRITERS ON WRITING.  After their essays, poems,
or stories, fifty of the book’s writers offer comments on everything from gram-
mar to revision to how they developed the reprinted piece. Besides providing
rock-solid advice, these comments also prove that for the pros, too, writing is
usually a challenge. Writers on Writing new to this edition include those by
Yiyun Li, Gretel Ehrlich, lan Frazier, and Emily Dickinson.

For easy access, the Writers on Writing are listed in the book’s index
under the topics they address. Look up Revision, for instance, and find that
Annie Dillard, Dave Barry, Bruce Catton, and Russell Baker, among others,
have something to say about this crucial stage of the writing process.

ABUNDANT EDITORIAL APPARATUS.  As always, we’ve surrounded the se-
lections with a wealth of material designed to get students reading, thinking,
and writing. To help structure students’ critical approach to the selections,
each one comes with two headnotes (on the author and on the selection it-
self), three sets of questions (on meaning, writing strategy, and language), and
at least five writing topics. One writing topic encourages students to explore
their responses in their journals; another suggests how to develop the journal
writing into an essay; and others emphasize critical writing, research, and con-
nections among selections.

Besides the aids with every selection, the book also includes additional
writing topics for every rhetorical chapter, a glossary (“Useful Terms”) that
defines all terms used in the book (including all those printed in SMALL CAPI-
TAL LETTERS), and an index that alphabetizes authors and titles and important
topics (including the elements of composition and, as noted earlier, those cov-
ered in the Writers on Writing).

EXTENSIVE INSTRUCTOR’S MANUAL. Available as a separate manual,
bound into the instructor’s edition, or through the companion Web site, Notes
and Resources for Teaching THE BEDFORD READER suggests ways to integrate
journal writing and collaboration into writing classes and ways to use the
book’s opening chapters on critical reading, the writing process, and academic
writing. In addition, Notes and Resources discusses every method, every selec-
tion (with possible answers to all questions), and every Writer on Writing.

A COMPREHENSIVE COMPANION WEB SITE.  Web boxes in the text link to

The Bedford Reader’s Web site (bedfordstmartins.com/thebedfordreader), which
features a broad range of resources. For each selection, the site provides an

o
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interactive reading quiz and links to further information on the author and
the author’s topic. For the “Focus” boxes, the site offers Exercise Central, the
largest online collection of grammar, usage, and writing exercises. For research
writing, the site links directly to Re:Whriting, where students can find the
largest, most comprehensive collection of free resources for the writing class.
And for instructors, the site provides sample syllabi, the complete text of the
instructor’s manual, and a reporting feature for monitoring students’ progress
on the reading quizzes and Exercise Central. The site also links to four valuable
resources: the new Teaching Central, a rich library of bibliographies, teaching
advice and blogs, classroom materials, adjunct support, and more; the new
Just-in-Time Teaching Materials, where instructors can search and download
from hundreds of teaching resources culled from Bedford/St. Martin’s print
and online professional resources; The Bedford Bibliography for Teachers of Writ-
ing; and The St. Martin’s Tutorial on Avoiding Plagiarism.

TWO VERSIONS.  The Bedford Reader has a sibling. A shorter edition, The
Brief Bedford Reader, features fifty selections instead of seventy-one, including
five essays (rather than twelve) in Part Three.
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INTRODUCTION

WHY READ? WHY WRITE? WHY NOT PHONE?

Many prophets have predicted the doom of the word on paper, and they
may yet be proved correct. We may soon be reading books and magazines
mainly on pocket computers and communicating exclusively by e-mail and
text message. But even if we do discard paper and pens, the basic aims and
methods of writing will not fundamentally change. Whether on paper or on
screen, we will need to explain our thoughts to others plainly and forcefully.

In almost any career or profession you may enter, you will be expected to
read continually and also to write. This book assumes that reading and writ-
ing are a unity. Deepen your mastery of one, and you deepen your mastery of
the other. The experience of carefully reading an excellent writer, noticing
not only what the writer has to say but also the quality of its saying, rubs off (if
you are patient and perceptive) on your own writing. “We go to college,” said
the poet Robert Frost, “to be given one more chance to learn to read in case
we haven’t learned in high school. Once we have learned to read, the rest can
be trusted to add itself unto us.”

For any writer, reading is indispensable. It turns up fresh ideas; it stocks
the mind with information, understanding, examples, and illustrations; it in-
stills critical awareness of one’s surroundings. When you have a well-stocked
and girded mental storehouse, you tell truths, even small and ordinary truths.
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Instead of building shimmering spires of words in an attempt to make a reader
think, “Wow, what a grade A writer,” you write what most readers will find
worth reading. Thornton Wilder, playwright and novelist, put this advice
memorably: “If you write to impress it will always be bad, but if you write to
express it will be good.”

USING THE BEDFORD READER
The Selections

In this book, we trust, you'll find at least a few selections you will enjoy
and care to remember. The Bedford Reader features work by many of the finest
nonfiction writers and even a few sterling fiction writers and poets.

The selections deal with more than just writing and literature and such
usual concerns of English courses; they cut broadly across a college curriculum.
You'll find writings on science, history, business, popular culture, sociology, edu-
cation, communication, the environment, technology, sports, politics, the
media, and minority experience. Some writers recall their childhoods, their
families, their problems and challenges. Some explore matters likely to spark
debate: global warming, gay rights, sex roles, race relations, civil liberties in an
age of terrorism. Some writers are intently serious; others, funny. In all, these
seventy-two selections—including six stories and a poem—reveal kinds of
reading you will meet in other college courses. Such reading is the usual diet of
well-informed people with lively minds—who, to be sure, aren’t found only on
campuses.

The selections have been chosen with one main purpose in mind: to show
you how good writers write. Don’t feel glum if at first you find an immense gap
in quality between E. B. White’s writing and yours. Of course there’s a gap:
White is an immortal with a unique style that he perfected over half a century.
You don’t have to judge your efforts by comparison. The idea is to gain what-
ever writing techniques you can. If you're going to learn from other writers,
why not go to the best of them? Do you want to know how to compare and
contrast two subjects so that each becomes vividly clear? Read Bruce Catton’s
“Grant and Lee.” Do you want to know how to tell a story about your child-
hood and make it stick in someone’s memory? Read Maya Angelou’s “Cham-
pion of the World.” Incidentally, not all the selections in this book are the
work of professional writers: Students, too, write essays worth studying, as
proved by Rosie Anaya, Jessica Cohen, Brad Manning, Andrew Kovitz Krull,
Linnea Saukko, Laila Ayad, Marie Javdani, and Colleen Wenke.

Not all the selections in this book are solely verbal, either, for much
of what we “read” in the world is visual information, such as in photographs
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and paintings, or visual-with-verbal information, such as in advertisements,
films, and Web sites. In all, we include sixteen visual works. Some of them are
subjects of writing, as when a writer analyzes a photograph. Other visual works
stand free, offering themselves to be understood, interpreted, and perhaps
enjoyed, just as prose and poetry do.

We combine visual material with written texts to further a key aim of The
Bedford Reader: to encourage you to think critically about what you see, hear,
and read, that is, to think with an open, questioning mind. Like everyone else,
you face a daily barrage of words and pictures—from the media, from your
courses, from relatives and friends. Mulling over the views of the writers,
artists, and others represented in this book—figuring out their motives and
strategies, agreeing or disagreeing with their ideas—will help you learn to
manage, digest, and use, in your own writing, what you read and hear.

The Organization

As a glance over the table of contents will show, the selections in The
Bedford Reader fall into two parts. In Part Two each of the ten chapters
explains a familiar method of developing ideas, such as NARRATION, DESCRIP-
TION, EXAMPLE, CAUSE AND EFFECT, and DEFINITION. The selections in the
chapter illustrate the method. Then Part Three offers an anthology of selec-
tions by well-known writers that illustrate how, most often, the methods work
together.

These methods of development aren’t empty jugs to pour full of any old,
dull words. Neither are they straitjackets woven by fiendish English teachers
to pin your writing arm to your side and keep you from expressing yourself nat-
urally. The methods are tools for achieving your PURPOSE in writing, whatever
that purpose may be. They can help you discover what you know, what you
need to know, how to think critically about your subject, and how to shape
your writing.

Suppose, for example, that you set out to explain what makes a certain
popular singer unique. You want to discuss her voice, her music, her lyrics, her
style. While putting your ideas down on paper, it strikes you that you can best
illustrate the singer’s distinctions by showing the differences between her and
another popular singer, one she is often compared with. To achieve your pur-
pose, then, you draw on the method of COMPARISON AND CONTRAST, and as
you proceed the method prompts you to notice differences between the two
singers that you hadn’t dreamed of noticing. Using the methods, such little
miracles of focusing and creating take place with heartening regularity. Give
the methods a try. See how they help you reach your writing goals by giving
you more to say, more that you think is worth saying.

o
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Examining The Bedford Reader’s selections, you'll discover two important
facts about the methods of development. First, they are flexible: Two people
can use the same method for quite different ends, and just about any method
can point a way into just about any subject in any medium. This flexibility is
apparent in every method chapter:

e A photograph, advertisement, cartoon, or other image shows how the
method can contribute to visual representation of an idea.

e Two sample paragraphs—one about television, one from a college text-
book —illustrate the method’s useful range.

e A short example shows the method in practice, as a student solves an
actual writing problem such as crafting a résumé or advertising an apart-
ment sublet.

e A pair of essays shows authors using the same method to focus on the
same general subject but with different purposes and results.

In addition, seven works of literature show how the methods can guide
authors’ explorations of subjects as diverse as the experiences of a young girl
or the compulsion to watch real-life crime.

The second point about the methods of development is this: A writer never
sticks to just one method all the way through a piece of writing. Even when one
method predominates, as in all the essays in Part Two, you'll see the writer pick
up another method, let it shape a paragraph or more, and then move on to yet
another method—all to achieve some overriding aim. In “Orange Crush,”
Yiyun Li depends heavily on description to capture the power of a new beverage
for the Chinese people as they emerged from decades of deprivation and
upheaval. But Li also uses narration to tell a story, examples to illustrate her
points, and cause and effect to explain why the drink made such an impression.

So the methods are like oxygen, iron, and other elements that make up
substances in nature: all around us, indispensable to us, but seldom found
alone and isolated, in laboratory-pure states. When you read an essay in a
chapter called “Description” or “Classification,” don’t expect it to describe or
classify in every line, but do notice how the method is central to the writer’s
purpose. Then, when you read the selections in Part Three, notice how the
“elements” of description, example, comparison, definition, and so on rise to
prominence and recede as the writer’s need dictates.

The Journal Prompts, Questions, Writing Topics,
and Glossary

After every selection you’ll find a suggestion for responding in your jour-
nal to what you've just read. (See p. 35 for more on journal writing.) Then
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you'll find questions on meaning, writing strategy, and language that can
help you analyze the selection and learn from it. (You can see a sample of how
these questions work when we analyze Nancy Mairs’s “Disability,” starting
on p. 20.) These questions are followed by at least four suggestions for writing,
including one that proposes turning your journal entry into an essay, one that
links the selection with one or two others in the book, and one that asks you
to read the selection and write about it with your critical faculties alert (more
on this in Chap. 1). More writing topics conclude each chapter.

In this introduction and throughout the following chapters, certain terms
appear in CAPITAL LETTERS. These are words helpful in discussing both the
selections in this book and the reading and writing you do. If you’d like to see
such a term defined and illustrated, you can find it in the glossary, Useful
Terms, at the back of this book. This section offers more than just brief defi-
nitions. It is there to provide you with further information and support.

Writers on Writing

We have tried to give this book another dimension. We want to show
that the writers represented here do not produce their readable and informa-
tive text on the first try, as if by magic, leaving the rest of us to cope with
writer’s block, awkward sentences, and all the other difficulties of writing.
Take comfort and cheer: These writers, too, struggled to make themselves
interesting and clear. In proof, we visit their workshops littered with crumpled
paper and forgotten coffee cups. In Chapter 2, when we discuss the writing
process briefly and include an essay by a student, Rosie Anaya, we also include
her drafts and her thoughts about them. Then following most of the other
selections are statements by the writers, revealing how they write (or wrote),
offering their tricks, setting forth things they admire about good writing.

No doubt you’ll soon notice some contradictions in these statements: The
writers disagree about when and how to think about their readers, about
whether outlines have any value, about whether style follows subject or vice
versa. The reason for the difference of opinion is, simply, that no two writers
follow the same path to finished work. Even the same writer may take the left
instead of the customary right fork if the writing situation demands a change.
A key aim of providing Anaya’s drafts and the other writers’ statements on
writing, then, is to suggest the sheer variety of routes open to you, the many
approaches to writing and strategies for succeeding at it. At the very end of
the book, an index points you toward the writers’ comments on such practical
matters as drafting, finding your point, and revising sentences.
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CRITICAL
READING

Whatever career you enter, much of the reading you will do—for busi-
ness, not for pleasure —will probably be hasty. You'll skim: glance at words
here and there, find essential facts, catch the drift of an argument. To cross
oceans of print, you won’t have time to paddle: You'll need to hop a jet. By
skimming, you'll be able to tear through screens full of electronic mail or
quickly locate the useful parts of a long report.

But other reading that you do for work, most that you do in college, and
all that you do in this book call for closer attention. You may be trying to
understand a new company policy, seeking the truth in a campaign ad,
researching a complicated historical treaty, or (in using this book) looking for
pointers to sharpen your reading and writing skills. To learn from the selec-
tions here how to write better yourself, expect to spend an hour or two in the
company of each one. Does the essay assigned for today remain unread, and
does class start in five minutes? “I'll just breeze through this little item,” you
might tell yourself. But no, give up. You're a goner.

Good writing, as every writer knows, demands toil, and so does CRITICAL
READING — reading that looks beneath the surface of a work, whether written
or visual, seeking to understand the creator’s intentions, the strategies for
achieving them, and their worthiness. Never try to gulp down a rich and
potent work without chewing; all it will give you is indigestion. When you're
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going to read an essay or study a visual image in depth, seek out some quiet
place—a library, a study cubicle, your room (provided it doesn’t also hold a
cranky baby or two roommates playing poker). Flick off the radio, stereo, or
television. The fewer the distractions, the easier your task will be and the
more you'll enjoy it.

How do you read critically? Exactly how, that is, do you see beneath the
surface of a work, master its complexities, gauge its intentions and techniques,
judge its value? To find out, we’ll model critical-thinking processes that you
can apply to the selections in this book, taking a close look at an essay, Nancy
Mairs’s “Disability” (p. 13), and at a photograph (p. 27).

READING AN ESSAY
The Preliminaries

Critical reading starts before you read the first word of a piece of writing.
Like a pilot circling an airfield, you take stock of what’s before you, locating
clues to the work’s content and the writer’s biases.

The Title

Often the title will tell you the writer’s subject, as in Suzanne Britt’s “Neat
People vs. Sloppy People” or Stephanie Ericsson’s “The Ways We Lie.” Some-
times the title immediately states the THESIS, the main point the writer will
make: “I Want a Wife.” Some titles spell out the method a writer proposes to
follow: “Grant and Lee: A Study in Contrasts.” The TONE of the title may also
reveal the writer’s attitude toward the material, as “The Plot Against People”
or “Live Free and Starve” does.

Some titles reveal more than others. From Nancy Mairs’s title, “Disabil-
ity,” we can infer that the author’s subject is physical or mental impairment
(although the inference could be wrong). Beyond that, we can’t say where
Mairs might take the subject. That is for us to find out as we read.

Whatever it does, a title sits atop its essay like a neon sign. It tells you
what’s inside or makes you want to venture in. To pick an alluring title for an
essay of your own is a skill worth cultivating.

The Author

Whatever you know about a writer— background, special training, previ-
ous works, outlook, or ideology— often will help you guess something about
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the essay before you read a word of it. Is the writer on new taxes a political
conservative? Expect an argument against added “revenue enhancement.” Is
the writer a liberal? Expect an argument that new social programs are worth
the price. Is the writer a feminist? an athlete? an internationally renowned
philosopher? a popular television comedian? By knowing something about a
writer’s background or beliefs, you may know beforehand a little of what he or
she will say.

To help provide such knowledge, this book supplies biographical notes.
The one on Nancy Mairs, included before “Disability” (p. 13), tells us that
Mairs is a poet and nonfiction writer who has multiple sclerosis, a debilitating
disease, and who strives to “speak the ‘unspeakable’” about sensitive subjects.
We can expect that in “Disability” Mairs writes frankly and thought provok-
ingly from her experience as a person with disabilities.

Where the Work Was Published

Clearly, it matters to a writer’s credibility whether an article called “Crea-
tures of the Dark Oceans” appears in Scientific American, a magazine for scien-
tists and interested nonscientists, or in a popular tabloid weekly, sold at
supermarket checkout counters, that is full of eye-popping sensations. But no
less important, examining where a work appears can tell you for whom the
writer was writing.

In this book we’ll strongly urge you as a writer to think of your AUDIENCE,
your readers, and to try looking at what you write as if through their eyes. To
help you develop this ability, we tell you something about the sources and thus
the original readers of each essay you study, in a note just before the essay.
(Such a note precedes “Disability” on p. 13.) After you have read the sample
essay, we'll further consider how having a sense of your readers helps you
write.

When the Work Was Published

Knowing in what year a work appeared may give you another key to
understanding it. A 2002 article on ocean creatures will contain statements of
fact more recent and more reliable than an essay printed in 1700—although
the older essay might contain valuable information, too, and perhaps some
delectable language, folklore, and poetry. In The Bedford Reader the introduc-
tory note on every essay tells you not only where but also when the essay was
originally printed. If you’re reading an essay elsewhere—say, in one of the
writer’s books—you can usually find this information on the copyright page.
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The First Reading

On first reading an essay, you don’t want to bog down over every trouble-
some particular. Mairs’s “Disability” is written for an educated audience, and
that means the author may use a few large words when they seem necessary. If
you meet any words that look intimidating, take them in your stride. When,
in reading a rich essay, you run into an unfamiliar word or name, see if you can
figure it out from its surroundings. If a word stops you cold and you feel lost,
circle it in pencil; you can always look it up later. (In a little while we’ll come
back to the helpful habit of reading with a pencil. Indeed, some readers feel
more confident with pencil in hand from the start.)

The first time you read an essay, size up the forest; later, you can squint at
the acorns all you like. Glimpse the essay in its entirety. When you start to
read “Disability,” don’t even think about dissecting it. Just see what Mairs has
to say.
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NANCY MAIRS

A self-described “radical feminist, pacifist, and cripple,” NANCY MAIRS aims
to “speak the ‘unspeakable.’” Her poetry, memoirs, and essays deal with
many sensitive subjects, including her struggles with the debilitating disease
of multiple sclerosis. Born in Long Beach, California, in 1943, Mairs grew up
in New Hampshire and Massachusetts. She received a BA from Wheaton
College in Massachusetts (1964) and an MFA in creative writing (1975) and
a PhD in English literature (1984) from the University of Arizona. While
working on her advanced degrees, Mairs taught high school and college writ-
ing courses. Her second book of poetry, In All the Rooms of the Yellow House
(1984), received a Western States Arts Foundation book award. Her essays
are published in Plaintext (1986), Remembering the Bone-House (1988), Car-
nal Acts (1990), Ordinary Time (1993), Waist High in the World: A Life Among
the Nondisabled (1996), and A Troubled Guest (2001). She is currently work-
ing on a book that explores how religious principles can inform social and
political debates.

Disability

As a writer afflicted with multiple sclerosis, Nancy Mairs is in a unique posi-
tion to examine how the culture responds to people with disabilities. In
this essay from Carnal Acts, she examines the media’s depiction of disability
and argues with her usual unsentimental candor that the media must treat
disability as normal. The essay was first published in 1987 in the New York
Times. To what extent is Mairs’s critique of the media still valid today?

For months now I've been consciously searching for representation of 1
myself in the media, especially television. I know I'd recognize this self
because of certain distinctive, though not unique, features: I am a forty-three-
year-old woman crippled with multiple sclerosis; although I can still totter
short distances with the aid of a brace and a cane, more and more of the time
[ ride in a wheelchair. Because of these appliances and my peculiar gait, I'm
easy to spot even in a crowd. So when I tell you I haven’t noticed any women
like me on television, you can believe me.

Actually, last summer I did see a woman with multiple sclerosis portrayed 2
on one of those medical dramas that offer an illness-of-the-week like the daily
special at your local diner. In fact, that was the whole point of the show: that
this poor young woman had MS. She was terribly upset (understandably, I
assure you) by the diagnosis, and her response was to plan a trip to Kenya while
she was still physically capable of making it, against the advice of the young,
fit, handsome doctor who had fallen in love with her. And she almost did it.
At least, she got as far as a taxi to the airport, hotly pursued by the doctor. But

13

o



41438 01 001-184 KENN 10e r5jk 12/17/07 lZ:lOéﬁ Page 14

14 Critical Reading

at the last she succumbed to his blandishments and fled the taxi into his
manly protective embrace. No escape to Kenya for this cripple.

Capitulation into the arms of a man who uses his medical powers to strip 3
one of even the urge toward independence is hardly the sort of representation
I had in mind. But even if the situation had been sensitively handled, accord-
ing to the woman her right to her own adventures, it wouldn’t have been what
I’'m looking for. Such a television show, as well as films like Duet for One and
Children of a Lesser God, in taking disability as its major premise, excludes the
complexities that round out a character and make her whole. It’s not about a
woman who happens to be physically disabled; it’s about physical disability as
the determining factor of a woman’s existence.

Take it from me, physical disability looms pretty large in one’s life. But it 4
doesn’t devour one wholly. I'm not, for instance, Ms. MS, a walking, talking
embodiment of a chronic incurable degenerative disease. In most ways I'm
just like every other woman of my age, nationality, and socioeconomic back-
ground. I menstruate, so [ have to buy tampons. I worry about smoker’s breath,
so I buy mouthwash. I smear my wrinkling skin with lotions. I put bleach in
the washer so my family’s undies won’t be dingy. I drive a car, talk on the tele-
phone, get runs in my pantyhose, eat pizza. In most ways, that is, I'm the
advertisers’ dream: Ms. Great American Consumer. And yet the advertisers,
who determine nowadays who will get represented publicly and who will not,
deny the existence of me and my kind absolutely.

[ once asked a local advertiser why he didn’t include disabled people in his 5
spots. His response seemed direct enough: “We don’t want to give people the
idea that our product is just for the handicapped.” But tell me truly now: If you
saw me pouring out puppy biscuits, would you think these kibbles were only
for the puppies of the cripples? If you saw my blind niece ordering a Coke,
would you switch to Pepsi lest you be struck sightless? No, I think the adver-
tiser’s excuse masked a deeper and more anxious rationale: To depict disabled
people in the ordinary activities of daily life is to admit that there is something
ordinary about disability itself, that it may enter anybody’s life. If it is effaced
completely, or at least isolated as a separate “problem,” so that it remains at a
safe distance from other human issues, then the viewer won’t feel threatened
by her or his own physical vulnerability.

This kind of effacement or isolation has painful, even dangerous conse- ¢
quences, however. For the disabled person, these include self-degradation and
a subtle kind of self-alienation not unlike that experienced by other minori-
ties. Socialized human beings love to conform, to study others and then mold
themselves to the contours of those whose images, for good reasons or bad,
they come to love. Imagine a life in which feasible others—others you can
hope to be like—don’t exist. At the least you might conclude that there is

o
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something queer about you, something ugly or foolish or shameful. In the
extreme, you might feel as though you don’t exist, in any meaningful social
sense, at all. Everyone else is “there,” sucking breath mints and splashing
cologne and swigging wine coolers. You're “not there.” And if not there,
nowhere.

But this denial of disability imperils even you who are able-bodied, and 7
not just by shrinking your insight into the physically and emotionally com-
plex world you live in. Some disabled people call you TAPs, or Temporarily
Abled Persons. The fact is that ours is the only minority you can join invol-
untarily, without warning, at any time. And if you live long enough, as you're
increasingly likely to do, you may well join it. The transition will probably be
difficult from a physical point of view no matter what. But it will be a good bit
easier psychologically if you are accustomed to seeing disability as a normal
characteristic, one that complicates but does not ruin human existence.
Achieving this integration, for disabled and able-bodied people alike, requires
that we insert disability daily into our field of vision: quietly, naturally, in the
small and common scenes of our ordinary lives.
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Writing While Reading

In giving an essay a going-over, many readers find a pencil in hand as good
as a currycomb for a horse’s mane. The pencil (or pen or computer keyboard)
concentrates the attention wonderfully, and, as often happens with writing, it
can lead you to unexpected questions and connections. (Some readers favor
markers that roll pink or yellow ink over a word or line, making the eye jump
to that spot, but you can’t use a highlighter to note why a word or an idea is
important.) You can annotate your own books, underlining essential ideas,
scoring key passages with vertical lines, writing questions in the margins about
difficult words or concepts, venting feelings (“Bull!” “Yes!” “Says who?”).
Here, as an example, are the jottings of one student, Rosie Anaya, on a para-
graph of Mairs’s essay:

2
This kind of effacementor isolation has painful, even dan-  IMPORTANT

gerous consequences, however. For the disabled person, these

include egradation and a subtle kind of @lienation Why “self?

not unlike that experienced by other minorities. Socialized

human beings love to conform, to study others and then mold | True? What about
themselves to the contours of those whose images, for good rea- | individuality?
sons or bad, they come to love. Imagine a life in which feasible

others—others you can hope to be like—don’t exist. At the

least you might conclude that there is something queer about v emotions
you, something ugly or foolish or shameful. In the extreme, you

might feel as though you don’t exist, in any meaningful social

sense, at all. Everyone else is “there,” sucking breath mints and :;(:imnpilf?jai': but
splashing cologne and swigging wine coolers. You're “not there.” | 4, ai’s the pc;int
And if not there, nowhere.

If a book is borrowed, you can accomplish the same thing by making notes on
a separate sheet of paper or on your computer.

Whether you own the book or not, you'll need separate notes for
responses that are lengthier and more substantial than the margins can con-
tain, such as the informal responses, summaries, detailed analyses, and evalu-
ations discussed below. For such notes, you may find a JOURNAL handy. It can
be a repository of your ideas, a comfortable place to record meandering or
direct thoughts about what you read. You may be surprised to find that the
more you write in an unstructured way, the more you'll have to say when it’s
time to write a structured essay. (For more on journals, see p. 35.)

Weriting while reading helps you behold the very spine of an essay, as if
in an X-ray view, so that you, as much as any expert, can judge its curves
and connections. You'll develop an opinion about what you read, and you’ll
want to express it. While reading this way, you’re being a writer. Your pencil

o
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tracks or keystrokes will jog your memory, too, when you review for a test,
when you take part in class discussion, or when you want to write about what
you've read.

Summarizing

It’s usually good practice, especially with more difficult essays, to SUMMA-
RIZE the content in writing to be sure you understand it or, as often happens,
to come to understand it. (We're suggesting that you write summaries for your-
self, but the technique is also useful when you discuss other people’s works in
your writing, as shown on p. 54.) In summarizing a work of writing, you digest,
in your own words, what the author says: You take the essence of the author’s
meaning, without the supporting evidence and other details that make that
gist convincing or interesting. When you are practicing reading and the work
is short (the case with the reading you do in this book), you may want to make
this a two-step procedure: First write a summary sentence for every paragraph
or related group of paragraphs; then summarize those sentences in two or three
others that capture the heart of the author’s meaning.

Here is a two-step summary of “Disability.” (The numbers in parentheses
refer to paragraph numbers in the essay.) First, the longer version:

(1) Mairs searches the media in vain for depictions of women like herself
with disabilities. (2) One TV movie showed a woman recently diagnosed with
multiple sclerosis, but she chose dependence over independence. (3) Such
shows oversimplify people with disabilities by making disability central to
their lives. (4) People with disabilities live lives and consume goods like
everyone else, but the media ignore them. (5) Showing disability as ordinary
would remind nondisabled viewers that they are vulnerable. (6) The media’s
exclusion of others like themselves deprives people with disabilities of role
models and makes them feel undesirable or invisible. (7) Nondisabled viewers
lose an understanding that could enrich them and would help them adjust to
disability of their own.

Now the short summary:

Mairs believes that the media, by failing to depict disability as ordinary, both
marginalize viewers with disabilities and impair the outlook and coping skills
of the “temporarily abled.”

Thinking Critically

Summarizing will start you toward understanding the author’s meaning,
but it won’t take you as far as you’re capable of going, or as far as you'll need

o
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to go in school or work or just to live well in our demanding Information Age.
Passive, rote learning (such as memorizing the times tables in arithmetic)
won’t do. You require techniques for comprehending what you encounter. But
more: You need tools for discovering the meaning and intentions of an essay
or case study or business letter or political message. You need ways to discrim-
inate between the trustworthy and the not so and to apply what's valid in your
own work and life.

We're talking here about critical thinking—not “negative,” the common
conception of critical, but “thorough, thoughtful, question asking, judgment
forming.” When you approach something critically, you harness your faculties,
your fund of knowledge, and your experiences to understand, appreciate, and
evaluate the object. Using this book— guided by questions on meaning, writ-
ing strategy, and language—you’ll read an essay and ask what the author’s
purpose and main idea are, how clear they are, and how well supported. You'll
isolate which writing techniques the author has used to special advantage,
what hits you as particularly fresh, clever, or wise—and what doesn’t work,
too. You'll discover exactly what the writer is saying, how he or she says it, and
whether, in the end, it was worth saying. In class discussions and in writing,
you'll tell others what you think and why.

Critical thinking is a process involving several overlapping operations:
analysis, inference, synthesis, and evaluation.

Analysis

Say you're listening to a new album by a band called Domix. Without
thinking much about it, you isolate melodies, song lyrics, and instrumen-
tals—in other words, you ANALYZE the album by separating it into its parts.
Analysis is a way of thinking so basic to us that it has its own chapter (9) in
this book. For reading in this book, you'll consciously analyze essays by look-
ing at the author’s main idea, support for the idea, special writing strategies,
and other elements.

Analysis underlies many of the other methods of development discussed
in this book, so that while you are analyzing a subject you might also (even
unconsciously) begin classifying it, or comparing it with something else, or fig-
uring out what caused it. For instance, you might compare Domix’s new in-
strumentals with those on the band’s earlier albums, or you might notice that
the lyrics seem to be influenced by another band’s. Similarly, in analyzing a
poem you might compare several images of water, or in analyzing a journal
article in psychology you might consider how the author’s theories affect her
interpretations of behavior.
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Inference

Say that after listening to Domix’s new album, you conclude that it
reveals a preoccupation with traditional blues music and themes. Now you are
using INFERENCE, drawing conclusions about a work based on your store
of information and experience, your knowledge of the creator’s background
and biases, and your analysis. When you infer, you add to the work, making
explicit what was only implicit.

In critical thinking, inference is especially important in discovering a
writer’s ASSUMPTIONS: opinions or beliefs, often unstated, that direct the writ-
er’s choices of ideas, support, writing strategies, and language. A writer who
favors gun control may assume without saying so that some individual rights
(such as the right to bear arms) may be infringed for the good of the commu-
nity. A writer who opposes gun control may assume the opposite — that in this
case the individual’s right is superior to the community’s.

Synthesis

What is Domix trying to accomplish with its new album? Is it different
from the band’s previous album in its understanding of the blues? Answering
such questions leads you into SYNTHESIS, using your perspective to link ele-
ments into a whole or to link two or more wholes. During synthesis, you use
your special aptitudes, interests, and training to reconstitute the work so that
it now contains not just the original elements but also your sense of their
underpinnings, relationships, and implications.

Synthesis is the core of much academic writing, as Chapter 3 shows.
Sometimes you'll respond directly to a work, or you'll use it as a springboard to
another subject. Sometimes you’ll show how two or more works resemble each
other or how they differ. Sometimes you’ll draw on many works to answer a
question. In all these cases, you'll be putting your critical reading to use for
your own ideas.

Evaluation

Not all critical thinking involves EVALUATION, or judging the quality of
the work. You'll probably form a judgment of Domix’s new album (Is the band
getting better or just standing still?), but often you (and your teachers) will be
satisfied with a nonjudgmental reading of a work. (“Nonjudgmental” does not
mean “uncritical”: You will still be expected to analyze, infer, and synthesize.)
When you do evaluate, you determine adequacy, significance, value. You
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answer a question such as whether an essay moves you as it was intended to,
or whether the author has proved a case, or whether the argument is even
worthwhile.

Analyzing “Disability”

The following comments on Nancy Mairs’s “Disability” show how a crit-
ical reading can work. The headings “Meaning” (below), “Writing Strategy”
(p- 22), and “Language” (p. 24) correspond to those organizing the questions
at the end of each essay.

Meaning

By meaning, we intend what the author’s words say literally, of course, but
also what they imply and, more generally, what the author’s aims are.

Thesis Every essay has—or should have—a point, a main idea the
writer wants to communicate for a purpose. Some writers come right out and
sum up this idea in a sentence or two, a THESIS STATEMENT. Mairs, for instance,
builds her thesis over the course of the essay and then states it in paragraph 7:

Achieving this integration [of seeing disability as normal], for disabled and
able-bodied people alike, requires that we insert disability daily into our field of
vision: quietly, naturally, in the small and common scenes of our ordinary lives.

Mairs holds a statement of her thesis for the end of her essay, but other authors
state the thesis outright in the first or second paragraph, or they provide it in
the middle, or they release it part by part, paragraph by paragraph. And some
writers don’t state a thesis at all, although it remains in the background con-
trolling the essay and can be inferred by a critical reader.

You may occasionally be confused by a writer’s point—“What is this
about?”—and sometimes your confusion won’t yield to repeated careful read-
ings. That’s when you’ll want to toss the work aside in exasperation, but you
won’t always have the choice: A school or work assignment or just an urge to
understand the writer’s problem may keep you at it. Then it’ll be up to you to
figure out what the author is trying to say and why he or she fails—in essence,
to clarify what'’s unclear— by, say, digging for buried assumptions.

Purpose “No man but a blockhead,” declared Samuel Johnson, “ever
wrote except for money.” Perhaps the eighteenth-century critic, journalist,
and dictionary maker was remembering his own days as a literary drudge in
London; but most people who write often do so for other reasons.

o
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When you read an essay, you'll find it rewarding to ask, “What is this
writer’s PURPOSE?” By purpose, we mean the writer’s apparent reason for
writing: what he or she was trying to achieve with readers. A purpose is as
essential to a good, pointed essay as a destination is to a trip. It affects every
choice or decision the writer makes. (On vacation, of course, carefree people
sometimes climb into a car without a thought and go happily rambling
around. A writer may ramble like that in an early draft, with good results. But
in a final draft such wandering will leave the reader pleading, “Let me out!”)

In making a simple statement of a writer’s purpose, we might say that the
writer writes to entertain readers, or to explain something to them, or to persuade
them. To state a purpose more fully, we might say that a writer writes not just
to persuade but “to tell readers a story to illustrate the point that when you
are being cheated it’s a good idea to complain,” or not just to entertain but
“to tell a horror story to make chills shoot down readers’ spines.” If the essay
is an argument meant to convince, a fuller statement of its writer’s purpose
might be “to win readers over to the writer’s opinion that the school’s honor
code needs revision,” or “to persuade readers to take action by writing their
representatives and urging more federal spending for the rehabilitation of
criminals.”

“But,” the skeptic might object, “how can I know a writer’s purpose?
I’m no mind reader, and even if I were, how could I tell what E. B. White was
trying to do? He’s dead and buried.” And yet writers living and dead have
revealed their purposes in their writing, just as visibly as a hiker leaves foot-
prints.

What is Nancy Mairs’s purpose in writing? If you want to be more exact,
you can speak of her main purpose or central purpose, for “Disability” fulfills
more than one. As a person with disabilities, Mairs clearly wants to explain
her view of the media, and she is not averse to entertaining with amusing de-
tails and wry language. But Mairs’s larger purpose seems to be persuading “you
who are able-bodied” that by omitting or marginalizing people with disabili-
ties, the media hurt the nondisabled as much as they do the disabled. She
wants change.

We think Mairs supports her thesis well and achieves this purpose. We
appreciate the twist she gives to the usual call for more representation of
minorities in the media: Sure it will help the group depicted, she says, but no
more than it helps the majority. If we are put off by the reminder that we may
someday become disabled ourselves, that seems intentional on Mairs’s part:
Disability makes us uncomfortable because we are unfamiliar with it, and we
shouldn’t be.

Analyzing writers’ purposes and their successes and failures makes you an
alert and critical reader. Applied to your own writing, this analysis also gives

o
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you a decided advantage, for when you write with a clear-cut purpose in mind,
aware of your assumptions, you head toward a goal. Of course, sometimes you
just can’t know what you are going to say until you say it, to echo the English
novelist E. M. Forster. In such a situation, your purpose emerges as you write.
But the earlier and more exactly you define your purpose, the easier you'll find

it to fulfill.

Writing Strategy

To the extent that Nancy Mairs holds our interest, makes us think, and
convinces us to accept her thesis, it pays to ask, “How does she succeed?”
(When a writer bores or angers us, we ask why he or she fails.) Conscious
writers make choices intended to get their audience on their side so that they
can achieve their purpose. These choices are what we mean by STRATEGY in
writing.

Audience Almost all writing is a transaction between a writer and an
audience, maybe one reader, maybe millions. The success or failure of writing
depends on the extent to which the writer achieves his or her purpose with
the intended audience.

Mairs’s original audience was the readers of the New York Times. She
could assume educated readers with diverse interests. She could assume read-
ers who, like the general population, are not themselves disabled or even
familiar with disability, so she fills them in: “Take it from me, physical disabil-
ity looms pretty large in one’s life” (par. 4); “Imagine a life in which feasible
others— others you can hope to be like—don’t exist” (6). She could also
assume readers who do not know her situation, so she takes pains to describe
her disability (1) and her life (4).

For this thoughtful but somewhat blinkered audience, Mairs mixes a
range of attitudes: plain talk (“I am a forty-three-year-old woman crippled
with multiple sclerosis,” par. 1), humor (“I put bleach in the washer so my
family’s undies won’t be dingy,” 4), and insistence (“...the advertisers, who
determine nowadays who will get represented publicly and who will not, deny
the existence of me and my kind absolutely,” 4). The blend gives readers the
facts they need, wins them over with common humanity and lightness, and
conveys the gravity of the problem.

Evidence A crucial part of a writer’s strategy— Mairs’s, too—is how
he or she supports ideas, making them concrete and convincing. For this
EVIDENCE, the writer may use facts, examples, reasons, expert opinions—
whatever best delivers the point.
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This is one place the methods of development come in— the ways of find-
ing and presenting evidence around which this book is organized. Overall,
Mairs’s essay is an ARGUMENT, offering and defending an opinion. Within this
context, Mairs uses several methods to develop her evidence:

e With COMPARISON AND CONTRAST Mairs shows the similarities and differ-
ences between herself and a woman in a TV drama (pars. 2—4), between
herself and nondisabled people (1, 4, 5), and between the effects on the dis-
abled and on the nondisabled of not showing disability as ordinary (6-7).

e With EXAMPLES Mairs illustrates dramas she dislikes (2-3), the prod-
ucts she buys (4), and the ads in which people with disabilities might
appear (5).

e With DESCRIPTION Mairs shows the helplessness of the woman in the TV
drama (2), the flavor of her own daily life (4), and the bad feelings expe-
rienced by people with disabilities (6).

e With CAUSE AND EFFECT Mairs explains why disability is “effaced” (or
rubbed out) from the media (5), how that affects people with disabili-

ties (6), and how treating disability as ordinary could help the nondis-
abled (7).

We have more to say about evidence when discussing argument in detail

(see pp. 520-21, 527).

Structure Aside from considering an audience’s needs and attitudes and
choosing the methods for developing ideas, probably no writing strategy is as
crucial to success as finding an appropriate structure. Writing that we find
interesting and clear and convincing almost always has UNITY (everything
relates to the main idea) and COHERENCE (the relations between parts are
clear). When we find an essay wanting, it may be because the writer got lost
in digressions or couldn’t make the parts fit together.

Sometimes structure almost takes care of itself. In NARRATION, for instance,
events usually follow a chronological sequence, as they occurred in time. But
when neither subject nor method dictates a structure, then the writer must
mold and arrange ideas to pique, hold, and direct our interest.

Nancy Mairs’s structure is complex for a short essay: She introduces her-
self and her complaint that the media do not show people with disabilities
(par. 1); dismisses a TV movie and other films centering on disability that
don’t satisfy her (2, 3); establishes her credentials as a consumer, someone
advertisers should be appealing to (4); takes issue with an advertiser’s view and
suggests her own (5); describes the negative effects of “effacement” on people
with disabilities (6); and describes the positive effects that normalizing dis-
ability would have on presently nondisabled people (7).

o
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As often occurs in arguments, Mairs’s organization builds to her main
idea, her thesis, which readers might find difficult to accept at the outset. For
much of the essay, Mairs prepares us to accept her opinion by establishing her
credentials as a disabled woman, a TV and film viewer, a normal consumer,
and a humorous (not bitter), sensitive, thoughtful person.

Whether gradually unfolding the main idea or hitting us with it right
away, and however the support is arranged, the decisions come out of the
writer’s purpose: What is the aim? What do I want readers to think or feel?
What's the best way to achieve that? As you'll see in this book, there are as
many options as there are writers.

Language

To examine the element of language is often to go even more deeply into
an essay and how it was made. Mairs, you’ll notice, is a writer whose language
is rich and varied. It isn’t bookish. Many expressions from common speech
lend her prose vigor and naturalness: “I can still totter” (par. 1), “the daily spe-
cial at your local diner” (2), “Take it from me” (4), “sucking breath mints and
splashing cologne and swigging wine coolers” (6). These and other expres-
sions lighten the essay. At the same time, Mairs is serious about her argument,
and she puts it in serious, firm words: “deny the existence of me and my kind
absolutely” (4), “This kind of effacement or isolation has painful, even dan-
gerous consequences” (6), “this denial of disability imperils even you who are
able-bodied” (7).

Mairs’s language not only animates and weights her meaning but also con-
veys her attitudes and elicits them from readers. It creates a TONE, the equiva-
lent of tone of voice in speaking. Whether it’s angry, sarcastic, or sad, joking
or serious, tone carries almost as much information about a writer’s purpose as
the words themselves do. Mairs’s tone, like her words, mixes lightness with
gravity, humor with intensity. Sometimes she uses IRONY, saying one thing but
meaning another, as in “If you saw my blind niece ordering a Coke, would you
switch to Pepsi lest you be struck sightless?” (par. 5). She’s blunt, too, reveal-
ing intimate details about her personal hygiene and her feelings. Honest and
wry, she invites us to see the media’s exclusion as ridiculous and then leads us
to her discomfiting conclusion.

With everything you read, as with “Disability,” it’s instructive to study the
writer’s tone so that you are aware of whether and how it affects you. Pay par-
ticular attention to the CONNOTATIONS of words— their implied meanings,
their associations. When one writer calls the homeless “society’s downtrod-
den” and another calls them “human refuse,” we know something of their atti-
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tudes and can use that knowledge to analyze and evaluate what they say about
homelessness. In Mairs’s essay, the word with the strongest connotations may
be “cripple” (pars. 2, 5) because it calls up old, insensitive attitudes toward
people with disabilities. Mairs’s use of the word reinforces her bluntness and
her frankness about her own condition. But perhaps she’s also suggesting that
the old attitudes are still alive, still determining what we see in the media and
what we ask to see.

One other use of language is worth noting in Mairs’s essay and in many
others in this book: FIGURES OF SPEECH, bits of colorful language not meant to
be taken literally. In one instance, Mairs says that people “study others and
then mold themselves to the contours of those whose images . . . they come to
love” (par. 6). That image of molding to contours is a metaphor, stating that
one thing (behavioral change) is another (physical change). Elsewhere Mairs
uses understatement (“Take it from me, physical disability looms pretty large in
one’s life,” 4) and simile, or stating that one thing is like another (“medical dra-
mas that offer an illness-of-the-week like the daily special at your local diner,”
2). All the figures give Mairs’s essay flavor and force. (More examples of figures
of speech can be found in Useful Terms, p. 691.)

Many questions in this book point to figures of speech, to oddities of tone,
or to troublesome or unfamiliar words. We don’t wish to swamp you in details
or make you a slave to your dictionary; we only want to get you thinking about
how meaning and effect begin at the most basic level, with the word. As a
writer, you can have no traits more valuable to you than a fondness and re-
spect for words and a yen to experiment with them.

THINKING CRITICALLY ABOUT
VISUAL IMAGES

Does a particular billboard always catch your eye when you drive by it?
Does a certain television commercial irritate you or make you smile? Do you
look at the pictures in a magazine before you read the articles? If so, you're like
everyone else in that you are subject to the visual representations coming at
you continually, unbidden, from all around.

Much of the flood of visual information just washes over us, like noise to
the eyes. Sometimes we do focus on an image or a whole sequence that inter-
ests us— maybe it tweaks our emotions or tells us something we want to know.
But even then we aren’t always thinking that an image, just as much as a
sentence of words, was created by somebody for a reason. No matter what it
is— Web advertisement, TV commercial, painting, music video, photograph,
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cartoon—a visual image originated with a creator or creators who had a pur-
pose, an intention for how the image should look and how we, the viewers,
should respond to it.

In their purposefulness, then, visual images are not much different from
written texts, and they are no less open to critical thinking that will uncover
their meanings and effects. To a great extent, the method for critically “read-
ing” visuals parallels the one for essays outlined on pages 10-12 and 16-20.
In short:

e et the big picture: As when scoping out a written work, survey the image
or sequence for a view of the whole and clues about its origins and purposes.

e Analyze: Discern the elements of the image or sequence.

e Infer: Interpret the underlying meanings of the elements and the ASSUMP-
TIONS and intentions of the work’s creators.

e Synthesize: Form an idea about how the elements function together to
produce a whole and to deliver a message.

e Often, evaluate: Judge the quality, significance, or value of the work.

One other important parallel with critical reading of written works: Always
write while examining a visual image or images. Jotting down responses, ques-
tions, and other notes will not only help you remember what you were think-
ing but also jog further thoughts into being.

To show the critical method in action, we’ll look closely at the photo-
graph by Erik S. Lesser on the facing page, which first appeared in the maga-
zine US News & World Report. Further examples of analyzing visual works
appear elsewhere in The Bedford Reader as well: See pages 358-64 (a photo-
graph) and 604—11 (drawings). In addition, Chapters 4—13 each open with a
visual image that gives you a chance to try out the method yourself.

The Big Picture

To examine any visual representation, it helps first to get an overview, a
sense of the whole. Try making some inquiries of the work:

e What is the source of the work? Who created it—for instance, a painter,
a teacher, an advertiser—and when?

e What does the work show overall? What appears to be happening?

e At a glance, why was the work created—for instance, to educate, to sell,
to shock, to entertain?

The photograph on the next page was taken by Erik S. Lesser at Fort Ben-
ning, Georgia, and was used by US News & World Report in February 2007 to
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illustrate an article on the deployment of troops to Iraq. The picture shows a
young girl and a man in military uniform holding hands, with other soldiers in
the background. Evidently, the main figures are father and daughter. Given
the context, the father is probably being sent to Iraq.
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Analysis

After you've gained an overview of the visual work, begin focusing on the
elements that contribute to the whole—not just the people, animals, or
objects depicted but the background and what might be called the artistic ele-
ments of lighting, color, shape, and balance.

e Which elements of the image stand out? What is distinctive about each
one!
What does the composition of the image emphasize?
If spoken or written words accompany the work, what do they say? How
are they sized and placed in relation to the visual elements?

In Lesser’s photograph, the dominant elements are the soldier and the
girl, presumably father and daughter, holding hands and facing a brick build-
ing in the background. Other soldiers are also evident, particularly in a large
rectangular door in the background building. The girl wears light-colored
clothing, and she carries an umbrella, which indicates that it is raining. The
father wears a camouflage uniform and helmet and carries a rifle across his
back, which suggest that he is prepared to fight. He is walking (his left heel is
raised), apparently headed toward the door. The daughter seems to be play-
fully hopping or skipping.

Inference

Identifying the elements of the visual representation leads you to consider
what they mean and how the image’s creator has selected and arranged them
so that viewers will respond in certain ways. As when reading a written text
critically, you make explicit what may only be implicit in the work.

e What do the elements of the work say about the creator’s intentions and
assumptions? In particular, what does the creator seem to assume about
viewers’ backgrounds, needs, interests, and values?

e [f the work includes written or spoken words, how do they interact with
the visual components?

We can guess Erik Lesser’s intentions for the photograph. He seems to
assume that we viewers will instantly recognize the main figures as a soldier
going off to war and his daughter coming to say good-bye. He may assume
more as well: that whatever viewers think about the Iraq war, they will sym-
pathize with this couple. The large father’s steady gait, uniform, and rifle por-
tray him as determined and courageous in going to war. The girl’s brighter
clothes and jaunty step show her as excited, perhaps unaware of what lies in

o
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store for her father. Lesser may see these opposites as reflecting the contro-
versy over the war.

Synthesis

Linking the elements and your inferences about them, you’ll move into a
new conception of the visual representation: your own conclusions about its
overall intentions and effect.

e What general appeal does the work make to viewers? For instance, does it
emphasize logical argument, emotion, or the creator’s or subject’s worthi-
ness!

e What feelings, memories, moods, or ideas does the work seem intended to
summon from viewers’ own store of experiences! Why, given the purpose
of the work, would its creator try to establish these associations?

As we see it, Lesser’s photograph represents Americans’ mixed feelings
about the war in Iraq. The apparent rain and the yawning door are ominous,
suggesting the danger facing the father and also the United States as a whole.
The determination of the father despite the risk evokes our appreciation and
pride; his connection with his daughter evokes our sympathy and approval as
it also intensifies our anxiety for his safety. At the same time, the buoyant
daughter is both sweetly supportive and sadly innocent, because she may not
realize what her father’s departure means. In a larger sense, these two figures
could represent the joining of the armed forces and the home front in a situa-
tion that, depending on one’s point of view, is noble or tragic.

When using synthesis, you may often go outside the work itself to explore
its cultural context. For instance, Lesser’s photograph might be compared
with other photographs that depict soldiers on their way to Iraq, or it might
be analyzed in the context of one or more written opinions about the war
in Iraq.

Evaluation

Often in criticizing visual works, you'll take one step beyond synthesis to
evaluate success or significance or value.

e Does the work seem to fulfill its creator’s intentions? Does it do what the
creator wanted?

e Apart from the creator’s intentions, how does the work affect you? Does it
move you! amuse you? bore you? offend you?

e Was the work worth creating?

o
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Erik Lesser’s photograph seems to us masterful as concise storytelling with
a big message. As Lesser seems to have intended, he distills strong and even
contradictory feelings about the Iraq war into a deceptively simple image of a
father and his daughter.
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THE WRITING
PROCESS

The CRITICAL THINKING discussed in the previous chapter will serve you in
just about every role you'll play in life— consumer, voter, friend, parent. As a
student and a worker, though, you'll find critical thinking especially impor-
tant as the foundation for writing. Whether to demonstrate your competence
or to contribute to discussions and projects, writing will be the main way you
communicate with teachers, supervisors, and peers.

Like critical thinking, writing is no snap: As this book’s Writers on Writ-
ing attest, even professionals do not produce thoughtful, detailed, attention-
getting prose in a single draft. Writing well demands, and rewards, a
willingness to work recursively—to begin tentatively, perhaps, and then to
double back, to welcome change and endure frustration, to recognize and
exploit progress.

This recursive writing process is not really a single process at all, not even
for an individual writer. Some people work out meticulous plans before begin-
ning to compose sentences; others find plans stifling and prefer to just start
writing; still others will work one way for one project and a different way for
another. Generally, though, writers do move through four rough stages
between assignment or initial idea and finished work: analysis of the writing
situation, discovery, drafting, and revision.

31
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In examining these stages, we’ll have the help of a student, Rosie Anaya.
Anaya wrote an essay for The Bedford Reader responding to Nancy Mairs'’s
essay “Disability.” Along with the final draft of her essay (pp. 47-49), Anaya
also provided her notes and earlier drafts and her comments on her progress at
each stage.

ANALYZING THE WRITING SITUATION

Any writing you do will occur in a specific situation: What are you writing
about? Whom are you writing to? Why are you writing about this subject to
these people? Subject, audience, and purpose are the main components in the
writing situation, although others may figure as well, such as length or deadline.

Subject

Your subject may be specified or at least suggested in the writing assign-
ment you receive. “Discuss one of the works we’ve read this semester in its his-
torical and social context,” reads a literature assignment; “Can you draw me
up a proposal for holiday staffing?” asks your boss. If you're left to your own
devices and nothing occurs to you, try the discovery techniques explained on
pages 34-37 to find a subject that interests you.

In The Bedford Reader we’ve provided ideas for writing about the selec-
tions that will also give you practice in working with writing assignments.
Immediately after each selection, a “Journal Writing” prompt encourages you
to respond to the selection just for yourself. (See p. 35 for a discussion of jour-
nal writing.) Then, in “Suggestions for Writing,” one assignment proposes
turning that journal writing into an essay for others to read. Of the three
or four other suggestions, one labeled “Critical Writing” asks you to take a
deliberate, critical look at the selection, and another labeled “Connections”
helps you relate the selection to one or two others in the book. You may not
wish to take any of our suggestions as worded; they may merely urge your own
thoughts toward what you want to say.

To give you an idea of the writing suggestions we provide, here are pos-
sibilities for Nancy Mairs’s “Disability,” the essay reprinted in the preceding
chapter (p. 13):

Journal Writing

Do you agree that many people respond with discomfort to people with disabilities?
What do you feel when you see a stranger using a wheelchair: pity? sympathy? curios-
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ity? uncertainty? admiration? fear? something else? In your journal, set down your
answers to these questions as honestly as you can. What do you think causes these
feelings? Consider how they are colored by your experiences with disability—
whether you are disabled yourself, know someone who is disabled, or have no first-
hand experience with disability.

Suggestions for Writing

1. FROM JOURNAL TO ESSAY Based on your journal reflections, write an essay that
explains how your own responses to people with disabilities lead you to accept or
dispute Mairs’s call for depicting “disabled people in the ordinary activities of
daily life.”

2. Have media depictions of people with disabilities changed since Mairs wrote her
essay in 19877 If so, how? If not, why? Write an essay in which you ANALYZE cur-
rent media representations of disability, using specific examples to support your
ideas.

3. Choose another group you think has been “effaced” in television advertising and
programming—a racial, ethnic, or religious group, for instance. Write an essay
detailing how and why that group is overlooked. How could representations of
the group be incorporated into the media? What effects might such representa-
tion have?

4. CRITICALWRITING Reread this essay carefully. Mairs tells us about herself through
details and through TONE (for example, through IRONY, intensity, and humor).
Werite an essay on how Mairs’s self-revelations do or do not help further her
THESIS.

5. CONNECTIONS In “On Compassion” (p. 193), Barbara Lazear Ascher writes
about the way people who are comfortable tend to respond to homeless people on
the street, and she suggests that compassion must be “learned by having adversity
at our window.” Does what Ascher asks in relation to homeless people resemble
what Mairs asks in relation to disabled people? In an essay, discuss the similarities
and differences between these two writers’ views of how people’s attitudes could
or should change.

Audience and Purpose

We looked at AUDIENCE and PURPOSE in the previous chapter, as concerns
of writers that can help us readers analyze their works. When you are doing the
writing, considering audience and purpose moves from informative to neces-
sary: Knowing whom you’re addressing and why tells you what approach to
take, what EVIDENCE to gather, how to arrange ideas, even what words to use.

You can conceive of your audience generally (your classmates? the readers
of a newspaper?), but usually you'll want to think about the characteristics of
readers that will affect how they respond to you:
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e What do readers expect from writing like yours? A particular format
or organization? Certain kinds of information? A customary level of for-
mality?

e What do readers need to know if they are to understand you or agree with
you? How much background should you provide? How thoroughly should
you support your ideas? What kinds of evidence will be most effective?

e What in readers’ own makeup will influence their responses? How old are
they? Are they educated? Do they share your values? Are they likely to
have some misconceptions about your subject?

While you are considering readers’ backgrounds and inclinations, you'll
also be refining your purpose. You may know early on whether you want to
explain something about your subject or argue something about it—a general
purpose. To be most helpful, though, your idea of purpose should include
what you want readers to think or do as a result of reading your writing. For
instance:

To explain two treatments for autism in young children so that readers
clearly understand the similarities and differences

To defend term limits for state legislators so that readers who are now unde-
cided on the issue will support limits

To analyze Shakespeare’s Macbeth so that readers see the strengths as well as
the flaws of the title character

To propose an online system for scheduling work shifts so that company
managers decide to explore the options

We have more to say about audience and purpose in the introduction to

each rhetorical method (Chaps. 4-13).

DISCOVERING IDEAS

During the second phase of the writing process, DISCOVERY, you'll feel your
way into an assignment. This is the time when you critically examine any text
or image that is part of the assignment and begin to generate ideas for writing.
When writing about selections in this book, you'll be reading and rereading
and writing, coming to understand the work, figuring out what you think of it,
figuring out what you have to say about it. From notes during reading to jot-
ted phrases, lists, or half-finished paragraphs after reading, this stage should
always be a writing stage. You may even produce a rough draft. The important
thing is to let yourself go: Do not, above all, concern yourself with making
beautiful sentences or correcting errors. Such self-consciousness at this stage
will only jam the flow of thoughts. If your idea of “audience” is “teacher with

o
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sharp pencil” (not, by the way, a fair picture), then temporarily blank out your
audience, too.

Several techniques can help you let go and open up during the discovery
stage, among them writing in a journal, freewriting, and using the methods of
development.

Journal Writing

A JOURNAL is a notebook or tablet or computer file in which you record
your thoughts for yourself. (Teachers sometimes assign journals and periodi-
cally collect them to see how students are doing, but even in these situations
the journal is for yourself.) In keeping a journal, you don’t have to worry about
being understood by a reader or making mistakes: You are free to write how-
ever you want to get your thoughts down.

Kept faithfully—say, for ten or fifteen minutes a day—a journal can lim-
ber up your writing muscles, giving you more confidence and flexibility as
a writer. It can also provide a place to work out personal difficulties, explore
half-formed ideas, make connections between courses, or respond to reading.
Here, for instance, is Rosie Anaya’s initial journal entry on Nancy Mairs’s
“Disability”:

I think Mairs is right that disability makes a lot of people uncomfortable.

I know that when I see someone in a wheelchair or on crutches I can feel
pretty anxious, but that’s usually because I don’t know whether I should offer
to help or just pretend I don’t notice the disability. Honestly, I'm much more
afraid of the strange woman mumbling to herself on the corner, or the man on
the subway rocking back and forth in his seat. But why? It’s not like they're
contagious. I guess I just worry that they might lash out without warning or

something.

Freewriting

Another technique for limbering up, but more in response to specific writ-
ing assignments than as a regular habit, is freewriting. When freewriting, you
write without stopping for ten or fifteen minutes, not halting to reread, criti-
cize, edit, or admire. You can use partial sentences, abbreviations, question
marks for uncertain words. If you can’t think of anything to write about, jot
“can’t think” over and over until new words come (they will).

You can use this technique to find a subject for writing or to explore ideas
on a subject you already have. Of course, when you’ve finished, you’ll need to
separate the promising passages from the dead ends, using those promising bits
as the starting place for more freewriting or perhaps a freely written first draft.

o
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The Methods of Development

Since each method of development provides a different perspective on
your subject, you can use the methods singly or together to discover direction,
ideas, and support for the ideas. Say you already have a sense of your purpose
for writing: Then you can search the methods for one or more that will help
you achieve that purpose by revealing and focusing your ideas. Or say you're
still in the dark about your purpose: Then you can apply each method of
development systematically to throw light on your subject, as a headlight illu-
minates a midnight road, so that you see its possible angles.

The introductions to Chapters 4-13 suggest the purposes each method is
suited for and some specific ways the method can open up your subject. For
now, we've given some examples of how the methods can reveal responses,
either direct or indirect, to Mairs’s “Disability.”

e Narration: Tell a story about the subject, possibly to enlighten or entertain
readers or to explain something to them. Answer the journalist’s ques-
tions: who, what, when, where, why, how? For instance, relate a day in the
life of a person with a disability.

e Description: To explain or evoke the subject, focus on its look, sound, feel,
smell, taste—the evidence of the senses. For instance, describe Mairs’s
feelings about her subject as revealed in her use of language.

e Example: Point to instances, or illustrations, of the subject that clarify and
support your idea about it. For instance, give examples that illustrate the
media’s current representation of people with disabilities.

e Comparison and contrast: Set the subject beside something else, noting
similarities or differences or both, for the purpose of either explaining or
evaluating. For instance, compare and contrast characters with disabilities
in two movies or TV shows.

e Process analysis: Explain step by step how to do something or how some-
thing works—in other words, how a sequence of actions leads to a partic-
ular result. For instance, explain a process for convincing advertisers to
use people with disabilities in TV commercials.

e Division or analysis: Slice the subject into its parts or elements in order
to show how they relate and to explain your conclusions about the sub-
ject. For instance, analyze Mairs’s tone and its relation to her purpose.

e Classification: To show resemblances and differences among many related
subjects, or the many forms of a subject, sort them into kinds or groups.
For example, classify attitudes toward people with disabilities, physical
and mental.

e Cause and effect: Explain why or what if, showing reasons for or conse-
quences of the subject. For instance, explain how someone’s life changed,
and didn’t change, as a result of disability.

o
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Definition: Trace a boundary around the subject to pin down its meaning.
For instance, define disability.

Argument and persuasion: Formulate an opinion or make a proposal about
the subject. For instance, argue for a change in grocery or department
stores to accommodate people who use wheelchairs.

FOCUSING ON THE THESIS
AND THE THESIS STATEMENT

While you're gathering ideas, begin trying to pin down your THESIS, the

main idea of your writing. Without the focus of a thesis, an essay wanders and
irritates and falls flat. With a focus, an essay is much more likely to click.

You may express the thesis in a sentence or two, called a THESIS STATE-

MENT, like these from essays in this book:

These were two strong men, these oddly different generals [Ulysses S. Grant
and Robert E. Lee], and they represented the strengths of two conflicting
currents that, through them, had come into final collision.

— Bruce Catton, “Grant and Lee: A Study in Contrasts”

Inanimate objects are classified into three major categories— those that don’t
work, those that break down and those that get lost.
—Russell Baker, “The Plot Against People”

A bill [to prohibit import of goods produced with children’s labor] is of no use
unless it goes hand in hand with programs that will offer a new life to these
newly released children.

— Chitra Divakaruni, “Live Free and Starve”

These diverse examples share a few important qualities:

The authors assert opinions, taking positions on their subjects. They do
not merely state facts, as in “Grant and Lee both signed the document
ending the Civil War” or “Grant and Lee were different men.”

Each thesis statement projects a single idea. The thesis may have parts
(such as Baker’s three categories of objects), but the parts fit under a single
umbrella idea.

As you will see when you read the essays themselves, each thesis state-
ment accurately forecasts the scope of its essay, neither taking on too
much nor leaving out essential parts.

Each thesis statement hints about the writer’s purpose —we can tell that
Catton and Baker want to explain, whereas Divakaruni wants mainly to
persuade. (Explaining and persuading overlap a great deal; we're talking
here about the writer’s primary purpose.)

o
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Every single essay in this book has a thesis because a central, controlling
idea is a requirement of good writing. But we can give no rock-hard rules
about the thesis statement—how long it must be or where it must appear in an
essay or even whether it must appear. Indeed, the essays in this book demon-
strate that writers have great flexibility in these areas, even within a given
method. For your own writing, we advise stating your thesis explicitly and
putting it near the beginning of your essay —at least until you've gained expe-
rience as a writer. The stated thesis will help you check that you have that
necessary focus, and the early placement will tell your readers what to expect
from your writing.

DRAFTING

Sooner or later, the discovery stage yields to DRAFTING: writing out sen-
tences and paragraphs, linking ideas, focusing them. For most writers, drafting
is the occasion for exploring the relations among ideas, filling in the details to
support them, beginning to work out the shape and aim of the whole. During
drafting, you may clarify your purpose and your thesis, try out different
arrangements of material, or experiment with tone. Sometimes, though, you
may find that just spelling out thoughts into complete sentences is challenge
enough for a first draft, and you'll leave issues of purpose, thesis, structure, and
tone for another round.

A few suggestions for drafting:

Give yourself time, at least a couple of hours.

Work in a place where you won’t be disturbed.

Stay loose so that you can wander down intriguing avenues or consider
changing direction altogether.

e Don’t feel compelled to follow a straight path from beginning to end. If
the introduction is giving you fits, skip it until later.

e Keep your eyes on what’s ahead, not on the pebbles underfoot— the pos-
sible mistakes, “wrong” words, and bumpy sentences that you can attend
to later. This is an important message that many inexperienced writers
miss: It’s okay to make mistakes. You can fix them later.

REVISING AND EDITING

If it helps you produce writing, you may want to view your draft as a
kind of dialog with readers, fulfilling their expectations, answering the ques-
tions you imagine they would ask. But some writers save this kind of thinking
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for the next stage, REVISION. Literally “re-seeing,” revision is the price you pay
for the freedom to experiment and explore. Initially the work centers on you
and your material, but gradually it shifts into that transaction we spoke of
earlier between you and your reader. And that means stepping outside the
intense circle of you-and-the-material to see the work as a reader will, with
whatever qualities you imagine that reader to have. Questions after most
essays in this book ask you to analyze how the writers’ ideas about their read-
ers have influenced their writing strategies, and how you as a reader react to
the writers’ choices. These analyses will teach you much about responding to
your own readers.

Like many writers, you will be able to concentrate better if you approach
revision as at least a two-step process. First revise, focusing on fundamental,
whole-essay matters such as purpose and organization; and only then edit,
focusing on surface issues such as word choice and grammar. This two-step
process is like inspecting a ship before it sails: First check under the water for
holes to make sure the boat will stay afloat; then look above the water at what
will move the boat and please the passengers, such as intact sails, sparkling
hardware, and gleaming decks.

The following checklists can guide your revision and editing:

QUESTIONS FOR REVISION

Will my purpose be clear to readers? Have I achieved it?

What is my thesis? Have [ proved it?

[s the essay unified (all parts relate to the thesis)?

[s the essay coherent (the parts relate clearly)?

Will readers be able to follow the organization?

Have I given enough details, examples, and other specifics for readers to
understand me and stay with me?

[s the tone appropriate for my purpose?

Have I used the methods of development to full advantage?

QUESTIONS FOR EDITING

Do PARAGRAPH breaks help readers grasp related information?

Do TRANSITIONS tell readers where I am making connections, additions,
and other changes?

Are sentences smooth and concise? Do they use PARALLELISM, EMPHASIS,
and other techniques to clarify meaning?

Do words say what [ mean, and are they as vivid as I can make them?

Are my grammar and punctuation correct?

Are any words misspelled?
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COLLABORATING

Your writing teacher may ask you to spend some time talking with your
classmates, as a whole class or in small groups or pairs. You may analyze the
essays in this book (perhaps answering the end-of-essay questions), read each
other’s journals or drafts, or plot revision strategies. Such conversation and
collaboration—voicing, listening to, and arguing about ideas— can help you
develop more confidence in your writing and give you a clearer sense of audi-
ence. One classmate may show you that your introduction, which you thought
was lame, really worked to get her involved in your essay. Another classmate
may question you in a way that helps you see how the introduction sets up
expectations in the reader, expectations you're obliged to fulfill. Rosie Anaya
received classmates’ comments on the first draft of her paper responding to
Nancy Mairs’s “Disability” (see p. 43).

You may at first be anxious about collaboration: How can I judge others’
writing? How can [ stand others’ criticism of my own writing? These are nat-
ural worries, and your teacher will try to help you with both of them —for
instance, by providing a checklist to guide your critique of your classmates’
writing. (The revision checklist on the previous page works for reading others’
drafts as well as your own.) With practice and plentiful feedback, you'll soon
appreciate how much you're learning about writing and what a good effect
that knowledge has on your work. You're writing for an audience, after all, and
you can’t beat the immediate feedback of a live one.

AN ESSAY-IN-PROGRESS

In the following pages, you have a chance to watch Rosie Anaya as she
develops an essay through journal notes and several drafts. Her topic is the
third of the writing suggestions given on page 33 —about a group that has
been “effaced” by the media— which she had already started exploring in her
journal (p. 35). Anaya’s journal notes through each stage enlighten us about
her thinking as she proceeds through the writing process.

Reading and Drafting
Journal Notes on Reading

“For months now I've been consciously searching for representation of myself in
the media” (q 1)

e “representation of myself” = a person who just happens to have a disability
(Mairs has multiple sclerosis) living a full, normal life
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e Media shows disability consuming a character’s life or doesn’t show dis-
ability at all

Haven’t the media gotten a little better about showing people with disabilities
since Mairs wrote in 1987? Lots of TV shows have characters who just happen to
use canes or wheelchairs.

“Effaced” (9 5) means to erase, or to make something disappear. I see why Mairs
has a problem with this: I would be bothered, too, if I didn’t see people like me
represented in the media. I would feel left out, probably hurt, maybe angry.

Mairs is doing more: Invisibility is a problem for healthy people too — anybody
could become disabled and wouldnt know that people with disabilities live full,
normal lives (q 7).

Interesting that Mairs mentions emotional health more than once:

e “self-degradation and a subtle kind of self-alienation” (q 6)

e “you might feel as though you don’t exist, in any meaningful social sense”
(q6)

e “the physically and emotionally complex world you live in” (q 7)

® “it will be a good bit easier psychologically if...” (q 7)

References to feelings and psychology raise a question about people with mental
disabilities, like depression or autism or schizophrenia. How are they represented
by the media?

e Definitely not as regular people with “a normal characteristic, one that
complicates but does not ruin human existence” (q 7).

® Stories in the news about emotionally disturbed people who go over the
edge and hurt or even kill people. And CSI, Law and Order, etc. always
using some kind of psychological disorder to explain why someone com-
mitted a crime.

I think I have a start for an essay that answers question 3, about other minority
groups that are “effaced” in the media. Except the problem with mental illness
isn’t just invisibility —it’s also negative stereotyping. What if you're either not
being represented at all, or you're represented as a danger to yourself and others?
That's got to be even worse.

First Draft

Nancy Mairs is upset with television and movies that don’t show physical
disability as a feature of normal life. She says the media shows disability con-
suming a character’s life or it doesn’t show disability at all, and she wants to see

“representation of myself in the media, especially television” (p. 00).
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Mairs makes a convincing argument that the media should portray physical
disability as part of everyday life because “effacement” leaves the rest of us un-
prepared to cope in the case that we should eventually become disabled ourselves.
As she explains it, anybody could become disabled, but because we rarely see
people with disabilities living full, normal lives on tv, we assume that becoming
disabled means life is pretty much over (p. 00). It's been more than two decades
since Mairs wrote her essay, and she seems to have gotten her wish. Plenty of char-
acters on television today who have a disability are not defined by it. But psycho-
logical disabilities are disabilities too, and they have never been shown “as a normal
characteristic, one that complicates but does not ruin human existence” (p. 00).

Television routinely portrays people with mental illness as threats to them-
selves and to others. Think about all those stories on the evening news about a
man suffering from bipolar disorder who went on a shooting spree before turning
his gun on himself, or a mother who drowned her own children in the throes of
postpartum depression, or a depressed teenager who commits suicide. Such events
are tragic, no doubt, but although the vast majority of people with these illnesses
hurt nobody, the news implies that they’re all potential killers.

Fictional shows, too, are always using some kind of psychological disorder to
explain why someone committed a crime. Last month on Law and Order an Iraq
war veteran committed murder because he couldn’t cope with his memories of the
war and lashed out at a homeless person. And the last season of CSI kept coming
back to a story about the “miniature killer.” Over several episodes, Gil Grissom,
Sara Seidel, Catherine Willows, and Nick Stokes found perfect miniature replicas of
crime scenes and tried to figure out who was so obsessive/compulsive that they
would go to so much trouble to re-create their crime scenes in elaborately crafted
dollhouses. After chasing down a few false leads, they were surprised to discover
that the serial killer was a woman whose father had rejected her because she
pushed her little sister out of a treehouse and killed her when she was only six
years old. She spent her childhood being shunted around between foster homes,
where nobody wanted her either. She was even described by one former foster

parent as “broken”! Meanwhile, the father projected his love for his dead daughter
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onto his ventriloquism dummy, making him seem more than a little mentally ill
himself.

It is my belief that the presentation of psychological disability may do worse
than the “effacement” of disability that bothered Mairs. People with mental illness
are discouraged from seeking help and are sent deeper into isolation and despair.

This negative stereotype hurts us all.

Revising
Peer Responses to First Draft

Your essay is fascinating. I never really thought about how mental illness is
treated on tv before! But your introduction is pretty abrupt, and what is your
thesis? I don’t see it anywhere. Also, the essay seems to kind of fizzle out at
the end.

—Liz Kingham

You do a good job showing how TV shows stereotype people with mental illness,
but the CSI example goes on a bit long—it’s hard to see how it all relates. Also,
can you give some examples of the characters with physical disabilities you
mention in paragraph 2? All the ones I can think of are from shows that have
been canceled, so I wonder if the problem has really improved after all.

— Hahlil Jones

Your idea is really original, but I'm having trouble following how it connects to
Mairs’s argument. Could you tie the two issues together more clearly?

— Maria Child

Journal Notes on First Draft

I thought I did a good job explaining myself, but Maria’s right: I assume that
other people interpreted Mairs the same way I did, and that’s not necessarily true.
Need to go through my essay and spell out what her ideas are — and then show
how the problems she identified are even more important in the case of mental
illness.

Hahlil's right about the CSI example —1I got carried away with it. I only need to
make the point that the show emphasizes the killer's mental disturbance.

The introduction and conclusion need a lot of work: a less abrupt start, a thesis
statement, and a fuller conclusion that says why the media should improve the
way psychological disability is portrayed — more with Mairs’s point about the
impact of “effacement” on “Temporarily Abled People” might help with that.

Also need to add page numbers from Mairs and work cited at end.
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Revised Draft

Mental Illness on Television
In her essay “Disability” Nancy Mairs isupset-with-argues that television
and movies that-don“t-fail to show physical disability as a feature of normal life.
Instead, Mairs She-says, the media shows disability consuming a character’s life or
it doesn’t show disability at all;and-she-wants-to—see“representation—of-mysetfin

the-media;,—especiatty-tetevision” (p~—no- 13-14). But Mairs wrote her essay in
1987. Since then the situation has actually improved for physical disability. At the

same time, another group — those with mental illness — have come to suffer even
worse representation.

Mairs-makes—a—convineing-argument-Mairs’s purpose in writing her essay was
to persuade her readers that the media should portray physical disability as part
of everyday life because “effacement™otherwise it denies or misrepresents disabil-
ity, and it leaves the—rest-ofus—“Temporarily Abled Persons” (those without dis-

ability for now) unprepared to cope in the case that we-they should eventually

become disabled otrsetves-themselves (14-15). As—she-exptains-it,anybodycottd

Two decades later, Mairs—she seems to have gotten her wish. Plenty of characters
on television today who have a disability are not defined by it. The title character
on House walks with a cane, Heidi Petrelli of Heroes is paraplegic (so is Joe
Swanson of Family Guy); Jimmy on South Park uses crutches. Even the medical
examiner on CSI, Al Robbins, has prosthetic legs.

However, the media depiction of one type of disability is, if anything, worse
than it was two decades ago. Although Mairs doesn’t address mental illness in
“Disability,” mental illness falls squarely into the misrepresentation she criticizes.
ButpPsychological disabilities are disabilities too, and-but they have never been
shown “as a normal characteristic, one that complicates but does not ruin human
existence” (p—no=—15). People who cope with a disability such as depression,

bipolar disorder, or obsessive-compulsive disorder as parts of their lives do not

o
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see themselves in the media; those who don’t have a psychological disability now
but may someday do not see that mental illness is usually a condition they can
live with.

The depictions of mental illness actually go beyond Mairs’s concerns, as the
media actually exploits it. Television routinely portrays people with mental illness
as threats to themselves and to others. Think about all those stories on the eve-
ning news about a man suffering from bipolar disorder who went on a shooting
spree before turning his gun on himself, or a mother who drowned her own chil-

dren in the throes of postpartum depression, or a depressed teenager who com-

mits suicide. Steh-events-are-tragic, no-dotbtbut-atthough-the-vast-majority-of

’

tiatkitters—Fictional shows, too, are always using some kind of psychological dis-
order to explain why someone committed a crime. Last month on Law and Order

an Iraq war veteran committed murder because he couldn’t cope with his memo-

ries of the war and lashed out at a homeless person. And on the last season of

DO ety et otuse Fg—CGOW a a

teads,—they-were-surprised-to-discover-that-the a serial killer was-turns out to be

a deranged woman whese-who was rejected by her father and driven by delusions

since childhood. had-rejected-herbecatseshepushed-hertitttesisteroutofa

These programs highlight mental illness to get viewers’ attention. But the

media is also telling us that the proper response to people with mental illness is
to be afraid of them. Mairs argues that invisibility in the media can cause people

with disabilities to feel unattractive or inappropriate (14-15). It is my belief that

o
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the presentation of psychological disability may do worse.—than-the“effacement™
of-disabitity-thatbothered-Mairs: People with mental illness are discouraged from
seeking help and are sent deeper into isolation and despair. Those feelings are
often cited as the fuel for violent outbursts, but ironically the media portrays
such violence as inevitable with mental illness. Thisrnegative-stereotype-hurts
usattc

More complex and varied depictions of all kinds of impairments, both
physical and mental, will weaken the negative stereotypes that are harmful to
all of us. With mental illness especially, we would all be better served if psycho-
logical disability was portrayed by the media as a part of everyday life. It's not

a crime.

Work Cited
Mairs, Nancy. “Disability.” The Bedford Reader. Ed. X. J. Kennedy, Dorothy M.

Kennedy, and Jane E. Aaron. 10th ed. Boston: Bedford, 2009. 13-15.

Editing
Journal Notes on Revised Draft

This is much better now that I've clarified my thesis and connected my argument
better with Mairs. She adds more authority to my own point. The examples of
mental illness on TV are much tighter. And the conclusion explains why this topic
is important — much needed.

There’s still some work to do, though. Need to fix some errors (“media” is plural)
and do something about awkward sentences. Maybe give a little more explanation
in a couple of places too.

Edited Paragraph

Mairs’s purpose in writing—her-essay-"Disability” was-is to persuade herread-
ers that the media should portray physical disability as part of everyday life
because otherwise it-they dentes-deny or misrepresents disability; and it-leaves
“Temporarily Abled Persons” (those without disability, for now) unprepared to

cope in-the-case-that-they-shoutd-eventuatty-if they become disabled themsetves

o
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(14-15). Two decades later, Mairs seems to have gotten her wish—Ptenty-of for
characters ontetevisien—today-who have a disability but are not defined by it.

The title character on House, for example, walks with a cane;. Heidi Petrelli of

Heroes is—paraptegie{so-is-and Joe Swanson of Family Guy}); are both paraplegic.

Jimmy on South Park uses crutches. Everr And the-medical examiner Al Robbins
on CSI--AtRebbins; has prosthetic legs. The media still have a long way to go in

representing physical disability, but they have made progress.

Final Draft

Rosie Anaya
Professor DeBeer
English 102A
2 February 2007
Mental Illness on Television

In her essay “Disability,” Nancy Mairs argues that the Introduction
summarizes Mairs’s
essay and sets up

ability as a feature of normal life. Instead, Mairs says, they show  Anaya’s thesis.

media, such as television and movies, fail to show physical dis-

disability consuming a character’s life or they don’t show disabil-
ity at all. Mairs wrote her essay in 1987, and since then the situ-

ation has actually improved for depiction of physical disability.

At the same time, another group — those with mental illness — Thesis statement
h - . establishes Anaya’s
as come to suffer even worse representation. main idea.
Mairs’s purpose in “Disability” is to persuade readers that
the media should portray physical disability as part of everyday
life because otherwise they deny or misrepresent disability and Page numbers in
leave “Temporarily Abled Persons” (those without disability, for parentheses refer to

“Work Cited” at end of
now) unprepared to cope if they become disabled (14-15). Two paper. (See also p. 63.)

decades later, Mairs seems to have gotten her wish for characters

who have a disability but are not defined by it. The title charac- Examples provide
support for Anaya’s

ter on House, for example, walks with a cane. Heidi Petrelli of analysis.

Heroes and Joe Swanson of Family Guy are both paraplegic.
Jimmy on South Park uses crutches. And medical examiner Al
Robbins on CSI has prosthetic legs. The media still have a long
way to go in representing physical disability, but they have made

progress.
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However, in depicting one type of disability, the media are,
if anything, worse than they were two decades ago. Mairs doesn’t
address mental illness, but it falls squarely into the misrepresen-
tation she criticizes. It has never been shown, in Mairs’s words,
“as a normal characteristic, one that complicates but does not
ruin human existence” (15). Thus people who cope with a psy-
chological disability such as depression, bipolar disorder, or
obsessive-compulsive disorder as part of their lives do not see
themselves in the media. And those who don’t have a psycholog-
ical disability now but may someday do not see that mental ill-
ness is usually a condition one can live with.

Unfortunately, the depictions of mental illness also go
beyond Mairs’s concerns, because the media actually exploit it.
Television routinely portrays people with mental illness as threats
to themselves and to others. TV news features stories about a
man suffering from bipolar disorder who goes on a shooting spree
before turning his gun on himself, a mother with postpartum
depression who drowns her own children, and a teenager with
depression who commits suicide. Fictional programs, especially
crime dramas, regularly use mental illness to develop their plots.
On Law and Order an Iraq war veteran with post-traumatic stress
disorder commits murder, and on CSI a serial killer turns out to
be a deranged woman — described by a former foster parent as
“broken” — who was rejected by her father and has been driven
by delusions since childhood.

These programs and many others like them highlight mental
illness to get viewers’ attention, and they strongly imply that
the proper response is fear. Mairs argues that the invisibility of
physical disability in the media can cause people with disabilities
to feel unattractive or inappropriate (14-15), but the presenta-
tion of psychological disability may do worse. It can prevent
people with mental illness from seeking help and send them
deeper into isolation and despair. Those feelings are often cited
as the fuel for violent outbursts, but ironically the media portray
such violence as inevitable with mental illness.

Seeing more complex and varied depictions of people living
with all kinds of impairments, physical and mental, can weaken

the negative stereotypes that are harmful to all of us. With men-

o

Comparison and
contrast extends Mairs's
idea to Anaya’s new
subject.

Follow-up comments
explain what quotation
contributes to Anaya’s
thesis. (See also p. 53.)

Topic sentence
introduces new idea.

Examples provide
evidence for Anaya’s
point.

Paraphrase explains
one of Mairs’s points
in Anaya’s own words.
(See also p. 54.)

Cause and effect
applies Mairs’s idea
to Anaya’s thesis.

Conclusion reasserts
thesis and explains the
broader implications of
the subject.
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tal illness especially, we would all be better served if the media
would make an effort to portray psychological disability as a part

of everyday life, not a crime.

Work Cited “Work Cited” begins on
Mairs, Nancy. “Disability.” The Bedford Reader. Ed. X. J. Kennedy, gon;mgzgsuﬂif%e;
Dorothy M. Kennedy, and Jane E. Aaron. 10th ed. Boston: information for Mairs's

essay. (See also p. 65.)
Bedford, 2009. 13-15.
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3

ACADEMIC
WRITING

Reading critically (Chap. 1) and writing effectively (Chap. 2) are both
key skills in academic writing, which calls on your ability to write criti-
cally about what you read. The academic disciplines— history, psychology,
chemistry, and the like—have different subjects and approaches, but they
share the common goal of using reading and writing to build and exchange
knowledge.

For a taste of academic knowledge building, you can read some of the
selections in this book, such as Rosie Anaya’s “The Best Kept Secret on Cam-
pus” at the end of this chapter, George Chauncey’s “The Legacy of Antigay
Discrimination” (p. 260), Bella DePaulo’s “The Myth of Doomed Kids”
(p. 350), Laila Ayad’s “The Capricious Camera” (p. 358), Marie Javdani’s “Plata
o Plomo: Silver or Lead” (p. 448), and Colleen Wenke’s “Too Much Pressure”
(p- 533). You may notice that these essays have in common certain features of
academic writing:

e Each writer attempts to gain readers’ agreement with his or her debatable
idea— or THESIS—about the subject.

e To support their theses, the writers provide EVIDENCE from one or more
other texts. (Ayad’s subject, a photograph, is a kind of text.)

51
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e The writers do not merely SUMMARIZE their sources; they grapple with
them. They ANALYZE meaning, infer ASSUMPTIONS, and SYNTHESIZE the
texts’ and their own views— in short, they read and write critically.

e The writers acknowledge their use of sources with documentation that is
appropriate for the discipline each is writing in—footnotes in some cases,
parenthetical citations and a bibliography in other cases.

e Each writer assumes an educated audience —one that can be counted on
to read critically in turn. The writers state their ideas clearly, provide
information readers need to analyze those ideas, and organize ideas and
evidence effectively. Further, they approach their subjects seriously and
discuss evidence and opposing views fairly.

This chapter will help you achieve such academic writing yourself by
responding directly to what you read (below), integrating source material into
your ideas (p. 54), orchestrating multiple sources to develop and support your
ideas (p. 56), avoiding plagiarism (p. 60), and documenting sources (p. 62).
The chapter concludes with a sample research paper (p. 74).

RESPONDING TO A TEXT

The essay by Rosie Anaya in the previous chapter (p. 47) illustrates one
type of critical response: Anaya summarizes Nancy Mairs’s essay “Disability”
(p. 13), explores its implications, and uses it as a springboard to her own
related subject, which she supports with personal observation and experience.
Just as Anaya responds to Mairs’s essay, so you can respond to any essay in this
book or for that matter to anything you read or see. Using evidence from your
own experiences, reading, and viewing, you can take a variety of approaches:

e Like Anaya, agree with and extend the author’s ideas, providing addi-
tional examples or exploring related ideas.

e Agree with the author on some points, but disagree on others.
Disagree with the author on one of his or her key points.
Explain how the author achieves a particular EFFECT, such as enlisting
your sympathy or sparking your anger.

e Judge the overall effectiveness of the essay—for instance, how well the
writer supports the thesis, whether the argument is convincing, or whether
the author succeeds in his or her stated or unstated purpose.

These suggestions and this discussion assume that you are responding to a sin-
gle work, but of course you may take on two or even more works at the same
time. You might, for instance, use the method of COMPARISON AND CONTRAST
to show how two stories are alike or different or to find your own way between
two arguments on the same issue.
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Forming a Response

Some reading you do will spark an immediate reaction, maybe because
you disagree or agree strongly right from the start. Other reading may re-
quire a more gradual entry into what the author is saying and what you think
about it. At the same time, you may have an assignment that narrows the
scope of your response—for instance, by asking you to look at TONE or some
other element of the work or by asking you to agree or disagree with the
author’s thesis.

Whatever your initial reaction or your assighment, you can use the tools
discussed in Chapter 1 to generate and structure your response: summary,
analysis, inference, synthesis, evaluation. (See pp. 17-20.) Your first goal is to
understand the work thoroughly, both what it says outright and what it
assumes and implies. For this step, you'll certainly need to make notes of some
sort: For instance, those by Rosie Anaya on pages 40—41 include summaries of
Mairs’s essay, key quotations from it, interpretations of its meaning, and the
beginnings of Anaya’s ideas in response. Such notes may grow increasingly
focused as you refine your response and return to the reading to interpret it
further and gather additional passages to discuss.

Synthesizing Your Own and Another’s Views

Synthesis, as we note in Chapter 1, is the core of academic writing:
Knowledge builds as writers bring their own perspectives to bear on what oth-
ers have written, making their own contributions to what has come before.

When you write about a text, your perspective on it will be your thesis—
the main point you have in response to the text or (if you take off in another
direction) as a result of reading the text. As you develop the thesis, always
keep your ideas front and center, pulling in material from the text as needed
for support. In each paragraph, your idea should come first and, usually, last:
State the idea, use evidence from the reading to support it, and then interpret
the evidence. (As a way to encourage this final interpretation, some writing
teachers ask students not to end paragraphs with source citations.)

You can see a paragraph structured like this in Rosie Anaya’s essay “Men-
tal Illness on Television” in the previous chapter:

However, in depicting one type of disability, the media are, if anything,
worse than they were two decades ago. Mairs doesn’t address mental illness,
but it falls squarely into the misrepresentation she criticizes. It has never
been shown, in Mairs’s words, “as a normal characteristic, one that compli-
cates but does not ruin human existence” (15). Thus people who cope with
a psychological disability such as depression, bipolar disorder, or obsessive-
compulsive disorder as part of their lives do not see themselves in the media.

o
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And those who don’t have a psychological disability now but may someday
do not see that mental illness is usually a condition one can live with.

INTEGRATING SOURCE MATERIAL

One key to synthesis is deciding how to present evidence from your
reading and then working the evidence into your own text smoothly and
informatively.

Summary, Paraphrase, and Quotation

When you summarize or paraphrase a source, you express its ideas in your
own words. when you quote, you use the source’s exact words, in quotation
marks. All summanries, paraphrases, and quotations must be acknowledged in source
citations. See pages 60-62 on avoiding plagiarism and pages 62-73 on MLA
documentation.

Summary

With SUMMARY you use your own words to condense a paragraph, an
entire article, or even a book into a few lines that convey the source’s essen-
tial meaning. We discuss summary as a reading technique on page 17, and
the advice and examples there apply here as well. When responding to a text,
you may use brief summaries to catch readers up on the gist of the author’s
argument or a significant point in the argument. Here, for example, is a sum-
mary of Barbara Lazear Ascher’s “On Compassion,” which appears on pages

193-95.

SUMMARY  Ascher shows how contact with the homeless can be unsettling
and depressing. Yet she also suggests that these encounters are useful because
they can teach others to be more compassionate (193-95).

Notice how the summary identifies the source author and page numbers and
uses words that are not the author’s. (Any of Ascher’s distinctive phrasing
would have to be placed in quotation marks.)

Paraphrase

When you PARAPHRASE, you restate a specific passage in your own words.
Paraphrase adheres more closely than summary to the source author’s line of
thought, so it’s useful to present an author’s ideas or data in detail. Generally,
use paraphrase rather than quotation for this purpose, since paraphrase shows

o
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that you're in command of your evidence and lets your own voice come
through. (See below for when to use quotations.) Here is a quotation from
Ascher’s essay and a paraphrase of it:

ORIGINAL QUOTATION  “Could it be that the homeless, like [Greek drama-
tists], are reminding us of our common humanity? Of course, there is a dif-
ference. This play doesn’t end—and the players can’t go home.”
PARAPHRASE  Ascher points out an important distinction between the New
York City homeless and the characters in Greek tragedies: The homeless are
living real lives, not performing on a stage (195).

As with a summary, note that a paraphrase cites the original author and page
number. Here is another example of paraphrase, this from an essay about
immigration by David Cole:

ORIGINAL QUOTATION  “We stand to be collectively judged by our treat-
ment of immigrants, who may appear to be ‘other’ now but in a generation
will be ‘us.””

PARAPHRASE ~ Cole argues that the way the United States deals with immi-
grants now will come back to haunt it when those immigrants are eventually
integrated into mainstream society (110).

Quotation

Quotations from sources can both support and enliven your own ideas—
if you choose them well. When analyzing a primary source, such as a work of
literature or a historical document, you may need to quote many passages in
order to give the flavor of the author’s words and evidence for your analysis.
With secondary sources, however, too many quotations will clutter an essay
and detract from your own voice. Select quotations that are relevant to the
point you are making, that are concise and pithy, and that use lively, bold, or
original language. Sentences that lack distinction —for example, a statement
providing statistics on economic growth between 2000 and 2007 —should be
paraphrased.

Always enclose quotations in quotation marks and cite the source author
and page number.

Introduction of Source Material

With synthesis, you're always making it clear to readers what your idea is
and how the evidence from your reading supports that idea. To achieve this
clarity, you want to fit summaries, paraphrases, and quotations into your sen-
tences and show what you make of them.

o
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In the passage below, the writer drops a quotation awkwardly into her sen-
tence and doesn’t clarify how the quotation relates to her idea.

NoOT INTRODUCED  The problem of homelessness is not decreasing, and “It
is impossible to insulate ourselves against what is at our very doorstep”

(Ascher 195).

In the following revision, however, the writer indicates with “As Ascher says”
that she is using the quotation to reinforce her point. This SIGNAL PHRASE also
links the quotation to the writer’s sentence.

INTRODUCED  The problem of homelessness is not decreasing, nor is our
awareness of it, however much we wish otherwise. As Ascher says, “It is
impossible to insulate ourselves against what is at our very doorstep” (195).

You can introduce source material into your sentence by interpreting it
and by mentioning the author in your text—both techniques illustrated in
the previous example. The signal phrase “As Ascher says” has a number of
variations:

According to one authority . . .
John Eng maintains that . . .
The author of an important study, Hilda Brown, observes that . . .

Ascher, the author of “On Compassion,” has a different view, claiming . . .
For variety, such a phrase can also fall elsewhere in the quotation.

“It is impossible,” Ascher says, “to insulate ourselves against what is at our
very doorstep” (195).

When you omit something from a quotation, signal the omission with the
three spaced periods of an ellipsis mark as shown:

“It is impossible to insulate ourselves. . . ,” says Ascher (195).

In Ascher’s view, “Compassion . . . must be learned . . .” (195).

WRITING FROM RESEARCH

Responding to a reading— thinking critically about it and synthesizing its
ideas into your own—prepares you for the source-based writing that will
occupy you for much of your academic career. In this kind of writing, you test
and support your thesis by exploring and orchestrating a range of opinions and
evidence found in multiple sources. The writing is source based but not source
dominated: As when responding to a single work, your critical reading and your
views set the direction and govern the final presentation.
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Evaluating Sources

When examining multiple works for possible use in your paper, you of
course want each one to be relevant to your subject and to your thesis. But you
also want it to be reliable—that is, based on good evidence, carefully reasoned.
To evaluate relevance and reliability, you'll depend on your critical-reading
skills of analysis, inference, and synthesis to answer a series of questions:

e What is the PURPOSE of the source, and who is the source’s intended
AUDIENCE?

[s the material a primary or a secondary source?

[s the author an expert? What are his or her credentials?

Does the author’s bias affect the reliability of his or her argument?

Does the author support his or her argument with EVIDENCE that is com-
plete and up to date?

Purpose and Audience

The potential sources you find may have been written for a variety of rea-
sons— for instance, to inform the public, to publish new research, to promote
a product or service, to influence readers’ opinions about a particular issue.
While the first two of these purposes might lead to a balanced approach to the
subject, the second two should raise yellow caution flags: Watch for bias that
undermines the source’s reliability.

A source’s intended audience can suggest relevance. Was the work writ-
ten for general readers? Then it may provide a helpful overview but not much
detail. Was the work written for specialists? Then it will probably cover the
topic in depth, but it may be difficult to understand.

Primary Versus Secondary Sources

Primary sources are works by people who conducted or saw events first-
hand. They include research reports, eyewitness accounts, diaries, and per-
sonal essays as well as novels, poems, and other works of literature. Secondary
sources, in contrast, present and analyze the information in primary sources
and include histories, reviews, and surveys of a field. Both types of source can
be useful in research writing. For example, if you were writing about the
debate over the assassination of President John F Kennedy, you might seek
an overview in books that discuss the evidence and propose theories about
what happened —secondary sources. But you would be remiss not to read eye-
witness accounts and law-enforcement documents — the primary sources.
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Author’s Credentials and Bias

Before you use a source to support your ideas, investigate the author’s
background to be sure that he or she is trustworthy. Look for biographical
information in the introduction or preface of a book or in a note at the begin-
ning or end of an article. Is the author an expert on the topic? Do other writ-
ers cite the author of your source in their work?

Investigating the author’s background and credentials will probably
uncover any bias as well — that is, the author’s preference for a particular view
of an issue. Actually, bias itself is not a problem: Everyone has a unique out-
look created by experience, training, and even research techniques. What
does matter is whether the author deals frankly with his or her bias and argues
reasonably despite it. (See Chap. 13 for a discussion of reasoning.)

Evidence

Look for strong and convincing evidence to support the ideas in a source:
facts, examples, reported experience, expert opinions. A source that doesn’t
muster convincing evidence, or much evidence at all, is not a reliable source.
For very current topics, such as in medicine or technology, the source’s ideas
and evidence should be as up to date as possible.

Working with Online Sources

You have two paths to online sources: the Web site of your school’s library
and a public search engine such as Google or Yahoo! Always start with the
library path: It leads to scholarly journals, reputable newspapers, and other
sources that you can trust because they have passed through filters of verifica-
tion, editing, and library review. The same is not necessarily true of online
sources you reach directly. Anyone can put anything on the Internet, so you're
as likely to find the rantings of an extremist or an advertisement posing as sci-
ence as you are to find reasonable opinions and scholarly research.

Use the criteria discussed above— gauging purpose, audience, bias, and
other factors—for all online sources, including those found through the library.
But broaden your evaluation when considering sources you reach directly.

Authorship or Sponsorship

Often, you won’t be able to tell easily, or at all, who put a potential source
on the Internet and thus whether that author or sponsor is credible and reli-
able. Sometimes an abbreviation in an electronic address contains a clue to
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the origin of a source: edu for educational institution, gov for government
body, org for nonprofit organization, com for commercial organization. More
specific background on the author or sponsor may require digging. On Web
sites look for pages that have information about the author or sponsor or links
to such information on other sites. On blogs and in discussion groups, ask
anonymous authors for information about themselves. If you can’t identify an
author or a sponsor at all, you probably should not use the source.

Links or References to Sources

Most reliable sources will acknowledge borrowed evidence and ideas and
tell you where you can find them. Some but not all online sources will do the
same: A Web site, for instance, may provide links to its sources. Check out
source citations that you find to be sure they represent a range of views. Be sus-
picious of any online work that doesn’t acknowledge sources at all.

Currency

Online sources tend to be more current than print sources, which can
actually be a disadvantage: The most current information may not have been
tested by others and so may not be reliable. Always seek to verify recent infor-
mation in other online sources or in print sources.

If they aren’t tended regularly by their authors or sponsors, online sources
can also be deceptive — that is, they may seem current but actually be out of
date. Look for a date of copyright, publication, or last revision to gauge cur-
rency. If you don’t find a date (and often you won’t), compare the source with
others you know to be recent before using its information.

Synthesizing Multiple Sources

In research writing as in response writing, your views should predominate
over those of others. You decide which sources to use, how to treat them, and
what conclusions to draw from them in order to test and support your thesis.
In your writing, this thinking about sources’ merits and relevance should be
evident to readers. Here, for example, is a paragraph from Rosie Anaya’s
research paper at the end of this chapter. Notice how Anaya states her idea at
the outset, guides us through the presentation of evidence from sources, and
finally concludes by tying the evidence back to her idea.

Despite the prevalence of depression and related disorders on campus,
however, most students avoid seeking help when they need it. The Amer-
ican Psychiatric Association maintains that most mental health issues—
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depression especially—can be managed or overcome with treatment by
therapy and/or medication. But among students with diagnosed depression,
according to the American College Health Association, a mere 26 percent
get therapy and only 37 percent take medication (204). One reason for such
low numbers can be found in a survey conducted by mtvU, a resource net-
work for college students, and the Jed Foundation, an organization dedicated
to reducing suicide among college students: Only 22 percent of students
would be willing to ask for help even if they were certain they needed it,
because they perceive mental illness as embarrassing and shameful (2-3).
Thus students who need help suffer additional pain—and no treatment —
because they fear the stigma of mental illness.

This paragraph also illustrates other techniques of synthesis discussed in
the previous section:

¢ In her own words, Anaya paraphrases the data and ideas of the sources,
stressing her own voice and her mastery of the source material. (See p. 54.)

¢ Anaya integrates each paraphrase into her sentences with a signal phrase
that names the source author and tells readers how the borrowed material
relates to her idea. (See p. 55.)

Notice one other important feature of Anaya’s paragraph as well: It clearly
indicates what material Anaya has borrowed and where she borrowed it from.
Such source citation is crucial to avoid plagiarism, the subject of the next sec-
tion. The MLA citation style that Anaya uses is discussed on pages 62—73.

AVOIDING PLAGIARISM

Academic knowledge building depends on the integrity and trust of its
participants. When you write in college, your readers expect you to distin-
guish your own contributions from those of others, honestly acknowledging
material that originated elsewhere. If you do otherwise — if you copy another’s
idea, data, or even wording without acknowledgment— then you steal that
person’s intellectual property. Called PLAGIARISM, this theft is a serious and
often punishable offense.

Examples and Revisions

For a blatant example of plagiarism, look at the following use of a quota-
tion from Barbara Lazear Ascher’s essay “On Compassion”:

ORIGINAL QUOTATION  “Could it be that the homeless, like [Greek drama-
tists], are reminding us of our common humanity? Of course, there is a dif-
ference. This play doesn’t end—and the players can’t go home.”
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PLAGIARISM  The homeless are like the Greek dramatists in that they remind
us of our common humanity, but of course now the players can’t go home.

By not acknowledging Ascher at all, the plagiarizing writer takes claim for her
idea and for much of her wording. A source citation would help—at least the
idea would be credited—but still the expression of the idea would be stolen
because there’s no indication that it’s Ascher’s. Here is an acceptable revision:

CITATION AND QUOTATION MARKS ~ Ascher suggests that “the homeless, like
[Greek dramatists], are reminding us of our common humanity,” although
now “the players can’t go home” (195).

Plagiarism can be more subtle, too, as in the following attempt to para-
phrase a quotation by David Cole:

ORIGINAL QUOTATION ~ “We stand to be collectively judged by our treat-
ment of immigrants, who may appear to be ‘other’ now but in a generation
will be ‘us.””

PLAGIARISM  Cole argues that we will be judged as a group by how we treat
immigrants, who seem to be different now but eventually will be the same

(110).

Even though the writer identifies Cole as the source of the information, much
of the language and the sentence structure are also Cole’s. In a paraphrase or
summary, it’s not enough to change a few words— “collectively” to “as a
group,” “they may appear to be ‘other’” to “they may seem different,” “in a
generation” to “eventually.” A paraphrase or summary must express the origi-
nal idea in an entirely new way, both in word choice and in sentence struc-

ture, as in this acceptable paraphrase seen earlier in the chapter:

PARAPHRASE ~ Cole argues that the way the United States deals with immi-
grants now will come back to haunt it when those immigrants are eventually
integrated into mainstream society (110).

Plagiarism and the Internet

The Internet has made plagiarism both easier and riskier. Whether acci-
dentally or deliberately, you can download source material directly into your
own document with a few clicks of a mouse. And you can buy complete papers
from term-paper sites. Using downloaded material without credit, even accidentally,
or turning in someone else’s work as your own, even if you paid for it, is plagiarism.

The chances of being caught plagiarizing from the Internet have also
increased. Teachers can use search engines and plagiarism-detection programs
to match phrases in students’ papers with the same words anywhere on the
Internet.
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Common Knowledge

Not all information from sources must be cited. Some falls under the
category of common knowledge — facts so widely known or agreed upon that
they are not attributable to a specific source. The statement “World War II
ended after the United States dropped atomic bombs on Hiroshima and
Nagasaki, Japan” is an obvious example: Most people recognize this statement
as true. But some lesser-known information is also common knowledge. You
may not know that President Dwight Eisenhower coined the term military-
industrial complex during his 1961 farewell address; still, you could easily discover
the information in encyclopedias, in books and articles about Eisenhower, and
in contemporary newspaper accounts. The prevalence of the information and
the fact that it is used elsewhere without source citation tell you that it’s com-
mon knowledge.

In contrast, a scholar’s argument that Eisenhower waited too long to crit-
icize the defense industry, or the president’s own comments on the subject in
his diary, or an opinion from a Defense Department report in 1959 —any of
these needs to be credited. Unlike common knowledge, each of them remains
the property of its author.

SOURCE CITATION USING MLA STYLE

On the following pages we explain the documentation style of the Modern
Language Association, as described in the MLA Handbook for Whriters of
Research Papers, 6th edition (2003). This style—used in English, foreign lan-
guages, and some other humanities— involves a brief parenthetical citation in
the text that refers to an entry in a list of works cited at the end of the text:

PARENTHETICAL TEXT CITATION
The homeless may be to us what tragic heroes were to the ancient Greeks
(Ascher 195).

ENTRY IN LIST OF WORKS CITED

Ascher, Barbara Lazear. “On Compassion.” The Bedford Reader. Ed. X. J.

Kennedy, Dorothy M. Kennedy, and Jane E. Aaron. 10th ed. Boston:
Bedford, 2009. 193-95.

By providing the author’s name and page number in your text citation, you
give the reader just enough information to find the source in the list of works
cited and then find the place in the source where the borrowed material appears.
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MLA Parenthetical Citations

When citing sources in your text, you have two options:

® You can identify both the author and the page number within parenthe-
ses, as in the Ascher example on the preceding page.

¢ You can introduce the author’s name into your own sentence and use the
parentheses only for the page number, as here:

Wilson points out that sharks, which have existed for 350 million years, are

now more diverse than ever (301).

A work with two or three authors

More than 90 percent of the hazardous waste produced in the United States

comes from seven major industries, all energy-intensive (Romm and Curtis 70).

A work with more than three authors

With more than three authors, name all the authors, or name only the
first author followed by “et al.” (“and others”). Use the same form in your list
of works cited.

Gilman herself created the misconception that doctors tried to ban her story
“The Yellow Wallpaper” when it appeared in 1892 (Dock, Allen, Palais, and
Tracy 61).

Gilman herself created the misconception that doctors tried to ban her story
“The Yellow Wallpaper” when it appeared in 1892 (Dock et al. 61).

An entire work

Reference to an entire work does not require a page number.

Postman argues that television is destructive because of the nature of the

medium itself.

An electronic source

Most electronic sources can be cited like print sources, by author’s name
or, if there is no author, by title. If a source numbers screens or paragraphs
instead of pages, give the reference number as in the following model, after
“par.” (one paragraph), “pars.” (more than one paragraph), “screen,” or
“screens.” For a source with no reference numbers at all, use the preceding
model for an entire work.
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One nurse questions whether doctors are adequately trained in tending

patients’ feelings (Van Eijk, pars. 6-7).

A work in more than one volume

If you cite two or more volumes of the same work, identify the volume
number before the page number. Separate volume number and page number
with a colon.

According to Gibbon, during the reign of Gallienus “every province of the
Roman world was afflicted by barbarous invaders and military tyrants”
(1: 133).

Two or more works by the same author(s)

If you cite more than one work by the same author or authors, include the
work’s title. If the title is long, shorten it to the first one or two main words.
(The full title for the first citation below is Death at an Early Age.)

In the 1960s Kozol was reprimanded by his principal for teaching the poetry
of Langston Hughes (Death 83).

Kozol believes that most people do not understand the effect that tax and
revenue policies have on the quality of urban public schools (Savage
Inequalities 207).

An unsigned work

Cite an unsigned work by using a full or shortened version of the title.

In 1995 concern about Taiwan’s relationship with China caused investors to
transfer capital to the United States (“How the Missiles Help” 45).

An indirect source

Use “gtd. in” (“quoted in”) to indicate that you found the source you
q q y y
quote within another source.

Despite his tendency to view human existence as an unfulfilling struggle,
Schopenhauer disparaged suicide as “a vain and foolish act” (qtd. in Durant
248).

A literary work

Because novels, poems, and plays may be published in various editions,
the page number may not be enough to lead readers to the quoted line or
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passage. For a novel, specify the chapter number after the page number and a
semicolon.

Among South Pacific islanders, the hero of Conrad’s Lord Jim found “a totally

new set of conditions for his imaginative faculty to work upon” (160; ch. 21).

For a verse play or a poem, omit the page number in favor of line numbers.

In “Dulce et Decorum Est,” Wilfred Owen undercuts the heroic image of
warfare by comparing suffering soldiers to “beggars” and “hags” (lines 1-2)
and describing a man dying in a poison-gas attack as “guttering, choking,
drowning” (17).

If the work has parts, acts, or scenes, cite those as well (below: act 1, scene 5,

lines 16-17).

Lady Macbeth worries about her husband’s ambition: “Yet I do fear thy
nature; / It is too full o” the milk of human kindness” (1.5.16-17).

More than one work

In the post-Watergate era, journalists have often employed aggressive report-
ing techniques not for the good of the public but simply to advance their

careers (Gopnik 92; Fallows 64).

MLA List of Works Cited

Your list of works cited is a complete record of your sources. Follow these
guidelines for the list:

Title the list “Works Cited.” Do not enclose the title in quotation marks.
Double-space the entire list.

Arrange the sources alphabetically by the last name of the first author.
Begin the first line of each entry at the left margin. Indent the subsequent
lines of the entry one-half inch or five spaces.

Following are the essentials of a works-cited entry:

e Reverse the names of the author, last name first, with a comma between.
If there is more than one author, give the others’ names in normal order.

e Give the full title of the work, capitalizing all important words. Underline
the titles of books and periodicals; use quotation marks for the titles of
parts of books and articles in periodicals.
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¢ Give publication information. For books, this information includes city of
publication, publisher, date of publication. For periodicals, this informa-
tion includes volume number, date of publication, and page numbers for
the article you cite. For online sources such as Web sites, this information
includes the date you consulted the source and the URL, or electronic
address. (See pp. 69-72 for more on electronic sources.)

e Use periods between parts of each entry.

You may need to combine the models below for a given source—for
instance, combine “A book with two or three authors” and “An article in an
online journal” for an online article with two or three authors.

Books

A book with one author

Tuchman, Barbara W. The March of Folly: From Troy to Vietnam. New York:
Knopf, 1984.

A book with two or three authors

Silverstein, Olga, and Beth Rashbaum. The Courage to Raise Good Men.
New York: Viking, 2004.

Trevor, Sylvia, Joan Hapgood, and William Leumi. Women Writers of the
1920s. New York: Columbia UP, 1998.

A book with more than three authors
You may list all authors or only the first author followed by “et al.” (“and
others”). Use the same form in your parenthetical text citation.

Kippax, Susan, R. W. Connel, G. W. Dowsett, and June Crawford. Gay

Communities Respond to Change. London: Falmer, 2004.

Kippax, Susan, et al. Gay Communities Respond to Change. London: Falmer,
2004.

More than one work by the same author(s)

Kozol, Jonathan. Letters to a Young Teacher. New York: Crown, 2007.

---. Savage Inequalities: Children in America’s Schools. New York: Crown, 1991.

A book with an editor

Gwaltney, John Langston, ed. Drylongso: A Self-Portrait of Black America. New
York: Random, 2000.
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A book with an author and an editor

Orwell, George. The Collected Essays, Journalism and Letters of George Orwell.

Ed. Sonia Orwell and Ian Angus. New York: Harcourt, 1968.

A later edition

Mumford, Lewis. Herman Melville: A Study of His Life and Vision. 2nd ed. New
York: Harcourt, 1956.

A work in a series

Hall, Donald. Poetry and Ambition. Poets on Poetry. Ann Arbor: U of Michigan
P, 1998.

An anthology

Glantz, Michael H., ed. Societal Responses to Regional Climatic Change. Lon-
don: Westview, 2007.

Cite an entire anthology only when you are citing the work of the editor
or you are cross-referencing it, as in the Ascher and Quindlen models below.

A selection from an anthology

The numbers at the end of the following entry are the page numbers on
which the entire cited selection appears.

Kellog, William D. “Human Impact on Climate: The Evolution of an Aware-
ness.” Societal Responses to Regional Climatic Change. Ed. Michael H.
Glantz. London: Westview, 2007. 283-96.

If you cite more than one selection from the same anthology, you may give
the anthology as a separate entry and cross-reference it by the editor’s or edi-
tors’ last names in the selection entries.

Ascher, Barbara Lazear. “On Compassion.” Kennedy, Kennedy, and Aaron
193-95.

Kennedy, X. J., Dorothy M. Kennedy, and Jane E. Aaron, eds. The Bedford
Reader. 10th ed. Boston: Bedford, 2009.

Quindlen, Anna. “Homeless.” Kennedy, Kennedy, and Aaron 198-200.

A reference work

Cheney, Ralph Holt. “Coffee.” Collier's Encyclopedia. 2007 ed.
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“Versailles, Treaty of.” The New Encyclopaedia Britannica: Macropaedia. 15th
ed. 1996.

Periodicals: Journals, Magazines, and Newspapers

An article in a journal with continuous pagination
throughout the annual volume

In many journals the pages are numbered consecutively for an entire
annual volume of issues, so that the year’s fourth issue might run from pages
240 to 320. For this type of journal, give the volume number after the journal
title, followed by the year of publication in parentheses, a colon, and the page
numbers of the article.

Clayton, Richard R., and Carl G. Leukefeld. “The Prevention of Drug
Use Among Youth: Implications of Legalization.” Journal of Primary
Prevention 12 (2007): 289-301.

An article in a journal that pages issues separately

Some journals begin page numbering at 1 for each issue. For this kind of
journal, give the issue number after the volume number and a period.

Vitz, Paul C. “Back to Human Dignity: From Modern to Postmodern Psychol-
ogy.” Intercollegiate Review 31.2 (2006): 15-23.

An article in a monthly or bimonthly magazine

Fallows, James. “Why Americans Hate the Media.” Atlantic Monthly Feb. 2007:
45-64.

An article in a weekly magazine
Gopnik, Adam. “Read ALl About It.” New Yorker 12 Dec. 2006: 84-102.

An article in a newspaper

Gorman, Peter. “It’s Time to Legalize.” Boston Sunday Globe 28 Aug. 2006,
late ed.: 69+.

The page number “69+” means that the article begins on page 69 and
continues on a later page. If the newspaper is divided into lettered sections,
give both section letter and page number, as in “A7.”

An unsigned article

“How the Missiles Help California.” Time 1 Apr. 2005: 45.
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A review

Bergham, V. R. “The Road to Extermination.” Rev. of Hitler’'s Willing
Executioners, by Daniel Jonah Goldhagen. New York Times Book Review
14 Apr. 2004: 6.

Online Sources

Online sources vary greatly, and they may be and often are updated. Your
aim in citing such a source should be to tell what version you used and how
readers can find it for themselves. The following example includes (1) author’s
name, (2) the title of the work used, (3) information for the print version of
the source, (4) the title of the online site, (5) the date of electronic publica-
tion, (6) the date the source was consulted, and (7) the source’s complete
URL (electronic address) in angle brackets (<>).

) @)
T L/ 1T &/ 1
Loewenstein, Andrea Freud. “My Learning Disability: A (Digressive) Essay.”
I @ 1T @
College English 66 (2004): 585-602. National Council of Teachers
fa 1T @

—— & (&)
of English. July 2004. 3 Aug. 2006 <http://www.ncte.org/portal/

1
30_view.asp?id+=117302>.

The following models show various kinds of additional information to be
inserted between these basic elements. If some information is unavailable, list
what you can find.

A work from a library subscription service

Library subscription services are usually available over your library’s Web
site and include EBSCOhost, LexisNexis, ProQuest, and InfoTrac. Provide
basic information for sources you obtain from these services, as in the preced-
ing example. In addition, provide (1) the name of the database, (2) the name
of the subscription service, (3) the name of the subscribing institution (most
likely your school), and (4) the name of the library. If the subscription service
provides source URLs that are temporary or are unique to the subscribing
library, give the URL of the service’s home page (as in the example) or end
with the date of your access.

Conway, Daniel W. “Reading Henry James as a Critic of Modern Moral

1) ()
M U 10 2) 1
Life.” Inquiry 45 (2002): 319-30. Academic Search Elite. EBSCOhost.

Oo— @

T ) T @ 1
Santa Clara U, Orradre Lib. 20 Apr. 2007 <http://www.epnet.com=>.
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An online scholarly project or professional site

Include the names, if any, of the editor and of the institution or organiza-
tion that sponsors the project or site.

Shanks, Thomas, “The Case of the Cyber City Network.” Markkula Network
for Applied Ethics. Ed. Kirk Hanson. 14 Aug. 2006. Santa Clara U.
12 Dec. 2006 <http://www.scu.edu/ethics/cybercity.html>.

If you are acknowledging the entire project or site rather than a short
work within it, begin the entry with the project or site title.

An online personal site
Provide the date of electronic publication if it differs from the date of your

access.

McClure, Mark. “Speakers.” Online Calendar of Shakespeare Conferences.
18 Apr. 2006. 23 May 2006 <http://www.mwc.edu/~mcclure/

sa_spkrs.html>.

An online book

For a book published independently, after the title add any editor’s or
translator’s name, either the publication information for a print version (as in
the following model) or the date of electronic publication, and any sponsor-
ing institution or organization.

Murphy, Bridget. Fictions of the Irish Emigration. Cambridge: Harvard UP,
1998. 5 Apr. 2007 <http://www.historicalfictions.unv.edu/

irel_murph.html>.

For a book published as part of a scholarly project, give any informa-
tion about print publication and then follow the model above for a scholarly
project.

An article in an online journal
Base an entry for an online journal article on one of the models on

page 68 for a print journal article.

Sjostrand, Odile. “Law Philosophy in Mansfield Park.” Jane Austen Quarterly
33.1 (1999). 12 Oct. 2006 <http://facstaff.uww.edu/JAusten/
home.html>.
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Omit page numbers (as in the example) if the journal does not provide them.
If instead it provides another indication of length (sections, screens, para-
graphs), give the total for the article (for instance, “15 pars.”).

An article in an online newspaper

Base an entry for an online newspaper article on the model on page 68 for
a print newspaper article.

Smith, Craig S. “A French Employee’s Work Celebrates the Sloth Ethic.”
New York Times 3 June 2006. 26 Nov. 2006 <http://www.nytimes.com/
2006/06/03 /france.html?8hpib=>.

An article in an online magazine

Base an entry for an online magazine article on one of the models on
pages 68-69 for a print magazine article.

Brus, Michael. “Proxy War.” Slate 9 July 2007. 12 July 2007 <http://

www.slate.com/Features/profile/profile.html>.

Electronic mail

Give as the title the text of the e-mail’s subject line, in quotation marks.
(3 .
To the author” in the example means to you, the author of the paper.

Dove, Chris. “Re: Bishop’s Poems.” E-mail to the author. 7 May 2007.

A posting to a blog

Hannon, Laura. “Wind Turbines and Birds.” AccuWeather.com Global Warming
Blog. 16 May 2007. 18 May 2007 <http://

global-warming.accuweather.com=.

A posting to an online discussion group

For a posting to a discussion group, give the posting’s subject line as the
title, and follow the title with “Online posting,” the date of the posting, and
the title of the group (without underlining or quotation marks).

Forrester, Jane. “Embracing Mathematics.” Online posting. 21 Sept. 2006.
Math Teaching Discussion List. 22 Sept. 2006 <http://www.acc.edu/
gargantuan/smart/mathteach.html>.
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An online painting, sculpture, or photograph

Matisse, Henri. La Musique. 1939. Albright-Knox Gallery, Buffalo.
WebMuseum. 3 Mar. 2007 <http://www.ibiblio.org/wm/paint/

matisse/matisse.musique.jpg=>.

An online television or radio program

Niebur, Gustav. “John Paul’s Activist Legacy.” All Things Considered.
National Public Radio. 1 Oct. 2006. 5 Oct. 2006 <http://

www.npr.org/programs/commentaries/2006/oct>.

An online sound recording or clip

Roosevelt, Eleanor. Address to the United Nations. 9 Dec. 1955. Vincent
Voice Library. Digital and Multimedia Center, U of Michigan. 16 Nov.
2006 <http://www.lib.msu.edu/vincent/RooseveltE.xml>.

An online film or film clip

San Francisco Earthquake and Fire. 4 Apr. 1906. American Memory. Library

of Congress. 22 Sept. 2006 <http://memory.loc.gov/cgi-bin/D?papr:17/

ammem_gBGh>.

CD-ROMs and Other Portable Media

For portable databases (CD-ROMs as well as diskettes and magnetic
tapes), the content of the citation depends on whether the database is a peri-
odical.

For a periodical, follow the models given earlier to provide full publica-
tion information. Add the title of the electronic source, the medium (for
instance, “CD-ROM?”), the name of the vendor or distributor, and the date of
electronic publication:

Rausch, Janet. “So Late in the Day.” Daily Sun 10 Dec. 2006, late ed.: C1.
Daily Disk. CD-ROM. Cybernews. Jan. 2007.

Treat a portable database that is not a periodical as if it were a book, but
provide the medium and any edition or version after the title.

“China.” Concise Columbia Encyclopedia. CD-ROM. 2006-07 ed. Redmond:
Microsoft, 2006.
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Other Sources

A musical composition or work of art

Dvorak, Antonin. String Quartet in E-flat, op. 97.

Hockney, David. Nichols Canyon. 1980. Private collection. David Hockney:
A Retrospective. By Maurice Tuchman and Stephanie Barron. Los
Angeles: Los Angeles County Museum of Art, 1988. 205.

A television or radio program

Irving, John, guest. “Movies into Books.” Talk of the Nation. PBS. KQED,
San Francisco. 20 Nov. 2006.

A sound recording

Mendelssohn, Felix. A Midsummer Night's Dream. Cond. Erich Leinsdorf.
Boston Symphony Orch. RCA, 1982.

A film, video, or DVD

Achbar, Mark, and Peter Wintonick, dirs. Manufacturing Consent: Noam
Chomsky and the Media. Zeitgeist, 1992.

A letter

List a published letter under the author’s name, and provide full publica-
tion information.

Hemingway, Ernest. Letter to Grace Hemingway. 15 Jan. 1920. In
Ernest Hemingway: Selected Letters. Ed. Carlos Baker. New York:
Scribner’s, 1981. 44.

For a letter that you receive, list the source under the writer’s name, add “to
the author,” and provide the date of the correspondence.

Dove, Chris. Letter to the author. 7 May 2007.

An interview

Kesey, Ken. Interview. “The Art of Fiction.” Paris Review 130 (1994): 59-94.

Macedo, Donaldo. Personal interview. 13 May 2007.
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SAMPLE RESEARCH PAPER

In the previous chapter we saw Rosie Anaya respond to Nancy Mairs’s
“Disability” with her own essay on television portrayals of psychological dis-
abilities (pp. 47-49). After completing that paper, Anaya began to wonder
about some of the disturbing news stories she had seen that linked campus vio-
lence with mental illness. For a research assignment, she decided to delve fur-
ther into the subject and was surprised by what she found. We reprint her
research paper for three reasons: It illustrates many techniques of using and
documenting sources, which are highlighted in the marginal comments; it
shows a writer working with a topic that interests her in a way that arouses the
readers’ interest as well; and it explores a problem that affects most college
students, often profoundly.

Rosie Anaya
Professor DeBeer
English 102A

5 May 2007

Title arouses readers’
The Best Kept Secret on Campus curiosity.

The college experience, as depicted in advertising and the

movies, consists of happy scenes: students engrossed in class Images establish con-
trast between expecta-

discussions, partying with friends, walking in small groups across  ohs and experiences

campus. Such images insist that college is a great time of learn- of college students.
No source citation
ing and friendship, but some students have a very different needed for Anaya’s

experience of emotional and psychological problems, ranging generalization.

from anxiety to depression to acute bipolar disorder. These stu- Thesis statement.
dents endure social stigma and barriers to treatment that their
colleges and universities must do more to help them surmount.

The numbers of college students suffering from psychologi- Statistics establish the
cal problems are staggering. A 2006 survey conducted by the scope of the problem.
American College Health Association found that 66 percent of
students have experienced feelings of hopelessness, more than
75 percent have felt overwhelmed or gone through a period of

severe sadness, nearly 50 percent have been so depressed that -
Citation of a paraphrase.

they had trouble functioning, 15 percent have been formally Citation includes only
- 3 . page numbers because
diagnosed with depression, and almost 10 percent have contem- author (American Col-
plated suicide (204-05). The simple fact, unknown to many, is lege Health Associa-
tion) is named in the
that a college student is more likely than not to experience a text.

o



41438 01 001-184 KENN 10e r5jk 12/17/07 lZ:lO@f Page 75

Sample Research Paper 75

severe psychological problem at least once. In other words, such Follow-up comments
give Anaya’s interpreta-
tion of the evidence.
Despite the prevalence of depression and related disorders Students’ reluctance to
seek help for psycho-
logical problems.
they need it. The American Psychiatric Association maintains No parenthetical cita-
tion because author
(American Psychiatric

problems are a common aspect of college life.

on campus, however, most students avoid seeking help when

that most mental-health issues — depression especially — can

be managed or overcome with treatment by therapy and/or Association) is named
- . . . in the text and online

medication. But among students with diagnosed depression, source has no page

according to the American College Health Association, a mere numbers.

26 percent get therapy and only 37 percent take medication
(204). One reason for such low numbers can be found in a survey

conducted by mtvU, a resource network for college students, and  Introduction to study
gives information about

the Jed Foundation, an organization dedicated to reducing sui- authors.

cide among college students: Only 22 percent of students would

be willing to ask for help even if they were certain they needed

it, because they perceive mental illness as embarrassing and

shameful (2-3). Thus students who need help suffer additional Paragraph integrates

information from three

pain—and no treatment — because they fear the stigma of sources o support

mental illness. Anaya’s own idea.
We've all heard the horror stories about what happens Perceived consequences
of untreated mental

when a college student’s mental illness goes untreated. The
2007 tragedy at Virginia Tech, where a student killed thirty-two

illness.

people before turning his gun on himself, is the latest and most No source citation in
this paragraph because

extreme example, but the news media have been reporting such it relies on common

incidents with regularity since a sniper gunned down sixteen I;B?e\/\?lr?geg\%rf;lcis\r/(?e”s_,
classmates at the University of Texas in 1966. In the past few not attributable to any
years alone, a failing student killed three professors and himself one souree.
at Arizona Nursing College, a student fatally shot one classmate
and wounded another at Louisiana Technical College, and a grad-
uate student murdered a dean, a professor, and another student
at the Appalachian School of Law. After repeated exposure to
these kinds of stories, fear seems like a natural— and reason-
able —response to mental illness on campus.
The news stories are misleading, however. In a study of Refutation of common
fifteen years of newsmagazine coverage of bipolar disorder (a form ﬁﬁ:gisuon of mental

of depression coupled with manic episodes), Carol Fletcher of
Hofstra University concludes that journalists tend to link mental

illness with violent crime even though most people with bipolar

o
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disorder are harmless. This tendency, Fletcher warns, feeds No parenthetical cita-

- . - . ti block quotati
stereotypes while causing further damage to those living with fl)ornsgrrnm?;y gggaislgn

mental illness: author (Fletcher) is
named in the text and

In a nation that generates 50 million prescriptions for  online source has no

antidepressants a year . . . our attitude to mental ill- page numbers.

. . . Ellipsis mark indicates
ness remains largely pornographic. The media foster a deletion of words from

voyeuristic interest in a small minority of mentally ill original passage.

. . . .. . . uotation of more than
who commit crimes while providing little useful infor- f?)urtyped lines is set

mation to the 20 million other sufferers of psychiatric ~ ©ff and indented ten
SpaCeS or one |nCh.
disability.

Although there is little reason to fear people with mental disor- Long quotation is
followed by Anaya’s

ders, we are bombarded with the message that they are danger- interpretation and

ous. No wonder, then, that most college students hide their explanation of its
significance for her
emotional problems from people who could help them, never thesis.

guessing that half of their peers are struggling with the same
issues.

As unfortunate as it is, social stigma is not the only barrier = Mental-health care on

5 : . Il .
to treatment faced by students with mental illness. The uncertain ~ **'5¢ “AMPUses

availability of on-campus psychological care poses another ob-
stacle. Creating and running a mental-health system is expensive:
Some schools can afford to offer comprehensive mental-health
programming that ranges from outreach to counseling to follow-

up treatment, but others have minimal resources and can do little

Parenthetical citation
of summary includes
or treatment at all (Kadison and DiGeronimo 162-66). Struggling  authors’ names (not
given in the text) and
page numbers.
courage to ask for it may discover that they cant obtain it, at Anaya’s interpretation
of the evidence.

more than react to a crisis, while still others offer no counseling
students who finally accept that they need help and work up the

least not easily. It's not hard to imagine that most students —
especially those in the grip of depression — would give up.

Even at schools that do offer mental-health services, legal Legal issues related to
psychiatric care for
college students.
sible. Tamar Lewin, an education specialist with the New York Citations of Lewin here
and in parentheses on
the next page clarify

tects people with mental illness from discrimination, so schools boundaries of informa-
tion drawn from Lewin.

restrictions can make psychiatric intervention difficult or impos-
Times, points out that the Americans with Disabilities Act pro-
cannot screen for psychological disorders or force students to
obtain treatment unless a court declares them to be a threat.

And because nearly all college students are adults, confidentiality

rules prevent schools from notifying parents or teachers of poten-

o
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tial problems without the student’s written consent (“Laws” A1).
This combination of social stigma and legal obstacle creates an
awkward dilemma: Students suffering from mental illness are
reluctant to ask for help, yet the very people who can help are
prevented from reaching out. The burden of treatment rests
squarely on those who are suffering.

So what should concerned colleges and universities do?
Perhaps the best solution is for them to take active steps to
remove the stigma associated with mental illness. Just being
open about the extent of depression and related disorders among
college students is a start, and it doesn’t have to cost a lot of
money. For example, a simple poster campaign announcing the
basic statistics of mental illness and assuring students that there
is no reason to be ashamed of their feelings might reduce reluc-
tance to seek help. Even if a campus has limited mental-health
facilities, prominently displaying links to good Web resources on
bulletin boards and on the school’s Web site is an inexpensive
and easy way both to normalize mental illness and to offer help.
Two excellent sites are Half of Us, which offers, among other
things, a self-evaluation test for common psychological disorders
and advice on where to go for help, and the American Psychiatric
Association’s Healthy Minds, which offers mental-health informa-
tion geared to college students, video testimonials, and explana-
tions of available treatments.

Students themselves can also take the lead in addressing
mental-health issues. At the University of Pennsylvania, junior
Alison Malmon started the 65-chapter student support group
Active Minds after her brother’s suicide jolted her into the con-
viction that “students [need] to talk about what they’re going
through, and share their experiences” (qtd. in Lewin, “From
Brother’s Death”). At a smaller college, a freshman who was suc-
cessfully treated for depression told her story in the school
paper and helped dozens of other students to recognize and seek
help for their illnesses (Kadison and DiGeronimo 214-17). As
these examples show, students everywhere can make an enor-
mous difference simply by sharing their feelings.

Students are in a unique position to help each other
through mental illness, but they should not be left to do this

o
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Citation includes short-
ened version of title to
distinguish source from
another one by the
same author.

Anaya’s interpretation
of Lewin’s article.

Anaya’s own sugges-
tions for solving the
problem.

No parenthetical cita-
tions needed for entire
Web sites named in
the text.

Other students’ efforts
to solve the problem.

Brackets indicate word
added by Anaya to clar-
ify original quotation.
Citation of quotation
from an indirect source.
Citation includes short-
ened version of title to
distinguish source from
another one by the
same author.

Anaya’s own
conclusion.

Conclusion summa-
rizes Anaya’s main
points and restates
her thesis.
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important work on their own. Colleges and universities need to
collaborate with students to erase the stigma associated with
mental illness, to encourage students to get help when they
need it, and to prevent the kinds of sensational violence that
dominate the news.
“Works Cited” begins
Works Cited on a new page.

American College Health Association. “American College Health An article from a print
journal that pages

Association National College Health Assessment: Spring issues separately.

2006 Reference Group Data Report (Abridged).” Journal of
American College Health 55.4 (2007): 195-206.

American Psychiatric Association. Healthy Minds. 2 Apr. 2007. 16 An entire Web site.
Apr. 2007 <http://www.healthyminds.org>.

Fletcher, Carol. “Madness in Magazines: The Stigmatization of a A conference
Psychiatric Disability in American News Weeklies.” Associ- presentation.
ation for Education in Journalism and Mass Communication
Conference. Toronto, Can. 5 Aug. 2004. 22 Apr. 2007

<http://list.msu.edu/cgi-bin/wa?A2=aejmc=5349>.

Half of Us. 20 Apr. 2007. mtvU and Jed Foundation. 26 Apr. An entire Web site.
2007 <http://halfofus.com=>.
Kadison, Richard, and Theresa Foy DiGeronimo. College of the A book with two
authors.

Overwhelmed: The Campus Mental Health Crisis and What to
Do About It. San Francisco: Jossey-Bass, 2004.

Lewin, Tamar. “From Brother’s Death, a Crusade.” New York Times A newspaper article
. ) from a library sub-
25 Apr. 2007, late ed.: B8. Academic Search Elite. scription service.
EBSCOhost. Rockingham Coll., Kelley Lib. 26 Apr. 2007
<http://www.epnet.com=.

---. “Laws Limit Options When a Student Is Mentally Ill.” New The second of two
York Times 19 Apr. 2007, late ed.: A1+. Academic Search ;ﬁgﬁr‘by the same
Elite. EBSCOhost. Rockingham Coll., Kelley Lib. 24 Apr.

2007 <http://www.epnet.com>.

mtvU and Jed Foundation. “2006 mtvU College Mental Health A report from a Web

site.

Study: Stress, Depression, Stigma and Students.” Half of Us.
6 Mar. 2007. mtvU and Jed Foundation. 26 Apr. 2007
<http://halfofus.com/press.aspx>.
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Charles Atlas®, “How Joe’s Body Brought Him Fame Instead of Shame®,” copyright 2005, under license from Charles Atlas, Ltd. (charlesatlas.com).
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NARRATION
Ielling a Story

<« Narration in an advertisement

As a teenager, the story goes, Charles Atlas was inspired by
museum statues of Greek gods to take up bodybuilding. In
1929 he launched a self-named company to promote his fitness
program, Dynamic Tension. Eventually the company attracted
more than 3 million students, largely through magazine and
comic-book ads like the one here. The narrative cartoons were
the bait. They told a story of a “97-pound weakling” (Atlas
coined the label) who endures bullying, decides he’s had
enough, and through the Atlas program becomes a “real man.’
Which events does this cartoon emphasize? Which ones does
it skip? What does the program of Dynamic Tension involve?
(To find out, visit the Web site of the still-active company at
charlesatlas.com.)

"’
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THE METHOD

“What happened?” you ask a friend who sports a luminous black eye.
Unless he merely grunts “A golf ball,” he may answer you with a narrative—
a story, true or fictional.

“Okay,” he sighs, “you know The Tenth Round? That nightclub down by
the docks that smells of formaldehyde? Last night I heard they were giving
away $500 to anybody who could stand up for three minutes against this
karate expert, the Masked Samurai. And so . ..”

You lean forward. At least, you lean forward if you love a story. Most of
us do, particularly if the story tells us of people in action or in conflict, and
if it is told briskly, vividly, and with insight into the human heart. NARRATION,
or storytelling, is therefore a powerful method by which to engage and hold the
attention of listeners—readers as well. A little of its tremendous power flows
to the public speaker who starts off with a joke, even a stale joke (“A funny
thing happened to me on my way over here . . .”), and to the preacher who at
the beginning of a sermon tells of some funny or touching incident.

The term narrative takes in abundant territory. A narrative may be short
or long, factual or imagined, as artless as a tale told in a locker room or as art-
ful as a novel by Henry James. A narrative may instruct and inform, or simply
divert and regale. It may set forth some point or message, or it may be no more
significant than a horror tale that aims to curdle your blood.

At least a hundred times a year, you probably resort to narration, not
always for the purpose of telling an entertaining story, but often to report
information or to illustrate a point. In academic writing, you will use mainly
brief narratives, or ANECDOTES, that recount single incidents as a way of sup-
porting an explanation or an ARGUMENT with the flesh and blood of real life.
Early in the twentieth century, President Woodrow Wilson used an anecdote
to explain why he had appointed his harshest critic to a cabinet post. He told
of an acquaintance who spied a strange man urinating through her picket
fence into her flower garden. She promptly invited the offender into her yard
because, as she explained to him, “I'd a whole lot rather have you inside piss-
ing out than have you outside pissing in.” By telling this story, Wilson made
clear his situation in regard to his political enemy more succinctly and point-
edly than if he had given a more abstract explanation.

Anecdotes add color and specifics to writing, and they can be deeply
revealing. In a biography of Samuel Johnson, the great eighteenth-century
critic and scholar, W. Jackson Bate uses an anecdote to show that his subject
was human and lovable. As Bate tells us, Dr. Johnson, a portly and imposing
gentleman of fifty-five, had walked with some friends to the crest of a hill,
where the great man,
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delighted by its steepness, said he wanted to “take a roll down.” They tried to
stop him. But he said he “had not had a roll for a long time,” and taking out
of his pockets his keys, a pencil, a purse, and other objects, lay down parallel
at the edge of the hill, and rolled down its full length, “turning himself over
and over till he came to the bottom.”

However small the event it relates, this anecdote is memorable —partly
because of its attention to detail, such as the exact list of the contents of John-
son’s pockets. In such a brief story, a superhuman figure comes down to human
size. In one stroke, Bate reveals an essential part of Johnson: his boisterous,
hearty, and boyish sense of fun.

THE PROCESS
Purpose and Shape

Every good story has a purpose, and we’ve suggested several in the pre-
ceding section. A narrative without a purpose is bound to irritate readers, as a
young child’s rambling can vex an unsympathetic adult.

Whatever its length or the reason for its telling, an effective narrative
holds the attention of readers. Say you’re writing about therapies for autism
and you want readers to see how one particular method works. In a paragraph
or 50, you can narrate a session you observed between an autistic child and his
teacher. Your purpose will determine which of the session’s events you relate—
not every action and exchange but the ones that, in your eyes, convey the
essence of the therapy and make it interesting for readers.

The Thesis

In writing a news story, a reporter often begins with the conclusion, plac-
ing the main event in the opening paragraph (called the lead) so that readers
get the essentials up front. Similarly, in using an anecdote to explain some-
thing or to argue a point, you'll want to tell readers directly what you think
the story demonstrates. But in most other kinds of narration, whether fiction
or nonfiction, whether to entertain or to make an idea clear, the storyteller
refrains from revealing the gist of the story, its point, right at the beginning. In
fact, many narratives do not contain a THESIS STATEMENT, an assertion of the
idea behind the story, because such a statement can rob the reader of the very
pleasure of narration, the excitement of seeing a story build. That doesn’t
mean the story lacks a thesis, however—far from it. The writer has every
obligation to construct the narrative as if a thesis statement showed the way
at the start, even when it didn’t.

o

uoneLeN
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By the end of the story, that thesis should become obvious, as the writer
builds toward a memorable CONCLUSION. In a story Mark Twain liked to tell
aloud, a woman’s ghost returns to claim her artificial arm made of gold, which
she wore in life and which her greedy husband had unscrewed from her corpse.
Carefully, Twain would build up suspense as the ghost pursued the husband
upstairs to his bedroom, stood by his bed, breathed her cold breath on him,
and intoned, “Who’s got my golden arm?” Twain used to end his story by sud-
denly yelling at a member of the audience, “You've got it!” —and enjoying the
victim’s shriek of surprise. That final punctuating shriek may be a technique
that will work only in oral storytelling, yet, like Twain, most storytellers end
with a bang if they can. For another example, take specific notice in this chap-
ter of Shirley Jackson’s ending for “The Lottery” (after you've read the whole
story, that is). The final impact need not be as dramatic as Twain’s or Jack-
son’s, either. As Maya Angelou demonstrates in her narrative in this chapter,
you can achieve a lot just by leading to your point, stating your thesis at the
very end. You can sometimes make your point just by saving the best inci-
dent— the most dramatic or the funniest—for last.

The Narrator in the Story

Narratives often report personal experience, whether in reality or in fic-
tion. The NARRATOR (or teller) of such a personal experience is the speaker,
the one who was there. (Five of the selections in this chapter tell of such ex-
periences. All use the first-PERSON I.) The telling is usually SUBJECTIVE, with
details and language chosen to express the writer’s feelings. Of course, a per-
sonal experience told in the first person can use some artful telling and some
structuring. (In the course of this discussion, we’ll offer advice on telling sto-
ries of different kinds.)

When a story isn’t your own experience but a recital of someone else’s, or
of events that are public knowledge, then you proceed differently as narrator.
Without expressing opinions, you step back and report, content to stay invis-
ible. Instead of saying, “I did this; I did that,” you use the third person, he, she,
it, or they: “The experimenter did this; she did that.” You may have been on
the scene; if so, you will probably write as a spectator, from your own POINT OF
VIEW (or angle of seeing). If you put together what happened from the testi-
mony of others, you tell the story from the point of view of a nonparticipant
(a witness who didn’t take part). Generally, a nonparticipant is OBJECTIVE in
setting forth events: unbiased, as accurate and dispassionate as possible.

When you narrate a story in the third person, you aren’t a character cen-
tral in the eyes of your audience. Unlike the first-person writer of a personal
experience, you aren’t the main actor; you are the camera operator, whose job

o
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is to focus on what transpires. Most history books and news stories are third-
person narratives, and so is much fiction. (In this chapter, the story by Shirley
Jackson illustrates third-person narration.) In telling of actual events, writers
stick to the facts and do not invent the thoughts of participants (historical
novels, though, do mingle fact and fancy in this way). And even writers of fic-
tion and anecdote imagine the thoughts of their characters only if they want
to explore psychology. Look back at the anecdote by Woodrow Wilson on
page 82, and notice how much would be lost if Wilson had gone into the
thoughts of his characters: “The woman was angry and embarrassed at seeing
the stranger. . . .”

A final element of the narrator’s place in the story is verb tense, whether
present (I stare, he stares) or past (I stared, he stared). The present tense is often
tempting because it gives events a sense of immediacy. Told as though every-
thing were happening right now, Wilson’s story might have begun, “Peering
out her window, a woman spies a strange man. . . .” But the present tense can
seem artificial because we're used to reading stories in the past tense, and it
can be difficult to sustain throughout an entire narrative. (See p. 89 on
consistency in tenses.) The past tense may be more removed, but it is still
powerful: Just look at Maya Angelou’s gripping “Champion of the World,”
beginning on page 93.

What to Emphasize
Discovery of Details

Whether you tell of your own experience or of someone else’s, even if it is
brief, you need a whole story to tell. If the story is complex, do some searching
and discovering in writing. One trusty method to test your memory (or to
make sure you have all the necessary elements of a story) is that of a news
reporter. Ask yourself:

What happened?

Who took part?

When?

Where?

Why did this event (or these events) take place?
How did it (or they) happen?

A

Journalists call this handy list of questions “the five W’s and the H.” The H—
how—isn’t merely another way of asking what happened. It means: In exactly
what way or under what circumstances? If the event was a murder, how was it
done—with an ax or with a bulldozer?

o
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Scene Versus Summary

If you have prepared well —searching your memory or doing some re-
search—you’ll have far more information on hand than you can use in your
narrative. You'll need to choose carefully, to pick out just those events and
details that will accomplish your purpose with your readers.

A key decision is to choose between the two main strategies of narration:
to tell a story by SCENE or to tell it by SUMMARY. When you tell a story in a
scene, or in scenes, you visualize each event as vividly and precisely as if you
were there —as though it were a scene in a film, and your reader sat before the
screen. This is the strategy of most fine novels and short stories—and of much
excellent nonfiction as well. Instead of just mentioning people, you portray
them. You recall dialog as best you can, or you invent some that could have
been spoken. You include DESCRIPTION (a mode of writing to be dealt with
fully in our next chapter).

For a lively example of a well-drawn scene, see Maya Angelou’s account
of a tense crowd’s behavior as, jammed into a small-town store, they listen to
a fight broadcast (in “Champion of the World”). Angelou prolongs one scene
for almost her entire essay. Sometimes, though, a writer will draw a scene in
only two or three sentences. This is the brevity we find in W. Jackson Bate’s
glimpse of the hill-rolling Johnson (pp. 82-83). Unlike Angelou, Bate evi-
dently seeks not to weave a tapestry of detail but to show, in telling of one
brief event, a trait of his hero’s character.

When, in contrast, you tell a story by the method of summary, you relate
events concisely. Instead of depicting people and their surroundings in great
detail, you set down just the essentials of what happened. Most of us employ
this method in most stories we tell, for it takes less time and fewer words. A
summary is to a scene, then, as a simple stick figure is to a portrait in oils. This
is not to dismiss simple stick figures as inferior. The economy of a story told in
summary may be as effective as the lavish detail of a story told in scenes.

Again, your choice of a method depends on your answer to the ques-
tions you ask yourself: What is my purpose? Who is my audience? How fully
to flesh out a scene, how much detail to include — these choices depend on
what you seek to do and on how much your audience needs to know to fol-
low you. Read the life of some famous person in an encyclopedia, and you
will find the article telling its story in summary form. Its writer’s purpose,
evidently, is to recount the main events of a whole life in a short space. But
glance through a book-length biography of the same person, and you will
probably find scenes in it. A biographer writes with a different purpose: to pre-
sent a detailed portrait roundly and thoroughly, bringing the subject vividly
to life.
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To be sure, you can use both methods in telling a single story. Often, sum-
mary will serve a writer who passes briskly from one scene to the next or hur-
ries over events of lesser importance. Were you to write, let’s say, the story of
your grandfather’s immigration to the United States from Cuba, you might
just summarize his decision to leave Cuba and his settlement in Florida. These
summaries could frame and emphasize a detailed telling of the events that you
consider essential and most interesting— his nighttime escape, his harrowing
voyage in a small boat, his surprising welcome by immigration authorities.

In The Bedford Reader we are concerned with the kind of writing you do
every day in college: nonfiction writing in which you generally explain ideas,
organize information you have learned, analyze other people’s ideas, or argue
a case. In fiction, though, we find an enormously popular and appealing use of
narration and certain devices of storytelling from which all storytellers can
learn. For these reasons, this chapter includes one celebrated short story by a
master storyteller, Shirley Jackson. But fiction and fact barely separate Jack-
son’s story and the equally compelling true memoirs in this chapter. All of the
authors strive to make people and events come alive for us. All of them also
use a tool that academic writers generally do not: dialog. Reported speech, in
quotation marks, is invaluable for revealing characters’ feelings.

Organization

In any kind of narration, the simplest approach is to set down events in
CHRONOLOGICAL ORDER, the way they happened. To do so is to have your story
already organized for you. A chronological order is therefore an excellent
sequence to follow unless you can see some special advantage in violating it.
Ask: What am I trying to do? If you are trying to capture your readers’ atten-
tion right away, you might begin in medias res (Latin, “in the middle of
things”) and open with a colorful, dramatic event, even though it took place
late in the chronology. If trying for dramatic effect, you might save the most
exciting or impressive event for last, even though it actually happened early.
By this means, you can keep your readers in suspense for as long as possible.
(You can return to earlier events by a FLASHBACK, an earlier scene recalled.)
Let your purpose be your guide.

The writer Calvin Trillin has recalled why, in a narrative titled “The
Tunica Treasure,” he deliberately chose not to follow a chronology:

[ wrote a story on the discovery of the Tunica treasure which I couldn’t begin
by saying, “Here is a man who works as a prison guard in Angola State
Prison, and on his weekends he sometimes looks for buried treasure that is
rumored to be around the Indian village.” Because the real point of the story

uoneLeN
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Trillin, by saving the fact that a prison guard made the earthshaking discov-

Narration

centered around the problems caused when an amateur wanders onto profes-
sional territory, I thought it would be much better to open with how mo-
mentous the discovery was, that it was the most important archeological
discovery about Indian contact with the European settlers to date, and then
to say that it was discovered by a prison guard. So I made a conscious choice
not to start with Leonard Charrier working as a prison guard, not to go back
to his boyhood in Bunkie, Louisiana, not to talk about how he’d always been
interested in treasure hunting—hoping that the reader would assume I was
about to say that the treasure was found by an archeologist from the Peabody
Museum at Harvard.

ery, effectively took his reader by surprise.

to

No matter what order you choose, either following chronology or depart-
ing from it, make sure your audience can follow it. The sequence of events has
be clear. This calls for TRANSITIONS of time, whether they are brief phrases
that point out exactly when each event happened (“Seven years later,” “A
moment earlier”), or whole sentences that announce an event and clearly
locate it in time (“If you had known Leonard Charrier ten years earlier, you
would have found him voraciously poring over every archeology text he could
lay his hands on in the public library”). See Transitions in Useful Terms for a

list of possibilities.

FOCUS ON VERBS

Narration depends heavily on verbs to clarify and enliven events. Strong verbs
sharpen meaning and encourage you to add other informative details:

WEAK  The wind made an awful noise.

STRONG  The wind roared around the house and rattled the trees.

Forms of make (as in the example above) and forms of be (as in the next exam-
ple) can sap the life from narration:

WEaK  The noises were alarming to us.

STRONG  The noises alarmed us.

Verbs in the ACTIVE vOICE (the subject does the action) usually pack more power

into fewer words than verbs in the PAsSIVE VOICE (the subject is acted upon):
WEAK PASSIVE - We were besieged in the basement by the wind, as the water at our
feet was swelled by the rain.

STRONG ACTIVE  The wind besieged us in the basement, as the rain swelled the
water at our feet.
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While strengthening verbs, also ensure that they’re consistent in tense. The
tense you choose for relating events, present or past, should not shift un-
necessarily.

INCONSISTENT TENSES ~ We held a frantic conference to consider our options. It takes
only a minute to decide to stay put.

CONSISTENT TENSE ~ We held a frantic conference to consider our options. It took
only a minute to decide to stay put.

For exercises on verbs, visit Exercise Central at bedfordstmartins.com
/thebedfordreader.

89

CHECKLIST FOR REVISING A NARRATIVE

v

THESIS What is the point of your narrative? Will it be clear to readers by
the end? Even if you don’t provide a thesis statement, your story should
focus on a central idea. If you can’t risk readers” misunderstanding—if, for
instance, you're using narration to support an argument or explain a con-
cept—then have you stated your thesis outright?

POINT OFVIEW s your narrator’s position in the story appropriate for your
purpose and consistent throughout? Check for awkward or confusing shifts
in point of view (participant or nonparticipant; first, second, or third per-
son) and in the tenses of verbs (present to past or vice versa).

SELECTION OF EVENTS Have you selected and emphasized events to suit
your audience and fulfill your purpose? Tell the important parts of the
story in the greatest detail. Summarize the less important, connective
events.

ORGANIZATION If your organization is not strictly chronological (first
event to last), do you have a compelling reason for altering it? If you start
somewhere other than the beginning of the story or use flashbacks at any
point, will your readers benefit from your creativity?

TRANSITIONS Have you used transitions to help clarify the order of events
and their duration?

DIALOG If you have used dialog, quoting participants in the story, is it
appropriate for your purpose? Is it concise, telling only the important,
revealing lines? Does the language sound like spoken English?

VERBS Do strong, active verbs move your narrative from event to event?
Are verb tenses consistent?

uoneLeN
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NARRATION IN PARAGRAPHS
Writing About Television

The following paragraph was written for The Bedford Reader as a kind of
mini-essay. But it is easy to see how it might have worked in the context of a
full essay about, say, the emotional effects of television on children. Recount-
ing events vividly, moment by moment, the writer gives evidence for a rather
dramatic effect on one little girl.

Oozing menace from beyond the stars or from the deeps, tele- |-Claim to be supported
vised horror powerfully stimulates a child’s already frisky imagina- | by narrative
tion. As parents know, a “Creature Double Feature” has an impact
that lasts long after the click of the off button. Recently a neighbor | Transitions (underlined)
reported the strange case of her eight-year-old. Discovered late at ~ clarify sequence and
night in the game room watching The Exorcist, the girl was P of events
promptly sent to bed. An hour later, her parents could hear her  Anecdote builds
chanting something in the darkness of her bedroom. On tiptoe, suspense:
they stole to her door to listen. The creak of springs told them that Mystery
their daughter was swaying rhythmically to and fro, and the smell of
acrid smoke warned them that something was burning. At once, Warnings
they shoved open the door to find the room flickering with shadows
cast by a lighted candle. Their daughter was sitting in bed, rocking Crisis
back and forth as she intoned over and over, “Fiend in human

form . . . Fiend in human form . . .” This case may be unique; still, it
seems likely that similar events take place each night all over the [Conclusion broadens
screen-watching world. claim

Writing in an Academic Discipline

In this paragraph from a geology textbook, the authors use narration to
illustrate a powerful geological occurrence. Following another paragraph that
explains landslides more generally, the narrative places the reader at an actual
event.

Generalization

illustrated by
narrative

The news media periodically relate the terrifying and often grim
details of landslides. On May 31, 1970, one such event occurred
when a gigantic rock avalanche buried more than 20,000 people in
Yungay and Ranrahirca, Peru. There was little warning of the
impending disaster; it began and ended in just a matter of a few
minutes. The avalanche started 14 kilometers from Yungay, near
the summit of 6,700-meter-high Nevados Huascaran, the loftiest
peak in the Peruvian Andes. Triggered by the ground motion from
a strong offshore earthquake, a huge mass of rock and ice broke free
from the precipitous north face of the mountain. After plunging
nearly one kilometer, the material pulverized on impact and imme-

Anecdote helps
explain landslides:

Sudden
beginning

o
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diately began rushing down the mountainside, made fluid by trapped
air and melted ice. The initial mass ripped loose additional millions
of tons of debris as it roared downhill. The shock waves produced
by the event created thunderlike noise and stripped nearby hillsides
of vegetation. Although the material followed a previously eroded
gorge, a portion of the debris jumped a 200-300-meter-high bed-
rock ridge that had protected Yungay from past rock avalanches and
buried the entire city. After inundating another town in its path,
Ranrahirca, the mass of debris finally reached the bottom of the val-
ley where its momentum carried it across the Rio Santa and tens of
meters up the opposite bank.
—Edward J. Tarbuck and Frederick K. Lutgens,
The Earth: An Introduction to Physical Geology

NARRATION IN PRACTICE

91

Fast movement

Irresistible force

Transitions
(underlined) clarify
sequence and pace
of events

Robert Guzman was on his way to class at Cafiada College when his car
was hit at an intersection. He reported the accident to his insurance company,
and the claims adjuster asked him to supplement the standard police report

with a letter explaining what happened.

“What happened?” prompted Guzman to write the following narrative.
Since the accident was uncomplicated, he had little difficulty getting the
events down in chronological order. In editing, though, he did add some clar-
ifying TRANSITIONS, such as “After the light turned green” and “When I was

midway through the intersection.”

Robert Guzman

415 Washington St., Apt. 5
San Carlos, CA 94070

June 7, 2007

David McClure
MDN Insurance
2716 ElL Camino Real
San Carlos, CA 94072

Dear Mr. McClure:

Thanks for your call about my claim. Here is the report you requested about

the accident I was involved in.

At about 7:30 on the morning of June 4, I was driving south on Laurel Street
in San Carlos. The traffic light at the corner of Laurel and San Carlos Avenue

was red and I stopped at it, the first car in the stop line.

o
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After the light turned green, I looked to my left and right. Although I saw a
car approaching from the right on San Carlos, it seemed to be slowing for the
light. Since my light was green, I proceeded through the intersection.

The car, which I later found out was driven by Mr. Henry, did not stop for its
red light. When I was midway through the intersection, I heard the other car’s
tires squeal and felt an impact. Mr. Henry’s car hit the rear fender and bumper
on my passenger side. My car spun clockwise and came to a stop facing north,
in the northbound lane of Laurel.

Mr. Henry parked in a lot across the street, and I pulled in after him. I called
the police on my cell phone, and we waited for the police to arrive. No one
was injured, but my passenger-side rear fender is severely dented and my
bumper is twisted like a pretzel.

As you can see, I was not at fault in this accident. I believe Mr. Henry will
confirm as much. Please let me know if you have any questions or if I can
help my claim in any other way.

Sincerely,

Rrbert, Gurgman-

Robert Guzman
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MAYA ANGELOU

MAYA ANGELOU was born Marguerite Johnson in Saint Louis in 1928. After
an unpleasantly eventful youth by her account (“from a broken family, raped
at eight, unwed mother at sixteen”), she went on to join a dance company,
star in an off-Broadway play (The Blacks), write six books of poetry, produce
a TV series on Africa, act in the television series Roots, serve as a coordina-
tor for the Southern Christian Leadership Conference, direct a feature film,
win the Presidential Medal of Freedom, and secure lifetime membership in
the National Women’s Hall of Fame. Angelou may be best known, however,
for the six books of her searching, frank, and joyful autobiography — begin-
ning with [ Know Why the Caged Bird Sings (1970), which she adapted for
television, through A Song Flung Up to Heaven (2002). Her most recent
books of poetry are Celebrations: Rituals of Prayer and Peace and Mother: A
Cradle to Hold Me, both published in 2006. She is Reynolds Professor of
American Studies at Wake Forest University.

Champion of the World

“Champion of the World” is the nineteenth chapter in I Know Why the
Caged Bird Sings; the title is a phrase taken from the chapter. Remembering
her childhood, the writer tells how she and her older brother, Bailey, grew up
in a town in Arkansas. The center of their lives was Grandmother and Uncle
Willie’s store. On the night of this story, in the late 1930s, the African Amer-
ican community gathers in the store to listen to a boxing match on the radio.
Joe Louis, the “Brown Bomber,” who was a hero to black people, is defending
his heavyweight title against a white contender. (Louis successfully defended
his title twenty-five times, a record that stands today.) Angelou’s telling of
the event both entertains us and explains what it was like to be African
American in a certain time and place.

Amy Tan’s “Fish Cheeks,” following Angelou’s essay, also explores the
experience of growing up an outsider in mainly white America.

The last inch of space was filled, yet people continued to wedge them-
selves along the walls of the Store. Uncle Willie had turned the radio up to its
last notch so that youngsters on the porch wouldn’t miss a word. Women sat
on kitchen chairs, dining-room chairs, stools, and upturned wooden boxes.
Small children and babies perched on every lap available and men leaned on
the shelves or on each other.

93
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The apprehensive mood was shot through with shafts of gaiety, as a black
sky is streaked with lightning.

“I ain’t worried "bout this fight. Joe’s gonna whip that cracker like it’s open
season.”

“He gone whip him till that white boy call him Momma.”

At last the talking finished and the string-along songs about razor blades
were over and the fight began.

“A quick jab to the head.” In the Store the crowd grunted. “A left to the
head and a right and another left.” One of the listeners cackled like a hen and
was quieted.

“They’re in a clinch, Louis is trying to fight his way out.”

Some bitter comedian on the porch said, “That white man don’t mind
hugging that niggah now, I betcha.”

“The referee is moving in to break them up, but Louis finally pushed the
contender away and it’s an uppercut to the chin. The contender is hanging on,
now he’s backing away. Louis catches him with a short left to the jaw.”

A tide of murmuring assent poured out the door and into the yard.

“Another left and another left. Louis is saving that mighty right...”
The mutter in the Store had grown into a baby roar and it was pierced by the
clang of a bell and the announcer’s “That’s the bell for round three, ladies and
gentlemen.”

As [ pushed my way into the Store I wondered if the announcer gave any
thought to the fact that he was addressing as “ladies and gentlemen” all the
Negroes around the world who sat sweating and praying, glued to their “Mas-
ter’s voice.”!

There were only a few calls for RC Colas, Dr Peppers, and Hires root beer.
The real festivities would begin after the fight. Then even the old Christian
ladies who taught their children and tried themselves to practice turning the
other cheek would buy soft drinks, and if the Brown Bomber’s victory was a
particularly bloody one they would order peanut patties and Baby Ruths also.

Bailey and [ laid the coins on top of the cash register. Uncle Willie didn’t
allow us to ring up sales during a fight. It was too noisy and might shake up the
atmosphere. When the gong rang for the next round we pushed through the
near-sacred quiet to the herd of children outside.

“He’s got Louis against the ropes and now it’s a left to the body and a right
to the ribs. Another right to the body, it looks like it was low . . . Yes, ladies
and gentlemen, the referee is signaling but the contender keeps raining the
blows on Louis. It’s another to the body, and it looks like Louis is going down.”

'“His master’s voice,” accompanied by a picture of a little dog listening to a phonograph,
was a familiar advertising slogan. (The picture still appears on some RCA recordings.) —EDs.

o
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My race groaned. It was our people falling. It was another lynching, yet
another Black man hanging on a tree. One more woman ambushed and raped.
A Black boy whipped and maimed. It was hounds on the trail of a man running
through slimy swamps. It was a white woman slapping her maid for being for-
getful.

The men in the Store stood away from the walls and at attention. Women
greedily clutched the babes on their laps while on the porch the shufflings and
smiles, flirtings and pinching of a few minutes before were gone. This might
be the end of the world. If Joe lost we were back in slavery and beyond help.
It would all be true, the accusations that we were lower types of human
beings. Only a little higher than apes. True that we were stupid and ugly and
lazy and dirty and, unlucky and worst of all, that God Himself hated us and
ordained us to be hewers of wood and drawers of water, forever and ever, world
without end.

We didn’t breathe. We didn’t hope. We waited.

“He’s off the ropes, ladies and gentlemen. He’s moving towards the center
of the ring.” There was no time to be relieved. The worst might still happen.

“And now it looks like Joe is mad. He’s caught Carnera with a left hook to
the head and a right to the head. It’s a left jab to the body and another left to
the head. There’s a left cross and a right to the head. The contender’s right eye
is bleeding and he can’t seem to keep his block up. Louis is penetrating every
block. The referee is moving in, but Louis sends a left to the body and it’s an
uppercut to the chin and the contender is dropping. He’s on the canvas, ladies
and gentlemen.”

Babies slid to the floor as women stood up and men leaned toward the radio.

“Here’s the referee. He’s counting. One, two, three, four, five, six,
seven . . . Is the contender trying to get up again?”

All the men in the store shouted, “NO.”

“—eight, nine, ten.” There were a few sounds from the audience, but they
seemed to be holding themselves in against tremendous pressure.

“The fight is all over, ladies and gentlemen. Let’s get the microphone over
to the referee . . . Here he is. He’s got the Brown Bomber’s hand, he’s holding
itup...Hereheis...”

Then the voice, husky and familiar, came to wash over us— “The win-
nah, and still heavyweight champeen of the world . . . Joe Louis.”

Champion of the world. A Black boy. Some Black mother’s son. He was
the strongest man in the world. People drank Coca-Colas like ambrosia and
ate candy bars like Christmas. Some of the men went behind the Store and
poured white lightning in their soft-drink bottles, and a few of the bigger boys
followed them. Those who were not chased away came back blowing their
breath in front of themselves like proud smokers.

o
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It would take an hour or more before the people would leave the Store
and head for home. Those who lived too far had made arrangements to stay in
town. It wouldn’t do for a Black man and his family to be caught on a lonely
country road on a night when Joe Louis had proved that we were the strongest
people in the world.

For a reading quiz, sources on Maya Angelou, and annotated links to further readings
on Joe Louis and on the history of segregation in the South, visit bedfordstmartins
.com/thebedfordreader.

Journal Writing

How do you respond to the group identification and solidarity that Angelou writes
about in this essay? What groups do you belong to, and how do you know you’re a
member? Consider groups based on race, ethnic background, religion, sports, hobbies,
politics, friendship, kinship, or any other ties. (To take your journal writing further,
see “From Journal to Essay” on the next page.)

Questions on Meaning

1. What do you take to be the author’s PURPOSE in telling this story?

2. What connection does Angelou make between the outcome of the fight and the
pride of African Americans? To what degree do you think the author’s view is
shared by the others in the store listening to the broadcast?

3. To what extent are the statements in paragraphs 16 and 17 to be taken literally?
What function do they serve in Angelou’s narrative?

4. Primo Carnera was probably not the Brown Bomber’s opponent on the night
Maya Angelou recalls. Louis fought Carnera only once, on June 25, 1935, and it
was not a title match. Does the author’s apparent error detract from her story?

Questions on Writing Strategy

1. What details in the opening paragraphs indicate that an event of crucial impor-
tance is about to take place?

2. How does Angelou build up SUSPENSE in her account of the fight? At what point
were you able to predict the winner?

3. Comment on the IRONY in Angelou’s final paragraph.

4. What ErreCT does the author’s use of direct quotation have on her narrative?

o
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OTHER METHODS  Besides narration, Angelou also relies heavily on the method
of DESCRIPTION. Analyze how narration depends on description in paragraph 27
alone.

Questions on Language

Explain what the author means by “string-along songs about razor blades” (par. 5).
Point to some examples in the essay of Angelou’s use of strong verbs.

How does Angelou’s use of NONSTANDARD ENGLISH contribute to her narrative?
Be sure you know the meanings of these words: apprehensive (par. 2); assent (10);
ambushed, maimed (16); ordained (17); ambrosia, white lightning (27).

Suggestions for Writing

FROM JOURNAL TO ESSAY  From your journal entry, choose one of the groups you
belong to and explore your sense of membership through a narrative that tells of an
incident that occurred when that sense was strong. Try to make the incident come
alive for your readers with vivid details, dialog, and tight sequencing of events.
Write an essay based on some childhood experience of your own, still vivid in
your memory.

. Do some research about the boxing career of Joe Louis. Then write an essay in

which you discuss popular attitudes toward the Brown Bomber in his day.
CRITICAL WRITING  Angelou does not directly describe relations between Afri-
can Americans and whites, yet her essay implies quite a lot. Write a brief essay
about what you can INFER from the exaggeration of paragraphs 16-17 and the
obliqueness of paragraph 28. Focus on Angelou’s details and the language she uses
to present them.

. CONNECTIONS Angelou’s “Champion of the World” and the next essay, Amy

Tan’s “Fish Cheeks,” both tell stories of children who felt like outsiders in pre-
dominantly white America. COMPARE AND CONTRAST the two writers’ percep-
tions of what sets them apart from the dominant culture. How does the event
each reports affect that sense of difference? Use specific examples from both
essays as your EVIDENCE.

Maya Angelou on Writing

Maya Angelou’s writings have shown great variety: She has done notable
work as an autobiographer, poet, short-story writer, screenwriter, journalist,
and song lyricist. Asked by interviewer Sheila Weller, “Do you start each
project with a specific idea?” Angelou replied:

It starts with a definite subject, but it might end with something entirely

different. When [ start a project, the first thing I do is write down, in longhand,

o
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everything [ know about the subject, every thought I've ever had on it. This
may be twelve or fourteen pages. Then I read it back through, for quite a few
days, and find—given that subject— what its thythm is. ’Cause everything in
the universe has a thythm. So if it’s free form, it still has a thythm. And once
[ hear the rhythm of the piece, then I try to find out what are the salient points
that [ must make. And then it begins to take shape.

[ try to set myself up in each chapter by saying: “This is what [ want to
go from —from B to, say, G-sharp. Or from D to L.” And then I find the hook.
It’s like the knitting, where, after you knit a certain amount, there’s one
thread that begins to pull. You know, you can see it right along the cloth.
Well, in writing, I think: “Now where is that one hook, that one little thread?”
[t may be a sentence. If I can catch that, then I'm home free. It’s the one
that tells me where I'm going. It may not even turn out to be in the final chap-
ter. | may throw it out later or change it. But if [ follow it through, it leads me
right out.

For Discussion

1. How would you define the word rhythm as Maya Angelou uses it?
2. What response would you give a student who said, “Doesn’t Angelou’s approach
to writing waste more time and thought than it's worth?”
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AMY TAN

AMy TAN is a gifted storyteller whose first novel, The Joy Luck Club (1989),
met with critical acclaim and huge success. The relationships it details
between immigrant Chinese mothers and their Chinese American daughters
came from Tan’s firsthand experience. She was born in 1952 in Oakland,
California, the daughter of immigrants who had fled China’s civil war in the
late 1940s. She majored in English and linguistics at San Jose State Univer-
sity, where she received a BA in 1973 and an MA in 1974. After two more
years of graduate work, Tan became a consultant in language development
for disabled children and then started her own company writing reports and
speeches for business corporations. Tan began writing fiction to explore her
ethnic ambivalence and to find a voice for herself. Since The Joy Luck Club,
she has published four more novels—most recently Saving Fish from Drown-
ing (2005) —as well as children’s books and The Opposite of Fate (2003), a
collection of autobiographical essays. She also sings in the Rock Bottom
Remainders, a rock band of writers.

Fish Cheeks

In Tan’s novel The Bonesetter’s Daughter (2001), one of the characters says,
“Good manners are not enough. . . . They are not the same as a good heart.”
Much of Tan’s writing explores the tensions between keeping up appearances
and having true intentions. In the brief narrative that follows, the author
deftly portrays the contradictory feelings and the advantages of a girl with
feet in different cultures. The essay first appeared in Seventeen, a magazine for
teenage girls and young women, in 1987.

For a complementary view of growing up “different,” read the preceding
essay, Maya Angelou’s “Champion of the World.”

[ fell in love with the minister’s son the winter [ turned fourteen. He was
not Chinese, but as white as Mary in the manger. For Christmas I prayed for
this blond-haired boy, Robert, and a slim new American nose.

When I found out that my parents had invited the minister’s family over
for Christmas Eve dinner, I cried. What would Robert think of our shabby
Chinese Christmas? What would he think of our noisy Chinese relatives who
lacked proper American manners? What terrible disappointment would he
feel upon seeing not a roasted turkey and sweet potatoes but Chinese food?

929
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On Christmas Eve I saw that my mother had outdone herself in creating
a strange menu. She was pulling black veins out of the backs of fleshy prawns.
The kitchen was littered with appalling mounds of raw food: A slimy rock cod
with bulging eyes that pleaded not to be thrown into a pan of hot oil. Tofu,
which looked like stacked wedges of rubbery white sponges. A bowl soaking
dried fungus back to life. A plate of squid, their backs crisscrossed with knife
markings so they resembled bicycle tires.

And then they arrived — the minister’s family and all my relatives in a
clamor of doorbells and rumpled Christmas packages. Robert grunted hello,
and I pretended he was not worthy of existence.

Dinner threw me deeper into despair. My relatives licked the ends of their
chopsticks and reached across the table, dipping them into the dozen or so
plates of food. Robert and his family waited patiently for platters to be passed
to them. My relatives murmured with pleasure when my mother brought out
the whole steamed fish. Robert grimaced. Then my father poked his chop-
sticks just below the fish eye and plucked out the soft meat. “Amy, your
favorite,” he said, offering me the tender fish cheek. I wanted to disappear.

At the end of the meal my father leaned back and belched loudly, thank-
ing my mother for her fine cooking. “It’s a polite Chinese custom to show you
are satisfied,” explained my father to our astonished guests. Robert was look-
ing down at his plate with a reddened face. The minister managed to muster
up a quiet burp. I was stunned into silence for the rest of the night.

After everyone had gone, my mother said to me, “You want to be the same
as American girls on the outside.” She handed me an early gift. It was a
miniskirt in beige tweed. “But inside you must always be Chinese. You must be
proud you are different. Your only shame is to have shame.”

And even though I didn’t agree with her then, | knew that she understood
how much I had suffered during the evening’s dinner. It wasn’t until many
years later— long after I had gotten over my crush on Robert—that I was able
to fully appreciate her lesson and the true purpose behind our particular menu.
For Christmas Eve that year, she had chosen all my favorite foods.

For a reading quiz, sources on Amy Tan, and annotated links to further readings on
Chinese Americans, visit bedfordstmartins.com/thebedfordreader.
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Journal Writing

Do you sympathize with the shame Tan feels because of her family’s differences from
their non-Chinese guests? Or do you think she should have been more proud to share
her family’s customs? Think of an occasion when, for whatever reason, you were
acutely aware of being different. How did you react? Did you try to hide your differ-
ence in order to fit in, or did you reveal or celebrate your uniqueness? (To take your
journal writing further, see “From Journal to Essay” below.)

NGOV NSy

Questions on Meaning

. Why does Tan cry when she finds out that the boy she is in love with is coming

to dinner?

. Why does Tan’s mother go out of her way to prepare a disturbingly traditional

Chinese dinner for her daughter and guests? What one sentence best sums up the
lesson Tan was not able to understand until years later?

How does the fourteen-year-old Tan feel about her Chinese background? about
her mother?

What is Tan’s PURPOSE in writing this essay? Does she just want to entertain read-
ers, or might she have a weightier goal?

Questions on Writing Strategy

How does Tan draw the reader into her story right from the beginning?

How does Tan use TRANSITIONS both to drive and to clarify her narrative?

What is the IRONY of the last sentence of the essay?

OTHER METHODS  Paragraph 3 is a passage of pure DESCRIPTION. Why does Tan
linger over the food? What is the EFFECT of this paragraph?

Questions on Language

. The simile about Mary in the second sentence of the essay is surprising. Why?

Why is it amusing? (See Figures of speech in Useful Terms for a definition of simile.)
How does the narrator’s age affect the TONE of this essay? Give EXAMPLES of lan-
guage particularly appropriate to a fourteen-year-old.

In which paragraph does Tan use strong verbs most effectively?

Make sure you know the meanings of the following words: prawns, tofu (par. 3);
clamor (4); grimaced (5); muster (6).

Suggestions for Writing

. FROM JOURNAL TO ESSAY Using Tan’s essay as a model, write a brief narrative

based on your journal sketch about a time when you felt different from others. Try
to imitate the way Tan integrates the external events of the dinner with her own

o
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feelings about what is going on. Your story may be humorous, like Tan’s, or more
serious.

2. Take a perspective like that of the minister’s son, Robert: Write a narrative essay
about a time when you had to adjust to participating in a culture different from
your own. It could be a meal, a wedding or other rite of passage, a religious cere-
mony, a trip to another country. What did you learn from your experience, about
yourself and others?

3. CRITICAL WRITING From this essay one can INFER two very different sets of
ASSUMPTIONS about the extent to which immigrants should seek to integrate
themselves into the culture of their adopted country. Take either of these posi-
tions, in favor of or against assimilation (cultural integration), and make an
ARGUMENT for your case.

4. CONNECTIONS Both Tan and Maya Angelou, in “Champion of the World”
(p- 93), write about difference from white Americans, but their POINTS OF VIEW
are not the same: Tan’s is a teenager’s lament about not fitting in; Angelou’s is an
oppressed child’s excitement about proving the injustice of oppression. In an
essay, ANALYZE the two authors’ uses of narration to convey their perspectives.
What details do they focus on? What internal thoughts do they report? Is one
essay more effective than the other? Why, or why not?

Amy Tan on Writing

In 1989 Amy Tan delivered a lecture titled “Mother Tongue” at the State
of the Language Symposium in San Francisco. The lecture, later published in
The Threepenny Review in 1990, addresses Tan’s own experience as a bilingual
child speaking both Chinese and English. “I do think that the language spoken
in the family, especially in immigrant families, which are more insular, plays a
large role in shaping the language of the child. And I believe that it affected
my results on achievement tests, IQQ tests, and the SAT. While my English
skills were never judged as poor, compared to math English could not be con-
sidered my strong suit. . . . This was understandable. Math is precise; there is
only one correct answer. Whereas, for me at least, the answers on English tests
were always a judgment call, a matter of opinion and personal experience.”

Tan goes on to say that the necessity of adapting to different styles of
expression may affect other children from bilingual households. “I've been
asked, as a writer, why there are not more Asian-Americans represented in
American literature. Why are there few Asian-Americans enrolled in creative-
writing programs! Why do so many Chinese students go into engineering?
Well, these are broad sociological questions I can’t begin to answer. But [ have
noticed in surveys . . . that Asian students, as a whole, always do significantly
better on math achievement tests than in English. And this makes me think
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that there are other Asian-American students whose English spoken in the
home might also be described as ‘broken’ or ‘limited.” And perhaps they also
have teachers who are steering them away from writing and into math and sci-
ence, which is what happened to me.”

Tan admits that when she first began writing fiction, she wrote “what 1
thought to be wittily crafted sentences, sentences that would finally prove I
had mastery over the English language.” But they were awkward and self-
conscious, so she changed her tactic. “I later decided I should envision a
reader for the stories I would write. And the reader I decided upon was my
mother, because these were stories about mothers. So with this reader in
mind—and in fact, she did read my early drafts—I began to write stories
using all the Englishes [ grew up with: the English I spoke to my mother, . . .
the English she used with me, . . . my translation of her Chinese, . . . and what
[ imagined to be her translation of her Chinese if she could speak in perfect
English, her internal language, and for that I sought to preserve the essence,
but not either an English or a Chinese structure. [ wanted to capture what lan-
guage ability tests can never reveal: her intent, her passion, her imagery, the
thythms of her speech and the nature of her thoughts.

“Apart from what any critic had to say about my writing, [ knew I had suc-
ceeded where it counted when my mother finished reading my book and gave
me her verdict: ‘So easy to read.””

For Discussion

1. How could growing up in a household of “broken” English be a handicap for a stu-
dent taking an achievement test?

2. What does the author suggest is the reason why more Asian Americans major in
engineering than major in writing?

3. Why did Amy Tan’s mother make a good reader?
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ANNIE DILLARD

ANNIE DILLARD is accomplished as a prose writer, poet, and literary critic.
Born in 1945, she earned a BA (1967) and an MA (1968) from Hollins
College in Virginia. Dillard’s first published prose, Pilgrim at Tinker Creek
(1974), attracted notice for its close, intense, and poetic descriptions of the
natural world. It won her a Pulitzer Prize and comparison with Thoreau.
Since then, Dillard’s entranced and entrancing writing has appeared regu-
larly in Harper’s, The Atlantic Monthly, and other magazines and in her wide-
ranging books, including Holy the Firm (1978), a prose poem; Living by Fiction
(1982), literary criticism; Teaching a Stone to Talk (1982), nonfiction; An
American Childhood (1987), autobiography; The Writing Life (1989), anec-
dotes and metaphors about writing; For the Time Being (1999), an exploration
of how God and evil can coexist; and The Maytrees (2007), a novel. In 1999
Dillard was inducted into the American Academy of Arts and Letters.

The Chase

Dillard’s autobiography, An American Childhood, views experience with the
sharply perceptive eyes of a child. In this chapter from the book, Dillard
leads us running desperately through snow-filled backyards. Like all of her
writing, this romp shows unparalleled enthusiasm for life and skill at express-
ing it.

Some boys taught me to play football. This was fine sport. You thought up a
new strategy for every play and whispered it to the others. You went out for a
pass, fooling everyone. Best, you got to throw yourself mightily at someone’s
running legs. Either you brought him down or you hit the ground flat on your
chin, with your arms empty before you. It was all or nothing. If you hesitated in
fear, you would miss and get hurt: you would take a hard fall while the kid got
away, or you would get kicked in the face while the kid got away. But if you flung
yourself wholeheartedly at the back of his knees—if you gathered and joined
body and soul and pointed them diving fearlessly— then you likely wouldn’t get
hurt, and you’d stop the ball. Your fate, and your team’s score, depended on your
concentration and courage. Nothing girls did could compare with it.

Boys welcomed me at baseball, too, for I had, through enthusiastic prac-
tice, what was weirdly known as a boy’s arm. In winter, in the snow, there was
neither baseball nor football, so the boys and I threw snowballs at passing cars.
[ got in trouble throwing snowballs, and have seldom been happier since.

On one weekday morning after Christmas, six inches of new snow had
just fallen. We were standing up to our boot tops in snow on a front yard on

104
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trafficked Reynolds Street, waiting for cars. The cars traveled Reynolds Street
slowly and evenly; they were targets all but wrapped in red ribbons, cream
puffs. We couldn’t miss.

[ was seven; the boys were eight, nine, and ten. The oldest two Fahey boys
were there—Mikey and Peter—polite blond boys who lived near me on
Lloyd Street, and who already had four brothers and sisters. My parents
approved Mikey and Peter Fahey. Chickie McBride was there, a tough kid,
and Billy Paul and Mackie Kean too, from across Reynolds, where the boys
grew up dark and furious, grew up skinny, knowing, and skilled. We had all
drifted from our houses that morning looking for action, and had found it here
on Reynolds Street.

[t was cloudy but cold. The cars’ tires laid behind them on the snowy
street a complex trail of beige chunks like crenellated castle walls. I had
stepped on some earlier; they squeaked. We could have wished for more traf-
fic. When a car came, we all popped it one. In the intervals between cars we
reverted to the natural solitude of children.

[ started making an iceball —a perfect iceball, from perfectly white snow,
perfectly spherical, and squeezed perfectly translucent so no snow remained
all the way through. (The Fahey boys and I considered it unfair actually to
throw an iceball at somebody, but it had been known to happen.)

I had just embarked on the iceball project when we heard tire chains
come clanking from afar. A black Buick was moving toward us down the
street. We all spread out, banged together some regular snowballs, took aim,
and, when the Buick drew nigh, fired.

A soft snowball hit the driver’s windshield right before the driver’s face. It
made a smashed star with a hump in the middle.

Often, of course, we hit our target, but this time, the only time in all of
life, the car pulled over and stopped. Its wide black door opened; a man got
out of it, running. He didn’t even close the car door.

He ran after us, and we ran away from him, up the snowy Reynolds side-
walk. At the corner, I looked back; incredibly, he was still after us. He was in
city clothes: a suit and tie, street shoes. Any normal adult would have quit,
having sprung us into flight and made his point. This man was gaining on us.
He was a thin man, all action. All of a sudden, we were running for our lives.

Wordless, we split up. We were on our turf; we could lose ourselves in the
neighborhood backyards, everyone for himself. I paused and considered.
Everyone had vanished except Mikey Fahey, who was just rounding the cor-
ner of a yellow brick house. Poor Mikey, I trailed him. The driver of the Buick
sensibly picked the two of us to follow. The man apparently had all day.

He chased Mikey and me around the yellow house and up a backyard path
we knew by heart: under a low tree, up a bank, through a hedge, down some
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snowy steps, and across the grocery store’s delivery driveway. We smashed
through a gap in another hedge, entered a scruffy backyard and ran around its
back porch and tight between houses to Edgerton Avenue; we ran across
Edgerton to an alley and up our own sliding woodpile to the Halls’ front yard;
he kept coming. We ran up Lloyd Street and wound through mazy backyards
toward the steep hilltop at Willard and Lang.

He chased us silently, block after block. He chased us silently over picket
fences, through thorny hedges, between houses, around garbage cans, and across
streets. Every time I glanced back, choking for breath, I expected he would
have quit. He must have been as breathless as we were. His jacket strained
over his body. It was an immense discovery, pounding into my hot head with
every sliding, joyous step, that this ordinary adult evidently knew what I
thought only children who trained at football knew: that you have to fling your-
self at what you’re doing, you have to point yourself, forget yourself, aim, dive.

Mikey and I had nowhere to go, in our own neighborhood or out of it, but
away from this man who was chasing us. He impelled us forward; we com-
pelled him to follow our route. The air was cold; every breath tore my throat.
We kept running, block after block; we kept improvising, backyard after back-
yard, running a frantic course and choosing it simultaneously, failing always to
find small places or hard places to slow him down, and discovering always,
exhilarated, dismayed, that only bare speed could save us—for he would
never give up, this man—and we were losing speed.

He chased us through the backyard labyrinths of ten blocks before he
caught us by our jackets. He caught us and we all stopped.

We three stood staggering, half blinded, coughing, in an obscure hilltop
backyard: a man in his twenties, a boy, a girl. He had released our jackets, our
pursuer, our captor, our hero: He knew we weren’t going anywhere. We all
played by the rules. Mikey and I unzipped our jackets. I pulled off my sopping
mittens. Our tracks multiplied in the backyard’s new snow. We had been
breaking new snow all morning. We didn’t look at each other. I was cherish-
ing my excitement. The man’s lower pants legs were wet; his cuffs were full of
snow, and there was a prow of snow beneath them on his shoes and socks.
Some trees bordered the little flat backyard, some messy winter trees. There
was no one around: a clearing in a grove, and we the only players.

[t was a long time before he could speak. I had some difficulty at first
recalling why we were there. My lips felt swollen; I couldn’t see out of the sides
of my eyes; I kept coughing.

“You stupid kids,” he began perfunctorily.

We listened perfunctorily indeed, if we listened at all, for the chewing out
was redundant, a mere formality, and beside the point. The point was that he
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had chased us passionately without giving up, and so he had caught us. Now
he came down to earth. I wanted the glory to last forever.

But how could the glory have lasted forever? We could have run through
every backyard in North America until we got to Panama. But when he
trapped us at the lip of the Panama Canal, what precisely could he have done
to prolong the drama of the chase and cap its glory? I brooded about this for
the next few years. He could only have fried Mikey Fahey and me in boiling
oil, say, or dismembered us piecemeal, or staked us to anthills. None of which
[ really wanted, and none of which any adult was likely to do, even in the
spirit of fun. He could only chew us out there in the Panamanian jungle, after
months or years of exalting pursuit. He could only begin, “You stupid kids,”
and continue in his ordinary Pittsburgh accent with his normal righteous
anger and the usual common sense.

If in that snowy backyard the driver of the black Buick had cut off our
heads, Mikey’s and mine, I would have died happy, for nothing has required
so much of me since as being chased all over Pittsburgh in the middle of
winter—running terrified, exhausted—by this sainted, skinny, furious red-
headed man who wished to have a word with us. I don’t know how he found
his way back to his car.

For a reading quiz, sources on Annie Dillard, and annotated links to further read-
ings on play for children and adults, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Why do you suppose Dillard remembers in such vivid detail the rather insignificant
event she describes? What incidents from your childhood seem momentous even
now? List these incidents, along with some notes about their importance. (To take
your journal writing further, see “From Journal to Essay” on the next page.)

Questions on Meaning

1. What is Dillard’s PURPOSE in this essay? Obviously, she wants to entertain readers,
but does she have another purpose as well?

2. Does the persistence of the pursuer seem reasonable to you, given the children’s
prank?

20
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What does the pursuer represent for the narrator? How do her feelings about him
change after the chase is over, and why?

Why does Dillard describe the “chewing out,” seemingly the object of the chase,
as “redundant, a mere formality, and beside the point” (par. 19)?

Questions on Writing Strategy

. Why does Dillard open her story with a discussion of football? In what way does

the game of football serve as a metaphor in the story? (Hint: Look at par. 13, as
well as the sentence “It was all or nothing” in par. 1.) (See Figures of speech in
Useful Terms for a definition of metaphor.)

. Identify the two rapid TRANSITIONS in paragraph 2. Do they contribute to or

detract from the COHERENCE of the essay?

Why does Dillard interrupt the story of the chase with an “immense discovery”
(par. 13)? Does this interruption weaken the narrative?

Discuss Dillard’s POINT OF VIEW. Is her perspective that of a seven-year-old girl, or
that of an adult writer reflecting on her childhood experience?

OTHER METHODS  Dillard’s story implicitly COMPARES AND CONTRASTS a child’s
and an adult’s way of looking at life. What are some of the differences that Dil-
lard implies?

Questions on Language

. Look up the meaning of any of the following words you don’t already know:

crenellated (par. 5); translucent (6); nigh (7); impelled, compelled (14); prow
(16); perfunctorily (18); redundant (19); piecemeal, exalting, righteous (20).
Explain the contradiction in this statement: “I got in trouble throwing snowballs,
and have seldom been happier since” (par. 2). Can you find other examples of
paradox in what the narrator says? How is this paradox related to the narrator’s
apparent view of children? (See Figures of speech in Useful Terms for a definition
of paradox.)

Why are the strong verbs Dillard uses in paragraph 20 especially appropriate?
What is the EFFECT of the last sentence of the essay?

Suggestions for Writing

. FROM JOURNALTO ESSAY Choose one significant incident from the list of child-

hood experiences you wrote in your journal, and narrate the incident as vividly
as you can. Include the details: Where did the event take place? What did people
say? How were they dressed? What was the weather like? Follow Dillard’s model
in putting CONCRETE IMAGES to work for an idea, in this case an idea about the
significance of the incident to you then and now.

From what you have seen of children and adults, do you agree with Dillard’s char-
acterization of the two groups (see “Writing Strategy” question 5)? Write an essay
comparing and contrasting children’s and adults’ attitudes toward play. (You will
have to GENERALIZE, of course, but try to keep your broad statements grounded in
a reality your readers will share.)
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3. CRITICAL WRITING  Dillard’s narration of the chase is only six paragraphs long
(pars. 10-15), but it seems longer, as if almost in real time. What techniques does
Dillard use in these paragraphs to hold our attention and re-create the breath-
lessness of the chase? Look at concrete details, repetition, PARALLELISM, and the
near absence of time-marking transitions. In ANALYZING Dillard’s techniques, use
plenty of quotations from the essay.

4. CONNECTIONS Dillard’s essay and Brad Manning’s “Arm Wrestling with My
Father” (p. 146) both deal with childhood values and how they are transformed
as one grows older. In an essay, compare and contrast the two writers’ treatment
of this subject. How does the TONE of each essay contribute to its effect?

Annie Dillard on Writing

Writing for The Bedford Reader, Dillard has testified to her work habits.
Rarely satisfied with an essay until it has gone through many drafts, she some-
times goes on correcting and improving it even after it has been published. “I
always have to condense or toss openings,” she affirms; “I suspect most writers
do. When you begin something, you're so grateful to have begun you'll write
down anything, just to prolong the sensation. Later, when you've learned
what the writing is really about, you go back and throw away the beginning
and start over.”

Often she replaces a phrase or sentence with a shorter one. In one essay,
to tell how a drop of pond water began to evaporate on a microscope slide, she
first wrote, “Its contours pulled together.” But that sentence seemed to suffer
from “tortured abstraction.” She made the sentence read instead, “Its edges
shrank.” Dillard observes, “I like short sentences. They’re forceful, and they
can get you out of big trouble.”

For Discussion

1. Why, according to Dillard, is it usually necessary for writers to revise the opening
paragraphs of what they write?

2. Dillard says that short sentences “can get you out of big trouble.” What kinds of
“big trouble” do you suppose she means?
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HAROLD TAW was born in Burma (now Myanmar) and immigrated to the
United States as a child with his family. He attended the University of Cal-
ifornia at Berkeley and Yale University Law School. He has practiced law in
San Francisco and Seattle and is active in Seattle philanthropies and on the
bicycle advisory board. Recently, he put his law practice on hold to concen-
trate full-time on writing a novel, Adventures of the Karaoke King.

Finding Prosperity
by Feeding Monkeys

In this essay Taw relates his efforts to observe an unusual tradition that he
first practiced in his native Burma. Every year, Buddhists commemorate the
birth and death of their founder, Gautama Buddha, with a symbolic watering
of the Bodhi tree, under which the philosopher is said to have achieved
enlightenment. When Taw was born, a monk urged that he perform a simi-
lar act of care for the natural world, but the ritual proved difficult when he
immigrated to the United States. Taw read this essay for the National Public
Radio series This I Believe, which invites people to explain the philosophies
that guide their daily lives. The essay was also published in a This I Believe
collection.

[ could say that I believe in America because it rewarded my family’s hard
work to overcome poverty. | could say that I believe in holding on to rituals
and traditions because they helped us flourish in a new country. But these con-
cepts are more concretely expressed this way: [ believe in feeding monkeys on
my birthday —something I’'ve done without fail for thirty-five years.

When I was born, a blind, Buddhist monk, living alone in the Burmese
jungle, predicted that my birth would bring great prosperity to the family. To
ensure this prosperity, [ was to feed monkeys on my birthday.

While this sounds superstitious, the practice makes karmic sense. On a
day normally given over to narcissism, I must consider my family and give
nourishment to another living creature. The monk never meant for the ritual
to be a burden. In the Burmese jungle, monkeys are as common as pigeons. He
probably had to shoo them away from his sticky rice and mangoes. It was only
in America that feeding monkeys meant violating the rules.

As a kid, I thought that was cool. I learned English through watching bad
television shows, and I felt like Caine from Kung Fu, except I was the chosen
warrior sent to defend my family. Dad and I would go to the zoo early in the
morning, just the two of us. When the coast was clear, [ would throw my con-
traband peanuts to the monkeys.

110
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[ never had to explain myself until my eighteenth birthday. It was the first
year [ didn’t go with my father. I went with my friends and arrived ten minutes
after the zoo gates closed.

“Please,” I beseeched the zookeeper. “I feed monkeys for my family, not for
me. Can’t you make an exception?”

“Go find a pet store,” she said.

If only it were so easy. That time, I got lucky. I found out that a high
school classmate had trained the monkeys for the movie Out of Africa, so he
allowed me to feed his monkey. I've had other close calls. Once, a man with a
pet monkey suspected that my story was a ploy, and that [ was an animal-rights
activist out to liberate his monkey. Another time, a zoo told me that outsiders
could not feed their monkeys without violating the zookeepers’ collective bar-
gaining agreement. In a pet store once, | managed to feed a marmoset being
kept in a birdcage. Another time, I was asked to wear a biohazard suit to feed
a laboratory monkey.

It’s rarely easy and, yet, somehow I’'ve found a way to feed a monkey every
year since I was born.

Our family has prospered in America. [ believe that I have ensured this
prosperity by observing our family ritual and feeding monkeys on my birthday.
Do I believe that literally? Maybe. But I have faith in our family, and I believe
in honoring that faith in any way I can.

For a reading quiz and annotated links to further readings on Buddhist beliefs and
customs, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Many people have unique traditions, like Taw’s tradition of feeding monkeys every
year on his birthday. List some traditions that are unique to your family, to another
group you belong to, or to you alone—for instance, a holiday celebration, a vacation
activity, a way of decompressing after a stressful week. (To take your journal writing
further, see “From Journal to Essay” on the next page.)

Questions on Meaning

1. Why is Taw’s birthday ritual so important to him? Consider not just its literal
meaning but also its SYMBOLIC one.

o
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. In paragraph 3 Taw says that his ritual “makes karmic sense.” What does he

mean? (If necessary, look up karma in a dictionary.)

In which sentence or sentences does Taw state his THESIS most directly?

What would you say is Taw’s PURPOSE in this essay? Is it primarily to entertain
readers by explaining his odd tradition, or does he seem to have another purpose
as well?

Questions on Writing Strategy

. What is the EFFECT of Taw’s opening paragraph? Why do you think he begins the

first two sentences with the phrase “I could say”?

Paragraph 8 contains several brief accounts of problems Taw has faced in carrying
out his tradition over the years. What do these ANECDOTES contribute to the
essay!

How would you describe Taw’s use of DETAIL in this essay? Where are events com-
pressed, and where are they expanded with a bit more detail? What events
receive the most detail, and what is significant about them?

Identify some of the TRANSITIONS throughout the essay. How do they create
COHERENCE among the different episodes that Taw narrates?

OTHER METHODS Taw’s essay uses CAUSE AND EFFECT to explain the connection
between his monkey-feeding tradition and his family’s success in America. What
does he seem to be suggesting about the effect of traditions more generally?

Questions on Language

. In paragraph 6, why do you suppose Taw uses the word beseeched instead of a sim-

pler, less formal verb such as asked?

What is the effect of the repetition of the word believe in both the opening and
closing paragraphs of the essay?

What does Taw mean by the word faith in the last sentence of the essay? How
does this meaning relate to the essay as a whole?

Be sure you know how to define the following words: flourish (par. 1); prosperity
(2); narcissism (3); contraband (4); ploy (8).

Suggestions for Writing

. FROM JOURNAL TO ESSAY Write an essay exploring one of the traditions you

listed in your journal. Focus on the details of the tradition itself as well as on the
significance it holds for you and for any others who participate in it with you.

As the headnote for this selection points out, Taw wrote his essay for This I
Believe, a National Public Radio series in which individuals speak of the princi-
ples by which they live. Write your own brief essay about a specific value or belief
that you try to live by. Like Taw, make your philosophy concrete by telling a story
that shows it in action. You might consider submitting your final essay to the
NPR program. Visit thisibelieve.org for submission guidelines and examples of
other essays from the project.
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3. The monk’s prediction is an example of divination, the practice of foretelling the
future by interpreting various types of signs. This practice plays an important role
in many world religions and cultures. Do some research about a particular type of
divination, such as astrology, palmistry, or tarot cards. Then report on the prac-
tice, explaining how it works and discussing its history as well as its place in mod-
ern society. Or write a similarly researched essay on a particular superstition. For
example, why is the number thirteen thought to be unlucky? Why is it considered
bad luck for a black cat to cross your path? Why is a four-leaf clover or a rabbit’s
foot believed to bring good luck?

4. CRITICALWRITING Based on what you know about the context of this piece —
that it was written for a radio project calling for short submissions about people’s
beliefs— analyze how Taw’s AUDIENCE and purpose seem to have shaped his essay.
In particular, you might focus on the essay’s length, tone, diction, organization,
and use of scene versus summary.

5. CONNECTIONS Several other essays in this book also deal with connection
to one’s cultural heritage — for instance, Amy Tan’s “Fish Cheeks” (p. 99), Yiyun
Li’s “Orange Crush” (p. 164), Gloria Naylor's “The Meanings of a Word”
(p. 488), Christine Leong’s “Being a Chink” (p. 494), Dagoberto Gilb’s “Pride”
(p- 505), Maxine Hong Kingston’s “No Name Woman” (p. 620), and Richard
Rodriguez’s “Aria: A Memoir of a Bilingual Childhood” (p. 651). Using PARA-
PHRASES and quotations from Taw’s essay and at least one of these others—
and drawing on your own experiences, if you like —write an essay about the dif-
ficulties and value of upholding tradition.
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JESSICA COHEN

JEssicA COHEN was born in 1981 in Brussels, Belgium. The child of a jour-
nalist, she traveled extensively while growing up but now calls St. Paul, Min-
nesota, her hometown. Cohen graduated from Yale University in 2003 with
a degree in history. She currently works in publishing, reads “voraciously,”
and plays competitive ultimate Frisbee.

Grade A:
The Market for a Yale Woman’s Eggs

When she was a junior in college, Cohen answered an intriguing advertise-
ment in the school newspaper. In this essay she both narrates her unsettling
experience and reports the information she unearthed to help interpret her
experience. The essay appeared first in 2001 in The New Jowrnal, a Yale
undergraduate magazine, and then in 2002 in The Atlantic Monthly, after
Cohen won the magazine’s competition for student essayists.

Since Cohen wrote this essay, the demand for egg donors has continued
to grow. Some states, including Minnesota and California, have passed legis-
lation to ban compensation for donated eggs, but elsewhere the practice is
lightly regulated if at all.

Early in the spring of last year a classified ad ran for two weeks in the Yale
Daily News: “EGG DONOR NEEDED.” The couple that placed the ad was picky,
and for that reason was offering $25,000 for an egg from the right donor.

Asa child [ had a book called Where Did I Come From? It offered a full bio-
logical explanation, in cartoons, to answer those awkward questions that curi-
ous tots ask. But the book is now out of date. Replacing it is, for example,
Mommy, Did I Grow in Your Tummy?: Where Some Babies Come From, which
explains the myriad ways that children of the twenty-first century may have
entered their families, including egg donation, surrogacy, in vitro fertiliza-
tion," and adoption. When conception doesn’t occur in the natural way, it
becomes very complicated. Once all possible parties have been accounted
for—egg donor, sperm donor, surrogate mother, paying couple—as many as
five people can be involved in conceiving and carrying a child. No wonder a
new book is necessary.

The would-be parents’ decision to advertise in the News—and to offer a
five-figure compensation— immediately suggested that they were in the mar-
ket for an egg of a certain rarefied type. Beyond their desire for an Ivy League

!Fertilization of an egg outside the body. In Latin, in vitro means “in glass.”—EDS.

114

o



41438 01 001-184 KENN 10e r5jk 12/17/07 lZ:lOéﬁ Page 115

Cohen / Grade A: The Market for a Yale Woman'’s Eggs 115

donor, they wanted a young woman over five feet five, of Jewish heritage,
athletic, with a minimum combined SAT score of 1500, and attractive. I was
curious—and I fit all the criteria except the SAT score. So I e-mailed
Michelle and David (not their real names) and asked for more information
about the process and how much the SAT minimum really meant to them.
Then [ waited for a reply.

Donating an egg is neither simple nor painless. Following an intensive
screening and selection process the donor endures a few weeks of invasive
medical procedures. First the donor and the woman who will carry the child
must coordinate their menstrual cycles. Typically the donor and the recipient
take birth-control pills, followed by shots of a synthetic hormone such as
Lupron; the combination suppresses ovulation and puts their cycles in sync.
After altering her cycle the donor must enhance her egg supply with fertility
drugs in the same way an infertile woman does when trying to conceive. Shots
of a fertility hormone are administered for seven to eleven days, to stimulate
the production of an abnormally large number of egg-containing follicles.
During this time the donor must have her blood tested every other day so that
doctors can monitor her hormone levels, and she must come in for periodic
ultrasounds. Thirty-six hours before retrieval day a shot of hCG, human
chorionic gonadotropin, is administered to prepare the eggs for release, so that
they will be ready for harvest.

The actual retrieval is done while the donor is under anesthesia. The tool
is a needle, and the product, on average, is ten to twenty eggs. Doctors take
that many because “not all eggs will be good,” according to Surrogate Mothers
Online, an informational Web site designed and maintained by experienced
egg donors and surrogate mothers. “Some will be immature and some over-
ripe.”

Lisa, one of the hosts on Surrogate Mothers Online and an experienced egg
donor, described the process as a “rewarding” experience. When she explained
that once in a while something can go wrong, I braced myself for the fine
print. On very rare occasions, she wrote, hyperstimulation of the ovaries can
occur, and the donor must be hospitalized until the ovaries return to normal.
In even rarer cases the ovaries rupture, resulting in permanent infertility or
possibly even death. “I must stress that this is very rare,” Lisa assured prospec-
tive donors. “I had two very wonderful experiences. . . . The second [time] I
stayed awake to help the doctor count how many eggs he retrieved.”

David responded to my e-mail a few hours after I'd sent it. He told me

nothing about himself, and only briefly alluded to the many questions I had
asked about the egg-donation process. He spent the bulk of the e-mail describ-
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ing a cartoon, and then requested photos of me. The cartoon was a scene with
a “couple that is just getting married, he a nerd and she a beauty,” he wrote.
“They are kvelling about how wonderful their offspring will be with his brains
and her looks.” He went on to describe the punch line: The next panel
showed a nerdy-looking baby thinking empty thoughts. The following para-
graph was more direct. David let me know that he and his wife were flexible
on most criteria but that Michelle was “a real Nazi” about “donor looks and
donor health history.”

This seemed to be a commentary of some sort on the couple’s situation
and how plans might go awry, but the message was impossible to pin down. I
thanked him for the e-mail, asked where to send my pictures, and repeated my
original questions about egg donation and their criteria.

In a subsequent e-mail David promised to return my photos, so I sent him
dorm-room pictures, the kind that every college student has lying around.
Now they assumed a new level of importance. I would soon learn what this
anonymous couple, somewhere in the United States, thought about my
genetic material as displayed in these photographs.

Infertility is not a modern problem, but it has created a modern industry.
Ten percent of American couples are infertile, and many seek treatment from
the $2-billion-a-year infertility industry. The approximately 370 fertility clin-
ics across the United States help prospective parents to sift through their
options. I sympathize with women who cannot use their own eggs to have
children. The discovery must be a sober awakening for those who have always
dreamed of raising a family. When would-be parents face this problem, how-
ever, their options depend greatly on their income. All over the world most
women who can’t have children must simply accept the fact and adopt, or find
other roles in society. But especially here in the United States wealth can
enable such couples to have a child of their own and to determine how closely
that child will resemble the one they might have had— or the one they dream
of having.

The Web site of Egg Donation, Inc., a program based in California, con-
tains a database listing approximately 300 potential donors. In order to access
the list interested parties must call the company and request the user ID and
the password for the month. Once I'd given the receptionist my name and
address, she told me the password: colorful. I hung up and entered the data-
base. Potential parents can search for a variety of features, narrowing the pool
as much as they like according to ethnic origin, religion of birth, state of resi-
dence, hair color, eye color, height, and weight. I typed in the physical and
religious characteristics that Michelle and David were looking for and found
four potential donors. None of them had a college degree.
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The standard compensation for donating an egg to Egg Donation is $3,500 12
to $5,000, and additional funds are offered to donors who have advanced
degrees or are of Asian, African-American, or Jewish descent. Couples search-
ing for an egg at Egg Donation can be picky, but not as picky as couples adver-
tising in the Yale Daily News. Should couples be able to pay a premium on
an open market for their idea of the perfect egg? Maybe a modern-day social
Darwinist would say yes.” Modern success is measured largely in financial
terms, so why shouldn’t the most successful couples, eager to pay more, have
access to the most expensive eggs! Of course, as David illustrated in his first
e-mail, input does not always translate perfectly into output—the donor’s
desirable characteristics may never actually be manifested in the child.

If couples choose not to find their eggs through an agency, they must doso 13
independently. An Internet search turned up a few sites like Surrogate Mothers
Online, where would-be donors and parents can post classified ads. More than
500 classifieds were posted on the site: a whole marketplace, an eBay for
genetic material.

“Hi! My name is Kimberly,” one of the ads read. “I am 24 years old, 5'11" 14
with blonde hair and green eyes. [ previously donated eggs and the couple was
blessed with BIG twin boys! The doctor told me I have perky ovaries! ... The
doctor told me I had the most perfect eggs he had ever seen.” The Web site
provided links to photographs of Kimberly and an e-mail address. Would-be
parents on the site offered “competitive” rates, generally from $5,000 to
$10,000 for donors who fit their specifications.

About a week after [ sent my pictures to David and Michelle, I receiveda 15
third e-mail: “Got the pictures. You look perfect. I can’t say this with any
authority. That is my wife’s department.” I thought back to the first e-mail,
where he’d written, “She’s been known to disregard a young woman based on
cheekbones, hair, nose, you name it.” He then shifted the focus. “My depart-
ment is the SAT scores. Can you tell me more about your academic perfor-
mance? What are you taking at Yale? What high school did you attend?”

The whole thing seemed like a joke. I dutifully answered his questions, 16
explaining that I was from a no-name high school in the Midwest, I couldn’t do
math or science, and my academic performance was, well, average; I couldn’t
help feeling a bit disconcerted by his particular interest in my SAT score.

Michelle and David now had my educational data as well as my photos. 17
They were examining my credentials and trying to imagine their child. If I was

?In the late nineteenth century, social Darwinism misapplied Charles Darwin’s evolution-
ary theory of the survival of the fittest to human relations, maintaining that the wealthy are
naturally more fit than the poor for economic and social life.—EDs.
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accepted, a harvest of my eggs would be fertilized by the semen of the author
of the disturbing e-mails I had received. A few embryos would be implanted,;
the remaining, if there were any, would be frozen; and then I would be out of
the picture forever.

The modern embryo has been frozen, stolen, aborted, researched, and 18
delivered weeks early, along with five or six instant siblings. The summer of
2001 was full of embryo news, and the first big story was President Bush’s
deliberation on stem-cell research. The embryos available for genetic research
include those frozen by fertility clinics for later use by couples attempting in
vitro fertilization.

Embryos took the spotlight again when Helen Beasley, a surrogate mother 19
from Shrewsbury, England, decided to sue a San Francisco couple for parental
rights to the twin fetuses she was carrying. The couple and Beasley had agreed
that they would pay her $20,000 to carry one child created from a donated egg
and the father’s sperm. The agreement also called for selective reduction—
the abortion of any additional embryos. Beasley claimed that there had been
a verbal agreement that such reduction would occur by the twelfth week. The
problem arose when Beasley, who had discovered she was carrying twins, was
told to abort one, but the arrangements for the reduction weren’t made until
the thirteenth week. Fearing for her own health and objecting to the abortion
of such a highly developed fetus, she refused. At that time she was suing for
the right to put the babies up for adoption. She was also seeking the remain-
der of the financial compensation specified in the contract. The couple did
not want the children, and yet had the rights to the genetic material; Beasley
was simply a vessel. The case is only one of a multitude invited by modern fer-
tility processes. On August 15, 2001, the New York Times reported that the
New Jersey Supreme Court had upheld a woman’s rights to the embryos that
she and her ex-husband had created and frozen six years before. A strange case
for child-custody lawyers.

Nearly ten years ago, at the University of California at [rvine’s Center for 20
Reproductive Health, doctors took the leftover frozen embryos from previous
clients and gave them without consent to other couples and to research cen-
ters. Discovery of the scam resulted in more than thirty prosecutions: A group
of children had biological parents who hadn’t consented to their existence
and active parents who had been given stolen goods. Who can say whether
throwing the embryos away would have been any better?

Even if Michelle and David liked my data, I knew I'd have a long way to 21

go before becoming an actual donor. The application on Egg Donation’s Web
site is twelve pages long—longer than Yale’s entrance application. The first
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two pages cover the basics: appearance, name, address, age, and other mun-
dane details. After that [ was asked if I'd ever filed for bankruptcy or ever had
counseling, if I drank, what my goals in life were, what two of my favorite
books were, what my paternal grandfather’s height and weight were, what
hobbies I had, what kind of relationship I would want to have with the par-
ents and child, and so forth. A few fill-in-the-blanks were thrown in at the
end: “I feel strongly about . Tam sorry I did not . In ten years |
want to be . Not even my closest friends knew all these things about
me. If Egg Donation, offering about a fifth what Michelle and David were
offering, wanted all this information, what might Michelle and David want?

Michelle and David were certainly trying hard. On one classified-ad site
[ came across a request that was strangely familiar: “Loving family seeks ex-
ceptional egg donor with 1500 SAT, great looks, good family health history,
Jewish heritage and athletic. Height 5'4"-5'9", Age 18-29. We will pay
EXTREMELY well and will take care of all expenses. Hope to hear from you.”
The e-mail address was David and Michelle’s familiar AOL account. Theirs
was the most demanding classified on the site, but also the only one that
offered to pay “EXTREMELY well.”

[ kept dreaming about all the things I could do with $25,000. I had gone
into the correspondence on a whim. But soon, despite David’s casual tone and
the optimistic attitude of all the classifieds and information I read, I realized
that this process was something I didn’t want to be a part of. I understand
the desire for a child who will resemble and fit in with the family. But once a
couple starts choosing a few characteristics, shooting for perfection is too
easy— especially if they can afford it. The money might have changed my life
for a while, but it would have led to the creation of a child encumbered with
too many expectations.

After I'd brooded about these matters, I received the shortest e-mail of the
correspondence. The verdict on my pictures was in: “I showed the pictures to
[my wife] this AM. Personally, I think you look great. She said ho-hum.”

David said he might reconsider, and that he was going to keep one of my
pictures. That was it. No good-bye, no thanks for my willingness to be, in
effect, the biological mother of their child. I guess I didn’t fit their design; my
genes weren’t the right material for their chef d’oeuvre.” So I was rejected as a
donor. I keep imagining the day when David and Michelle’s child asks where
he or she came from. David will describe how hard they both worked on the
whole thing, how many pictures they looked at, and how much money they
spent. The child will turn to them and say, “Ho-hum.”

3French, “masterpiece.” —EDSs.
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For a reading quiz and annotated links to further readings on egg and sperm dona-
tion, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Would you consider offering your eggs or your sperm to a person or a couple who could
not have a biological child? Would money be important to you? Would you be more
willing to donate to an individual or to a couple? to acquaintances or relatives or to
strangers! Would you be willing to be screened and selected on the basis of your
appearance, intelligence, and personality? If a child resulted, would you want to be
involved, or not, in his or her life? In your journal, answer these questions or any oth-
ers that occur to you about egg or sperm donation. (To take your journal writing fur-
ther, see “From Journal to Essay” on the facing page.)

Questions on Meaning

. Why did Cohen respond to the ad for an egg donor? Do you think she seriously

considered donating her eggs to the couple who placed the ad?

According to Cohen, conception via a donor can result in a variety of complica-
tions and difficulties. What are some of these?

What seems to be Cohen’s primary PURPOSE in this essay?

Cohen states her THESIS near the end of her essay. What is this thesis?

Questions on Writing Strategy

. Cohen intersperses narration of her own experiences with information gleaned

from research into egg donation. Which paragraphs focus on narration? How
would the essay have been different if Cohen had first presented the narrative
and then the research, or vice versa? Why do you think she mixes the two?
Cohen specifically lays the groundwork for her thesis at two points earlier in the
essay. Where are these two points?

What is the EFFECT of Cohen’s final paragraph?

OTHER METHODS Where in the essay does Cohen rely on PROCESS ANALYSIS?
Why is process analysis appropriate at this point?

Questions on Language

Why do you think Cohen quotes the word rewarding in paragraph 6?
What is the IRONY in the husband’s referring to his wife as “‘a real Nazi’ about
‘donor looks and donor health history’” (par. 7)?

o
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3. Why do you think Cohen quotes so extensively from Kimberly’s advertisement as
an egg donor (par. 14)?

4. The term egg donation is not really accurate because most “donors” are in fact paid
for their services. Why do you think this is the common term rather than, say, egg
marketing?

5. Consult a dictionary if you need help defining the following: myriad, surrogacy
(par. 2); rarefied (3); synthetic, ovulation, follicles (4); rupture, infertility (6);
kvelling (7); embryos (17); deliberation (18); vessel (19); brooded (24).

Suggestions for Writing

1. FROM JOURNALTO ESSAY  Based on your earlier journal writing, draft an essay in
which you explain your attitudes toward egg or sperm donation. You might
expand your thinking to include advice you would give to a friend or relative who
was considering trying to conceive a child using donated sperm or eggs.

2. Have you ever initiated a course of action but then, as events unfolded, devel-
oped second thoughts? What changed your mind? Write a narrative essay in
which you relate that experience.

3. Conceiving a child by purchasing eggs or sperm raises a number of moral ques-
tions. For instance: Are there moral limits on our use of biotechnology to achieve
our wishes? Is it ethical to transfer genetic material between strangers? Is it ethi-
cal to buy or sell genetic material? Should buyers be able to select “donors” for
their appearance and intelligence? Research one of these questions or any other
that interests you, and write an essay in which you report the various positions on
the issue and defend your view.

4. CRITICAL WRITING Write an essay in which you ANALYZE Cohen’s TONE in this
essay. You might consider how Cohen manages to suggest, without explicitly
arguing, that she disapproves of egg donation as it is currently practiced.

5. CONNECTIONS Both Cohen and Colleen Wenke, in “Too Much Pressure” (p.
533), explore society’s quest for perfection—in grades, test scores, looks, athleti-
cism, and so on. Using examples from both selections as well as from your own
experience, write a CAUSE AND EFFECT essay on the consequences of society’s obses-
sion with perfection.

Jessica Cohen on Writing

Jessica Cohen wrote “Grade A” because she couldn’t get her experience
out of her head. Putting her thoughts on paper helped confirm her decision not
to pursue egg donation. “When you figure something out for yourself,” Cohen
says, “there is a high likelihood that someone else might like to read about it.”

Cohen believes that writing “is about sitting down and doing it.” “Grade
A” came fairly easily to her once she put pencil to paper, probably because she
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cared about her topic: “It was exciting to do research on a topic I was invested
in.” Such topics are everywhere, Cohen points out: “Strange things happen to
us all the time. We notice interesting and quirky things and wonder why they
exist or how they came to exist. The kind of nonfiction writing that I like best
comes from these questions.”

For Discussion

1. What are some examples of the questions Cohen refers to at the end of the sec-
ond paragraph? What questions have prompted your own writing?
2. Discuss a time when writing helped you figure out something about yourself.
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SHIRLEY JACKSON was a fiction writer best known for horror stories that probe
the dark side of human nature and social behavior. But she also wrote
humorously about domestic life, a subject she knew well as a wife and the
mother of four children. Born in 1919 in California, Jackson moved as a
teenager to Syracuse, New York, and graduated from Syracuse University in
1940. She started writing as a young girl and was highly disciplined and pro-
ductive all her life. She began publishing stories in 1941, and eventually her
fiction appeared in The New Yorker, Harper’s, Good Housekeeping, and many
other magazines. Her tales of family life appeared in two books, Life among the
Savages (1953) and Raising Demons (1957). Her more popular (and to her
more significant) suspense novels included The Haunting of Hill House
(1959) and We Have Always Lived in the Castle (1962). After Jackson’s death
in 1965, her husband, the literary critic Stanley Edgar Hyman, published two
volumes of her stories, novels, and lectures, The Magic of Shirley Jackson

(1966) and Come Along with Me (1968).

The Lottery

By far Jackson’s best-known work and indeed one of the best-known short
stories ever, “The Lottery” first appeared in The New Yorker in 1948 to loud
applause and louder cries of outrage. The time was just after World War 11,
when Nazi concentration camps and the dropping of atomic bombs had
revealed horrors of organized human cruelty. Jackson’s husband, denying that
her work purveyed “neurotic fantasies,” argued instead that it was fitting “for
our distressing world.” Is the story still relevant today?

The morning of June 27th was clear and sunny, with the fresh warmth of 1
a full-summer day; the flowers were blossoming profusely and the grass was
richly green. The people of the village began to gather in the square, between
the post office and the bank, around ten o’clock; in some towns there were so
many people that the lottery took two days and had to be started on June
26th, but in this village, where there were only about three hundred people,
the whole lottery took less than two hours, so it could begin at ten o’clock in
the morning and still be through in time to allow the villagers to get home for
noon dinner.

The children assembled first, of course. School was recently over for the 2
summer, and the feeling of liberty sat uneasily on most of them; they tended
to gather together quietly for a while before they broke into boisterous play,
and their talk was still of the classroom and the teacher, of books and repri-
mands. Bobby Martin had already stuffed his pockets full of stones, and the
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other boys soon followed his example, selecting the smoothest and roundest
stones; Bobby and Harry Jones and Dickie Delacroix—the villagers pro-
nounced this name “Dellacroy” —eventually made a great pile of stones in
one corner of the square and guarded it against the raids of the other boys. The
girls stood aside, talking among themselves, looking over their shoulders at
the boys, and the very small children rolled in the dust or clung to the hands
of their older brothers or sisters.

Soon the men began to gather, surveying their own children, speaking of
planting and rain, tractors and taxes. They stood together, away from the pile
of stones in the corner, and their jokes were quiet and they smiled rather than
laughed. The women, wearing faded house dresses and sweaters, came shortly
after their menfolk. They greeted one another and exchanged bits of gossip as
they went to join their husbands. Soon the women, standing by their hus-
bands, began to call to their children, and the children came reluctantly, hav-
ing to be called four or five times. Bobby Martin ducked under his mother’s
grasping hand and ran, laughing, back to the pile of stones. His father spoke
up sharply, and Bobby came quickly and took his place between his father and
his oldest brother.

The lottery was conducted —as were the square dances, the teenage club,
the Halloween program — by Mr. Summers, who had time and energy to de-
vote to civic activities. He was a round-faced, jovial man and he ran the coal
business, and people were sorry for him, because he had no children and his
wife was a scold. When he arrived in the square, carrying the black wooden
box, there was a murmur of conversation among the villagers, and he waved
and called, “Little late today, folks.” The postmaster, Mr. Graves, followed him,
carrying a three-legged stool, and the stool was put in the center of the square
and Mr. Summers set the black box down on it. The villagers kept their dis-
tance, leaving a space between themselves and the stool, and when Mr. Sum-
mers said, “Some of you fellows want to give me a hand?” there was a hesitation
before two men, Mr. Martin and his oldest son, Baxter, came forward to hold
the box steady on the stool while Mr. Summers stirred up the papers inside it.

The original paraphernalia for the lottery had been lost long ago, and the
black box now resting on the stool had been put into use even before Old Man
Warner, the oldest man in town, was born. Mr. Summers spoke frequently to
the villagers about making a new box, but no one liked to upset even as much
tradition as was represented by the black box. There was a story that the pres-
ent box had been made with some pieces of the box that had preceded it, the
one that had been constructed when the first people settled down to make a
village here. Every year, after the lottery, Mr. Summers began talking again
about a new box, but every year the subject was allowed to fade off without
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anything’s being done. The black box grew shabbier each year; by now it was
no longer completely black but splintered badly along one side to show the
original wood color, and in some places faded or stained.

Mr. Martin and his oldest son, Baxter, held the black box securely on the
stool until Mr. Summers had stirred the papers thoroughly with his hand.
Because so much of the ritual had been forgotten or discarded, Mr. Summers
had been successful in having slips of paper substituted for the chips of wood
that had been used for generations. Chips of wood, Mr. Summer had argued,
had been all very well when the village was tiny, but now that the population
was more than three hundred and likely to keep on growing, it was necessary
to use something that would fit more easily into the black box. The night
before the lottery, Mr. Summers and Mr. Graves made up the slips of paper and
put them in the box, and it was then taken to the safe of Mr. Summers’s coal
company and locked up until Mr. Summers was ready to take it to the square
next morning. The rest of the year, the box was put away, sometimes one
place, sometimes another; it had spent one year in Mr. Graves’s barn and
another year underfoot in the post office, and sometimes it was set on a shelf
in the Martin grocery and left there.

There was a great deal of fussing to be done before Mr. Summers declared
the lottery open. There were the lists to make up— of heads of families, heads
of households in each family, members of each household in each family.
There was the proper swearing-in of Mr. Summers by the postmaster, as the
official of the lottery; at one time, some people remembered, there had been a
recital of some sort, performed by the official of the lottery, a perfunctory,
tuneless chant that had been rattled off duly each year; some people believed
that the official of the lottery used to stand just so when he said or sang it, oth-
ers believed that he was supposed to walk among the people, but years and
years ago this part of the ritual had been allowed to lapse. There had been,
also, a ritual salute, which the official of the lottery had had to use in address-
ing each person who came up to draw from the box, but this also had changed
with time, until now it was felt necessary only for the official to speak to each
person approaching. Mr. Summers was very good at all this; in his clean white
shirt and blue jeans, with one hand resting carelessly on the black box, he
seemed very proper and important as he talked interminably to Mr. Graves
and the Martins.

Just as Mr. Summers finally left off talking and turned to the assembled
villagers, Mrs. Hutchinson came hurriedly along the path to the square, her
sweater thrown over her shoulders, and slid into place in the back of the
crowd. “Clean forgot what day it was,” she said to Mrs. Delacroix, who stood
next to her, and they both laughed softly. “Thought my old man was out back
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stacking wood,” Mrs. Hutchinson went on, “and then [ looked out the win-
dow and the kids was gone, and then I remembered it was the twenty-seventh
and came a-running.” She dried her hands on her apron, and Mrs. Delacroix
said, “You're in time, though. They’re still talking away up there.”

Mrs. Hutchinson craned her neck to see through the crowd and found her
husband and children standing near the front. She tapped Mrs. Delacroix
on the arm as a farewell and began to make her way through the crowd. The
people separated good-humoredly to let her through; two or three people said,
in voices just loud enough to be heard across the crowd, “Here comes your
Missus, Hutchinson,” and “Bill, she made it after all.” Mrs. Hutchinson
reached her husband, and Mr. Summers, who had been waiting, said cheer-
fully, “Thought we were going to have to get on without you, Tessie.” Mrs.
Hutchinson said, grinning, “Wouldn’t have me leave m’dishes in the sink,
now, would you, Joe?” and soft laughter ran through the crowd as the people
stirred back into position after Mrs. Hutchinson’s arrival.

“Well now,” Mr. Summers said soberly, “guess we better get started, get
this over with, so’s we can go back to work. Anybody ain’t here?”

“Dunbar,” several people said. “Dunbar, Dunbar.”

Mr. Summers consulted his list. “Clyde Dunbar,” he said. “That’s right.
He’s broke his leg, hasn’t he? Who'’s drawing for him?”

“Me, I guess,” a woman said, and Mr. Summers turned to look at her.
“Wife draws for her husband,” Mr. Summers said. “Don’t you have a grown
boy to do it for you, Janey?” Although Mr. Summers and everyone else in the
village knew the answer perfectly well, it was the business of the official of the
lottery to ask such questions formally. Mr. Summers waited with an expression
of polite interest while Mrs. Dunbar answered.

“Horace’s not but sixteen yet,” Mrs. Dunbar said regretfully. “Guess I gotta
fill in for the old man this year.”

“Right,” Mr. Summers said. He made a note on the list he was holding.
Then he asked, “Watson boy drawing this year?”

A tall boy in the crowd raised his hand. “Here,” he said. “I'm drawing for
m’mother and me.” He blinked his eyes nervously and ducked his head as sev-
eral voices in the crowd said things like “Good fellow, Jack,” and “Glad to see
your mother’s got a man to do it.”

“Well,” Mr. Summers said, “guess that’s everyone. Old Man Warner
make it?”

“Here,” a voice said, and Mr. Summers nodded.

A sudden hush fell on the crowd as Mr. Summers cleared his throat and

looked at the list. “All ready?” he called. “Now, I'll read the names— heads of

families first—and the men come up and take a paper out of the box. Keep

o
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the paper folded in your hand without looking at it until everyone has had a
turn. Everything clear?”

The people had done it so many times that they only half listened to
the directions, most of them were quiet, wetting their lips, not looking
around. Then Mr. Summers raised one hand high and said, “Adams.” A man
disengaged himself from the crowd and came forward. “Hi, Steve,” Mr. Sum-
mers said, and Mr. Adams said, “Hi, Joe.” They grinned at one another humor-
lessly and nervously. Then Mr. Adams reached into the black box and took
out a folded paper. He held it firmly by one corner as he turned and went
hastily back to his place in the crowd, where he stood a little apart from his
family, not looking down at his hand.

“Allen,” Mr. Summers said, “Anderson. . . . Bentham.”

“Seems like there’s no time at all between lotteries anymore,” Mrs. Dela-
croix said to Mrs. Graves in the back row. “Seems like we got through with the
last one only last week.”

“Time sure goes fast,” Mrs. Graves said.

“Clark. . . . Delacroix.”

“There goes my old man,” Mrs. Delacroix said. She held her breath while
her husband went forward.

“Dunbar,” Mr. Summers said, and Mrs. Dunbar went steadily to the box
while one of the women said, “Go on, Janey,” and another said, “There she goes.”

“We're next,” Mrs. Graves said. She watched while Mr. Graves came
around from the side of the box, greeted Mr. Summers gravely, and selected a
slip of paper from the box. By now, all through the crowd there were men
holding the small folded papers in their large hands, turning them over and
over nervously. Mrs. Dunbar and her two sons stood together, Mrs. Dunbar
holding the slip of paper.

“Harburt. . . . Hutchinson.”

“Get up there, Bill,” Mrs. Hutchinson said, and the people near her
laughed.

“Jones.”

“They do say,” Mr. Adams said to Old Man Warner, who stood next to
him, “that over in the north village they’re talking of giving up the lottery.”

Old Man Warner snorted. “Pack of crazy fools,” he said. “Listening to the
young folks, nothing’s good enough for them. Next thing you know, they’ll be
wanting to go back to living in caves, nobody work anymore, live that way for
a while. Used to be a saying about ‘Lottery in June, corn be heavy soon.” First
thing you know, we’d all be eating stewed chickweed and acorns. There’s
always been a lottery,” he added petulantly. “Bad enough to see young Joe
Summers up there joking with everybody.”

“Some places have already quit lotteries,” Mrs. Adams said.
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“Nothing but trouble in that,” Old Man Warner said stoutly. “Pack of
young fools.”

“Martin.” And Bobby Martin watched his father go forward. “Over-
dyke. . .. Percy.”

“I wish they’'d hurry,” Mrs. Dunbar said to her older son. “I wish they’d
hurry.”

“They’re almost through,” her son said.

“You get ready to run tell Dad,” Mrs. Dunbar said.

Mr. Summers called his own name and then stepped forward precisely and
selected a slip from the box. Then he called, “Warner.”

“Seventy-seventh year [ been in the lottery,” Old Man Warner said as he
went through the crowd. “Seventy-seventh time.”

“Watson.” The tall boy came awkwardly through the crowd. Someone
said, “Don’t be nervous, Jack,” and Mr. Summers said, “Take your time, son.”

“Zanini.”

After that, there was a long pause, a breathless pause, until Mr. Summers
holding his slip of paper in the air, said, “All right, fellows.” For a minute, no
one moved, and then all the slips of paper were opened. Suddenly, all the
women began to speak at once, saying, “Who is it?” “Who’s got it?” “Is it the
Dunbars?” “Is it the Watsons?” Then the voices began to say, “It’s Hutchinson.
It’s Bill,” “Bill Hutchinson’s got it.”

“Go tell your father,” Mrs. Dunbar said to her older son.

People began to look around to see the Hutchinsons. Bill Hutchinson was
standing quiet, staring down at the paper in his hand. Suddenly, Tessie
Hutchinson shouted to Mr. Summers, “You didn’t give him time enough to
take any paper he wanted. I saw you. It wasn’t fair!”

“Be a good sport, Tessie,” Mrs. Delacroix called, and Mrs. Graves said,
“All of us took the same chance.”

“Shut up, Tessie,” Bill Hutchinson said.

“Well, everyone,” Mr. Summers said, “that was done pretty fast, and now
we’ve got to be hurrying a little more to get done in time.” He consulted his
next list. “Bill,” he said, “you draw for the Hutchinson family. You got any
other households in the Hutchinsons?”

“There’s Don and Eva,” Mrs. Hutchinson yelled. “Make them take their
chance!”

“Daughters drew with their husband’s families, Tessie,” Mr. Summers said
gently. “You know that as well as anyone else.”

“It wasn’t fair,” Tessie said.

“I guess not, Joe,” Bill Hutchinson said regretfully. “My daughter draws
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with her husband’s family, that’s only fair. And I've got no other family except
the kids.”

“Then, as far as drawing for families is concerned, it’s you,” Mr. Summers
said in explanation, “and as far as drawing for households is concerned, that’s
you, too. Right?”

“Right,” Bill Hutchinson said.

“How many kids, Bill?” Mr. Summers asked formally.

“Three,” Bill Hutchinson said. “There’s Bill, Jr., and Nancy, and little
Dave. And Tessie and me.”

“All right, then,” Mr. Summer said. “Harry, you got their tickets back?”

Mr. Graves nodded and held up the slips of paper. “Put them in the box,
then,” Mr. Summers directed. “Take Bill’s and put it in.”

“I think we ought to start over,” Mrs. Hutchinson said, as quietly as she
could. “I tell you it wasn’t fair. You didn’t give him time enough to choose.
Everybody saw that.”

Mr. Graves had selected the five slips and put them in the box, and he
dropped all the papers but those onto the ground, where the breeze caught
them and lifted them off.

“Listen, everybody,” Mrs. Hutchinson was saying to the people around her.

“Ready, Bill?”” Mr. Summers asked, and Bill Hutchinson, with one quick
glance around at his wife and children, nodded.

“Remember,” Mr. Summers said, “take the slips and keep them folded
until each person has taken one. Harry, you help little Dave.” Mr. Graves took
the hand of the little boy, who came willingly with him up to the box. “Take
a paper out of the box, Davy,” Mr. Summers said. Davy put his hand into the
box and laughed. “Take just one paper,” Mr. Summers said. “Harry, you hold it
for him.” Mr. Graves took the child’s hand and removed the folded paper from
the tight fist and held it while little Dave stood next to him and looked up at
him wonderingly.

“Nancy next,” Mr. Summers said. Nancy was twelve, and her school
friends breathed heavily as she went forward, switching her skirt, and took a
slip daintily from the box. “Bill, Jr.,” Mr. Summers said, and Billy, his face red
and his feet overlarge, nearly knocked the box over as he got a paper out.
“Tessie,” Mr. Summers said. She hesitated for a minute, looking around defi-
antly, and then set her lips and went up to the box. She snatched a paper out
and held it behind her.

“Bill,” Mr. Summers said, and Bill Hutchinson reached into the box and
felt around, bringing his hand out at last with the slip of paper in it.

The crowd was quiet. A girl whispered, “I hope it’s not Nancy,” and the
sound of the whisper reached the edges of the crowd.
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“It’s not the way it used to be,” Old Man Warner said clearly. “People ain’t
the way they used to be.”

“All right,” Mr. Summers said. “Open the papers. Harry, you open little
Dave’s.”

Mr. Graves opened the slip of paper and there was a general sigh through
the crowd as he held it up and everyone could see that it was blank. Nancy
and Bill, Jr., opened theirs at the same time, and both beamed and laughed,
turning around to the crowd and holding their slips of paper above their
heads.

“Tessie,” Mr. Summers said. There was a pause, and then Mr. Summers
looked at Bill Hutchinson, and Bill unfolded his paper and showed it. It was
blank.

“It’s Tessie,” Mr. Summers said, and his voice was hushed. “Show us her
paper, Bill.”

Bill Hutchinson went over to his wife and forced the slip of paper out of
her hand. It had a black spot on it, the black spot Mr. Summers had made the
night before with the heavy pencil in the coal-company office. Bill Hutchin-
son held it up and there was a stir in the crowd.

“All right, folks,” Mr. Summers said. “Let’s finish quickly.”

Although the villagers had forgotten the ritual and lost the original black
box, they still remembered to use stones. The pile of stones the boys had made
earlier was ready; there were stones on the ground with the blowing scraps of
paper that had come out of the box. Mrs. Delacroix selected a stone so large
she had to pick it up with both hands and turned to Mrs. Dunbar. “Come on,”
she said. “Hurry up.”

Mrs. Dunbar had small stones in both hands, and she said, gasping for
breath, “I can’t run at all. You'll have to go ahead and I'll catch up with you.”

The children had stones already, and someone gave little Davy Hutchin-
son a few pebbles.

Tessie Hutchinson was in the center of a cleared space by now, and she
held her hands out desperately as the villagers moved in on her. “It isn’t fair,”
she said. A stone hit her on the side of the head.

Old Man Warner was saying, “Come on, come on, everyone.” Steve
Adams was in front of the crowd of villagers, with Mrs. Graves beside him.

“It isn’t fair, it isn’t right,” Mrs. Hutchinson screamed and then they were
upon her.

For a reading quiz, sources on Shirley Jackson, and annotated links to further read-
ings on the psychology of conformity, visit bedfordstmartins.com/thebedfordreader.
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Journal Writing

Think about rituals in which you participate, such as those involving holidays, meals,
religious observances, family vacations, sporting events—anything that is repeated
and traditional. List some of these in your journal and write about their signifi-
cance to you. (To take your writing further, see “From Journal to Essay” on the next

page.)
Questions on Meaning

1. The PURPOSE of all fiction might be taken as entertainment or self-expression.
Does Jackson have any other purpose in “The Lottery”?

2. When does the reader know what is actually going to occur?

3. Describe this story’s community on the basis of what Jackson says of it.

4. What do the villagers’ attitudes toward the black box indicate about their feel-
ings toward the lottery?

Questions on Writing Strategy

1. Jackson uses the third PERSON (he, she, it, they) to narrate the story, and she does
not enter the minds of her characters. Why do you think she keeps this distant
POINT OF VIEW?

2. On your first reading of the story, what did you make of the references to rocks in
paragraphs 2-3? Do you think they effectively forecast the ending?

3. Jackson has a character introduce a controversial notion in paragraph 31. Why
does she do this?

4. OTHER METHODS Jackson is exploring—or inviting us to explore—CAUSES
AND EFFECTS. Why do the villagers participate in the lottery every year? What
does paragraph 32 hint might have been the original reason for it?

Questions on Language

1. Dialog provides much information not stated elsewhere in the story. Give three
examples of such information about the community and its interactions.

2. Check a dictionary for definitions of the following words: profusely (par. 1); bois-
terous, reprimand (2); jovial, scold, paraphernalia (4); perfunctory, duly, inter-
minably (7); petulantly (32).

3. In paragraph 64 we read that Mrs. Hutchinson “snatched” the paper out of the
box. What does this verb suggest about her attitude?

4. Jackson admits to setting the story in her Vermont village in the present time

(that is, 1948). Judging from the names of the villagers, where did these people’s
ancestors originally come from? What do you make of the names Delacroix and
Zanini? What is their significance?

. Unlike much fiction, “The Lottery” contains few FIGURES OF SPEECH. Why do you

think this is?
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Suggestions for Writing

. FROM JOURNALTO ESSAY  Choose one of the rituals you wrote about in your jour-

nal, and compose a narrative about the last time you participated in this ritual.
Use DESCRIPTION and dialog to convey the significance of the ritual and your own
and other participants’ attitudes toward it.

Werite an imaginary narrative, perhaps set in the future, of a ritual that demon-
strates something about the people who participate in it. The ritual can be, but
need not be, as sinister as Jackson’s lottery; yours could concern bathing, eating,
dating, going to school, driving, growing older.

. In his 1974 book Obedience to Authority, the psychologist Stanley Milgram

reported and analyzed the results of a study he had conducted that caused a furor
among psychologists and the general public. Under orders from white-coated
“experimenters,” many subjects administered what they believed to be life-
threatening electric shocks to other people whom they could hear but not see. In
fact, the “victims” were actors and received no shocks, but the subjects thought
otherwise and many continued to administer stronger and stronger “shocks”
when ordered to do so. Find Obedience to Authority in the library and compare and
contrast the circumstances of Milgram’s experiment with those of Jackson’s lot-
tery. For instance, who or what is the order-giving authority in the lottery? What
is the significance of seeing or not seeing one’s victim?

CRITICAL WRITING  In a 1960 lecture (which we quote more from in “Shirley
Jackson on Writing”), Jackson said that a common response she received to “The
Lottery” was “What does this story mean?” (She never answered the question.) In
an essay, interpret the meaning of the story as you understand it. (What does it
say, for instance, about social customs, conformity, guilt, obliviousness, or good
and evil?) You will have to INFER meaning from such features as Jackson’s own
TONE as narrator, the tone of the villagers’ dialog, and, of course, the events of the
story. Your essay should be supported with specific EVIDENCE from the story.
CONNECTIONS  Although very different from Jackson’s story, Harold Taw’s
“Finding Prosperity by Feeding Monkeys” (p. 110) also focuses on observing a tra-
dition. Taken together, what do Taw’s essay and Jackson’s story say about both the
benefits and the dangers of adhering to tradition? Write an essay in which you
explore the pros and cons of maintaining rituals and traditions, giving examples
from these selections and from your own experience and reading.

Shirley Jackson on Writing

Come Along with Me, a posthumous collection of her work, contains a lec-

ture by Shirley Jackson titled “Biography of a Story” —specifically, a biogra-
phy of “The Lottery.” Far from being born in cruelty or cynicism, the story had
quite benign origins. Jackson wrote the story, she recalled, “on a bright June
morning when summer seemed to have come at last, with blue skies and warm
sun and no heavenly signs to warn me that my morning’s work was anything

o
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but just another story. The idea had come to me while I was pushing my
daughter up the hill in her stroller— it was, as I say, a warm morning, and the
hill was steep, and beside my daughter the stroller held the day’s groceries—
and perhaps the effort of that last fifty yards up the hill put an edge on the
story; at any rate, | had the idea fairly clearly in my mind when I put my
daughter in her playpen and the frozen vegetables in the refrigerator, and,
writing the story, I found that it went quickly and easily, moving from begin-
ning to end without pause. As a matter of fact, when I read it over later I
decided that except for one or two minor corrections, it needed no changes,
and the story I finally typed up and sent off to my agent the next day was
almost word for word the original draft. This, as any writer of stories can tell
you, is not a usual thing. All [ know is that when I came to read the story over
[ felt strongly that [ didn’t want to fuss with it. I didn’t think it was perfect, but
[ didn’t want to fuss with it. It was, I thought, a serious, straightforward story,
and I was pleased and a little surprised at the ease with which it had been writ-
ten; I was reasonably proud of it, and hoped that my agent would sell it to
some magazine and [ would have the gratification of seeing it in print.”

After the story was published, however, Jackson was surprised to find both
it and herself the subject of “bewilderment, speculation, and plain old-fashioned
abuse.” She wrote that “one of the most terrifying aspects of publishing stories
and books is the realization that they are going to be read, and read by
strangers. | had never fully realized this before, although I had of course in my
imagination dwelt lovingly upon the thought of the millions and millions of
people who were going to be uplifted and enriched and delighted by the sto-
ries [ wrote. It had simply never occurred to me that these millions and mil-
lions of people might be so far from being uplifted that they would sit down
and write me letters I was downright scared to open; of the three-hundred-odd
letters that I received that summer I can count only thirteen that spoke kindly
to me, and they were mostly from friends.”

Jackson’s favorite letter was one concluding, “Our brothers feel that Miss
Jackson is a true prophet and disciple of the true gospel of the redeeming light.
When will the next revelation be published?” Jackson’s answer: “Never. [ am
out of the lottery business for good.”

For Discussion
1. What lesson can we draw about creative inspiration from Jackson’s anecdote
about the origins of “The Lottery”?

2. What seems to have alarmed Jackson about readers’ reactions to her story? Do
you think she was naive in expecting otherwise?
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Narration

1. Write a narrative with one of the following as your subject. It may be (as your
instructor may advise) either a first-PERSON memoir or a story written in the third
person, observing the experience of someone else. Decide before you begin what
your PURPOSE is and whether you are writing (1) an anecdote; (2) an essay con-
sisting mainly of a single narrative; or (3) an essay that includes more than one
story.

A memorable experience from your early life

A lesson you learned the hard way

A trip into unfamiliar territory

An embarrassing moment that taught you something
A monumental misunderstanding

An accident

An unexpected encounter

A story about a famous person or someone close to you
A contlict or contest

A destructive storm

An assassination attempt

A historical event of significance

2. Tell a true story of your early or recent school days, either humorous or serious,
relating a struggle you experienced (or still experience) in school.

Note: Writing topics combining narration and description appear on page 183.
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DESCRIPTION

Writing with Your Senses

<« Description in a photograph

Margaret Morton photographs homeless communities in New
York City. This photograph, titled Doug and Mizan’s House, East
River, depicts a makeshift dwelling on a Manhattan riverbank.
Consider Morton’s photograph as a work of description—
revealing a thing through the perceptions of the senses. What
do you see through her eyes? What is the house made of? What
do the overhanging structure on the upper left and the bridge
behind the house add to the impression of the house? If you
were standing in the picture, in front of the house, what might
you hear or smell? If you touched the house, what textures
might you feel? What main idea do you think Morton wants this
photograph to convey?

137
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THE METHOD

Like narration, DESCRIPTION is a familiar method of expression, already a
working part of you. In any talk-fest with friends, you probably do your share
of describing. You depict in words someone you’ve met by describing her
clothes, the look on her face, the way she walks. You describe somewhere you've
been, something you admire, something you just can’t abide. In a diary or in
e-mail to a friend, you describe your college (cast concrete buildings, crowded
walks, pigeons rattling their wings); or perhaps you describe your brand-new
secondhand car, from the snakelike glitter of its hubcaps to the odd antiques
in its trunk, bequeathed by its previous owner. You hardly can live a day with-
out describing (or hearing described) some person, place, or thing. Small won-
der that, in written discourse, description is almost as indispensable as words.

Description reports the testimony of your senses. It invites your readers to
imagine that they, too, not only see but perhaps also hear, taste, smell, and
touch the subject you describe. Usually, you write a description for either of
two PURPOSES: (1) to convey information without bias or emotion; or (2) to
convey it with feeling.

In writing with the first purpose in mind, you write an OBJECTIVE (or impar-
tial, public, or functional) description. You describe your subject so clearly and
exactly that your reader will understand it or recognize it, and you leave your
emotions out. The description in academic writing is usually objective: A biol-
ogy report on a particular species of frog, for instance, might detail the animal’s
appearance (four-inch-wide body, bright orange skin with light brown spots), its
sounds (hoarse clucks), and its feel (smooth, slippery). You also write this kind
of description in sending a friend directions for finding your house: “Look for the
green shutters on the windows and a new garbage can at the front door.”
Although in a personal letter describing a frog or your house you might very well
become emotionally involved with it (perhaps calling one “weird” and the other
a “fleabag”), in writing an objective description your purpose is not to convey
your feelings. You are trying to make the frog or the house easily recognized.

The other type of descriptive writing is SUBJECTIVE (or emotional, personal,
or impressionistic). This is the kind included in a magazine advertisement for a
new car. It’s what you write in your e-mail to a friend setting forth what your
college is like—whether you are pleased or displeased with it. In this kind of
description, you may use biases and personal feelings— in fact, they are essen-
tial. Let us consider a splendid example: a subjective description of a storm at
sea. Charles Dickens, in his memoir American Notes, conveys his passenger’s-
eye view of an Atlantic steamship on a morning when the ocean is wild:

Imagine the ship herself, with every pulse and artery of her huge body
swollen and bursting . . . sworn to go on or die. Imagine the wind howling,
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the sea roaring, the rain beating; all in furious array against her. Picture the
sky both dark and wild, and the clouds in fearful sympathy with the waves,
making another ocean in the air. Add to all this the clattering on deck and
down below; the tread of hurried feet; the loud hoarse shouts of seamen; the
gurgling in and out of water through the scuppers; with every now and then
the striking of a heavy sea upon the planks above, with the deep, dead, heavy
sound of thunder heard within a vault; and there is the head wind of that
January morning.

[ say nothing of what may be called the domestic noises of the ship; such
as the breaking of glass and crockery, the tumbling down of stewards, the
gambols, overhead, of loose casks and truant dozens of bottled porter, and the
very remarkable and far from exhilarating sounds raised in their various
staterooms by the seventy passengers who were too ill to get up to breakfast.

Notice how many sounds are included in this primarily ear-minded descrip-
tion. We can infer how Dickens feels about the storm. It is a terrifying event
that reduces the interior of the vessel to chaos; and yet the writer (in hearing
the loose barrels and beer bottles merrily gambol, in finding humor in the sea-
sick passengers’ plight) apparently delights in it. Writing subjectively, he
intrudes his feelings. Think of what a starkly different description of the very
same storm the captain might set down—objectively—in the ship’s log:
“At 0600 hours, watch reported a wind from due north of 70 knots. White-
caps were noticed, in height two ells above the bow. Below deck, much gear
was reported adrift, and ten casks of ale were broken and their staves strewn
about. Mr. Liam Jones, chief steward, suffered a compound fracture of the left
leg. . ..” But Dickens, not content simply to record information, strives to
ensure that the mind’s eye is dazzled and the mind’s ear regaled.

Description is usually found in the company of other methods of writing.
Often, for instance, it will enliven NARRATION and make the people in the
story and the setting unmistakably clear. Writing an ARGUMENT in her essay
“Not Your Homeland” (p. 572), Edwidge Danticat begins with a description of
a Florida hotel that turns out to serve as a prison for families who are trying to
immigrate to the United States. Description will help a writer in examining
the EFFECTS of a flood or in COMPARING AND CONTRASTING two paintings.
Keep the method of description in mind when you come to try expository and
argumentative writing.

THE PROCESS
Purpose and Audience

Understand, first of all, why you are writing about your subject and thus
what kind of description is called for. Is it appropriate to perceive and report
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without emotion or bias—and thus write an objective description? Or is it
appropriate to express your personal feelings as well as your perceptions—and
thus write a subjective description?

Give a little thought to your AUDIENCE. What do your readers need to be
told, if they are to share the perceptions you would have them share, if they are
clearly to behold what you want them to? If, let’s say, you are describing a
downtown street on a Saturday night for an audience of fellow students who
live in the same city and know it well, then you need not dwell on the street’s
familiar geography. What must you tell? Only those details that make the place
different on a Saturday night. But if you are remembering your home city, and
writing for readers who don’t know it, you'll need to establish a few central
landmarks to sketch (in their minds) an unfamiliar street on a Saturday night.

Before you begin to write a description, go look at your subject. If that is
not possible, your next best course is to spend a few minutes imagining the
subject until, in your mind’s eye, you can see every flyspeck on it. Then, hav-
ing fixed your subject in mind, ask yourself which of its features you’ll need to
report to your particular audience, for your particular purpose. Ask, “What am
[ out to accomplish?”

Dominant Impression and Thesis

When you consider your aim in describing, you’ll begin to see what
impression you intend your subject to make on readers. Let your description,
as a whole, convey this one DOMINANT IMPRESSION. If you plan to write a sub-
jective description of an old house, laying weight on its spooky atmosphere for
readers you wish to make shiver, then you might mention its squeaking bats
and its shadowy halls. If, however, you are describing the house in a classified
ad, for an audience of possible buyers, you might focus instead on its eat-in
kitchen, working fireplace, and proximity to public transportation. Details
have to be carefully selected. Feel no grim duty to include every perceptible
detail. To do so would only invite chaos—or perhaps, for the reader, mere
tedium. Pick out the features that matter most.

Your dominant impression is like the THESIS of your description— the
main idea about your subject that you want readers to take away with them.
When you use description to explain or to argue, it’s usually a good strategy to
state that dominant impression outright, tying it to your essay’s thesis or a part
of it. In the biology report on a species of frog, for instance, you might preface
your description with a statement like this one:

A number of unique features distinguish this frog from others in the order
Anura.
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Or in an argument in favor of cleaning a local toxic-waste site, you might
begin with a description of the site and then state your point about it:

This landscape is as poisonous as it looks, for underneath its barren crust are
enough toxic chemicals to sicken a small village.

When you use subjective description more for its own sake — to show the
reader a place or a person, to evoke feelings— you needn’t always state your
dominant impression as a THESIS STATEMENT, as long as the impression is there
dictating the details.

Organization

You can organize a description in several ways. In depicting the storm at
sea—a subjective description — Charles Dickens sorts out the pandemonium
for us. He groups the various sounds into two classes: those of sea and sailors,
and the “domestic noises” of the ship’s passengers— their smashing dishes,
their rolling bottles, the crashing of stewards who wait on them.

Other writers of description rely on their POINT OF VIEW to help them
arrange details—the physical angle from which they’re perceiving and
describing. In the previous chapter, on narration, we spoke of point of view:
how essential it is for a story to have a narrator—one who, from a certain
position, reports what takes place. A description, too, needs a consistent point
of view: that of an observer who stays put and observes steadily. From this
point of view, you can make a carefully planned inspection tour of your sub-
ject, moving spatially (from left to right, from near to far, from top to bottom,
from center to periphery), or perhaps moving from prominent objects to tiny
ones, from dull to bright, from commonplace to extraordinary —or vice versa.

The plan for you is the one that best fulfills your purpose, arranging details
so that the reader firmly receives the impression you mean to convey. If you
were to describe, for instance, a chapel in the middle of a desert, you might
begin with the details of the lonely terrain. Then, as if approaching the chapel
with the aid of a zoom lens, you might detail its exterior before going on
inside. That might be a workable method to write a description if you wanted
to create the dominant impression of the chapel as an island of beauty and
feeling in the midst of desolation. Say, however, that you had a different
impression in mind: to emphasize the spirituality of the chapel’s interior. You
might then begin your description inside the structure, perhaps with its most
prominent feature, the stained glass windows. You might mention the sur-
rounding desert later in your description, but only incidentally.

Whatever method you follow in arranging details, stick with it all the
way through so that your arrangement causes no difficulty for the reader. In
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describing the chapel in the desert, you wouldn’t necessarily proceed in the
way you explored the structure, first noting its isolation, then entering and
studying its windows and some of its artwork, then going outside again to see
what the walls were made of, then moving back inside to finish looking at the
artwork, and so on. Instead, you would lead the reader around and through (or
through and around) the structure in an organized manner. Look again at
Charles Dickens’s description of a storm-battered ship: The scene is chaotic,
but the prose is orderly.

Details

Luckily, to write a memorable description, you don’t need a storm at sea
or any other awe-inspiring subject. As Sarah Vowell demonstrates in “Shoot-
ing Dad” later in this chapter, you can write about your family as effectively as
you write about a tornado. The secret is in the vividness, the evocativeness of
the details. Like most good describers, Vowell uses many IMAGES (language
calling up concrete sensory experiences), including FIGURES OF SPEECH (ex-
pressions that do not mean literally what they say, often describing one thing
in terms of another). For instance, using metaphor Vowell writes that “the re-
spective work spaces governed by my father and me were jealously guarded
totalitarian states in which each of us declared ourselves dictator.” Using similes,
Vowell describes shooting a pistol as a six-year-old: “The sound it made was as
big as God. It kicked little me back to the ground like a bully, like a foe.”

FOCUS ON SPECIFIC AND CONCRETE LANGUAGE

When you write effective description, you’ll convey your experience as exactly
as possible. You may use figures of speech, as discussed above, and you’ll def-
initely rely on language that is specific (tied to actual things) and concrete (tied
to the senses of sight, hearing, touch, smell, and taste). Specific and concrete
language enables readers to behold with the mind’s eye—and to feel with the
mind'’s fingertips.

The first sentence below shows a writer’s first-draft attempt to describe some-
thing she saw. After editing, the second sentence is much more vivid.

VAGUE Beautiful, scented wildflowers were in the field.

CONCRETE AND SPECIFIC  Backlighted by the sun and smelling faintly sweet, an acre
of tiny lavender flowers spread away from me.

When editing your description, keep a sharp eye out for vague words such
as delicious, handsome, loud, and short that force readers to create their own
impressions or, worse, leave them with no impression at all. Using details that
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call on readers’ sensory experiences, say why delicious or why handsome,
how loud or how short. When stuck for a word, conjure up your subject and
see it, hear it, touch it, smell it, taste it.

Note that concrete and specific do not mean “fancy”: Good description
does not demand five-dollar words when nickel equivalents are just as infor-
mative. The writer who uses rubiginous instead of rusty red actually says less
because fewer readers will understand the less common word and all readers
will sense a writer showing off.

For exercises on language, visit Exercise Central at bedfordstmartins.com
/thebedfordreader.

CHECKLIST FOR REVISING A DESCRIPTION

v/ SUBJECTIVE OR OBJECTIVE Given your purpose and audience, is your
description appropriately subjective (emphasizing feelings) or objective
(unemotional)?

v/ DOMINANT IMPRESSION What is the dominant impression of your sub-
ject? If you haven't stated it, will your readers be able to express it accu-
rately to themselves?

v/ POINT OF VIEW AND ORGANIZATION Do your point of view and organiza-
tion work together to make your subject clear in readers’ minds? Are they
consistent?

v/ DETAILS Have you provided all the details—and just those—needed to
convey your dominant impression? What needs expanding? What needs
condensing or cutting?

v/ SPECIFIC AND CONCRETE LANGUAGE Have you used words that pin down
your meaning exactly and appeal to the senses of sight, hearing, touch,
taste, and smell?

DESCRIPTION IN PARAGRAPHS
Writing About Television

In the following paragraph written especially for The Bedford Reader, de-
scription works with narration to create suspense. Without even knowing the
cause of the suspense, we gather tension from the details. Such a paragraph
might pull us into an essay on the subject that is finally revealed only in the
last sentence.

uondunsag
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At 7:59 this Thursday night, a thick hush settles like cigarette  Dominant impression
smoke inside the sweat-scented TV room of Harris Hall. First to ~ (notstated): tense
arrive, freshman Lee Ann squashes down into the catbird seat in Sgg]zctﬁtr:g%ﬁ;
front of the screen. Soon she is flanked by roommates Lisa and Kate,
silent, their mouths straight lines, their upturned faces lit by the
nervous flicker of a car ad. To the left and right of the couch, Pete
and Anse crouch on the floor, leaning forward like runners awaiting  Details (underlined)

a starting gun. Behind them, stiff standees line up at attention. Far- ~ contribute to dominant
ther back still, English majors and jocks compete for an unob- ~MP"*o"

structed view. Fresh from class, shirttail flapping, arm crooking a

bundle of books, Dave barges into the room demanding, “Has it

started? Has it started yet?” He is shushed. Somebody shushes a

popped-open can of Dr Pepper whose fizz is distractingly loud. What Organization proceeds
do these students so intently look forward to? At last it starts—  from front of room (at
TV’s hottest reality show. TV) to back

Writing in an Academic Discipline

Description interprets a familiar painting in the following paragraph from
a text on art history. The details “translate” the painting, creating a bridge
between the reader and the text’s reproduction of the great work.

While working on The Battle of Anghiari, Leonardo painted his
most famous portrait, the Mona Lisa. The delicate sfumato already  (Sfumato: soft grada-
noted in the Madonna of the Rocks is here so perfected that it seemed ~ tions of light and dark)
miraculous to the artist’s contemporaries. The forms are built from
layers of glazes so gossamer-thin that the entire panel seems to glow (. 10, (topic
with a gentle light from within. But the fame of the Mona Lisa | sentence) of the
comes not from this pictorial subtlety alone; even more intriguing |-paragraph, supported
is the psychological fascination of the sitter’s personality. Why, ?yigte;r(igllpst:;%rll(e)tf ,
among all the smiling faces ever painted, has this particular one (fbove) and ”psy{ho—
been singled out as “mysterious”? Perhaps the reason is that, as a logical fascination”
portrait, the picture does not fit our expectations. The features are ~ (below)
too individual for Leonardo to have simply depicted an ideal type,
yet the element of idealization is so strong that it blurs the sitter’s  Details (underlined)
character. Once again the artist has brought two opposites into har- ~ contribute to dominant
monious balance. The smile, too, may be read in two ways: as the '"P""
echo of a momentary mood, and as a timeless, symbolic expression
(somewhat like the “Archaic smile” of the Greeks . . .). Clearly, the
Mona Lisa embodies a quality of maternal tenderness which was to
Leonardo the essence of womanhood. Even the landscape in the
background, composed mainly of rocks and water, suggests elemen-
tal generative forces.

—H. W. Janson, History of Art
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DESCRIPTION IN PRACTICE

Edward Johnson was leaving campus for the summer and wanted to sublet
his apartment. Scouting around, he discovered that the best place to advertise
his apartment was with his college’s online “Housing Connection,” which
served as a network for students, staff, and faculty seeking short- or long-term
rentals.

Johnson looked through many of the ads at “The Housing Connection,”
especially in his category of one-bedrooms, to see how he could make his place
seem irresistible compared with the others listed. He noticed that other ads
tended to be bare-bones, just the basics on rooms and rent, so he decided to
use the twelve lines allotted to him to portray the special qualities of his apart-
ment. In just a couple of drafts, he summoned the descriptive details that
would attract a tenant. Here is the actual online posting:

O=————————————— (@ off-CampusHousing Connection———————— HIH
Q@ @ = = e
Back Forward Stop Refresh Home = AutoFill Print Mail
(@ http:/ Awww yoco.edu/student_services/residential_partnerships.htm
@ FullRecord (@) Live Home Page (@ apple (@ iTools (&) apple Support (&) Apple Store (@ Microsoft MacTopia (@) MsN (@) Office for Macintosh »
il
= = -
i the housing commectiomn
= =
H Sunny One-Bedroom

Available June 1 through August, this inexpensive one-bedroom has
sun all morning and overlooks a serene, tree-lined street.
The apartment features blond hardwood floors, a room-sized bathroom with
tub and shower, and a large eat-in kitchen. A loft above the kitchen, with
two skylights, is the perfect study space, quiet and bright.

_panas

N\ yooqdnng

Rent: $450/month

13pjoY abng

Click here for a floorplan
or email Ed at ejohnson@earshot.com for more information.

home| [one-bedrooms] [two-bedrooms] [theee-bedrooms] [oncampus howsing] [racc main page

N T

@ Internet zone
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BRAD MANNING

BRAD MANNING was born in Little Rock, Arkansas, in 1967 and grew up
near Charlottesville, Virginia. He attended Harvard University, graduating
in 1990 with a BA in history and religion. At Harvard he played intramural
sports and wrote articles and reviews for the Harvard Independent. After grad-
uation Manning wrote features and news stories for the Charlotte Observer
and then attended law school at the University of Virginia, graduating in
1995. Now living in Charlottesville with his wife and three children, Man-
ning is a senior resident in the University of Virginia’s department of psychi-
atric medicine.

Arm Wrestling with My Father

In this essay written for his freshman composition course, Manning explores
his physical contact with his father over the years, perceiving gradual
changes that are, he realizes, inevitable. For Manning, description provides a
way to express his feelings about his father and to comment on relations
between sons and fathers. In the essay after Manning’s, Sarah Vowell uses
description for similar ends, but her subject is the relationship between a
daughter and her father.

Manning’s essay has been published in a Harvard collection of students’
writing; in Student Writers at Work: The Bedford Prizes; and in Montage, a col-
lection of Russian and American stories published in Russian.

“Now you say when” is what he always said before an arm-wrestling match. 1
He liked to put the responsibility on me, knowing that he would always con-
trol the outcome. “When!” I'd shout, and it would start. And I would tense up,
concentrating and straining and trying to push his wrist down to the carpet
with all my weight and strength. But Dad would always win; I always had to
lose. “Want to try it again?” he would ask, grinning. He would see my downcast
eyes, my reddened, sweating face, and sense my intensity. And with squinting
eyes he would laugh at me, a high laugh, through his perfect white teeth. Too
bitter to smile, I would not answer or look at him, but I would just roll over on
my back and frown at the ceiling. I never thought it was funny at all.

That was the way I felt for a number of years during my teens, after I had 2
lost my enjoyment of arm wrestling and before I had given up that same
intense desire to beat my father. Ours had always been a physical relationship,

146
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[ suppose, one determined by athleticism and strength. We never communi-
cated as well in speech or in writing as in a strong hug, battling to make the
other gasp for breath. I could never find him at one of my orchestra concerts.
But at my lacrosse games, he would be there in the stands, with an angry look,
ready to coach me after the game on how I could do better. He never helped
me write a paper or a poem. Instead, he would take me outside and show me a
new move for my game, in the hope that I would score a couple of goals and
gain confidence in my ability. Dad knew almost nothing about lacrosse and his
movements were all wrong and sad to watch. But at those times I could just
feel how hard he was trying to communicate, to help me, to show the love he
had for me, the love I could only assume was there.

His words were physical. The truth is, [ have never read a card or a letter
written in his hand because he never wrote to me. Never. Mom wrote me
all the cards and letters when I was away from home. The closest my father
ever came, that I recall, was in a newspaper clipping Mom had sent with a let-
ter. He had gone through and underlined all the important words about the
dangers of not wearing a bicycle helmet. Our communication was physical,
and that is why we did things like arm wrestle. To get down on the floor and
grapple, arm against arm, was like having a conversation.

This ritual of father-son competition in fact had started early in my life,
back when Dad started the matches with his arm almost horizontal, his wrist
an inch from defeat, and still won. I remember in those battles how my tiny
shoulders would press over our locked hands, my whole upper body pushing
down in hope of winning that single inch from his calm, unmoving forearm.
“Say when,” he’d repeat, killing my concentration and causing me to squeal,
“I did, I did!” And so he’d grin with his eyes fixed on me, not seeming to notice
his own arm, which would begin to rise slowly from its starting position. My
greatest efforts could not slow it down. As soon as my hopes had disappeared
I'd start to cheat and use both hands. But the arm would continue to move
steadily along its arc toward the carpet. My brother, if he was watching, would
sometimes join in against the arm. He once even wrapped his little legs
around our embattled wrists and pulled back with everything he had. But he
did not have much and, regardless of the opposition, the man would win. My
arm would lie at rest, pressed into the carpet beneath a solid, immovable arm.
In that pinned position, I could only giggle, happy to have such a strong father.

My feelings have changed, though. I don’t giggle anymore, at least not
around my father. And I don’t feel pressured to compete with him the way I
thought necessary for years. Now my father is not really so strong as he used to
be and [ am getting stronger. This change in strength comes at a time when |
am growing faster mentally than at any time before. | am becoming less my
father and more myself. And as a result, there is less of a need to be set apart
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from him and his command. I am no longer a rebel in the household, wanting
to stand up against the master with clenched fists and tensing jaws, trying
to impress him with my education or my views on religion. | am no longer a
challenger, quick to correct his verbal mistakes, determined to beat him when-
ever possible in physical competition.

[ am not sure when it was that [ began to feel less competitive with my
father, but it all became clearer to me one day this past January. I was home in
Virginia for a week between exams, and Dad had stayed home from work
because the house was snowed in deep. It was then that I learned something I
never could have guessed.

I don’t recall who suggested arm wrestling that day. We hadn’t done it for
a long time, for months. But there we were, lying flat on the carpet, face to face,
extending our right arms. Our arms were different. His still resembled a fat tree
branch, one which had leveled my wrist to the ground countless times before.
It was hairy and white with some pink moles scattered about. It looked strong,
to be sure, though not so strong as it had in past years. I expect that back in
his youth it had looked even stronger. In high school he had played halfback
and had been voted “best-built body” of the senior class. Between college
semesters he had worked on road crews and on Louisiana dredges. I admired
him for that. I had begun to row crew in college and that accounted for some
small buildup along the muscle lines, but it did not seem to be enough. The
arm | extended was lanky and featureless. Even so, he insisted that he would
lose the match, that he was certain I'd win. I had to ignore this, however, be-
cause it was something he always said, whether or not he believed it himself.

Our warm palms came together, much the same way we had shaken hands
the day before at the airport. Fingers twisted and wrapped about once again,
testing for a better grip. Elbows slid up and back making their little indenta-
tions on the itchy carpet. My eyes pinched closed in concentration as I tried
to center as much of my thought as possible on the match. Arm wrestling, I
knew, was a competition that depended less on talent and experience than on
one’s mental control and confidence. I looked up into his eyes and was ready.
He looked back, smiled at me, and said softly (did he sound nervous?), “You
say when.”

It was not a long match. I had expected him to be stronger, faster. I was
conditioned to lose and would have accepted defeat easily. However, after
some struggle, his arm yielded to my efforts and began to move unsteadily
toward the carpet. I worked against his arm with all the strength I could find.
He was working hard as well, straining, breathing heavily. It seemed that this
time was different, that I was going to win. Then something occurred to me,
something unexpected. I discovered that I was feeling sorry for my father. I
wanted to win but [ did not want to see him lose.
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[t was like the thrill I had once experienced as a young boy at my grand-
father’s lake house in Louisiana when I hooked my first big fish. There was
that sudden tug that made me leap. The red bobber was sucked down beneath
the surface and I pulled back against it, reeling it in excitedly. But when my
cousin caught sight of the fish and shouted out, “It’s a keeper,” I realized that
[ would be happier for the fish if it were let go rather than grilled for dinner.
Arm wrestling my father was now like this, like hooking “Big Joe,” the old fish
that Lake Quachita holds but you can never catch, and when you finally think
you’ve got him, you want to let him go, cut the line, keep the legend alive.

Perhaps at that point I could have given up, letting my father win. But it
was so fast and absorbing. How could I have learned so quickly how it would
feel to have overpowered the arm that had protected and provided for me all
of my life? His arms have always protected me and the family. Whenever [ am
near him [ am unafraid, knowing his arms are ready to catch me and keep me
safe, the way they caught my mother one time when she fainted halfway
across the room, the way he carried me, full grown, up and down the stairs
when | had mononucleosis, the way he once held my feet as I stood on his
shoulders to put up a new basketball net. My mother may have had the words
or the touch that sustained our family, but his were the arms that protected us.
And his were the arms now that I had pushed to the carpet, first the right arm,
then the left.

I might have preferred him to be always the stronger, the one who carries
me. But this wish is impossible now; our roles have begun to switch. I do not
know if I will ever physically carry my father as he has carried me, though I
fear that someday I may have that responsibility. More than once this year I
have hesitated before answering the phone late at night, fearing my mother’s
voice calling me back to help carry his wood coffin. When I am home with
him and he mentions a sharp pain in his chest, I imagine him collapsing onto
the floor. And in that second vision I see me rushing to him, lifting him onto
my shoulders, and running.

A week after our match, we parted at the airport. The arm-wrestling
match was by that time mostly forgotten. My thoughts were on school. I had
been awake most of the night studying for my last exam, and by that morning
I was already back into my college-student manner of reserve and detach-
ment. To say goodbye, I kissed and hugged my mother and I prepared to shake
my father’s hand. A handshake had always seemed easier to handle than a
hug. His hugs had always been powerful ones, intended I suppose to give me
strength. They made me suck in my breath and struggle for control, and the
way he would pound his hand on my back made rumbles in my ears. So I
offered a handshake; but he offered a hug. I accepted it, bracing myself for the
impact. Once our arms were wrapped around each other, however, I sensed a
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different message. His embrace was softer, longer than before. I remember how
it surprised me and how I gave an embarrassed laugh as if to apologize to any-
one watching.

I got on the airplane and my father and mother were gone. But as the
plane lifted my throat was hurting with sadness. I realized then that Dad must
have learned something as well, and what he had said to me in that last hug
was that he loved me. Love was a rare expression between us, so I had denied
it at first. As the plane turned north, I had a sudden wish to go back to Dad
and embrace his arms with all the love I felt for him. I wanted to hold him for
a long time and to speak with him silently, telling him how happy I was,
telling him all my feelings, in that language we shared.

In his hug, Dad had tried to tell me something he himself had discovered.
[ hope he tries again. Maybe this spring, when he sees his first crew match,
he’ll advise me on how to improve my stroke. Maybe he has started doing
pushups to rebuild his strength and challenge me to another match—if this
were true, | know I would feel less challenged than loved. Or maybe, rather
than any of this, he’ll just send me a card.

For a reading quiz and annotated links to further readings on fathers and sons, visit
bedfordstmartins.com/thebedfordreader.

Journal Writing

Manning expresses conflicting feelings about his father. How do you respond to his
conflict? When have you felt strongly conflicting emotions about a person or an
event, such as a relative, friend, breakup, ceremony, move? Write a paragraph or two
exploring your feelings. (To take your journal writing further, see “From Journal to
Essay” on the facing page.)

Questions on Meaning

1. In paragraph 3 Manning says that his father’s “words were physical.” What does
this mean?

2. After his most recent trip home, Manning says, “I realized then that Dad must
have learned something as well” (par. 14). What is it that father and son have
each learned?
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3. Manning says in the last paragraph that he “would feel less challenged than
loved” if his father challenged him to a rematch. Does this statement suggest that
he did not feel loved earlier? Why, or why not?

4. What do you think is Manning’s PURPOSE in this essay? Does he want to express
love for his father, or is there something more as well?

Questions on Writing Strategy

1. Why does Manning start his essay with a match that leaves him “too bitter to
smile” and then move backward to earlier bouts of arm wrestling?

2. In the last paragraph Manning suggests that his father might work harder at com-
peting with him and pushing him to be competitive, or he might just send his son
a card. Why does Manning present both of these options? Are we supposed to
know which will happen?

3. Explain the fishing ANALOGY Manning uses in paragraph 10.

4. OTHER METHODS Manning’s essay is as much a NARRATIVE as a description: The
author gives brief stories, like video clips, to show the dynamic of his relationship
with his father. Look at the story in paragraph 4. How does Manning mix ele-
ments of both methods to convey his powerlessness?

Questions on Language

1. Manning uses the word competition throughout this essay. Why is this a more
accurate word than conflict to describe Manning’s relationship with his father?

2. What is the EFFECT of “the arm” in this line from paragraph 4: “But the arm would
continue to move steadily along its arc toward the carpet”?

3. In paragraph 9 Manning writes, “I wanted to win but I did not want to see him
lose.” What does this apparent contradiction mean?

4. If any of these words is unfamiliar, look it up in a dictionary: embattled (par. 4);
dredges, crew (7); conditioned (9); mononucleosis (11).

Suggestions for Writing

1. FROM JOURNALTO ESSAY  Expand your journal entry into a descriptive essay that
brings to life your mixed feelings about a person or an event. Focus less on the cir-
cumstances and events than on emotions, both positive and negative.

2. Write an essay that describes your relationship with a parent or another close
adult. You may want to focus on just one aspect of your relationship, or one espe-
cially vivid moment, in order to give yourself the space and time to build many
sensory details into your description.

3. Arm wrestling is a highly competitive sport with a long history. Research the
sport in the library or on the Internet. Then write a brief essay that traces its his-
tory and explains its current standing.

4. CRITICAL WRITING In paragraph 12 Manning writes, “our roles have begun to
switch.” Does this seem like an inevitable switch, or one that this father and son
have been working to achieve? Use EVIDENCE from Manning’s essay to support
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your answer. Also consider whether Manning and his father would respond the
same way to this question.

5. CONNECTIONS Like “Arm Wrestling with My Father,” the next essay, Sarah
Vowell’s “Shooting Dad,” depicts a struggle for communication between child
and parent. In an essay, COMPARE AND CONTRAST the two essays on this point.
What impedes positive communication between the two authors and their
fathers? In what circumstances are they able to communicate?

Brad Manning on Writing

For The Bedford Reader, Brad Manning offered some valuable concrete advice
on writing as a student.

You hear this a lot, but writing takes a long time. For me, this is especially
true. The only difference between the “Arm Wrestling” essay and all the other
essays | wrote in college (and the only reason it’s in this book and not thrown
away) is that [ rewrote it six or seven times over a period of weeks.

If I have something to write, I need to start early. In college, I had a bad
habit of putting off papers until 10 PM the night before they were due and
spending a desperate night typing whatever ideas the coffee inspired. But
putting off papers didn’t just lower my writing quality; it robbed me of a good
time.

[ like starting early because I can jot down notes over a stretch of days;
then I type them up fast, ignoring typos; I print the notes with narrow mar-
gins, cut them up, and divide them into piles that seem to fit together; then it
helps to get away for a day and come back all fresh so I can throw away the
corny ideas. Finally, I sit on the floor and make an outline with all the cutouts
of paper, trying at the same time to work out some clear purpose for the essay.

When the writing starts, I often get hung up most on trying to “sound”
like a good writer. If you're like me and came to college from a shy family
that never discussed much over dinner, you might think your best shot is to
sound like a famous writer like T. S. Eliot and you might try to sneak in words
that aren’t really your own like ephemeral or the lilacs smelled like springtime. But
the last thing you really want a reader thinking is how good or bad a writer
you are.

Also, in the essay on arm wrestling, I got hung up thinking I had to make
my conflict with my father somehow “universal.” So in an early draft I wrote
in a classical allusion— Aeneas lifting his old father up onto his shoulders and



41438 01 001-184 KENN 10e r5jk 12/17/07 lZ:lOéﬁ Page 153

Brad Manning on Writing 153

carrying him out of the burning city of Troy.' I'd read that story in high school
and guessed one classical allusion might make the reader think I knew a lot
more. But Aeneas didn’t help the essay much, and I'm glad my teacher warned
me off trying to universalize. He told me to write just what was true for me.

But that was hard, too, and still is—especially in the first draft. I don’t
know anyone who enjoys the first draft. If you do, I envy you. But in my early
drafts, I always get this sensation like I have to impress somebody and I end
up overanalyzing the effects of every word I am about to write. This self-
consciousness may be unavoidable (I get self-conscious calling L. L. Bean to
order a shirt), but, in this respect, writing is great for shy people because you
can edit all you want, all day long, until it finally sounds right. [ never feel that
[ am being myself until the third or fourth draft, and it’s only then that it gets
personal and starts to be fun.

When I said that putting off papers robbed me of a good time, I really
meant it. Writing the essay about my father turned out to be a high point in
my life. And on top of having a good time with it, [ now have a record of what
happened. And my ten-month-old son, when he grows up, can read things
about his grandfather and father that he’d probably not have learned any
other way.

For Discussion

1. What did Manning miss by writing his college papers at the last minute?
2. Why does Manning say that “writing is great for shy people”? Have you ever felt
that you could express yourself in writing better than in speech?

'In the Aeneid, by the Roman poet Vergil (70-19 BC), the mythic hero Aeneas escapes
from the city of Troy when it is sacked by the Greeks and goes on to found Rome.—EDs.
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SARAH VOWELL

SARAH VOWELL is best known for the smart, witty spoken essays she delivers
on public radio. Born in Muskogee, Oklahoma, in 1969, Vowell grew up in
Oklahoma and Montana. After graduating from Montana State University,
she earned an MA in art history and criticism from the School of the Art
Institute of Chicago. Radio has played a large part in Vowell’s life: She
worked as a DJ for her college station in Montana; she published a day-by-
day diary of one year spent listening to the radio, Radio On: A Listener’s Diary
(1996); and in 1996 she became a contributing editor for This American Life
on Public Radio International. She is a frequent guest on television talk
shows as well, including David Letterman’s and Jon Stewart’s. Many of her
essays from This American Life appear in her book Take the Cannoli: Stories
from the New World (2000). Her most recent books are Partly Cloudy Patriot
(2002), Assassination Vacation (2005), and Wordy Shipmates (2008), the last
about the American Puritans. Vowell is also a regular columnist for the
online magazine Salon, and she was the voice of the teenage superhero Vio-

let in the animated film The Incredibles (2004). She lives in New York City.

Shooting Dad

Vowell read “Shooting Dad,” in slightly different form, on This American Life
and then included it in Take the Cannoli. Like the previous essay, Brad Man-
ning’s “Arm Wrestling with My Father,” this one explores the relationship
between child and father. Engaged in a lifelong opposition to her father,
Vowell sees their differences in terms of the Constitution: the First Amend-
ment for her, guaranteeing freedom of religion, speech, and assembly; and
the Second Amendment for her father, guaranteeing the right to bear arms.
Then, with a jolt, Vowell one day realizes how much they have in common.

If you were passing by the house where I grew up during my teenage years
and it happened to be before Election Day, you wouldn’t have needed to come
inside to see that it was a house divided. You could have looked at the Demo-
cratic campaign poster in the upstairs window and the Republican one in the
downstairs window and seen our home for the Civil War battleground it was.
I’'m not saying who was the Democrat or who was the Republican —my father
or [—but I will tell you that I have never subscribed to Guns & Ammo, that
I did not plaster the family vehicle with National Rifle Association stickers,
and that hunter’s orange was never my color.

154
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About the only thing my father and I agree on is the Constitution, though
I’'m partial to the First Amendment, while he’s always favored the Second.

I am a gunsmith’s daughter. I like to call my parents’ house, located on a
quiet residential street in Bozeman, Montana, the United States of Firearms.
Guns were everywhere: the so-called pretty ones like the circa 1850 walnut
muzzleloader hanging on the wall, Dad’s clients’ fixer-uppers leaning into cor-
ners, an entire rack right next to the TV. I had to move revolvers out of my
way to make room for a bowl of Rice Krispies on the kitchen table.

[ was eleven when we moved into that Bozeman house. We had never
lived in town before, and this was a college town at that. We came from Okla-
homa—a dusty little Muskogee County nowhere called Braggs. My parents’
property there included an orchard, a horse pasture, and a couple of acres of
woods. [ knew our lives had changed one morning not long after we moved to
Montana when, during breakfast, my father heard a noise and jumped out of
his chair. Grabbing a BB gun, he rushed out the front door. Standing in the
yard, he started shooting at crows. My mother sprinted after him screaming,
“Pat, you might ought to check, but [ don’t think they do that up here!” From
the look on his face, she might as well have told him that his American citi-
zenship had been revoked. He shook his head, mumbling, “Why, shooting
crows is a national pastime, like baseball and apple pie.” Personally, I preferred
baseball and apple pie. I looked up at those crows flying away and thought, I'm
going to like it here.

Dad and [ started bickering in earnest when I was fourteen, after the 1984
Democratic National Convention. I was so excited when Walter Mondale
chose Geraldine Ferraro as his running mate that I taped the front page of the
newspaper with her picture on it to the refrigerator door. But there was some
sort of mysterious gravity surge in the kitchen. Somehow, that picture ended
up in the trash all the way across the room.

Nowadays, [ giggle when Dad calls me on Election Day to cheerfully
inform me that he has once again canceled out my vote, but I was not always
so mature. There were times when I found the fact that he was a gunsmith
horrifying. And just weird. All he ever cared about were guns. All I ever cared
about was art. There were years and years when he hid out by himself in the
garage making rifle barrels and I holed up in my room reading Allen Ginsberg
poems, and we were incapable of having a conversation that didn’t end in an
argument.

Our house was partitioned off into territories. While the kitchen and the
living room were well within the DMZ,' the respective work spaces governed
by my father and me were jealously guarded totalitarian states in which each

! Abbreviation for demilitarized zone, an area off-limits to war making. — EDS.
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of us declared ourselves dictator. Dad’s shop was a messy disaster area, a
labyrinth of lathes. Its walls were hung with the mounted antlers of deer he’d
bagged, forming a makeshift museum of death. The available flat surfaces were
buried under a million scraps of paper on which he sketched his mechanical
inventions in blue ballpoint pen. And the floor, carpeted with spiky metal
shavings, was a tetanus shot waiting to happen. My domain was the cramped,
cold space known as the music room. It was also a messy disaster area, an
obstacle course of musical instruments— piano, trumpet, baritone horn, valve
trombone, various percussion doodads (bells!), and recorders. A framed por-
trait of the French composer Claude Debussy was nailed to the wall. The
available flat surfaces were buried under piles of staff paper, on which I pen-
ciled in the pompous orchestra music given titles like “Prelude to the Green
Door” (named after an O. Henry short story by the way, not the watershed
porn flick Behind the Green Door) I started writing in junior high.

It has been my experience that in order to impress potential suitors, skip 8
the teen Debussy anecdotes and stick with the always attention-getting line
“My dad makes guns.” Though it won’t cause the guy to like me any better, it
will make him handle the inevitable breakup with diplomacy —just in case I
happen to have any loaded family heirlooms lying around the house.

But the fact is, I have only shot a gun once and once was plenty. My twin 9
sister, Amy, and I were six years old—six—when Dad decided that it was
high time we learned how to shoot. Amy remembers the day he handed us the
gun for the first time differently. She liked it.

Amy shared our father’s enthusiasm for firearms and the quick-draw 10
cowboy mythology surrounding them. I tended to daydream through Dad’s
activities— the car trip to Dodge City’s Boot Hill, his beloved John Wayne
Westerns on TV. My sister, on the other hand, turned into Rooster Cogburn Jr.,
devouring Duke movies with Dad. In fact, she named her teddy bear Duke,
hung a colossal John Wayne portrait next to her bed, and took to wearing one
of those John Wayne shirts that button on the side. So when Dad led us out to
the backyard when we were six and, to Amy’s delight, put the gun in her hand,
she says she felt it meant that Daddy trusted us and that he thought of us as
“big girls.”

But I remember holding the pistol only made me feel small. It was so 11
heavy in my hand. [ stretched out my arm and pointed it away and winced. It
was a very long time before I had the nerve to pull the trigger and [ was so
scared I had to close my eyes. It felt like it just went off by itself, as if | had no
say in the matter, as if the gun just had this need. The sound it made was as big
as God. It kicked little me back to the ground like a bully, like a foe. It hurt. I
don’t know if I dropped it or just handed it back over to my dad, but I do know
that I never wanted to touch another one again. And, because I believed in the
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devil, I did what my mother told me to do every time I felt an evil presence.
looked at the smoke and whispered under my breath, “Satan, I rebuke thee.”

It’s not like I’'m saying I was traumatized. It’s more like I was decided. Guns:
Not For Me. Luckily, both my parents grew up in exasperating households
where children were considered puppets and/or slaves. My mom and dad were
hell-bent on letting my sister and me make our own choices. So if I decided
that I didn’t want my father’s little death sticks to kick me to the ground
again, that was fine with him. He would go hunting with my sister, who
started calling herself “the loneliest twin in history” because of my reluctance
to engage in family activities.

Of course, the fact that I was allowed to voice my opinions did not mean
that my father would silence his own. Some things were said during the Rea-
gan administration that cannot be taken back. Let’s just say that I blamed Dad
for nuclear proliferation and Contra aid. He believed that if I had my way, all
the guns would be confiscated and it would take the commies about fifteen
minutes to parachute in and assume control.

We’re older now, my dad and I. The older I get, the more I'm interested
in becoming a better daughter. First on my list: Figure out the whole gun
thing.

Not long ago, my dad finished his most elaborate tool of death yet. A can-
non. He built a nineteenth-century cannon. From scratch. It took two years.

My father’s cannon is a smaller replica of a cannon called the Big Horn
Gun in front of Bozeman’s Pioneer Museum. The barrel of the original has
been filled with concrete ever since some high school kids in the ’50s pointed
it at the school across the street and shot out its windows one night as a prank.
According to Dad’s historical source, a man known to scholars as A Guy at the
Museum, the cannon was brought to Bozeman around 1870, and was used by
local white merchants to fire at the Sioux and Cheyenne Indians who blocked
their trade access to the East in 1874.

“Bozeman was founded on greed,” Dad says. The courthouse cannon,
he continues, “definitely killed Indians. The merchants filled it full of nuts,
bolts, and chopped-up horseshoes. Sitting Bull could have been part of these
engagements. They definitely ticked off the Indians, because a couple of years
later, Custer wanders into them at Little Bighorn. The Bozeman merchants
were out to cause trouble. They left fresh baked bread with cyanide in it on
the trail to poison a few Indians.”

Because my father’s sarcastic American history yarns rarely go on for
long before he trots out some nefarious ancestor of ours—1I come from a long
line of moonshiners, Confederate soldiers, murderers, even Democrats— he
cracks that the merchants hired some “community-minded Southern soldiers
from North Texas.” These soldiers had, like my great-great-grandfather John
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Vowell, fought under pro-slavery guerrilla William C. Quantrill. Quantrill is
most famous for riding into Lawrence, Kansas, in 1863 flying a black flag and
commanding his men pharaohlike to “kill every male and burn down every
house.”

“John Vowell,” Dad says, “had a little rep for killing people.” And since he
abandoned my great-grandfather Charles, whose mother died giving birth
to him in 1870, and wasn’t seen again until 1912, Dad doesn’t rule out the
possibility that John Vowell could have been one of the hired guns on the
Bozeman Trail. So the cannon isn’t just another gun to my dad. It’s a map of
all his obsessions— firearms, certainly, but also American history and family
history, subjects he’s never bothered separating from each other.

After tooling a million guns, after inventing and building a rifle barrel
boring machine, after setting up that complicated shop filled with lathes and
blueing tanks and outmoded blacksmithing tools, the cannon is his most
ambitious project ever. I thought that if I was ever going to understand the
ballistic bee in his bonnet, this was my chance. It was the biggest gun he ever
made and [ could experience it and spend time with it with the added bonus
of not having to actually pull a trigger myself.

[ called Dad and said that [ wanted to come to Montana and watch him
shoot off the cannon. He was immediately suspicious. But I had never taken
much interest in his work before and he would take what he could get. He
loaded the cannon into the back of his truck and we drove up into the Bridger
Mountains. I was a little worried that the National Forest Service would
object to us lobbing fiery balls of metal onto its property. Dad laughed, assur-
ing me that “you cannot shoot fireworks, but this is considered a firearm.”

[t is a small cannon, about as long as a baseball bat and as wide as a coffee
can. But it’s heavy— 110 pounds. We park near the side of the hill. Dad takes
his gunpowder and other tools out of this adorable wooden box on which he
has stenciled “PAT G. VOWELL CANNONWORKS.” Cannonworks: So that’s what
NRA members call a metal-strewn garage.

Dad plunges his homemade bullets into the barrel, points it at an embank-
ment just to be safe, and lights the fuse. When the fuse is lit, it resembles a car-
toon. So does the sound, which warrants Ben Day dot” words along the lines
of ker-pow! There’s so much Fourth of July smoke everywhere I feel compelled
to sing the national anthem.

've given this a lot of thought—how to convey the giddiness I felt when
the cannon shot off. But there isn’t a sophisticated way to say this. It’s just
really, really cool. My dad thought so, too.

?Ben Day dots are colored dots in various sizes, used in comics to intensify words for
actions and loud sounds.—EDS.
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Sometimes, | put together stories about the more eccentric corners of the
American experience for public radio. So I happen to have my tape recorder
with me, and I’'ve never seen levels like these. Every time the cannon goes off,
the delicate needles which keep track of the sound quality lurch into the bad,
red zone so fast and so hard I'm surprised they don’t break.

The cannon was so loud and so painful, I had to touch my head to make
sure my skull hadn’t cracked open. One thing that my dad and I share is
that we're both a little hard of hearing—me from Aerosmith, him from gun-
smith.

He lights the fuse again. The bullet knocks over the log he was aiming at.
[ instantly utter a sentence I never in my entire life thought I would say. I tell
him, “Good shot, Dad.”

Just as I'm wondering what’s coming over me, two hikers walk by. Appar-
ently, they have never seen a man set off a homemade cannon in the middle
of the wilderness while his daughter holds a foot-long microphone up into the
air recording its terrorist boom. One hiker gives me a puzzled look and asks,
“So you work for the radio and that’s your dad?”

Dad shoots the cannon again so that they can see how it works. The other
hiker says, “That’s quite the machine you got there.” But he isn’t talking about
the cannon. He’s talking about my tape recorder and my microphone —which
is called a shotgun mike. I stare back at him, then I look over at my father’s can-
non, then down at my microphone, and I think, Oh. My. God. My dad and I
are the same person. We're both smart-alecky loners with goofy projects and
weird equipment. And since this whole target practice outing was my idea, |
was no longer his adversary. | was his accomplice. What’s worse, I was liking it.

[ haven’t changed my mind about guns. I can get behind the cannon
because it is a completely ceremonial object. It’s unwieldy and impractical,
just like everything else I care about. Try to rob a convenience store with this
110-pound Saturday night special, you'd still be dragging it in the door Sun-
day afternoon.

[ love noise. As a music fan, I’'m always waiting for that moment in a song
when something just flies out of it and explodes in the air. My dad is a one-
man garage band, the kind of rock 'n’ roller who slaves away at his art for
no reason other than to make his own sound. My dad is an artist—a pretty
driven, idiosyncratic one, too. He’s got his last Gesamtkunstwerk’ all planned
out. It’s a performance piece. We're all in it—my mom, the loneliest twin in
history, and me.

When my father dies, take a wild guess what he wants done with his ashes.
Here’s a hint: It requires a cannon.

?German, “total work of art,” specifically a work that seeks to unify all the arts.—EDS.
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“You guys are going to love this,” he smirks, eyeballing the cannon. “You
get to drag this thing up on top of the Gravellies on opening day of hunting
season. And looking off at Sphinx Mountain, you get to put me in little paper
bags. I can take my last hunting trip on opening morning.”

I'll do it, too. I will have my father’s body burned into ashes. I will pack
these ashes into paper bags. I will go to the mountains with my mother, my sis-
ter, and the cannon. I will plunge his remains into the barrel and point it into
a hill so that he doesn’t take anyone with him. I will light the fuse. But I will
not cover my ears. Because when I blow what used to be my dad into the
earth, I want it to hurt.

For a reading quiz, sources on Sarah Vowell, and annotated links to further readings
on fathers and daughters, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

How do you respond to Vowell’s eccentric, even obsessive, father? Do you basically
come to sympathize with him or not? Who in your life has quirky behavior that you
find charming or annoying or a little of both? Write a paragraph or two about this per-
son, focusing on his or her particular habits or obsessions. (To take your journal writ-
ing further, see “From Journal to Essay” on the facing page.)

Questions on Meaning

1. Inher opening sentence, Vowell describes growing up in “a house divided.” What
does she mean? Where in the essay does she make the divisions in her household
explicit?

2. Why, given Vowell’s father’s love of guns, was it “fine” with him that his daugh-
ter decided as a young child that she wanted nothing to do with guns (par. 12)?
What does this attitude suggest about his character?

3. What motivated Vowell to come home to watch her father shoot off his homemade
cannon? Why, given her aversion to guns, does she regard this cannon positively?

4. What do paragraphs 18-19, about her father’s family history, contribute to Vowell’s
portrait of him?

5. What seems to be Vowell’s PURPOSE in writing here? What DOMINANT IMPRESSION
of her father does she create?
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Questions on Writing Strategy

1. Why is the anecdote Vowell relates in paragraph 4 an effective introduction both
to her father and to their relationship?

2. Paragraph 8 is sort of an aside in this essay—not entirely on the main topic.
What purpose does it serve?

3. What does Vowell’s final sentence mean? Do you find it a satisfying conclusion to
her essay? Why, or why not?

4. OTHER METHODS Throughout her essay, Vowell relies on COMPARISON AND
CONTRAST to express her relationship with her father (and with her twin sister in
pars. 9—12). Find examples of comparison and contrast. Why is the method im-
portant to the essay! How does the method help reinforce Vowell’s main point
about her relationship with her father?

Questions on Language

1. In paragraph 4 Vowell shows her father “mumbling” that “shooting crows is a
national pastime, like baseball and apple pie,” while she notes that she herself
“preferred baseball and apple pie.” How does the language here illustrate IRONY?

2. Pick out five or six concrete and specific words in paragraph 7. What do they
accomplish?

3. In paragraph 9 Vowell writes, “My twin sister, Amy, and I were six years old—
six—when Dad decided that it was high time we learned how to shoot. Amy
remembers the day he handed us the gun for the first time differently. She liked
it.” What are the EFFECTS of the repetition of the word six in the first sentence and
of the three-word final sentence?

4. Study the FIGURES OF SPEECH Vowell uses in paragraph 11 to describe the gun she
shot. What is their effect?

5. Consult a dictionary if you need help in defining the following: muzzleloader
(par. 3); revoked (4); bickering (5); partitioned, respective, totalitarian, laby-
rinth, lathes, pompous (7); colossal (10); traumatized (12); proliferation, confis-
cated (13); cyanide (17); nefarious, moonshiners, guerrilla, pharaohlike (18);
ballistic (20); giddiness (24); adversary, accomplice (29); unwieldy (30); idiosyn-
cratic (31).

Suggestions for Writing

1. FROM JOURNALTO ESSAY Based on your journal writing, compose an essay that
uses description to portray your subject and his or her personal quirks. Be sure
to include specific incidents you’ve witnessed and specific details to create a
vivid dominant impression of the person. You may, like Vowell, focus on the evo-
lution of your relationship with this person—whether mainly positive or mainly
negative.

2. Conflict between generations is common in many families— whether over music,
clothing, hair styles, friends, or larger issues of politics, values, and religion. Write
an essay about generational conflicts you have experienced in your family or that
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you have witnessed in other families. Are such conflicts inevitable? How can they
be resolved?

3. Gun ownership is a divisive issue in the United States. Research and explain the
main arguments for and against gun control. Whatever your own position, strive
for an objective presentation, neither pro nor con.

4. CRITICAL WRITING Vowell’s essay divides into several fairly distinct sections:
paragraphs 1-4, 5-7, 8, 9-12, 13, 14-31 (which includes an aside in pars. 17-19),
and 32-34. In an essay, analyze what happens in each of these sections. How do
they fit together to help develop Vowell’s dominant impression? How does the
relative length of each section contribute to your understanding of her evolving
relationship with her father?

5. CONNECTIONS Both Vowell and Brad Manning, in “Arm Wrestling with My
Father” (p. 146), describe their fathers. In an essay, examine words Manning and
Vowell use to convey their feelings of distance from their fathers and also their
feelings of closeness. Use quotations from both essays to support your analysis.

Sarah Vowell on Writing

Writing for both radio and print, Sarah Vowell has discovered differences in
listening and reading audiences. On Transom.org’s Internet discussion board,
she explained how she writes differently for the two media.

[Slometimes I feel like I'm so much more manipulative on the radio. I
know how to use my voice to make you feel a certain way. And that’s not writ-
ing— that’s acting. I get tired of acting sometimes. Which is why it’s nice to
be able to go back to the cold old page. Also, real time is an unforgiving
medium. I still maintain a little academic streak, and any time I read some-
thing on the air or out loud, I have to cut back on the abstract, thinky bits. I
have to read a story out loud in front of an audience this week and I had to lop
it off by half, to prune it of its dull information and, sometimes, its very point.
Those things for you the listener, are bonuses— the listener doesn’t get as
much filler, the listener gets to feel more. Readers are more patient. . . .

The only real drawback I think from moving between verbal and print
media is punctuation. 'm working on another book right now, and there are
so many things [ want to say that [ have to normalize on the page because I do
not think in complete, fluid sentences. I seem to think in stopgaps and asides.
Which the listener doesn’t notice. But the reader, I think, becomes antsy
when there are too many dashes and parentheses. So that is a constant
battle— (dash!) trying to retain my casual, late twentieth-century (it’s where
I'm from), American-girl cadences, but without driving the reader crazy with

o
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a bunch of marks all over the place. Also, I love the word and. And I start
too many sentences with and. Again, no one notices out loud because that’s
normative speech. But do that too much on the page and it’s distracting and
stupid.

For Discussion

1. What does Vowell mean by having to “normalize [her thoughts] on the page”?

2. What difficulties or rewards have you encountered trying to put ideas into writ-
ten words for others to read?

3. Inyour experience as a speaker and a writer, what are the advantages of each form
of communication? What are the disadvantages of each?
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YIYUN LI

YIYUN Li was born in Beijing, China, in 1972, the daughter of a physicist and
a teacher. She attended Beijing University and moved to the United States
in 1996 for graduate study in medicine at the University of lowa. Li started
writing in English when she took an adult education course, and a few years
later she entered the University of lowa’s Writer’s Workshop and Nonfiction
Writing Program, earning master’s degrees from both. Her short-story collec-
tion, A Thousand Years of Good Prayers (2005), won the Pushcart Prize, the
Guardian First Book Award, and the Frank O’Connor International Short
Story Award. Her stories and essays have appeared in The New Yorker, The
Paris Review, and other magazines. Li teaches at Mills College in Oakland,
California, and lives in Oakland with her husband and two children.

Orange Crush

“Orange Crush” captures Li’s teenage fascination with Fruit Treasure, which
was the Chinese name for the American orange drink Tang. The powdered
drink was first marketed in the United States in 1959 as an alternative to
orange juice. When it arrived in China some years later, the country was just
entering a period of sweeping economic change that, among other effects,
allowed in Western ideas and products. To Li and many other Chinese, the
fake orange beverage represented a kind of material progress and status
that was new to China. “Orange Crush” was originally published in 2006 in
the New York Times Magazine as part of a recurring food feature titled “Eat,
Memory.”

During the winter in Beijing, where I grew up, we always had orange and 1
tangerine peels drying on our heater. Oranges were not cheap. My father, who
believed that thrift was one of the best virtues, saved the dried peels in a jar;
when we had a cough or cold, he would boil them until the water took on a
bitter taste and a pale yellow cast, like the color of water drizzling out of a rusty
faucet. It was the best cure for colds, he insisted.

[ did not know then that I would do the same for my own children, pre-
ferring nature’s provision over those orange- and pink- and purple-colored
medicines. I just felt ashamed, especially when he packed it in my lunch for
the annual field trip, where other children brought colorful flavored fruit
drinks—made with “chemicals,” my father insisted.

The year I turned sixteen, a new product caught my eye. Fruit Treasure, as 3
Tang was named for the Chinese market, instantly won everyone’s heart.
Imagine real oranges condensed into a fine powder! Equally seductive was the
TV commercial, which gave us a glimpse of a life that most families, includ-
ing mine, could hardly afford. The kitchen was spacious and brightly lighted,

164
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whereas ours was a small cube —but at least we had one; half the people we
knew cooked in the hallways of their apartment buildings, where every fam-
ily’s dinner was on display and their financial states assessed by the number of
meals with meat they ate every week. The family on TV was beautiful, all
three of them with healthy complexions and toothy, carefree smiles. (The
young parents | saw on my bus ride to school were those who had to leave at
six or even earlier in the morning for the two-hour commute and who had to
carry their children, half-asleep and often screaming, with them because the
only child care they could afford was that provided by their employers.)

The drink itself, steaming hot in an expensive-looking mug that was held
between the child’s mittened hands, was a vivid orange. The mother talked to
the audience as if she were our best friend: “During the cold winter, we need
to pay more attention to the health of our family,” she said. “That’s why I give
my husband and my child hot Fruit Treasure for extra warmth and vitamins.”
The drink’s temperature was the only Chinese aspect of the commercial; iced
drinks were considered unhealthful and believed to induce stomach disease.

As if the images were not persuasive enough, near the end of the ad an
authoritative voice informed us that Tang was the only fruit drink used by
NASA for its astronauts— the exact information my father needed to prove
his theory that all orange-flavored drinks other than our orange-peel water
were made of suspicious chemicals.

Until this point, all commercials were short and boring, with catchy
phrases like “Our Product Is Loved by People Around the World” flashing on
screen. The Tang ad was a revolution in itself: The lifestyle it represented —
a more healthful and richer one, a Western luxury—was just starting to be-
come legitimate in China as it was beginning to embrace the West and its
capitalism.

Even though Tang was the most expensive fruit drink available, its sales
soared. A simple bottle cost seventeen yuan,' a month’s worth of lunch
money. A boxed set of two became a status hostess gift. Even the sturdy glass
containers that the powder came in were coveted. People used them as tea
mugs, the orange label still on, a sign that you could afford the modern Amer-
ican drink. Even my mother had an empty Tang bottle with a snug orange
nylon net over it, a present from one of her fellow schoolteachers. She carried
it from the office to the classroom and back again as if our family had also con-
sumed a full bottle.

The truth was, our family had never tasted Tang. Just think of how many
oranges we could buy with the money spent on a bottle, my father reasoned.
His resistance sent me into a long adolescent melancholy. I was ashamed by

' The basic unit of Chinese money, today worth about eight cents.—EDs.
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our lack of style and our life, with its taste of orange-peel water. I could not
wait until I grew up and could have my own Tang-filled life.

To add to my agony, our neighbor’s son brought over his first girlfriend, for 9
whom he had just bought a bottle of Tang. He was five years older and a col-
lege sophomore; we had nothing in common and had not spoken more than
ten sentences. But this didn’t stop me from having a painful crush on him.
The beautiful girlfriend opened the Tang in our flat* and insisted that we all
try it. When it was my turn to scoop some into a glass of water, the fine orange
powder almost choked me to tears. It was the first time I had drunk Tang, and
the taste was not like real oranges but stronger, as if it were made of the
essence of all the oranges I had ever eaten. This would be the love I would
seek, a boy unlike my father, a boy who would not blink to buy a bottle of Tang
for me. [ looked at the beautiful girlfriend and wished to replace her.

My agony and jealousy did not last long, however. Two months later the 10
beautiful girlfriend left the boy for an older and richer man. Soon after, the
boy’s mother came to visit and was still outraged about the Tang. “What a
waste of money on someone who didn’t become his wife!” she said.

“That’s how it goes with young people,” my mother said. “Once he hasa 11
wife, he’ll have a better brain and won’t throw his money away.”

“True. He’s just like his father. When he courted me, he once invited me 12
to an expensive restaurant and ordered two fish for me. After we were married,
he wouldn’t even allow two fish for the whole family for one meal!”

That was the end of my desire for a Tangy life. I realized that every dream 13
ended with this bland, ordinary existence, where a prince would one day
become a man who boiled orange peels for his family. I had not thought about
the boy much until I moved to America ten years later and discovered Tang
in a grocery store. It was just how I remembered it—fine powder in a sturdy
bottle—but its glamour had lost its gloss because, alas, it was neither expen-
sive nor trendy. To think that all the dreams of my youth were once contained
in this commercial drink! I picked up a bottle and then returned it to the

shelf.

For a reading quiz, sources on Yiyun Li, and annotated links to further readings on
the China of Li’s youth, visit bedfordstmartins.com/thebedfordreader.

? Apartment.—EDs.
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Journal Writing

What food or drink holds a special place in your childhood memories? In your jour-
nal, write down as many sensory details about this food or drink as you can. (To take
your journal writing further, see “From Journal to Essay” on the next page.)

[OSIS}

Questions on Meaning

. What does Li’s father’s insistence on making orange-peel water instead of buying

Fruit Treasure suggest about him? Clearly, it reveals his thriftiness, but what else
does it say about his character?

In what ways does Tang/Fruit Treasure serve as a SYMBOL for Li?

What does Li seem to learn from her short-lived crush on the neighbor’s son and
from the DIALOG between their mothers? How do you interpret her realization
that “every dream ended with this bland ordinary existence, where a prince
would one day become a man who boiled orange peels for his family” (par. 13)?
What DOMINANT IMPRESSION does Li create of Tang and of her childhood longing
for it? Does she state this impression in a THESIS STATEMENT or is it implied?
What would you say is Li’s PURPOSE in this essay?

Questions on Writing Strategy

. Which of the five senses does Li mainly appeal to in her essay? Point to some sen-

sory IMAGES that seem especially concrete.

Most of Li’s essay moves in CHRONOLOGICAL ORDER. The first sentence of para-
graph 2, however, jumps to the present, where Li reveals that she now makes
orange-peel water for her own children. Why do you think Li placed this sen-
tence here instead of at the end of her essay? What does it tell us about her POINT
OF VIEW!

Comment on the IRONY in the last paragraph of the essay.

As the essay’s headnote mentions, Li wrote this piece for a food feature titled
“Eat, Memory” in the New York Times Magazine. What ASSUMPTIONS does she
seem to make about the interests of her readers and their knowledge of Chinese
culture? Where in the essay do you see EVIDENCE of these assumptions?

OTHER METHODS How does Li use DIVISION or ANALYSIS in paragraphs 3-6 to
explain Tang’s appeal to Chinese consumers?

Questions on Language

What is the double meaning of Li’s title?

In paragraph 6, Li calls the Tang commercial a “revolution.” Why do you think
she chose this word?

Explain Li’s play on words in the phrase “Tangy life” (par. 13).
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Consult a dictionary if you need help in defining the following words: thrift
(par. 1); provision (2); condensed, assessed (3); mittened, induce (4); capitalism
(6); coveted, snug (7); melancholy (8); courted (12).

Suggestions for Writing

. FROM JOURNAL TO ESSAY In an essay, describe the food or drink you wrote about

in your journal, but also do more: Like Li, focus not just on the food or beverage
itself but also on its larger meaning. Why is it so special? What did it represent to
you as a child? How do you feel about it now? Be sure to infuse your writing with
vivid IMAGES evoking concrete sensory experiences.

In an essay that combines NARRATION and description, write about a material
object that you longed for as a child or as a teenager, such as a toy, a pet, a car, or
a pair of brand-name sneakers. Why did you want this thing so badly? Did you get
what you wanted? If so, did it live up to your expectations? If you didn’t get it,
what was your reaction?

CRITICAL WRITING  In paragraph 7, Li writes, “Even though Tang was the most
expensive fruit drink available, its sales soared.” Using QUOTATIONS and PARA-
PHRASES from Li’s essay as EVIDENCE, write an essay in which you explain the rea-
sons for Tang’s popularity in China. To further support your point, you might do
some library or Internet research on China’s “open door” policy, which, starting
in the late 1970s, encouraged foreign investment and brought Western products
into the country.

CONNECTIONS Both Li and Amy Tan, in “Fish Cheeks” (p. 99), write about how
as teenagers they felt ashamed of their families because of a certain food or drink.
Werite an essay in which you COMPARE AND CONTRAST the ways the two writers
describe food and how each writer uses food to make a larger point about the need
to fit in.

Yiyun Li on Writing

Growing up in China, Yiyun Li studied English, but she didn’t learn to use
language until she arrived in the United States at age twenty-four. Now,

unlike many immigrant writers, Li writes exclusively in her acquired language.
She told Aida Edemariam of the Guardian in England that Chinese, to her, is
a language of not only political repression but also emotional inversion: Her
family members love one another but do not say so. “I can’t write in Chinese
at all,” Li said. “When I write in Chinese, I censor myself.” English, in con-
trast, is freeing. In Li’s short story “A Thousand Years of Good Prayers,” a
young woman, also a Chinese immigrant in the United States, explains to her
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father why she can’t communicate with him in Chinese but can communicate
with others in English:

Baba, if you grew up in a language that you never used to express your feel-
ings, it would be easier to take up another language and talk more in the new
language. It makes you a new person.

Li said that she, like her character, “just feel[s] so much more comfortable in

English.”

For Discussion

1. Why does Li prefer English for writing, even though it is not her native language?

2. What differences can you point out in two languages you know? The languages
could be entirely different tongues, as Chinese and English are, or they could be
versions of English that you use in different situations, such as among friends,
among family, at work, or in school. What are the advantages and disadvantages
of each language? Is one more comfortable for you than another? Why?
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ROBERT BENCHLEY

ROBERT BENCHLEY (1889-1945) was one of America’s best-loved and most
influential humorists, known for his witty essays about daily events and his
screen portrayals of social awkwardness. Benchley was born in Worcester,
Massachusetts, and attended Harvard University, where he contributed to
the humor magazine the Harvard Lampoon. He published essays in The New
Yorker, Life, and other magazines and produced fifteen books, including Of
All Things (1921), My Ten Years in a Quandary and How They Grew (1936),
and Benchley Beside Himself (1943). As an actor, he appeared in more than
eighty films, many of which he also wrote. His movie work earned him a star

on Hollywood’s Walk of Fame.

My Face

This essay was originally published in Cosmopolitan magazine in 1936 and
then in Benchley’s book After 1903 —What? It was recently revived in The
Art of the Personal Essay, edited by Phillip Lopate. “My Face” is classic
Benchley, a deft illumination of a human trait, amiable and self-deprecating.
Benchley observes his own self-consciousness, finding complaint not only in
his appearance but in his concern with his appearance. If you've ever been
startled by a photograph of yourself or by your reflection in a mirror, you'll
understand Benchley’s position.

Merely as an observer of natural phenomena, I am fascinated by my own
personal appearance. This does not mean that [ am pleased with it, mind you,
or that I can even tolerate it. [ simply have a morbid interest in it.

Each day I look like someone, or something, different. I never know what
it is going to be until I steal a look in the glass. (Oh, I don’t suppose you really
could call it stealing. It belongs to me, after all.)

One day I look like Wimpy, the hamburger fancier in the Popeye the
Sailor saga.' Another day it may be Wallace Beery.” And a third day, if I have
let my mustache get out of hand, it is Bairnsfather’s Old Bill.> And not until I
peek do [ know what the show is going to be.

Some mornings, if I look in the mirror soon enough after getting out of
bed, there is no resemblance to any character at all, either in or out of fiction,

'In comic strips and animated cartoons, Popeye’s friend Wimpy is heavy-set with a round
face, large nose, and dark mustache. —EDS.

? American actor Wallace Beery (1885-1949), often cast as a villain or a lovable slob, had
a wide face and large nose.— EDs.

OIld Bill, a cartoon character by Bill Bairnsfather (1888-1959), was a grumbling soldier
with a bushy, drooping mustache. —EDSs.
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and I turn quickly to look behind me, convinced that a stranger has spent the
night with me and is peering over my shoulder in a sinister fashion, merely to
frighten me. On such occasions, the shock of finding that I am actually pos-
sessor of the face in the mirror is sufficient to send me scurrying back to bed,
completely unnerved.

All this is, of course, very depressing, and I often give off a low moan at
the sight of the new day’s metamorphosis, but I can’t seem to resist the temp-
tation to learn the worst. I even go out of my way to look at myself in store-
window mirrors, just to see how long it will take me to recognize myself. If |
happen to have on a new hat, or am walking with a limp, I sometimes pass
right by my reflection without even nodding. Then I begin to think: “You
must have given off some visual impression into that mirror. You're not a dis-
embodied spirit yet—I hope.”

And I go back and look again, and, sure enough, the strange-looking man
I thought was walking just ahead of me in the reflection turns out to have been
my own image all the time. It makes a fellow stop and think, I can tell you.

This almost masochistic craving to offend my own aesthetic sense by
looking at myself and wincing also comes out when snapshots or class pho-
tographs are being passed around. The minute someone brings the envelope
containing the week’s grist of vacation prints from the drug-store developing
plant, I can hardly wait to get my hands on them. I try to dissemble my eager-
ness to examine those in which [ myself figure, but there is a greedy look in my
eye which must give me away.

The snapshots in which I do not appear are so much dross in my eyes, but
[ pretend that I am equally interested in them all.

“This is very good of Joe,” I say, with a hollow ring to my voice, sneaking
a look at the next print to see if  am in it.

Ah! Here, at last, is one in which I show up nicely. By “nicely” I mean
“clearly.” Try as I will to pass it by casually, my eyes rivet themselves on that
corner of the group in which [ am standing. And then, when the others have
left the room, [ surreptitiously go through the envelope again, just to gaze my
fill on the slightly macabre sight of Myself as others see me.

In some pictures I look even worse than I had imagined. On what [ call
my “good days,” I string along pretty close to form. But day in and day out, in
mirror or in photograph, there is always that slight shock of surprise which,
although unpleasant, lends a tang to the adventure of peeking. I never can
quite make it seem possible that this is really Poor Little Me, the Little Me |
know so well and yet who frightens me so when face to face.

My only hope is that, in this constant metamorphosis which seems to be
going on, a winning number may come up sometime, if only for a day. Just
what the final outcome will be, it is hard to predict. I may settle down to a

o
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constant, plodding replica of Man-Mountain Dean* in my old age, or change
my style completely and end up as a series of Bulgarian peasant types. I may
just grow old along with Wimpy.

But whatever is in store for me, I shall watch the daily modulations with
an impersonal fascination not unmixed with awe at Mother Nature’s gift for
caricature, and will take the bitter with the sweet and keep a stiff upper lip.

As a matter of fact, my upper lip is pretty fascinating by itself, in a bizarre
sort of way.

For a reading quiz, sources on Robert Benchley, and annotated links to further read-
ings on self-image, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

How do you think other people see you? Consider not just your outward appearance
but also your personality. In your journal, create two lists of adjectives: one for how
you think other people would describe you and one for how you describe yourself. (To
take your journal writing further, see “From Journal to Essay” on the facing page.)

Questions on Meaning

1. Why is Benchley fascinated by his appearance?

2. In paragraph 11, what does Benchley mean by “good days” when he “string[s]
along pretty close to form”?

3. What do you think Benchley looks like, based on his description? How well can
you picture his face? Is his PURPOSE to help readers visualize his face exactly, or is
it something else?

4. How does Benchley see himself? What DOMINANT IMPRESSION does he create of
how he feels about his appearance? What one sentence from the essay best con-
veys this THESIS?

Questions on Writing Strategy

1. In paragraph 1, Benchley says that he is fascinated by his appearance “[m]erely as
an observer of natural phenomena,” suggesting that he will describe his appear-

#Man-Mountain Dean was the nickname of professional wrestler Frank Simmons Leavitt
(1891-1953), who weighed more than four hundred pounds and often sported a bushy beard.
—EDbs.
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ance with the objectivity of a scientist. Is this, in fact, what he does? Would you
say that his description is mainly OBJECTIVE or SUBJECTIVE? Why?

2. Point to a few sentences in the essay that make particularly effective use of CON-
CRETE details to convey Benchley’s reactions to his face.

3. Writing in the 1930s, Benchley compares himself to people and fictional charac-
ters who may not be familiar to most readers today — Wallace Beery, for example,
and Old Bill. Does Benchley seem to assume that his audience will understand
these ALLUSIONS? Can readers still see Benchley’s main point and enjoy the essay
without being familiar with them?

4. OTHER METHODS How does Benchley use CLASSIFICATION to help organize his
essay!

Questions on Language

1. How would you describe Benchley’s TONE?

2. What is the effect of the word metamorphosis in paragraphs 5 and 12?7 (Check a
dictionary if you don’t know the meaning of the word.)

3. Find some examples of both formal and informal DICTION in the essay. What is
the EFFECT of Benchley’s word choice?

4. Why do you suppose Benchley chose to capitalize “Myself” (par. 10) and “Poor
Little Me” (11)?

5. Consult a dictionary if you are unsure of the meaning of any of the following:
morbid (par. 1); fancier, saga (3); sinister, scurrying (4); disembodied (5);
masochistic, aesthetic, wincing, grist, dissemble (7); dross (8); rivet, surrepti-
tiously, macabre (10); tang (11); plodding (12); modulations, caricature (13).

Suggestions for Writing

1. FROM JOURNALTO ESSAY  Based on the list you created in your journal, write an
essay in which you COMPARE AND CONTRAST how you view yourself with how you
think others view you. You might focus on a single aspect of your personality (for
example, you may see yourself as assertive, while others have called you bossy) or
on a number of characteristics that make up your personality as a whole.

2. Write your own essay titled “My Face.” Unlike Benchley, however, focus on a sin-
gle image of your face and try to create a vivid picture of your physical character-
istics. Make sure that your descriptive details add up to a dominant impression.
For example, if you are describing yourself as a frazzled student, you might focus
on your bloodshot eyes and haywire hair.

3. CRITICAL WRITING Based on this essay, ANALYZE Benchley’s apparent attitude
toward physical appearance. How important do you think Benchley considers
looks to be? Do you see him as overly vain? How serious do you think he is in his
self-criticism? How do you suppose he would react to society’s current obsession
with body image? Support your ideas with EVIDENCE from the essay.

4. Although Benchley seems fairly good-natured about his displeasure with his
appearance, his essay raises a serious issue about society’s obsession with body
image. Do some research about cosmetic surgery and write a CAUSE-AND-EFFECT

o



41438 01 001-184 KENN 10e r5jk 12/17/07 lZ:lO@f Page 174

174 Description

essay in which you explore why more and more people are choosing to alter their
appearance through such surgery.

5. CONNECTIONS A number of modern humorists have been influenced by Bench-
ley’s style, including several writers in this book —Dave Barry (“Batting Clean-
Up and Striking Out,” p. 239), lan Frazier (“How to Operate the Shower
Curtain,” p. 302), and Russell Baker, (“The Plot Against People,” p. 384). Write
an essay ANALYZING where you see Benchley’s influence in one or more of these
writers’ essays. In particular, consider each writer’s subject, tone, STYLE, diction,
and POINT OF VIEW.

Robert Benchley on Writing

Robert Benchley’s writing is funny partly because it’s polished and clear. In
an essay called “Writers— Right or Wrong!” Benchley takes some writers of
his day to task for being needlessly confusing. He is discussing fiction, but his
point could apply to nonfiction as well.

People who begin sentences with “I may be old-fashioned but—" are usu-
ally not only old-fashioned but wrong. I never thought the time would come
when [ should catch myself leading off with that crack. But I feel it coming on
right now. I may be old-fashioned, but I still feel that a writer has a certain
obligation to his readers. If he is going to write a book (and Heaven knows
there is no law making him do it) he might go at least half way toward mak-
ing it understandable. That seems little enough to ask.

[ am just ill-tempered enough to maintain that a writer who doesn’t make
his book understandable to a moderately intelligent reader is not writing that
way because he is consciously adopting a diffuse style, but because he simply
doesn’t know how to write; that’s all. It is not my fault that I can’t read his

book. It is his.

For Discussion

1. Have you had times when you felt, as Benchley does, that your inability to under-
stand a writer was the writer’s fault? If so, look back at a piece of writing that you
had difficulty with. What caused—and perhaps still causes— the trouble?

2. Conversely, have you had bad reading experiences when it turned out that you
were at fault, maybe because you weren’t concentrating while you read or because
you had a preconception about the piece that interfered with the way you read it?
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JAMES JOYCE

One of the most influential writers in English, JAMES JOYCE (1882-1941) is
best known for his immense and challenging novels Ulysses (1922) and
Finnegan’s Wake (1939), which combined wordplay and stream of conscious-
ness into a new kind of fiction. Joyce was born near Dublin, Ireland, attended
Catholic schools, and graduated in 1902 from University College in Dublin.
Before Ulysses, Joyce published two other well-regarded works— the story
collection Dubliners (1914) and the novel A Portrait of the Artist as a Young
Man (1916) —both of them strongly autobiographical. All of his fiction is
set in Dublin, but as a young man he left Ireland and the Catholic Church to
live the rest of his life on the European continent. On June 16 each year, fans
of Joyce gather in Dublin and other cities to celebrate his life and work.

Araby

Originally published in Dubliners, “Araby” portrays a boy’s awakening to
romance. His fascination with a neighbor girl becomes entangled in his
mind with the promise of a bazaar, or fair, called “Araby” — the nineteenth-
century name for the exotic and mysterious Middle East. A similar enter-
tainment, the Grand Oriental Fete, was actually held in 1894 in Dublin,
when Joyce was living there.

You'll notice in “Araby” that the characters’ speeches are marked with
dashes instead of quotation marks. This style is common in some European
languages, and Joyce always preferred it.

North Richmond Street, being blind,' was a quiet street except at the
hour when the Christian Brothers’ School set the boys free. An uninhabited
house of two stories stood at the blind end, detached from its neighbors in a
square ground. The other houses of the street, conscious of decent lives within
them, gazed at one another with brown imperturbable faces.

The former tenant of our house, a priest, had died in the back drawing-
room. Air, musty from having long been enclosed, hung in all the rooms, and
the waste room behind the kitchen was littered with old useless papers.
Among these I found a few paper-covered books, the pages of which were
curled and damp: The Abbot, by Walter Scott, The Devout Communicant and
The Memoirs of Vidocq. 1 liked the last best because its leaves were yellow. The
wild garden behind the house contained a central apple-tree and a few strag-
gling bushes under one of which I found the late tenant’s rusty bicycle-pump.

'"Dead-end. —EDs.
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He had been a very charitable priest: In his will he had left all his money to
institutions and the furniture of his house to his sister.

When the short days of winter came dusk fell before we had well eaten
our dinners. When we met in the street the houses had grown somber. The
space of sky above us was the color of ever-changing violet and towards it the
lamps of the street lifted their feeble lanterns. The cold air stung us and we
played till our bodies glowed. Our shouts echoed in the silent street. The
career of our play brought us through the dark muddy lanes behind the
houses where we ran the gantlet of the rough tribes from the cottages, to
the back doors of the dark dripping gardens where odors arose from the ash-
pits, to the dark odorous stables where a coachman smoothed and combed
the horse or shook music from the buckled harness. When we returned to the
street light from the kitchen windows had filled the areas. If my uncle was
seen turning the corner we hid in the shadow until we had seen him safely
housed. Or if Mangan’s sister came out on the doorstep to call her brother in
to his tea we watched her from our shadow peer up and down the street. We
waited to see whether she would remain or go in and, if she remained, we left
our shadow and walked up to Mangan’s steps resignedly. She was waiting for
us, her figure defined by the light from the half-opened door. Her brother
always teased her before he obeyed and I stood by the railings looking at her.
Her dress swung as she moved her body and the soft rope of her hair tossed
from side to side.

Every morning I lay on the floor in the front parlor watching her door.
The blind was pulled down within an inch of the sash so that I could not be
seen. When she came out on the doorstep my heart leaped. I ran to the hall,
seized my books and followed her. I kept her brown figure always in my eye
and, when we came near the point at which our ways diverged, I quickened
my pace and passed her. This happened morning after morning. I had never
spoken to her, except for a few casual words, and yet her name was like a sum-
mons to all my foolish blood.

Her image accompanied me even in places the most hostile to romance.
On Saturday evenings when my aunt went marketing I had to go to carry
some of the parcels. We walked through the flaring streets, jostled by drunken
men and bargaining women, amid the curses of laborers, the shrill litanies of
shopboys who stood on guard by the barrels of pigs’ cheeks, the nasal chanting
of street singers, who sang a come-all-you about O’Donovan Rossa,’ or a ballad
about the troubles in our native land. These noises converged in a single sen-
sation of life for me: I imagined that I bore my chalice safely through the

?Irish ballads often summoned listeners by starting “Come all you. . . .” O’Donovan Rossa
was a revolutionary who encouraged violent rebellion against the British.—EDs.

o
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throng of foes. Her name sprang to my lips at moments in strange prayers and
praises which I myself did not understand. My eyes were often full of tears (I
could not tell why) and at times a flood from my heart seemed to pour itself
out into my bosom. I thought little of the future. I did not know whether I
would ever speak to her or not or, if I spoke to her, how I could tell her of my
confused adoration. But my body was like a harp and her words and gestures
were like fingers running upon the wires.

One evening I went into the back drawing-room in which the priest had
died. It was a dark rainy evening and there was no sound in the house.
Through one of the broken panes I heard the rain impinge upon the earth, the
fine incessant needles of water playing in the sodden beds. Some distant lamp
or lighted window gleamed below me. I was thankful that I could see so little.
All my senses seemed to desire to veil themselves and, feeling that I was about
to slip from them, I pressed the palms of my hands together until they trem-
bled, murmuring: O love! O love! many times.

At last she spoke to me. When she addressed the first words to me I was so
confused that I did not know what to answer. She asked me was I going to
Araby. I forget whether I answered yes or no. It would be a splendid bazaar, she
said; she would love to go.

— And why can’t you? I asked.

While she spoke she turned a silver bracelet round and round her wrist.
She could not go, she said, because there would be a retreat that week in her
convent. Her brother and two other boys were fighting for their caps and [ was
alone at the railings. She held one of the spikes, bowing her head towards me.
The light from the lamp opposite our door caught the white curve of her neck,
lit up her hair that rested there and, falling, lit up the hand upon the railing.
It fell over one side of her dress and caught the white border of a petticoat, just
visible as she stood at ease.

—It’s well for you, she said.

—If I go, I said, I will bring you something.

What innumerable follies laid waste my waking and sleeping thoughts
after that evening! | wished to annihilate the tedious intervening days. I
chafed against the work of school. At night in my bedroom and by day in the
classroom her image came between me and the page [ strove to read. The syl-
lables of the word Araby were called to me through the silence in which my
soul luxuriated and cast an Eastern enchantment over me. I asked for leave to
go to the bazaar on Saturday night. My aunt was surprised and hoped it was
not some Freemason® affair. I answered few questions in class. I watched my

YFreemasonry, a largely Protestant organization, was mistrusted and feared by Roman
Catholics in Ireland during Joyce’s time.—EDs.

o
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master’s face pass from amiability to sternness; he hoped I was not beginning
to idle. I could not call my wandering thoughts together. I had hardly any
patience with the serious work of life which, now that it stood between me
and my desire, seemed to me child’s play, ugly monotonous child’s play.

On Saturday morning [ reminded my uncle that I wished to go to the
bazaar in the evening. He was fussing at the hall-stand, looking for the hat-
brush, and answered me curtly:

— Yes, boy, I know.

As he was in the hall I could not go into the front parlor and lie at the
window. [ left the house in bad humor and walked slowly towards the school.
The air was pitilessly raw and already my heart misgave me.

When [ came home to dinner my uncle had not yet been home. Still it
was early. I sat staring at the clock for some time and, when its ticking began
to irritate me, I left the room. I mounted the staircase and gained the upper
part of the house. The high cold empty gloomy rooms liberated me and I went
from room to room singing. From the front window I saw my companions
playing below in the street. Their cries reached me weakened and indistinct
and, leaning my forehead against the cool glass, I looked over at the dark
house where she lived. I may have stood there for an hour, seeing nothing but
the brown-clad figure cast by my imagination, touched discreetly by the lamp-
light at the curved neck, at the hand upon the railings and at the border below
the dress.

When I came downstairs again I found Mrs. Mercer sitting at the fire. She
was an old garrulous woman, a pawnbroker’s widow, who collected used
stamps for some pious purpose. I had to endure the gossip of the tea-table. The
meal was prolonged beyond an hour and still my uncle did not come. Mrs.
Mercer stood up to go: She was sorry she couldn’t wait any longer, but it was
after eight o’clock and she did not like to be out late, as the night air was bad
for her. When she had gone I began to walk up and down the room, clench-
ing my fists. My aunt said:

— I'm afraid you may put off your bazaar for this night of Our Lord.

At nine o’clock I heard my uncle’s latchkey in the halldoor. I heard him
talking to himself and heard the hall-stand rocking when it had received the
weight of his overcoat. I could interpret these signs. When he was midway
through his dinner I asked him to give me the money to go to the bazaar. He
had forgotten.

—The people are in bed and after their first sleep now, he said.

[ did not smile. My aunt said to him energetically:

—Can’t you give him the money and let him go? You've kept him late
enough as it is.

16

19

20
21
22
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My uncle said he was very sorry he had forgotten. He said he believed in 23
the old saying: All work and no play makes Jack a dull boy. He asked me where I
was going and, when I had told him a second time he asked me did [ know The
Arab’s Farewell to His Steed.* When I left the kitchen he was about to recite
the opening lines of the piece to my aunt.

I held a florin’ tightly in my hands as I strode down Buckingham Street 24
towards the station. The sight of the streets thronged with buyers and glaring
with gas recalled to me the purpose of my journey. I took my seat in a third-
class carriage of a deserted train. After an intolerable delay the train moved
out of the station slowly. It crept onward among ruinous houses and over the
twinkling river. At Westland Row Station a crowd of people pressed to the
carriage doors; but the porters moved them back, saying that it was a special
train for the bazaar. I remained alone in the bare carriage. In a few minutes the
train drew up beside an improvised wooden platform. I passed out on to the
road and saw by the lighted dial of a clock that it was ten minutes to ten. In
front of me was a large building which displayed the magical name.

[ could not find any sixpenny entrance and, fearing that the bazaar would 25
be closed, I passed in quickly through a turnstile, handing a shilling to a
weary-looking man. I found myself in a big hall girdled at half its height by a
gallery. Nearly all the stalls were closed and the greater part of the hall was in
darkness. I recognized a silence like that which pervades a church after a ser-
vice. | walked into the center of the bazaar timidly. A few people were gath-
ered about the stalls which were still open. Before a curtain, over which the
words Café Chantant were written in colored lamps, two men were counting
money on a salver.® I listened to the fall of the coins.

Remembering with difficulty why I had come I went over to one of the 26
stalls and examined porcelain vases and flowered tea-sets. At the door of the
stall a young lady was talking and laughing with two young gentlemen. I
remarked their English accents and listened vaguely to their conversation.

—O, I never said such a thing! 27
—O, but you did! 28
—O, but I didn’t! 29
— Didn’t she say that? 30
— Yes. [ heard her. 31
—O, there’sa. .. fib! 32

* A popular poem relating the story of a desert nomad who sells his horse and then regrets
it.—EDs.

5 A British coin that today would be worth about twenty cents.— EDs.

A tray.—EDs.
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Observing me the young lady came over and asked me did [ wish to buy any-
thing. The tone of her voice was not encouraging; she seemed to have spoken
to me out of a sense of duty. I looked humbly at the great jars that stood like east-
ern guards at either side of the dark entrance to the stall and murmured:

—No, thank you.

The young lady changed the position of one of the vases and went back to
the two young men. They began to talk of the same subject. Once or twice the
young lady glanced at me over her shoulder.

I lingered before her stall, though I knew my stay was useless, to make my
interest in her wares seem the more real. Then I turned away slowly and
walked down the middle of the bazaar. [ allowed the two pennies to fall against
the sixpence in my pocket. [ heard a voice call from one end of the gallery that
the light was out. The upper part of the hall was now completely dark.

Gazing up into the darkness | saw myself as a creature driven and derided
by vanity; and my eyes burned with anguish and anger.

For a reading quiz, sources on James Joyce, and annotated links to further readings
on the Dublin of Joyce’s youth, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

What do you remember about your first love? What was special about the person you
were attracted to? How did you act around him or her? Was your interest reciprocated?
In your journal, write about the experience. (To take your journal writing further, see
“From Journal to Essay” on the facing page.)

Questions on Meaning

1. Throughout “Araby,” we never learn the name of Mangan’s sister. Why do you

suppose Joyce left this out of the story?

What does Araby represent to the boy?

How would you characterize the adults in the story? How sympathetic are they

toward the narrator?

4. What realization does the NARRATOR eventually come to? Where does Joyce most
directly state this THESIS? Why do you think he places it where he does?

5. What do you think is Joyce’s PURPOSE in telling this story?

SN S
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Questions on Writing Strategy

1. Throughout the story, Joyce contrasts the boy’s romantic longings with the real
world that surrounds him. What is the DOMINANT IMPRESSION of each? What
point is Joyce making with this contrast?

2. The narrator of this story is an adult looking back on his adolescence. Identify
some places in the story that reveal this POINT OF VIEW. How does the adult nar-
rator seem to feel about his youthful desires?

3. What does the DIALOG between the adults at Araby (pars. 27-32) add to the
story!

4. OTHER METHODS How does Joyce use CAUSE AND EFFECT in paragraph 127 What
is the point of this paragraph?

Questions on Language

1. What is the double meaning of the word blind in the first paragraph? How do both
meanings relate to the dominant impression of North Richmond Street?

2. How does the PERSONIFICATION in paragraph 1 help set the TONE of the passages
describing the boy’s environment?

3. Find some examples of religious imagery throughout the story. What point does
Joyce seem to be making with these IMAGES?

4. Joyce uses a number of words that might be unfamiliar. Consult a dictionary if you
need help defining any of the following: imperturbable (par. 1); musty, straggling
(2); somber, gantlet, resignedly (3); diverged, summons (4); jostled, litanies, con-
verged, chalice, throng (5); impinge, incessant, sodden (6); petticoat (9); innu-
merable, follies, annihilate, chafed, luxuriating, amiability, monotonous (12);
curtly (13); pitilessly, misgave (15); discreetly (16); garrulous, pious (17); strode,
thronged, ruinous, improvised (24); girdled (25); wares (36); derided (37).

Suggestions for Writing

1. FROM JOURNALTO ESSAY  Working from your journal entry, write an essay about
your first crush. Like Joyce, you may structure your essay as a NARRATIVE, but focus
on recalling striking descriptive details to convey a dominant impression of your
experience and what you learned from it.

2. Joyce is known for writing about epiphanies, sudden moments of clarity or insight
such as that experienced by the narrator at the end of “Araby.” Write a narrative
essay recounting a time when you experienced an epiphany. Whether it was trig-
gered by something as small as a fortune cookie or as large as a car accident, try to
convey as vividly as you can the events leading up to the epiphany and the
moment of insight itself.

3. CRITICALWRITING ANALYZE Joyce’s use of sensory IMAGES in “Araby.” How does
the abundant imagery help convey the story’s dominant impression of the con-
trast between the narrator’s romantic idealism and his actual surroundings? What
else do the images contribute to the story? Much has been written about “Araby,”
so you might back up your own ideas by citing EVIDENCE from works of literary
criticism.
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4. CONNECTIONS In “Orange Crush” (p. 164), Yiyun Li also uses description to
convey an experience of adolescent longing. Write an essay comparing and con-
trasting Li’s and Joyce’s portrayals of adolescence. How are the narrators’ desires
and subsequent epiphanies similar and different? What do the narrators learn
about themselves and about the world around them? What is each writer saying
about the experience of being a teenager?
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Description

1. This is an in-class writing experiment. Describe another person in the room so
clearly and unmistakably that when you read your description aloud, your subject
will be recognized. (Be OBJECTIVE. No insulting descriptions, please!)

2. Write a paragraph describing one subject from each of the following categories. It
will be up to you to make the general subject refer to a particular person, place, or
thing. Write at least one paragraph as an objective description and at least one as
a SUBJECTIVE description.

PERSON THING
A friend or roommate A car
A typical hip-hop, jazz, or A dentist’s drill
country musician A painting or photograph
One of your parents A foggy day
An elderly person you know A season of the year
A prominent politician A musical instrument
A historical figure
PLACE
An office

A classroom

A college campus

A vacation spot

A hospital emergency room

A forest

3. In a brief essay, describe your ideal place —perhaps an apartment, a dorm room,
a vacation spot, a restaurant, a gym, a store, a garden, a dance club or other kind
of club. With concrete details, try to make the ideal seem actual.

Narration and Description

4. Use a combination of NARRATION and description to develop any one of the fol-
lowing topics:
Your first day on the job
Your first day at college
Returning to an old neighborhood
Getting lost
A brush with a celebrity
Delivering bad (or good) news

183
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EXAMPLE

Pointing to Instances

<« Examples in a cartoon

This cartoon by Greg LeLievre, from The New Yorker in March
2007, uses the method of example in a complex way. Most
simply, the drawings propose instances of the general category
stated in the title—imaginary “low-energy drinks.” At the same
time, the humor of the examples comes from their contrast with
real caffeine-laced high-energy drinks such as Xtreme Shock Fruit
Punch, Jolt Cola, Zippfizz Liquid Shot, and AMP High Energy
Overdrive. Whom are these drinks marketed to? (Consider visit-
ing a grocery store or gas station minimart to see some samples
up close.) Whom does their marketing ignore? How would you
express LeLievre’s general idea in this cartoon?

185
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THE METHOD

“There have been many women runners of distinction,” a writer begins,
and quickly goes on, “among them Joan Benoit, Grete Waitz, Florence Grif-
fith Joyner, and Marion Jones.”

You have just seen examples at work. An EXAMPLE (from the Latin exem-
plum: “one thing selected from among many”) is an instance that reveals a
whole type. By selecting an example, a writer shows the nature or character of
the group from which it is taken. In a written essay, examples will often serve
to illustrate a general statement, or GENERALIZATION. Here, for instance, the
writer Linda Wolfe makes a point about the food fetishes of Roman emperors
(Domitian and Claudius ruled in the first century AD).

The emperors used their gastronomical concerns to indicate their con-
tempt of the country and the whole task of governing it. Domitian humiliated
his cabinet by forcing them to attend him at his villa to help solve a serious
problem. When they arrived he kept them waiting for hours. The problem, it
finally appeared, was that the emperor had just purchased a giant fish, too large
for any dish he owned, and he needed the learned brains of his ministers to
decide whether the fish should be minced or whether a larger pot should be
sought. The emperor Claudius one day rode hurriedly to the Senate and de-
manded they deliberate the importance of a life without pork. Another time
he sat in his tribunal ostensibly administering justice but actually allowing the
litigants to argue and orate while he grew dreamy, interrupting the discussions
only to announce, “Meat pies are wonderful. We shall have them for dinner.”

Wolfe might have allowed the opening sentence of her paragraph — the TOPIC
SENTENCE—to remain a vague generalization. Instead, she supports it with
three examples, each a brief story of an emperor’s contemptuous behavior.
With these examples, Wolfe not only explains and supports her generalization
but also animates it.

The method of giving examples— of illustrating what you'’re saying with
a “for instance” —is not merely helpful to all kinds of writing; it is indispens-
able. Writers who bore us, or lose us completely, often have an ample supply
of ideas; their trouble is that they never pull their ideas down out of the
clouds. A dull writer, for instance, might declare, “The emperors used food to
humiliate their governments,” and then, instead of giving examples, go on,
“They also manipulated their families,” or something—adding still another
large, unillustrated idea. Specific examples are needed elements in effective
prose. Not only do they make ideas understandable, but they also keep readers
awake. (The previous paragraphs have tried—by giving examples from Linda
Wolfe and from “a dull writer” —to illustrate this point.)



41438 02 185-221 KENN 10e r3jk 12/17/07 12:12@ Page 187

Example 187

THE PROCESS
The Generalization and the Thesis

Examples illustrate a generalization, such as Linda Wolfe’s opening state-
ment about the Roman emperors. Any example essay is bound to have such a
generalization as its THESIS, expressed in a THESIS STATEMENT. Here are two
examples from the essays in this chapter:

Sometimes I think we would be better off [in dealing with social problems] if
we forgot about the broad strokes and concentrated on the details.
— Anna Quindlen, “Homeless”

That first encounter, and those that followed, signified that a vast, unnerving

gulf lay between nighttime pedestrians— particularly women —and me.
— Brent Staples, “Black Men and Public Space”

The thesis statement establishes the backbone, the central idea, of an essay
developed by example. Then the specifics bring the idea down to earth for
readers.

9dwrexy

The Examples

An essay developed by example will often start with an example or two.
That is, you'll see something—a man pilfering a quarter for bus fare from a
child’s Kool-Aid stand, a friend dating another friend’s fiancé (or fiancée) —
and your observation will suggest a generalization (perhaps a statement about
how people mishandle ethical dilemmas). But a mere example or two proba-
bly won’t demonstrate your generalization for readers and thus won’t achieve
your PURPOSE. For that you’ll need a range of instances.

Where do you find more? In anything you know—or care to learn. Start
close to home. Seek examples in your own immediate knowledge and experi-
ence. Explore your conversations with others, your studies, and the storehouse
of information you have gathered from books, newspapers, radio, TV, and the
Internet as well as from popular hearsay: proverbs and sayings, popular songs,
bits of wisdom you’ve heard voiced in your family.

Now and again, you may feel an irresistible temptation to make up an
example out of thin air. This procedure is risky, but with imagination it can
work wonderfully. When Henry David Thoreau, in Walden, attacked Ameri-
cans’ smug pride in the achievements of nineteenth-century science and
industry, he wanted to illustrate that kind of invention or discovery “which
distracts our attention from serious things.” Two decades before the invention
of the telephone, Thoreau made up the example of a transatlantic speaking
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tube and what it might convey: “We are eager to tunnel under the Atlantic
and bring the Old World some weeks nearer to the New; but perchance the
first news that will leak through into the broad, flapping American ear will be
that the Princess Adelaide has the whooping cough.” (Thoreau would be ap-
palled at what we know of the British Royal Family via just the sort of com-
munication he imagined.)

A hypothetical example can work if, like Thoreau’s, it is fresh and apt; but
an example from fact or experience is likely to carry more weight. Suppose you
have to write about the benefits— any benefits— that recent science has con-
ferred upon the nation. You might imagine one such benefit: the prospect of
one day being able to vacation in outer space and drift about in free-fall like a
soap bubble. That imagined benefit would be all right, but it is obviously a
conjecture that you dreamed up without going to the library. Do a little dig-
ging on the Internet or in recent books and magazines. Your reader will feel
better informed to be told that science —specifically, the NASA space pro-
gram — has produced useful inventions. You add:

Among these are the smoke detector, originally developed as Skylab equip-
ment; the inflatable air bag to protect drivers and pilots, designed to cushion
astronauts in splashdowns; a walking chair that enables paraplegics to mount
stairs and travel over uneven ground, derived from the moonwalkers’ surface
buggy; the technique of cryosurgery, the removal of cancerous tissue by fast
freezing.

By using specific examples like these, you render the idea of “benefits to soci-
ety” more concrete and more definite. Such examples are not prettifications of
your essay; they are necessary if you are to hold your readers’ attention and
convince them that you are worth listening to.

When giving examples, you'll find other methods useful. Sometimes, as
in the paragraph by Linda Wolfe, an example takes the form of a NARRATIVE
(Chap. 4): an ANECDOTE or a case history. Sometimes an example embodies a
vivid DESCRIPTION of a person, place, or thing (Chap. 5).

Lazy writers think, “Oh well, I can’t come up with any example here—I’ll
just leave it to the reader to find one.” The flaw in this ASSUMPTION is that the
reader may be as lazy as the writer. As a result, a perfectly good idea may be left
suspended in the stratosphere. The linguist and writer S. I. Hayakawa tells the
story of a professor who, in teaching a philosophy course, spent a whole semes-
ter on the theory of beauty. When students asked him for a few examples of
beautiful paintings, symphonies, or works of nature, he refused, saying, “We
are interested in principles, not in particulars.” The professor himself may well
have been interested in principles, but it is a safe bet that his classroom
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resounded with snores. In written EXPOSITION, it is undoubtedly the particu-
lars— the pertinent examples— that keep a reader awake and having a good
time, and taking in the principles besides.

FOCUS ON SENTENCE VARIETY

While accumulating and detailing examples during drafting, you may find
yourself writing strings of similar sentences:

UNVARIED  One example of a movie about a disease is In the Forest. Another
example is The Beating Heart. Another is Tree of Life. These three movies treat
misunderstood or little-known diseases in a way that increases the viewer’s sym-
pathy and understanding. In the Forest deals with a little boy who suffers from
cystic fibrosis. The Beating Heart deals with a middle-aged woman who is weak-
ening from multiple sclerosis. Tree of Life deals with a father of four who is dying
from AIDS. All three movies show complex, struggling human beings caught
blamelessly in desperate circumstances.

9dwrexy

The writer of this paragraph was clearly pushing to add examples and to
expand them—Dboth essential tasks—but the resulting passage needs editing
so that the writer’s labor isn’t so obvious. In the more readable and interesting
revision, the sentences vary in structure, group similar details, and distinguish
the specifics from the generalizations:

VARIED Three movies dealing with disease are In the Forest, The Beating Heart,
and Tree of Life. In these movies people with little-known or misunderstood dis-
eases become subjects for the viewer’s sympathy and understanding. A little boy
suffering from cystic fibrosis, a middle-aged woman weakening from multiple
sclerosis, a father of four dying from AIDS—these complex, struggling human
beings are caught blamelessly in desperate circumstances.

For exercises on sentence variety, visit Exercise Central at bedfordstmartins
.com/thebedfordreader.

CHECKLIST FOR REVISING AN EXAMPLE ESSAY

¢/ GENERALIZATION What general statement do your examples illustrate?
Will it be clear to readers what ties the examples together?

¢/ SUPPORT Do you have enough examples to establish your generaliza-
tion, or will readers be left needing more?

¢/ SPECIFICS Are your examples detailed? Does each capture some aspects
of the generalization?
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¢/ RELEVANCE Do all your examples relate to your generalization? Should
any be cut because they go off track?

¢/ SENTENCE VARIETY Have you varied sentence structures for clarity and
interest?

EXAMPLES IN PARAGRAPHS
Writing About Television

This paragraph appears in an essay maintaining that television merely
simulates, or imitates, real problems, events, activities, and institutions. The
essay offers many examples of programming that only seem to represent what's
real, such as morning news shows, small-claims courts, and wrestling. (Al-
though the essay predates the recent explosion of “reality” TV, from Survivor
to Wife Swap, it would apply to those shows as well.) Here the author uses
specific examples of TV wrestling to show how it simulates televised football,
basketball, and other sports.

To sustain the simulation, wrestling must construct and main-
tain a little universe of the simulated. To do this, its discourse refers | Generalization to
in its every enunciation to the apparatus used to broadcast conven- | be illustrated
tional sport. Wrestling features the same style of ringside commen- |
tary, the same interpolation of interviews, the same mystification of
sporting expertise, the same freeze-frame and instant replay formats, |-six examples
the same faintly prurient interest in the wrestlers’ private lives (not
to mention parts), the same cults of personality, and so on. This sys- |
tem of understanding, however, is marshaled in the service of an
event which is a parody of its originating source: “real” sport.
— Michael Sorkin, “Faking It,”
in Watching Television, ed. Todd Gitlin

Writing in an Academic Discipline

The following paragraph from an economics textbook appears amid the
author’s explanation of how markets work. To dispel what might seem like
clouds of theory, the author here brings an abstract principle down to earth
with a concrete and detailed example.

The primary function of the market is to bring together suppli-
ers and demanders so that they can trade with one another. Buyers
and sellers do not necessarily have to be in face-to-face contact; | Generalization to
they can signal their desires and intentions through various inter- be illustrated

o
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mediaries. For example, the demand for green beans in California is
not expressed directly by the green bean consumers to the green
bean growers. People who want green beans buy them at a grocery
store; the store orders them from a vegetable wholesaler; the whole-
saler buys them from a bean cooperative, whose manager tells local [-Single extended
farmers of the size of the current demand for green beans. The de- | ©xample

manders of green beans are able to signal their demand schedule to
the original suppliers, the farmers who raise the beans, without any
personal communication between the two parties. i

—Lewis C. Solmon, Microeconomics

EXAMPLES IN PRACTICE

As a college sophomore, Kharron Reid was applying for a summer intern-
ship implementing computer networks for businesses. He put together a
résumé structured to present his previous work experience and his education
for this kind of job. (See the résumé on p. 383.)

In drafting a cover letter for the résumé, Reid at first found himself repeat-
ing all his background in a very long letter. On the advice of his school’s place-
ment office, he rewrote the letter to emphasize just what the prospective
employer would most need to know: the work, courses, and computer skills
that qualified him for the opening it had. The rewritten letter, below, focuses
on examples from the résumé to support the statement (in the second-to-last
paragraph) that “my education and my hands-on experience with networking
prepare me for the opening you have.”

9dwrexy

Kharron Reid

137 Chester St., Apt. E
Allston, MA 02134
February 23, 2007

Ms. Dolores Jackson
Human Resources Director
E-line Systems

75 Arondale Avenue
Boston, MA 02114

Dear Ms. Jackson:

I am applying for the network development internship in your information tech-
nology department, advertised in the career services office of Boston University.

I have considerable experience in network development from summer intern-
ships at NBS Systems and at Pioneer Networking. At NBS I planned and laid

o
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the physical platforms and configured the software for seven WANs on a Win-
dows XP server. At Pioneer, I laid the physical platforms and configured the
software to connect eight workstations into a LAN. Both internships gave me
experience in every stage of network development.

In the fall I will be entering my third year in Boston University’s School of
Management, majoring in business administration and information systems. I
have completed courses in computers (including programming), information
systems, and business. In addition to my experience and coursework, I am
proficient in Unix, Windows XP/2000/2003, and Linux.

As the enclosed résumé indicates, my education and my hands-on experience
with network development prepare me for the opening you have.

I am available for an interview at your convenience. Please call me at
(617) 555-4009 or e-mail me at kreid@bu.edu.

Sincerely,

Kharron Reid
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HOMELESSNESS

BARBARA LAZEAR ASCHER

BARBARA LAZEAR ASCHER was born in 1946 and educated at Bennington
College and Cardozo School of Law. She practiced law for two years in a
private firm, where she found herself part of a power structure in which those
on top resembled “the two-year-old with the biggest plastic pail and shovel
on the beach. It’s a life of nervous guardianship.” Ascher quit the law to
devote herself to writing, to explore, as she says, “what really matters.” Her
essays have appeared in the New York Times, the Yale Review, Vogue, and
other periodicals and have been collected in Playing After Dark (1986) and
The Habit of Loving (1989). She has also published Landscape Without Grav-
ity: A Memoir of Grief (1993), about her brother’s death from AIDS, and
Dancing in the Dark: Romance, Yearning, and the Search for the Sublime (1999),
about our quest for romance. Ascher has worked as an editor at several mag-
azines and a book publisher and periodically teaches writing at Bennington.

On Compassion

Ascher often writes about life in New York City, where human problems
sometimes seem larger and more stubborn than in other places. In this essay
Ascher uses examples from the city to address a universal need: compassion
for those who require help. In New York and elsewhere in the United States,
the problem of homelessness has not abated since Ascher’s essay first ap-
peared in Elle magazine in 1988. Using government data, the National
Alliance to End Homelessness estimated in 2007 that more than 700,000
Americans were homeless. The essay following this one, Anna Quindlen’s
“Homeless,” addresses the same issue.

The man’s grin is less the result of circumstance than dreams or madness. 1
His buttonless shirt, with one sleeve missing, hangs outside the waist of his
baggy trousers. Carefully plaited dreadlocks bespeak a better time, long ago.
As he crosses Manhattan’s Seventy-ninth Street, his gait is the shuffle of the
forgotten ones held in place by gravity rather than plans. On the corner of
Madison Avenue, he stops before a blond baby in an Aprica stroller. The
baby’s mother waits for the light to change and her hands close tighter on the
stroller’s handle as she sees the man approach.

The others on the corner, five men and women waiting for the crosstown 2
bus, look away. They daydream a bit and gaze into the weak rays of November
light. A man with a briefcase lifts and lowers the shiny toe of his right shoe,

193
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watching the light reflect, trying to catch and balance it, as if he could hold
and make it his, to ease the heavy gray of coming January, February, and
March. The winter months that will send snow around the feet, calves, and
knees of the grinning man as he heads for the shelter of Grand Central or
Pennsylvania Station.

But for now, in this last gasp of autumn warmth, he is still. His eyes fix on
the baby. The mother removes her purse from her shoulder and rummages
through its contents: lipstick, a lace handkerchief, an address book. She finds
what she’s looking for and passes a folded dollar over her child’s head to the
man who stands and stares even though the light has changed and traffic nav-
igates about his hips.

His hands continue to dangle at his sides. He does not know his part. He
does not know that acceptance of the gift and gratitude are what make this
transaction complete. The baby, weary of the unwavering stare, pulls its blan-
ket over its head. The man does not look away. Like a bridegroom waiting at
the altar, his eyes pierce the white veil.

The mother grows impatient and pushes the stroller before her, bearing
the dollar like a cross. Finally, a black hand rises and closes around green.

Was it fear or compassion that motivated the gift?

Up the avenue, at Ninety-first Street, there is a small French bread shop
where you can sit and eat a buttery, overpriced croissant and wash it down
with rich cappuccino. Twice when I have stopped here to stave hunger or stay
the cold, twice as | have sat and read and felt the warm rush of hot coffee and
milk, an old man has wandered in and stood inside the entrance. He wears a
stained blanket pulled up to his chin, and a woolen hood pulled down to his
gray, bushy eyebrows. As he stands, the scent of stale cigarettes and urine fills
the small, overheated room.

The owner of the shop, a moody French woman, emerges from the
kitchen with steaming coffee in a Styrofoam cup, and a small paper bag of . . .
of what? Yesterday’s bread? Today’s croissant! He accepts the offering as
silently as he came, and is gone.

Twice | have witnessed this, and twice I have wondered, what compels
this woman to feed this man? Pity? Care? Compassion? Or does she simply
want to rid her shop of his troublesome presence? If expulsion were her moti-
vation she would not reward his arrival with gifts of food. Most proprietors do
not. They chase the homeless from their midst with expletives and threats.

As winter approaches, the mayor of New York City is moving the home-
less off the streets and into Bellevue Hospital. The New York Civil Liber-
ties Union is watchful. They question whether the rights of these people who
live in our parks and doorways are being violated by involuntary hospitali-
zation.

10
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[ think the mayor’s notion is humane, but I fear it is something else as
well. Raw humanity offends our sensibilities. We want to protect ourselves
from an awareness of rags with voices that make no sense and scream forth in
inarticulate rage. We do not wish to be reminded of the tentative state of our
own well-being and sanity. And so, the troublesome presence is removed from
the awareness of the electorate.

Like other cities, there is much about Manhattan now that resembles
Dickensian London. Ladies in high-heeled shoes pick their way through
poverty and madness. You hear more cocktail party complaints than usual, “I
just can’t take New York anymore.” Our citizens dream of the open spaces of
Wyoming, the manicured exclusivity of Hobe Sound.

And yet, it may be that these are the conditions that finally give birth to
empathy, the mother of compassion. We cannot deny the existence of the
helpless as their presence grows. It is impossible to insulate ourselves against
what is at our very doorstep. I don’t believe that one is born compassionate.
Compassion is not a character trait like a sunny disposition. It must be
learned, and it is learned by having adversity at our windows, coming through
the gates of our yards, the walls of our towns, adversity that becomes so famil-
iar that we begin to identify and empathize with it.

For the ancient Greeks, drama taught and reinforced compassion within
a society. The object of Greek tragedy was to inspire empathy in the audi-
ence so that the common response to the hero’s fall was: “There, but for the
grace of God, go [.” Could it be that this was the response of the mother who
offered the dollar, the French woman who gave the food? Could it be that the
homeless, like those ancients, are reminding us of our common humanity? Of
course, there is a difference. This play doesn’t end—and the players can’t go
home.

For a reading quiz, sources on Barbara Lazear Ascher, and annotated links to further
readings on homelessness, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Using Ascher’s essay as a springboard, consider a personal experience that involved
misfortune. Have you ever needed to beg on the street, been evicted from an apart-
ment, or had to scrounge for food? Have you ever been asked for money by beggars,

o
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worked in a soup kitchen, or volunteered at a shelter or public hospital? Write about
such an experience in your journal. (To take your journal writing further, see “From
Journal to Essay” below.)

DO —

- W

Questions on Meaning

What do the two men in Ascher’s essay exemplify?
What is Ascher’s THESIS? What is her PURPOSE?

. What solution to homelessness is introduced in paragraph 10? What does Ascher

think of this possibility?
How do you interpret Ascher’s last sentence? Is she optimistic or pessimistic
about whether people will learn compassion?

Questions on Writing Strategy

. Which comes first, the GENERALIZATIONS or the supporting examples? Why has

Ascher chosen this order?
What assumptions does the author make about her AUDIENCE?

. Why do the other people at the bus stop look away (par. 2)? What does Ascher’s

DESCRIPTION of their activities say about them?
Look at the sentences in paragraph 13. How does the variety in their structure
reinforce Ascher’s meaning?

. OTHER METHODS Ascher explores CAUSES AND EFFECTS. Do you agree with her

that exposure to others’ helplessness increases our compassion? Why, or why not?

Questions on Language

. What is the difference between empathy and compassion? Why does Ascher say

that “empathy [is] the mother of compassion” (par. 13)?

Find definitions for the following words: plaited, dreadlocks, bespeak (par. 1);
stave, stay (7); expletives (9); inarticulate, electorate (11).

What are the implications of Ascher’s ALLUSION to “Dickensian London” (par. 12)?
Examine the language Ascher uses to describe the two homeless men. Is it OBJEC-
TIVE? sympathetic? negative?

Suggestions for Writing

. FROM JOURNALTO ESSAY  Write an essay on the experience you explored in your

journal, using examples to convey the effect the experience had on you.
Write an essay on the problem of homelessness in your town or city. Use examples
to support your view of the problem and a possible solution.

. In paragraph 10 Ascher refers to the involuntary hospitalization of homeless

people and the concerns such government action raises among supporters of indi-
vidual rights, such as the American Civil Liberties Union. What is your opinion
of the rights of homeless people to live on the streets? How do you distinguish
among the individual’s rights, the community’s responsibilities to the individual,

o
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and the community’s rights? (For instance, what if a homeless person seems sick?
What if he or she seems unstable, if not violent?) You may work solo on this
assignment—stating your ideas and supporting them with EVIDENCE from your
own observations and experience—or you may conduct research to discover
legal and other arguments and data to support your ideas.

4. CRITICALWRITING In her last paragraph, Ascher mentions but does not address
another key difference between the characters in Greek tragedy and the homeless
on today’s streets: The former were “heroes”—gods and goddesses, kings and
queens— whereas the latter are placeless, poor, anonymous, even reviled. Does
this difference negate Ascher’s comparison between Greek theatergoers and our-
selves or her larger point about how compassion is learned? Answer in a brief
essay, saying why or why not.

5. CONNECTIONS The next essay, Anna Quindlen’s “Homeless,” also uses ex-
amples to make a point about homelessness. What are some of the differences in
the examples each writer uses? In a brief essay, explore whether and how these
differences create different TONES in the two works.

Barbara Lazear Ascher on Writing

A lawyer before she was a full-time writer, Barbara Lazear Ascher thinks
that her legal training helped her become a stronger writer.

“I believe there is a kind of legal thinking that becomes part of your own
thinking,” she told Jean W. Ross of Contemporary Authors. “What it did for me
was help me to become quite a tight writer. My pieces are very short, and |
think a lot of that has to do with the training in law, which is to tell the facts
and the theories, and then put it all together and close it up. I might have
been a more excessive writer if | hadn’t had the legal training.”

For Ascher, the essay is the ideal form of expression. “I'm quite impatient,
so it’s very satisfying to have a small space in which to tell what it was you
wanted to tell. You get to the point right away instead of having to drag it out
and slowly reveal it.”

For Discussion

1. How did her legal training help Ascher when she became a writer? How does a
“tight writer” help readers as well?

2. How might an “excessive writer” have trouble with the essay form? What, in your
view, is “excessive” writing?
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ANNA QUINDLEN

ANNA QUINDLEN was born in 1952 and graduated from Barnard College in
1974. She worked as a reporter for the New York Post and the New York Times
before taking over the Times’s “About New York” column, serving as the
paper’s deputy metropolitan editor, and in 1986 creating her own weekly col-
umn, “Life in the Thirties.” Between 1989 and 1994 Quindlen wrote a twice-
weekly op-ed column for the Times on social and political issues, earning a
Pulitzer Prize in 1992. In 1999 she began writing “The Last Word,” a biweekly
column for Newsweek magazine. Her essays and columns are collected in Liv-
ing Out Loud (1988), Thinking Out Loud (1993), and Loud and Clear (2004).
Her latest nonfiction book is London: A Tour of the World’s Greatest Fictional
City (2006). Quindlen has also published two books for children and five
successful novels: Object Lessons (1991), One True Thing (1994), Black and
Blue: A Novel (1998), Blessings (2002), and Rise and Shine (2006).

Homeless

In this essay from Living Out Loud, Quindlen mingles a reporter’s respect for
details with a passionate regard for life. She uses examples to explore the
same topic as Barbara Lazear Ascher (p. 193) from a different slant. Both
essays date from the late 1980s, but both also remain fresh because of the per-
sistence of homelessness as a social problem.

Her name was Ann, and we met in the Port Authority Bus Terminal sev-
eral Januarys ago. I was doing a story on homeless people. She said [ was wast-
ing my time talking to her; she was just passing through, although she’d been
passing through for more than two weeks. To prove to me that this was true,
she rummaged through a tote bag and a manila envelope and finally unfolded
a sheet of typing paper and brought out her photographs.

They were not pictures of family, or friends, or even a dog or cat, its eyes
brown-red in the flashbulb’s light. They were pictures of a house. It was like a
thousand houses in a hundred towns, not suburb, not city, but somewhere in
between, with aluminum siding and a chain-link fence, a narrow driveway
running up to a one-car garage and a patch of backyard. The house was yellow.
I looked on the back for a date or a name, but neither was there. There was no
need for discussion. I knew what she was trying to tell me, for it was something
[ had often felt. She was not adrift, alone, anonymous, although her bags and

198
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her raincoat with the grime shadowing its creases had made me believe she
was. She had a house, or at least once upon a time had had one. Inside were cur-
tains, a couch, a stove, potholders. You are where you live. She was somebody.

I’ve never been very good at looking at the big picture, taking the global
view, and I've always been a person with an overactive sense of place, the
legacy of an Irish grandfather. So it is natural that the thing that seems most
wrong with the world to me right now is that there are so many people with
no homes. I'm not simply talking about shelter from the elements, or three
square meals a day or a mailing address to which the welfare people can send
the check—although I know that all these are important for survival. 'm
talking about a home, about precisely those kinds of feelings that have wound
up in cross-stitch and French knots on samplers over the years.

Home is where the heart is. There’s no place like it. [ love my home with
a ferocity totally out of proportion to its appearance or location. I love dumb
things about it: the hot-water heater, the plastic rack you drain dishes in, the
roof over my head, which occasionally leaks. And yet it is precisely those
dumb things that make it what it is—a place of certainty, stability, pre-
dictability, privacy, for me and for my family. It is where I live. What more can
you say about a place than that? That is everything.

Yet it is something that we have been edging away from gradually during
my lifetime and the lifetimes of my parents and grandparents. There was a
time when where you lived often was where you worked and where you grew
the food you ate and even where you were buried. When that era passed,
where you lived at least was where your parents had lived and where you
would live with your children when you became enfeebled. Then, suddenly
where you lived was where you lived for three years, until you could move on
to something else and something else again.

And so we have come to something else again, to children who do not
understand what it means to go to their rooms because they have never had
a room, to men and women whose fantasy is a wall they can paint a color
of their own choosing, to old people reduced to sitting on molded plastic
chairs, their skin blue-white in the lights of a bus station, who pull pictures of
houses out of their bags. Homes have stopped being homes. Now they are real
estate.

People find it curious that those without homes would rather sleep sitting
up on benches or huddled in doorways than go to shelters. Certainly some pre-
fer to do so because they are emotionally ill, because they have been locked in
before and they are damned if they will be locked in again. Others are afraid
of the violence and trouble they may find there. But some seem to want some-
thing that is not available in shelters, and they will not compromise, not for a
cot, or oatmeal, or a shower with special soap that kills the bugs. “One room,”

o
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a woman with a baby who was sleeping on her sister’s floor, once told me,
“painted blue.” That was the crux of it; not size or location, but pride of own-
ership. Painted blue.

This is a difficult problem, and some wise and compassionate people are
working hard at it. But in the main I think we work around it, just as we walk
around it when it is lying on the sidewalk or sitting in the bus terminal — the
problem, that is. It has been customary to take people’s pain and lessen our
own participation in it by turning it into an issue, not a collection of human
beings. We turn an adjective into a noun: the poor, not poor people; the
homeless, not Ann or the man who lives in the box or the woman who sleeps
on the subway grate.

Sometimes I think we would be better off if we forgot about the broad
strokes and concentrated on the details. Here is a woman without a bureau.
There is a man with no mirror, no wall to hang it on. They are not the home-
less. They are people who have no homes. No drawer that holds the spoons.
No window to look out upon the world. My God. That is everything.

For a reading quiz, sources on Anna Quindlen, and annotated links to further read-
ings on homelessness, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

What does the word home mean to you? Does it involve material things, privacy, fam-
ily, a sense of permanence? In your journal, explore your ideas about this word. (To
take your journal writing further, see “From Journal to Essay” on the facing page.)

Questions on Meaning

1. What is Quindlen’s THESIS?

2. What distinction is Quindlen making in her CONCLUSION with the sentences
“They are not the homeless. They are people who have no homes”?

3. Why does Quindlen believe that having a home is important?

Questions on Writing Strategy

1. Why do you think Quindlen begins with the story of Ann? How else might
Quindlen have begun her essay?
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What is the EFFECT of Quindlen’s examples of her own home?

. What key ASSUMPTIONS does the author make about her AUDIENCE! Are the

assumptions reasonable? Where does she specifically address an assumption that
might undermine her view?

How does Quindlen vary the sentences in paragraph 7 that give examples of why
homeless people avoid shelters?

. OTHER METHODS Quindlen uses examples to support an ARGUMENT. What posi-

tion does she want readers to recognize and accept?

Questions on Language

What is the effect of “My God” in the last paragraph?
How might Quindlen be said to give new meaning to the old CLICHE “Home is
where the heart is” (par. 4)?

. What is meant by “crux” (par. 7)? Where does the word come from?

Suggestions for Writing

. FROM JOURNALTO ESSAY  Write an essay that gives a detailed DEFINITION of home

by using your own home(s), hometown(s), or experiences with home(s) as sup-
porting examples. (See Chap. 12 if you need help with definition.)

Have you ever moved from one place to another? What sort of experience was it?
Write an essay about leaving an old home and moving to a new one. Was there
an activity or a piece of furniture that helped ease the transition?

. Estimates of the number of homeless people in the United States vary widely.

Research the numbers, and then write an essay in which you present your find-
ings and propose reasons for the variations.

CRITICAL WRITING  Write a brief essay in which you agree or disagree with
Quindlen’s assertion that a home is “everything.” Can one, for instance, be a ful-
filled person without a home? In your answer, take account of the values that
might underlie an attachment to home; Quindlen mentions “certainty, stability,
predictability, privacy” (par. 4), but there are others, including some (such as
fear) that are less positive.

. CONNECTIONS COMPARE AND CONTRAST the views of homelessness and its solu-

tion in Quindlen’s “Homeless” and Barbara Lazear Ascher’s “On Compassion”
(p. 193). Use specific passages from each essay to support your comparison.

Anna Quindlen on Writing

Anna Quindlen started her writing career as a newspaper reporter. “I had

wanted to be a writer for most of my life,” she recalls in the introduction to her
book Living Out Loud, “and in the service of the writing I became a reporter.

o
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For many years | was able to observe, even to feel, life vividly, but at second-
hand. I was able to stand over the chalk outline of a body on a sidewalk
dappled with black blood; to stand behind the glass and look down into an
operating theater where one man was placing a heart in the yawning chest of
another; to sit in the park on the first day of summer and find myself profes-
sionally obligated to record all the glories of it. Every day I found answers:
who, what, when, where, and why.”

Quindlen was a good reporter, but the business of finding answers did not
satisfy her personally. “In my own life,” she continues, “I had only questions.”
Then she switched from reporter to columnist at the New York Times. It was
“exhilarating,” she says, that “my work became a reflection of my life. After
years of being a professional observer of other people’s lives, | was given the
opportunity to be a professional observer of my own. I was permitted—and
permitted myself —to write a column, not about my answers, but about my
questions. Never did I make so much sense of my life as I did then, for it was
inevitable that as a writer I would find out most clearly what I thought, and
what I only thought I thought, when I saw it written down. . .. After years
of feeling secondhand, of feeling the pain of the widow, the joy of the winner,
[ was able to allow myself to feel those emotions for myself.”

For Discussion

1. What were the advantages and disadvantages of news reporting, according to
Quindlen?

2. What did Quindlen feel she could accomplish in a column that she could not
accomplish in a news report? What evidence of this difference do you see in her
essay “Homeless”?
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ANDREW KORITZ KRULL

ANDREW KORITZ KRULL is a chemistry major at lowa State University with
plans to pursue a doctor of pharmacy degree. He was born in Mankato, Min-
nesota, in 1986 and grew up in Nebraska and lowa. At lowa State, Krull
works at the limnology laboratory, which tests for contaminants in lakes.

Celebrating the Pity
of Brotherly Love

Krull wrote this essay for a composition class and then published it in 2006
in the “My Turn” feature of Newsweek magazine. Using examples, he
explains how as a child he was both beaten down and lifted up by his broth-
ers. Krull’s essay will seem familiar to almost anyone who has siblings.

Everyone has seen the sitcoms where the older brother gives the younger 1
brother a friendly punch in the arm once in a while, or a “noogie” here and
there. [ envy that younger brother; I never had the luxury of a mere noogie.
Older brothers are vicious creatures who feed off the vulnerability and gulli-
bility of younger brothers. We must eliminate the possibility of having older
brothers. Yes, I encourage parents to stop at one boy. The results of brother-
hood can be disastrous.

[ have two older brothers. There is Scott, who is five years older, and 2
Brett, who is two years older. Around the age of one, | began to walk. I obvi-
ously can’t remember this far back, but my memory was jogged by my sibling
tormentors. As [ learned to walk, I'm told I would hobble around like a drunk
on a Saturday night. Meanwhile, my brothers would perch behind the sofa
and throw pillows at me. Oblivious, I kept up with my routine until—
thwack! —a pillow would hit the back of my head and down I would go. As
Scott now puts it, “We’d have to get the right spin on the pillow, or else it
wouldn’t work. You didn’t seem to mind: Once we hit you, you'd just get back
up and keep walking.” This “game” could go on for hours.

Another favorite activity of theirs was to make me into a “Polish sausage.” 3
This consisted of forcing me to lie down on top of a blanket on the floor,
sometimes by physical force, other times by promising to play my favorite
board game, Stratego, when we were finished.

First, assorted pillows and plastic toys were placed inside the blanket with 4
me to simulate cheese, pickles and condiments. After this, I was wrapped in
the first blanket, then rolled through a second, third and sometimes fourth
blanket. Two massive rubber bands, usually used to hold Scott’s broken trumpet
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case together, were then fastened on each end of the “sausage” to prevent my
escape.

If I started crying at this point, the game would come to an end. However,
if I decided to keep my mouth shut and think hopefully of Stratego, I would
then be placed between two beanbags. I was now a “hamburger.” This is where
the game got slightly painful. My brothers knew it was impossible for me to get
out of the blankets on my own. Knowing this, they would then proceed to
jump off the couch and onto me. I had plenty of padding, so there were no
serious physical injuries, but there were lasting emotional scars. I still flinch
whenever | see a beanbag. And I wonder why my mother never figured out
why the pillows always got holes.

Brotherhood is depicted as something that will strengthen your personal-
ity and mature you. I doubt that when Brett persuaded me to ride my tricycle
off the front steps, it did anything for my character. A commonly advocated
position is that we should treat everyone as if they were our brothers. This is a
preposterous notion. I don’t think many people would appreciate it if I called
them “elf guy,” as my brothers commonly refer to me because of my short
stature and relatively pointy ears. Treating everyone as a brother would make
the world a terrible place. Can you imagine a place where a couple of guys are
there your whole life to make sure you’re doing fine—so they can tease you?

I tease them, too, of course. I tell them I'll never forgive them for what
they made me into. I loathe Brett for protecting me from the bullies at school
who viewed me as an easy target. [ despise Scott for staying up extra late to
help me with all my schoolwork. It wrenches my gut to think of all the camp-
ing trips we have gone on, and the times we would sit for hours doing nothing
but laughing and making fun of each other.

Imitating my brothers was my purpose in life as a child, and even now I
follow their examples. They treat women respectfully and don’t abuse alcohol
or drugs? Darn it, I'll act that way too! After all, whenever I would do some-
thing incredibly foolish, my brothers were always there to beat the stupidity
out of me.

If you think my case is an isolated one, you are gravely mistaken. There
are probably millions of young men around the world who would not be the
same men they are today had it not been for their older brothers.

Parents, consider yourself warned about the effects of brotherhood. And
don’t even get me started on what having a younger sister can do to you.

For a reading quiz and annotated links to further readings on sibling relationships,
visit bedfordstmartins.com/thebedfordreader.

10
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Journal Writing

Do you have any brothers or sisters? If so, describe what life with your sibling(s) was
like. Did you get along for the most part, or did you fight a lot? What did you learn
from each other? If you have no brothers or sisters, reflect on your feelings about grow-
ing up an only child. (To take your journal writing further, see “From Journal to Essay”
below.)

W —

Questions on Meaning

. What solution to the problems of brotherhood does Krull propose in paragraph 1?

Does he mean it? How do you know?
Is Krull’s PURPOSE solely to amuse and entertain readers, or does he also have a
more serious point to make?

. On the surface, Krull seems to state his THESIS in paragraph 1. His real thesis,

however, emerges near the end of the essay. What sentence best sums up Krull’s
central idea? How could this sentence be understood in more than one way?

Questions on Writing Strategy

. What GENERALIZATION do the examples in paragraphs 2—6 illustrate? Where in

the essay does Krull explicitly state this generalization?

. How do the examples in paragraphs 7 and 8 differ from the examples in para-

graphs 2-6?

Give some examples of HYPERBOLE and IRONY in Krull’s essay.

To whom does Krull directly address his essay? Considering his purpose, do you
think that this is his real AUDIENCE?

OTHER METHODS  Where does Krull use PROCESS ANALYSIS? What do these pas-
sages contribute to the essay?

Questions on Language

In paragraph 2, why does Krull put quotation marks around the word game?
What is the EFFECT of the strong verbs Krull uses in paragraph 77

. Consult a dictionary if you are unsure of the meanings of any of the following:

vulnerability, gullibility (par. 1); hobble, oblivious (2); flinch (5); advocated, pre-
posterous, stature (6); wrenches (7).

Suggestions for Writing

. FROM JOURNAL TO ESSAY  Using your journal entry as a springboard, write an

essay in which you COMPARE AND CONTRAST the experience of being a sibling
with the experience of being an only child. (To portray the situation you didn’t
grow up in—as an only child or as a sibling—draw on your imagination or the
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experiences of people you know.) What are the benefits and drawbacks of each
situation? Overall, which do you think is better for a child?

Using Krull’s selection as a model, try your hand at writing a humorous essay
about a love-hate relationship. You might write about a relationship with a fam-
ily member, a friend, a pet, or even an inanimate object like a car. Like Krull, use
concrete examples to illustrate the ups and downs of the relationship.

. Krull refers to his older brothers as his “sibling tormenters” (par. 2). Teasing, bick-

ering, competing, and even tormenting are part of many sibling relationships. Do
some research on sibling rivalry and SYNTHESIZE your findings in a report that
focuses on the following questions: What is sibling rivalry? What are its possible
CAUSES? What are its possible EFFECTS, both positive and negative? What role can
parents play in moderating conflict?

CRITICAL WRITING  ANALYZE Krull’s use of humor in this essay. What is it that
makes his essay funny? In particular, consider his use of irony, hyperbole, and
humorous IMAGES. You might also do some library or Internet research on humor
writing to further support your analysis.

. CONNECTIONS Krull’s relationship with his siblings is complex. The brothers

clearly love each other despite their conflicts; however, they don’t seem to
express this love directly. In “Arm Wrestling with My Father” (p. 146), Brad
Manning describes a similarly complex relationship with a parent. Using ex-
amples from both selections to support your point, write an essay exploring what
these two writers suggest about male communication styles. Consider doing some
outside research to further support your essay.

Andrew Koritz Krull on Writing

For The Bedford Reader, Andrew Koritz Krull described how “Celebrating the
Pity of Brotherly Love” came to be published in Newsweek magazine.

One assignment in my introductory English class in college was to write a

narrative. This narrative was to use your personal experience to convince the
reader to switch sides on a topic. I couldn’t think of anything serious to say, so

my

rough draft consisted of a mishmash of stories about the antics of my

brothers and me. During this process I thought to myself, “Wow, life would
have been a lot more boring without brothers.” This spawned the idea of sar-
castically suggesting that we should have no brothers in society. I reworked
this idea into a couple of the stories where I was the victim and handed in a
paper | was very pleased with.

Several weeks later, I found that I had received a B+ for my essay. I was

very frustrated, and | remembered how my teacher had mentioned Newsweek’s
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“My Turn” column as an example for narratives. I mailed my essay to News-
week and received a call from one of their editors a few months later. I guess the
point of this entire story is to take into account suggestions your teachers have
to say, but take them with a grain of salt. Have confidence in your writing.

For Discussion

1. Why do you think Krull was “frustrated” by the grade he received on his essay?

2. Have you had a writing experience in which you disagreed with your teacher’s or
someone else’s suggestions for how you could improve your work? What was the
outcome!
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BRENT STAPLES

BRENT STAPLES is a member of the editorial board of the New York Times.
Born in 1951 in Chester, Pennsylvania, Staples has a BA in behavioral sci-
ence from Widener University in Chester and a PhD in psychology from the
University of Chicago. Before joining the New York Times in 1985, he
worked for the Chicago Sun-Times, the Chicago Reader, Chicago magazine,
and Down Beat magazine. At the Times, Staples writes on culture, politics,
reading, and special education, championing the cause of children with
learning disabilities. He has also contributed to the New York Times Magazine,
New York Woman, Ms., Harper’s, and other magazines. His memoir, Parallel
Time: Growing Up in Black and White, appeared in 1994.

Black Men and Public Space

“Black Men and Public Space” appeared in the December 1986 issue of
Harper’s magazine and was then published, in a slightly different version, in
Staples’s memoir, Parallel Time. To explain a recurring experience of African
American men, Staples relates incidents when he has been “a night walker
in the urban landscape.” Sometimes his only defense against others’ stereo-
types is to whistle.

My first victim was a woman—white, well dressed, probably in her late
twenties. [ came upon her late one evening on a deserted street in Hyde Park,
a relatively affluent neighborhood in an otherwise mean, impoverished sec-
tion of Chicago. As | swung onto the avenue behind her, there seemed to be
a discreet, uninflammatory distance between us. Not so. She cast back a wor-
ried glance. To her, the youngish black man —a broad six feet two inches with
a beard and billowing hair, both hands shoved into the pockets of a bulky mil-
itary jacket—seemed menacingly close. After a few more quick glimpses, she
picked up her pace and was soon running in earnest. Within seconds she dis-
appeared into a cross street.

That was more than a decade ago. | was twenty-two years old, a graduate
student newly arrived at the University of Chicago. It was in the echo of that
terrified woman’s footfalls that I first began to know the unwieldy inheritance
I'd come into— the ability to alter public space in ugly ways. It was clear that
she thought herself the quarry of a mugger, a rapist, or worse. Suffering a bout
of insomnia, however, | was stalking sleep, not defenseless wayfarers. As a
softy who is scarcely able to take a knife to a raw chicken—let alone hold one
to a person’s throat—I was surprised, embarrassed, and dismayed all at once.
Her flight made me feel like an accomplice in tyranny. It also made it clear
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that [ was indistinguishable from the muggers who occasionally seeped into
the area from the surrounding ghetto. That first encounter, and those that
followed, signified that a vast, unnerving gulf lay between nighttime pedes-
trians—particularly women—and me. And [ soon gathered that being per-
ceived as dangerous is a hazard in itself. I only needed to turn a corner into a
dicey situation, or crowd some frightened, armed person in a foyer somewhere,
or make an errant move after being pulled over by a policeman. Where fear
and weapons meet—and they often do in urban America— there is always
the possibility of death.

In that first year, my first away from my hometown, I was to become thor-
oughly familiar with the language of fear. At dark, shadowy intersections, |
could cross in front of a car stopped at a traffic light and elicit the thunk, thunk,
thunk, thunk of the driver—black, white, male, or female —hammering down
the door locks. On less traveled streets after dark, I grew accustomed to but
never comfortable with people crossing to the other side of the street rather
than pass me. Then there were the standard unpleasantries with policemen,
doormen, bouncers, cabdrivers, and others whose business it is to screen out
troublesome individuals before there is any nastiness.

[ moved to New York nearly two years ago and I have remained an avid
night walker. In central Manhattan, the near-constant crowd cover minimizes
tense one-on-one street encounters. Elsewhere—in SoHo, for example, where
sidewalks are narrow and tightly spaced buildings shut out the sky—things
can get very taut indeed.

After dark, on the warrenlike streets of Brooklyn where I live, I often see
women who fear the worst from me. They seem to have set their faces on
neutral, and with their purse straps strung across their chests bandolier-style,
they forge ahead as though bracing themselves against being tackled. I under-
stand, of course, that the danger they perceive is not a hallucination. Women
are particularly vulnerable to street violence, and young black males are
drastically overrepresented among the perpetrators of that violence. Yet these
truths are no solace against the kind of alienation that comes of being ever the
suspect, a fearsome entity with whom pedestrians avoid making eye contact.

It is not altogether clear to me how I reached the ripe old age of twenty-
two without being conscious of the lethality nighttime pedestrians attributed
to me. Perhaps it was because in Chester, Pennsylvania, the small, angry
industrial town where I came of age in the 1960s, I was scarcely noticeable
against a backdrop of gang warfare, street knifings, and murders. I grew up one
of the good boys, had perhaps a half-dozen fistfights. In retrospect, my shyness
of combat has clear sources.

As a boy, I saw countless tough guys locked away; I have since buried sev-
eral, too. They were babies, really—a teenage cousin, a brother of twenty-two,

o
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a childhood friend in his mid-twenties—all gone down in episodes of bravado
played out in the streets. I came to doubt the virtues of intimidation early on.
I chose, perhaps unconsciously, to remain a shadow—timid, but a survivor.

The fearsomeness mistakenly attributed to me in public places often has a
perilous flavor. The most frightening of these confusions occurred in the late
1970s and early 1980s, when [ worked as a journalist in Chicago. One day,
rushing into the office of a magazine I was writing for with a deadline story in
hand, I was mistaken for a burglar. The office manager called security and,
with an ad hoc posse, pursued me through the labyrinthine halls, nearly to my
editor’s door. I had no way of proving who I was. I could only move briskly
toward the company of someone who knew me.

Another time [ was on assignment for a local paper and killing time before
an interview. | entered a jewelry store on the city’s affluent Near North Side.
The proprietor excused herself and returned with an enormous red Doberman
pinscher straining at the end of a leash. She stood, the dog extended toward
me, silent to my questions, her eyes bulging nearly out of her head. I took a
cursory look around, nodded, and bade her good night.

Relatively speaking, however, I never fared as badly as another black male
journalist. He went to nearby Waukegan, Illinois, a couple of summers ago to
work on a story about a murderer who was born there. Mistaking the reporter
for the killer, police officers hauled him from his car at gunpoint and but for
his press credentials would probably have tried to book him. Such episodes are
not uncommon. Black men trade tales like this all the time.

Over the years, I learned to smother the rage I felt at so often being taken
for a criminal. Not to do so would surely have led to madness. I now take pre-
cautions to make myself less threatening. I move about with care, particularly
late in the evening. I give a wide berth to nervous people on subway platforms
during the wee hours, particularly when [ have exchanged business clothes for
jeans. If I happen to be entering a building behind some people who appear
skittish, I may walk by, letting them clear the lobby before I return, so as not
to seem to be following them. I have been calm and extremely congenial on
those rare occasions when I've been pulled over by the police.

And on late-evening constitutionals I employ what has proved to be an
excellent tension-reducing measure: I whistle melodies from Beethoven and
Vivaldi and the more popular classical composers. Even steely New Yorkers
hunching toward nighttime destinations seem to relax, and occasionally they
even join in the tune. Virtually everybody seems to sense that a mugger
wouldn’t be warbling bright, sunny selections from Vivaldi’s Four Seasons. It is
my equivalent of the cowbell that hikers wear when they know they are in
bear country.

10
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For a reading quiz, sources on Brent Staples, and annotated links to further readings
on racial stereotyping, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Staples explains how he perceives himself altering public space. Write in your journal
about a time when you felt as if you altered public space—in other words, you
changed people’s attitudes or behavior just by being in a place or entering a situation.
If you haven’t had this experience, write about a time when you saw someone else
alter public space in this way. (To take your journal writing further, see “From Journal
to Essay” on the following page.)

Questions on Meaning

1. What is the PURPOSE of this essay? Do you think Staples believes that he (or other
African American men) will cease “to alter public space in ugly ways” in the near
future? Does he suggest any long-term solution for “the kind of alienation that
comes of being ever the suspect” (par. 5)?

2. In paragraph 5 Staples says he understands that the danger women fear when
they see him “is not a hallucination.” Do you take this to mean that Staples per-
ceives himself to be dangerous? Explain.

3. Staples says, “I chose, perhaps unconsciously, to remain a shadow— timid, but a
survivor” (par. 7). What are the usual CONNOTATIONS of the word survivor? Is
“timid” one of them? How can you explain this apparent discrepancy?

Questions on Writing Strategy

1. The concept of altering public space is relatively abstract. How does Staples con-
vince you that this phenomenon really takes place?

2. Staples employs a large number of examples in a fairly small space. How does he
avoid having the piece sound like a list? How does he establish COHERENCE among
all these examples? (Look, for example, at details and TRANSITIONS.)

3. OTHER METHODS Many of Staples’s examples are actually ANECDOTES— brief
NARRATIVES. The opening paragraph is especially notable. Why is it so effective?

Questions on Language

1. What does the author accomplish by using the word victim in the essay’s first para-
graph? [s the word used literally? What TONE does it set for the essay?
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. Be sure you know how to define the following words, as used in this essay: afflu-

ent, uninflammatory (par. 1); unwieldy, tyranny, pedestrians (2); intimidation
(7); congenial (11); constitutionals (12).

. The word dicey (par. 2) comes from British slang. Without looking it up in your

dictionary, can you figure out its meaning from the context in which it appears?

Suggestions for Writing

. FROM JOURNAL TO ESSAY Write an essay narrating your experience of either

altering public space yourself or being a witness when someone else altered pub-
lic space. What changes did you observe in people’s behavior? Was your behavior
similarly affected? In retrospect, do you think your reactions were justified?
Write an essay using examples to show how a trait of your own or of someone you
know well always seems to affect people, whether positively or negatively.

. The ironic term DWB (driving while black) expresses the common perception

that African American drivers are more likely than white drivers to be pulled
over by authorities for minor infractions— or no infraction at all. Research and
write an essay about the accuracy of this perception in one state or municipality:
[s there truth to it? If African Americans have been discriminated against, what
if anything have the appropriate governments done to address the problem?
CRITICAL WRITING  Consider, more broadly than Staples does, what it means to
alter public space. Staples would rather not have the power to do so, but it is a
power, and it could perhaps be positive in some circumstances (wielded by a
street performer, for instance, or the architect of a beautiful new building on cam-
pus). Write an essay expanding on Staples’s essay in which you examine the pros
and cons of altering public space. Use specific examples as your EVIDENCE.

. CONNECTIONS Like Staples, Barbara Lazear Ascher, in “On Compassion”

(p- 193), considers how people regard and respond to “the Other,” the one who
is viewed as different. In an essay, COMPARE AND CONTRAST the POINTS OF VIEW of
these two authors. How does point of view affect each author’s selection of details
and tone?

Brent Staples on Writing

In comments written especially for The Bedford Reader, Brent Staples talks

about the writing of “Black Men and Public Space”: “I was only partly aware
of how I felt when I began this essay. [ knew only that I had this collection of
experiences (facts) and that I felt uneasy with them. I sketched out the expe-
riences one by one and strung them together. The bridge to the essay—what
[ wanted to say, but did not know when I started — sprang into life quite unex-
pectedly as I sat looking over these experiences. The crucial sentence comes
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right after the opening anecdote, in which my first ‘victim’ runs away from me:
‘It was in the echo of that terrified woman’s footfalls that I first began to know
the unwieldy inheritance I'd come into— the ability to alter public space in
ugly ways.” ‘Aha!’ I said. ‘This is why I feel bothered and hurt and frustrated
when this happens. I don’t want people to think I'm stalking them. I want
some fresh air. [ want to stretch my legs. [ want to be as anonymous as any
other person out for a walk in the night.””

A news reporter and editor by training and trade, Staples sees much simi-
larity between the writing of a personal essay like “Black Men and Public
Space” and the writing of, say, a murder story for a daily newspaper. “The
newspaper murder,” he says, “begins with standard newspaper information:
the fact that the man was found dead in an alley in such-and-such a section of
the city; his name, occupation, and where he lived; that he died of gunshot
wounds to such-and-such a part of his body; that arrests were or were not
made; that such-and-such a weapon was found at the scene; that the police
have established no motive; etc.

“Personal essays take a different tack, but they, too, begin as assemblies of
facts. In ‘Black Men and Public Space,’ I start out with an anecdote that crys-
tallizes the issue | want to discuss— what it is like to be viewed as a criminal
all the time. I devise a sentence that serves this purpose and also catches the
reader’s attention: ‘My first victim was a woman — white, well dressed, proba-
bly in her late twenties.” The piece gives examples that are meant to illustrate
the same point and discusses what those examples mean.

“The newspaper story stacks its details in a specified way, with each piece
taking a prescribed place in a prescribed order. The personal essay begins often
with a flourish, an anecdote, or the recounting of a crucial experience, then
goes off to consider related experiences and their meanings. But both pieces
rely on reporting. Both are built of facts. Reporting is the act of finding and
analyzing facts.

“A fact can be a state of the world—a date, the color of someone’s eyes,
the arc of a body that flies through the air after having been struck by a car.
A fact can also be a feeling—sorrow, grief, confusion, the sense of being
pleased, offended, or frustrated. ‘Black Men and Public Space’ explores the
relationship between two sets of facts: (1) the way people cast worried glances
at me and sometimes run away from me on the streets after dark, and (2) the
frustration and anger I feel at being made an object of fear as I try to go about
my business in the city.”

Personal essays and news stories share one other quality as well, Staples
thinks: They affect the writer even when the writing is finished. “The discov-
eries | made in ‘Black Men and Public Space’ continued long after the essay
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was published. Writing about the experiences gave me access to a whole range
of internal concerns and ideas, much the way a well-reported news story opens
the door onto a given neighborhood, situation, or set of issues.”

For Discussion

1. In recounting how his essay developed, what does Staples reveal about his writ-
ing process?

2. How, according to Staples, are essay writing and news writing similar? How are
they different?

3. What does Staples mean when he says that “writing about the experiences gave
me access to a whole range of internal concerns and ideas”?
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ROGER ROSENBLATT

ROGER ROSENBLATT is a columnist for Time magazine and appears regularly
on PBS’s Newshour with Jim Lehrer. He was born in 1940 in New York City
and received a PhD from Harvard University. He has been a journalist and
commentator most of his career, winning a Peabody, an Emmy, and two
George Polk awards for his reflections on culture and politics. Children of War
(1983), about children growing up in war zones around the world, won the
Robert E Kennedy prize. Rosenblatt’s other nonfiction works include Wit-
ness: The World Since Hiroshima (1985), Life Itself: Abortion in the American
Mind (1992), and Anything Can Happen: Notes on My Inadequate Life and
Yours (2003). His most recent book is a novel, Lapham Rising (2006).

We Are Free to Be
You, Me, Stupid, and Dead

This essay is the second chapter and the second reason in Where We Stand:
Thirty Reasons for Loving Our Country (2002). (Some of the other reasons are
“We Don’t Stop the Presses” and “We Shame Monsters.”) Here Rosenblatt
champions the freedom of speech guaranteed by the First Amendment to
the US Constitution. To show the courage of the Founding Fathers—the
men who drafted the Constitution—he gives examples of both outrageous
expression and outrageous attempts to stifle expression.

Everyone loves free expression as long as it isn’t exercised. Several years
ago, Mahmoud Abdul-Rauf, a basketball player for the Denver Nuggets,
refused to stand up for the playing of the national anthem because of personal
religious convictions. The National Basketball Association greeted his deci-
sion by suspending him from the league until someone suggested that the
Founding Fathers had actually meant it when they allowed someone to do
something that would outrage the rest of us.

Similarly, major league baseball suspended John Rocker, the famous nut-
case relief pitcher for the Atlanta Braves, when Rocker said that he did not
want to ride New York City’s Number 7 subway with all those single moms,
queers, and illegal aliens. The court did not interfere, perhaps because the
Constitution only states that government has no right to prevent free expres-
sion; it grants no affirmative licenses. [ don’t really get the difference between
the two cases, but I know that Rocker had a perfect, or rather imperfect, right
to sound like a jackass.

The rights of jackasses are more than a national staple. The strange
beauty of American freedom is that it is ungovernable, that it always runs
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slightly ahead of human temperament. You think you know what you will tol-
erate. A man on a soapbox speaks out for China. Fine. An editorial calls for
sympathy with the Taliban. (Gulp) okay. But then a bunch of Nazis want to
march around Skokie, Illinois, or Harlem, and, hold on a minute! And what
the hell is this? An art exhibit called “African-American Flag” in New Jersey.
Or this? An exhibit in the Phoenix Art Museum called “What Is the Proper
Way to Display the US Flag?”

Now that one was a doozie. The exhibit required observers to walk across
an American flag on the floor to get to what was displayed on a wall. “That’s
my flag, and I’'m going to defend it,” said a visitor to the museum as he tried to
take the flag from the floor. “No son of a bitch is going to do that.”

The thing that I like best about sons of bitches doing that and worse, as
long as they do not cry “fire” in a crowded flag, is (a) it enhances my appreci-
ation of the wild courage of the Founders, and (b) it expands my mind, which
could use some expanding. Freedom is like a legal drug. How far will we go? is
not a rhetorical question here. Another exhibit in Chicago showed a flag with
the word “think” where the stars should have been. Think. [ hate it when that
happens.

You think you know how far freedom will go in America, and then you
meet another jackass. In the 1990s, I wrote a story for the New York Times
Magazine about the Philip Morris company' called “How Do They Live with
Themselves?” The answer to that question, which came from the company
executives | interviewed, turned out to be “Quite comfortably, thanks.” The
reason that their consciences did not seem to bother them about manufactur-
ing an addictive lethal product was that their customers were engaging in the
blessed American activity of freedom of choice. They were right—at least
until new laws or lawsuits would prove them wrong. People technically had
the choice of becoming addicted to cigarettes or not. I doubt that any of the
Philip Morris people would ever step on the flag.

Since free is the way people’s minds were made to be, it has been instruc-
tive for me to spend time in places where freedom was limited. In the Soviet
Union,’ it was fascinating to see how many ways the workers of the world
managed to squeeze free thought through the cracks of their utopian cells:
the secret publication of books, the pirated music, the tricky subversive lines
of poetry read at vast gatherings of tens of thousands. And the below-the-
surface comedy. [ was checking out of a hotel in Thilisi. Checking out of Rus-
sian hotels was always a feat—they didn’t have dollars, they didn’t have

' The largest manufacturer of tobacco products.—EDS.
?The former Communist federation of Russia and fourteen other republics.—EDS.
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rubles, no one had ever checked out before. The clerk at the desk spoke little
English, and she wanted to tell me that another, more fluent, clerk would be
along shortly. “Mr. Rosenblatt,” she said. “Would you mind coming back in fif-
teen years!” We both exploded in laughter because we knew it was remotely
possible.

The mind expands, the mind settles, then is shaken up, resists, and
expands again. One of the great ongoing stupidities of the country are school
boards and library committees that ban certain books they deem dangerous.
On the positive side, though, the folks who do the banning offer some delight-
ful defenses for their decisions. The three literary works most frequently
banned in our country are Macbeth, King Lear, and The Great Gatsby.” The rea-
son school boards offer for banning Macbeth is that the play promotes witch-
craft. Perhaps it does. One doesn’t think of Macbeth as promoting things, but
if it did, witchcraft would be it. They don’t say why they want to ban King
Lear. Promotes ingratitude, I suppose. I assume that The Great Gatsby pro-
motes Long Island.

Sometimes the reasons offered for censoring certain works are obscure,
thus intriguing. In Georgia, the Harry Potter books were recently burned
because they were said to encourage kids to want to be sorcerers. In Spokane,
Washington, they wanted to remove the children’s picture book Where’s
Waldo? from the elementary school library. People objected to Where’s Waldo?,
they said, because it contains “explicit subject matter.” A plea for surrealism,
[ imagine. In Springfield, Virginia, they banned a book called Hitler’s Hang-
Ups because it offered “explicit sexual details about Hitler’s life.” Given the
other tendencies of Hitler’s life, I should think the sexual details would be rel-
atively acceptable. And, in the town of Astoria, Oregon, a book called Wait
Till Helen Comes was challenged in an elementary school for giving “a morbid
portrayal of death.” Now they’ve gone too far.

For a reading quiz, sources on Roger Rosenblatt, and annotated links to further
readings on freedom of speech, visit bedfordstmartins.com/thebedfordreader.

*Macbeth and King Lear are tragedies by William Shakespeare (1564—1616). The Great
Gatsby is a novel by E Scott Fitzgerald (1896-1940), set on Long Island, New York.—EDs.
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Example

Journal Writing

Rosenblatt draws on some particularly controversial examples to illustrate his point
about free speech. Which of these examples do you react to most strongly? Why? In
your journal, explore your response to that example, explaining whether you basically
agree or disagree with a person’s right to free speech in that situation. (To take your
journal writing further, see “From Journal to Essay” on the facing page.)

—_

Questions on Meaning

. What GENERALIZATION, or THESIS, governs Rosenblatt’s choice of examples?

Where does he state it most directly?
How do the examples of censorship in paragraphs 8-9 relate to Rosenblatt’s
thesis?

. Is Rosenblatt suggesting that he agrees with the views of people such as John

Rocker (par. 2) or the executives at Philip Morris (6)? How do these examples
relate to Rosenblatt’s PURPOSE in this essay?

Rosenblatt says that he likes the free expression of people “as long as they do
not cry ‘fire’ in a crowded flag” (par. 5). What does he mean by this strange
phrase?

Questions on Writing Strategy

. Based on the content of this essay, how would you describe Rosenblatt’s intended

AUDIENCE!

In most of his essay Rosenblatt writes in the first PERSON (I). However, in para-
graphs 3 and 6, he briefly switches to the second person (you). What is the EFFECT
of this tactic?

. How are the examples in paragraph 3 organized? What point is Rosenblatt mak-

ing here?

In paragraph 9 Rosenblatt offers four examples of books that have caused contro-
versy around the country. How does he use sentence variety to make the para-
graph interesting to read?

. OTHER METHODS How does Rosenblatt use COMPARISON AND CONTRAST in

paragraphs 1 and 27 What point is he making with this comparison?

Questions on Language

Find three instances of Rosenblatt’s SARCASM. What is the effect of this sarcasm?
Rosenblatt calls people “jackasses” several times throughout the essay. What is
his point in using this derogatory term?

. Look up any of the following words you don’t already know: temperament, soap-

box (par. 3); doozie (4); rhetorical question (5); utopian, subversive, feat, rubles
(7); deem (8); explicit, surrealism, morbid (9).

o
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Suggestions for Writing

1. FROM JOURNALTO ESSAY  Expand your journal entry into an essay arguing either
for or against the right to free speech in one of the situations that Rosenblatt
describes. You may need to do some library or Internet research to back up your
argument.

2. Do some research on an issue related to free speech on campus. For example:
Should schools adopt codes banning speech that might offend any group based on
race, gender, ethnicity, religion, or sexual orientation? Should administrators
have control over what students publish in school newspapers? What is the pro-
posed Academic Bill of Rights, and how would its enactment affect the exchange
of ideas on campuses? Write an essay in which you give background information
on the issue and support your own view in a well-reasoned ARGUMENT.

3. Inparagraph 5 Rosenblatt explains that he supports freedom of speech because “it
expands my mind, which could use some expanding.” When has your mind been
expanded by opening yourself up to a new experience or to a view that was dif-
ferent from your own? Perhaps you attended a religious service with a friend, vis-
ited another country, took a course with an instructor whose political views you
disagreed with, or learned something interesting from a book you thought you
would hate. What did you gain from the experience? Write an essay about the
importance of expanding your mind, using concrete examples (or a single
extended example) to support your point.

4. CRITICAL WRITING  Free speech made international headlines in 2006 when a
Danish newspaper published twelve editorial cartoons depicting the Islamic
prophet Muhammad. The cartoons, which many people viewed as offensive,
sparked protests and even violent riots around world. Research the controversy so
that you understand the views for and against publication of the cartoons. In an
essay, briefly SUMMARIZE the controversy, and then ANALYZE how you think
Rosenblatt might have responded to it. How could he have used the incident as
an additional example in his essay? Use PARAPHRASES and QUOTATIONS from the
essay to support your point.

5. CONNECTIONS In “The Meanings of a Word” (p. 488), Gloria Naylor explains
how African Americans redefined a demeaning term and gained power by con-
fronting racist language head-on. Drawing on both Naylor’s and Rosenblatt’s
essays as EVIDENCE, argue against a hypothetical law banning people from using
derogatory labels. What benefits come from allowing people to speak their minds,
even when their words might be hurtful?

Roger Rosenblatt on Writing

Visiting the University of Nebraska at Lincoln, Rosenblatt made a speech
titled “Why Write About the World? The Moral Function of Storytelling.”
In an interview before the speech, Jim Ballard asked Rosenblatt to summa-
rize what he’d be talking about.

o
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As a reporter you see so much of the destruction of the world and so many
difficult things to write about. In recent years I've been in Sudan, in Rwanda,
and before that in Cambodia, Northern Ireland, Israel, Beirut, and so forth.
And after a while you ask yourself, “Why write about it? What good does it do
to communicate?” If you don’t learn to justify that, then I think you’re in trou-
ble professionally, maybe even personally.

Why write? Why tell a story? If you see cyclical patterns of really terrible
and self-destructive things in the world, and you know writing about them
isn’t going to change the pattern, why do it? [ came to the conclusion that it’s
almost a biological instinct. We do it because we're born to tell each other sto-
ries. That’s the way we make a connection not just with one another in the
present, but among generations. We're born storytellers, and we want to get
one another’s attention. We have something to say. I suppose ultimately the
story we have to tell is the story of ourselves, of our lives.

For Discussion

1. What does Rosenblatt say is the purpose of writing if it isn’t to change things? Do
you agree with him?

2. When have you experienced the urge to write? Consider any situation from text-
ing a friend to writing an essay about an event in your life to writing a research
paper. What motivated you? What did you accomplish?
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Example

1. Select one of the following general statements, or set forth a general statement of
your own that one of these inspires. Making it your central idea (or THESIS), sup-
port it in an essay full of examples. Draw your examples from your reading, your
studies, your conversation, or your own experience.

Compared to voice phone, text messaging has many advantages (or many dis-
advantages).

Individual consumers can help slow down global warming.

People one comes to admire don’t always at first seem likable.

Good (or bad) habits are necessary to the nation’s economy.

Each family has its distinctive lifestyle.

Certain song lyrics, closely inspected, promote violence.

Comic books are going to the dogs.

At some point in life, most people triumph over crushing difficulties.

Churchgoers aren’t perfect.

TV commercials suggest that buying the advertised product will improve your
love life.

Home cooking can’t win over fast food (or vice versa).

Ordinary lives sometimes give rise to legends.

Some people [ know are born winners (or losers).

Books can change our lives.

Certain machines do have personalities.

Some road signs lead drivers astray.

2. In a brief essay, make a GENERALIZATION about the fears, joys, or contradictions
that members of minority groups seem to share. To illustrate your generalization,
draw examples from personal experience, from outside reading, or from two or
three of the essays in this book by the following authors: Nancy Mairs (p. 13),
Maya Angelou (p. 93), Amy Tan (p. 99), Harold Taw (p. 110), Brent Staples
(p. 208), Gloria Naylor (p. 488), Christine Leong (p. 494), Dagoberto Gilb
(p. 505), Sandra Cisneros (p. 584), Martin Luther King, Jr. (p. 614), and Richard
Rodriguez (p. 651).

221
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COMPARISON
AND CONTRAST

Setting Things Side by Side

<« Comparison and contrast in a painting and a photograph

Created just five years apart, these works relate in time as well as
subject. On the top, the painting American Gothic, by the lowan
Grant Wood (1892-1942), depicts farmers in 1930, before the
Great Depression was fully under way. On the bottom, the pho-
tograph Rural Rehabilitation Client, by the Lithuanian-born New
Jerseyan Ben Shahn (1899-1969), depicts recipients of a federal
aid program in Arkansas in 1935, at the Depression’s low point.
Closely examine the people in each image (clothes, postures,
expressions) and their settings. What striking and not-so-striking
similarities do you notice? What is the most obvious difference?
What are some more subtle differences? What does the medium
of each work (painting versus photography) contribute to the dif-
ferences? How would you summarize the visions of rural folk
conveyed by Wood and Shahn?

223
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THE METHOD

Should we pass laws to regulate pornography or just let pornography run
wild? Which team do you place your money on, the Cowboys or the Forty-
Niners? To go to school full-time or part-time: What are the rewards and
drawbacks of each way of life? How do the Republican and the Democratic
platforms stack up against each other? How is the work of Picasso like or
unlike that of Matisse? These are questions that may be addressed by the
dual method of COMPARISON AND CONTRAST. In comparing, you point to
similar features of the subjects; in contrasting, to different features. (The fea-
tures themselves you identify by the method of DIVISION or ANALYSIS; see
Chap. 9.)

With the aid of comparison and contrast, you can show why you prefer
one thing to another, one course of action to another, one idea to another. In
an argument in which you support one of two possible choices, a careful and
detailed comparison and contrast of the choices may be extremely convinc-
ing. In an expository essay, it can demonstrate that you understand your sub-
jects thoroughly. That is why, on exams that call for essay answers, often you
will be asked to compare and contrast. Sometimes the examiner will come
right out and say, “Compare and contrast nineteenth-century methods of
treating drug addiction with those of the present day.” Sometimes, however,
comparison and contrast won’t even be mentioned by name; instead, the
examiner will ask, “What resemblances and differences do you find between
John Updike’s short story ‘A & P’ and the Grimm fairy tale ‘Godfather
Death’?” Or, “Explain the relative desirability of holding a franchise as against
going into business as an independent proprietor.” But those —as you realize
when you begin to plan your reply —are just other ways of asking you to com-
pare and contrast.

In practice, the two methods are usually inseparable because two subjects
are generally neither entirely alike nor entirely unlike. When Bruce Catton
sets out to portray the Civil War generals Ulysses S. Grant and Robert E. Lee
(p. 245), he considers both their similarities and their differences. Often, as in
this case, the similarities make the subjects comparable at all and the differ-
ences make comparison worthwhile.

A good essay in comparing and contrasting serves a PURPOSE. Most of the
time, the writer of such an essay has one of two purposes in mind:

1. The purpose of showing each of two subjects distinctly by considering both, side
by side. Writing with such a purpose, the writer doesn’t necessarily find
one of the subjects better than the other. In his essay on Grant and Lee,
Bruce Catton does not favor either general but concludes that each re-
flected strong currents of American history.

o
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2. The purpose of choosing between two things. To EVALUATE subjects, a writer
shows how one is better than the other on the basis of some standard:
Which of two short stories more convincingly captures the experience of
being a teenager? Which of two chemical processes works better to clean
waste water! To answer either question, the writer has to consider the fea-
tures of both subjects—both positive and negative—and then choose
the subject whose positive features more clearly predominate.

THE PROCESS
Subjects for Comparison

When you find yourself considering two subjects side by side or preferring
one subject over another, you have already embarked on comparison and con-
trast. Just be sure that your two subjects display a clear basis for comparison. In
other words, they should have something significant in common. Comparison
usually works best with two of a kind: two means of reading for the visually
impaired, two Civil War generals, two short stories on the same subject, two
processes for cleaning waste water, two mystery writers, two schools of politi-
cal thought.

It can sometimes be effective to find similarities between evidently unlike
subjects—a city and a country town, say—and a special form of comparison,
ANALOGY, always equates two very unlike things, explaining one in terms of
the other. (In an analogy you might explain how the human eye works by
comparing it to a simple camera, or you might explain the forces in a thun-
derstorm by comparing them to armies in battle.) In any comparison of unlike
things, you must have a valid reason for bringing the two together— that is,
the similarities must be significant. In a comparision of a city and a country
town, for instance, the likenesses must extend beyond the obvious ones that
people live in both places, both have streets and shops, and so on.
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Basis for Comparison and Thesis

Beginning to identify the shared and dissimilar features of your subjects
will get you started, but the comparison won’t be manageable for you or inter-
esting to your readers unless you also limit it. You would be overly ambitious
to try to compare and contrast the Russian way of life with the American way
of life in five hundred words; you couldn’t include all the important similari-
ties and differences. In a brief paper, you would be wise to select a single basis
for comparison: to show, for instance, how day-care centers in Russia and the
United States are both like and unlike each other.

o
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This basis for comparison will eventually underpin the THESIS of your
essay — the claim you have to make about the similarities and dissimilarities
of two things or about one thing’s superiority over another. Here, from essays
in this chapter, are THESIS STATEMENTS that clearly lay out what’s being com-
pared and why:

Neat people are lazier and meaner than sloppy people.
— Suzanne Britt, “Neat People vs. Sloppy People”
These were two strong men, these oddly different generals, and they rep-
resented the strengths of two conflicting currents that, through them, had
come into collision.
— Bruce Catton, “Grant and Lee: A Study in Contrasts”

Notice that each author not only identifies his or her subjects (neat and
sloppy people, two generals) but also previews the purpose of the comparison,
whether to evaluate (Britt) or to explain (Catton).

Organization

Even with a limited basis for comparison, the method of comparison and
contrast can be tricky without some planning. We suggest that you make
an outline (preferably in writing), using one of two organizations described
below. Say you're writing an essay on two banjo-pickers, Jed and Jake. Your
purpose is to explain the distinctive identities of the two players, and your
thesis statement might be the following:

Jed and Jake are both excellent banjo-pickers whose differences reflect their
training.

Here are the two ways you might arrange your comparison:

1. Subject by subject. Set forth all your facts about Jed, then do the same for
Jake. Next, sum up their similarities and differences. In your conclusion,
state what you think you have shown.

1. Jed
Training
Choice of material
Technical dexterity
Playing style

2. Jake
Training
Choice of material
Technical dexterity
Playing style
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SUMMARY
CONCLUSION

This procedure works for a paper of a few paragraphs, but for a longer one,
it has a built-in disadvantage: Readers need to remember all the facts
about subject 1 while they read about subject 2. If the essay is long and
lists many facts, this procedure may be burdensome.

2. Point by point. Usually more workable in writing a long paper than the first
method, the second scheme is to compare and contrast as you go. You
consider one point at a time, taking up your two subjects alternately. In
this way, you continually bring the subjects together, perhaps in every
paragraph. Notice the differences in the outline:

1. Training
Jed: studied under Earl Scruggs
Jake: studied under Bela Fleck

2. Choice of material
Jed: bluegrass
Jake: jazz-oriented

3. Technical dexterity
Jed: highly skilled
Jake: highly skilled

4. Playing style
Jed: rapid-fire
Jake: impressionistic
SUMMARY
CONCLUSION
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For either the subject-by-subject or the point-by-point scheme, your con-
clusion might be: Although similar in skills, the two differ greatly in aims and
in personalities. Jed is better suited to the Grand OI’ Opry and Jake to a con-
cert hall.

No matter how you group your points, they have to balance; you can’t
discuss Jed’s on-stage manner without discussing Jake’s, too. If you have noth-
ing to say about Jake’s on-stage manner, then you might as well omit the
point. A surefire loser is the paper that proposes to compare and contrast two
subjects but then proceeds to discuss quite different elements in each: Jed’s
playing style and Jake’s choice of material, Jed’s fondness for Italian food and
Jake’s hobby of antique-car collecting. The writer of such a paper doesn’t com-
pare and contrast the two musicians at all, but provides two quite separate
discussions.

By the way, a subject-by-subject organization works most efficiently for a
pair of subjects. If you want to write about three banjo-pickers, you might first

o
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consider Jed and Jake, then Jake and Josh, then Josh and Jed—but it would

probably be easiest to compare and contrast all three point by point.

Flexibility

As you write, an outline will help you see the shape of your paper and
keep your procedure in mind. But don’t be the simple tool of your outline. Few
essays are more boring to read than the long comparison and contrast written
mechanically. The reader comes to feel like a weary tennis spectator whose
head has to swivel from side to side: now Jed, now Jake; now Jed again, now
back to Jake. You need to mention the same features of both subjects, it is
true, but no law decrees how you must mention them. You need not follow
your outline in lockstep order, or cover similarities and differences at pre-
cisely the same length, or spend a hundred words on Jed’s banjo-picking skill
just because you spend a hundred words on Jake’s. Your essay, remember,
doesn’t need to be as symmetrical as a pair of salt and pepper shakers. What is
your outline but a simple means to organize your account of a complicated
reality? As you write, keep casting your thoughts upon a living, particular
world—not twisting and squeezing that world into a rigid scheme, but mov-
ing through it with open senses, being patient and faithful and exact in your
telling of it.

FOCUS ON PARAGRAPH COHERENCE

With several points of comparison and alternating subjects, a comparison will
be easy for your readers to follow only if you frequently clarify what subject and
what point you are discussing. Two techniques, especially, can help you guide
readers through your comparison: transitions and repetition or restatement.

e Use TRANSITIONS as signposts to tell readers where you, and they, are headed.
Some transitions indicate that you are shifting between subjects, either find-
ing resemblances between them (also, like, likewise, similarly) or finding
differences (but, however, in contrast, instead, unlike, whereas, yet). Other
transitions indicate that you are moving on to a new point (in addition, also,
furthermore, moreover).

Traditional public schools depend for financing, of course, on tax receipts and
on other public money like bonds, and as a result they generally open enroll-
ment to all students without regard to background, skills, or special needs.
Magnet schools are similarly funded by public money. But they often require
prospective students to pass a test or other hurdle for admission. In addition,
whereas traditional public schools usually offer a general curriculum, magnet
schools often focus on a specialized program emphasizing an area of knowl-
edge or competence, such as science and technology or performing arts.
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e Use repetition or restatement of subjects and points of comparison to clar-
ify and link sentences. Here is the same passage on schools with its repeti-
tions and restatements underlined:

Traditional public schools depend for financing, of course, on tax receipts
and on other public money like bonds, and as a result they generally open
enrollment to all students without regard to background, skills, or special
needs. Magnet schools are similarly funded by public money. But they often
require prospective students to pass a test or other hurdle for admission. In
addition, whereas traditional public schools usually offer a general curriculum,
magnet schools often focus on a specialized program emphasizing an area
of knowledge or competence, such as science and technology or perform-
ing arts.

For exercises on transitions, visit Exercise Central at bedfordstmartins.com
/thebedfordreader.

CHECKLIST FOR REVISING A COMPARISON AND CONTRAST

¢/ PURPOSE What is the aim of your comparison: to explain two subjects or
to evaluate them? Will the purpose be clear to readers from the start?
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¢/ SUBJECTS Are the subjects enough alike, sharing enough features, to
make comparison worthwhile?

v/ THESIS Does your thesis establish a limited basis for comparison so that
you have room and time to cover all the relevant similarities and differ-
ences?

¢/ ORGANIZATION Does your arrangement of material, whether subject by
subject or point by point, do justice to your subjects and help readers fol-
low the comparison?

¢/ BALANCE AND FLEXIBILITY Have you covered the same features of both
subjects? At the same time, have you avoided a rigid back-and-forth move-
ment that could bore or exhaust a reader?

¢/ COHERENCE Have you used transitions and repetition or restatement to
clarify which subjects and which points you are discussing?

COMPARISON AND CONTRAST IN PARAGRAPHS
Writing About Television

The following example, written especially for The Bedford Reader, uses
point-by-point comparison for a clear purpose: to evaluate television drama,

o
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then and now, and to express a preference for one over the other. Notice that
the writer is fair—acknowledging (toward the end) that today’s dramas also
have fine actors and have none of the primitiveness of yesterday’s dramas.
Though written to be freestanding, this paragraph on drama might do
good work in a full essay about, say, the chief differences between TV pro-

gramming in the medium’s early days and programming now.

Seen on aged 16-millimeter film, the original production of Eg[r;\gg%;]g?]mt
Paddy Chayevsky’s Marty makes clear the differences between tele- supporting this topic
vision drama of 1953 and that of today. Today there’s no weekly | sentence
Goodyear Playhouse to showcase original one-hour plays by impor- 1. Original plays vs.

tant authors; most scriptwriters collaborate, all but anonymously, serials
on serials about familiar characters. Marty features no bodice rip- 2. Simple love story
ping, no drug busts, no deadly illness, no laugh track. Instead, it sim- vs. violence and

ply shows the awakening of love between a heavyset butcher and a Sex

mousy high-school teacher: both single, lonely, and shy, never twice

dating the same person. Unlike the writer of today, Chayevsky 3. Studio sets with
couldn’t set scenes outdoors or on location. In one small studio, in long takes vs.
slow lingering takes (some five minutes long—not eight to twelve Lf/)ictfmus?wrg)srt takes
seconds, as we now expect), the camera probes the faces of two

seated characters as Marty and his pal Angie plan Saturday night

(“What do you want to do?”—*“I dunno. What do you want to

do?”). Oddly, the effect is spellbinding. To bring such scenes to life, 4. Good acting vs.
the actors must project with vigor; and like the finer actors of today, good acting

Rod Steiger as Marty exploits each moment. In 1953, plays were 5. Live vs. videotaped
telecast live. Today, well-edited videotape may eliminate blown

lines, but a chill slickness prevails. Technically, Marty is primitive, 6. Primitive and

yet it probes souls. Most televised drama today displays a physically probing vs. big and
larger world—only to nail a box around it. limited

Transitions
(underlined) clarify
the comparison

Writing in an Academic Discipline

Taken from a textbook on architectural history, the following subject-by-
subject comparison explains the differences between two competing theories
of architecture in Russia in the 1920s and 1930s. The paragraph is one of sev-
eral in which the author demonstrates how modernist architects divided into
those concerned mainly with form and those concerned mainly with social
progress.

Subject-by-subject

In Russia, too, modernists fell into two camps. They squared off } comparison
against each other in public debate and in Vkhutemas, a school of zgg&%réleng this topic
architecture organized in 1920 along lines parallel to the Bauhaus.

“The measure of architecture is architecture,” went the motto of 1. First camp:
one camp. They believed in an unfettered experimentalism of form. experimental
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The rival camp had a problem-solving orientation. The architect’s 2. Second camp:

main mission, in their view, was to share in the common task of l(DrOb]_em solving
achieving the transformation of society promised by the October arsgsg/g; g]eocrgus o
Revolution [of 1917]. They were keen on standardization, user it eventually
interviews, and ideological prompting. They worked on new build- prevailed)

ing programs that would consolidate the social order of commu-
nism. These they referred to as “social condensers.”
— Spiro Kostof, A History of Architecture

COMPARISON AND CONTRAST IN PRACTICE

In her sophomore year in college, Susan Wheeler was running for presi-
dent of her dormitory. She prepared a campaign statement for the student
newspaper’s coverage of the election, and she also created the flier on the next
page for posting throughout the dorm.

Wheeler believed that her campaign platform was much stronger than her
opponent’s, and she decided to highlight the differences by showing her ideas
alongside her opponent’s (in a point-by-point arrangement). But her draft
needed work to make the points more concise and to give them PARALLEL
wording that would clarify and stress the contrasts. Originally, the first three
points read as follows:

jsenuo) pue UOS!JPdLUOD

Susan Wheeler Matt Parker

e A supporter of all extra- e Supports mainly sports and
curricular activities cheerleading

e Actively participates in student e He is not in the student govern-
government association ment association

e The food plans should be more e Does not mention the food
flexible for all students plans

In Wheeler’s final draft (next page), the parallel wording (each point begin-
ning with a verb) is both easier to read and more emphatic.
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Susan Wheeler

for

Dorm President

Here are the reasons why:

Susan Wheeler Matt Parker

e Supports all extracurricular e Supports mainly sports and
activities cheerleading

e Participates actively in student ~ ® Does not participate in student
government association government association

* Wants to make food plans e Does not mention the food
more flexible for all students plans

® Wants to extend bookstore ® Does not mention extending
hours bookstore hours

® Wants to increase quantity ® Does not mention copier
and accessibility of copiers problems

® Wants a 24-hour computer ® Does not mention a computer
lab in the dorm lab

e Has made Dean’s List every e Has not made Dean’s List
semester

Vote May 2

SUSAN WHEELER FOR PRESIDENT. ..
WE'LL DO IT TOGETHER!
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PERSONALITIES

SUZANNE BRITT

SUZANNE BRITT was born in Winston-Salem, North Carolina, and studied
at Salem College and Washington University, where she earned an MA in
English. Britt has written for Sky Magazine, the New York Times, Newsweek,
the Boston Globe, and many other publications. She teaches English at
Meredith College in North Carolina and has published a history of the
college and two English textbooks. Her other books are collections of her
essays: Skinny People Are Dull and Crunchy like Carrots (1982) and Show and
Tell (1983).

Neat People
vs.
Sloppy People

“Neat People vs. Sloppy People” appears in Britt’s collection Show and Tell.
Mingling humor with seriousness (as she often does), Britt has called the
book a report on her journey into “the awful cave of self: You shout your
name and voices come back in exultant response, telling you their names.”
In this essay, Britt uses comparison mainly to entertain by showing us aspects
of our own selves, awful or not. For another approach to a similar subject, see
the next essay, by Dave Barry.

I’ve finally figured out the difference between neat people and sloppy
people. The distinction is, as always, moral. Neat people are lazier and meaner
than sloppy people.

Sloppy people, you see, are not really sloppy. Their sloppiness is merely
the unfortunate consequence of their extreme moral rectitude. Sloppy people
carry in their mind’s eye a heavenly vision, a precise plan, that is so stupen-
dous, so perfect, it can’t be achieved in this world or the next.

Sloppy people live in Never-Never Land. Someday is their métier. Some-
day they are planning to alphabetize all their books and set up home catalogs.
Someday they will go through their wardrobes and mark certain items for ten-
tative mending and certain items for passing on to relatives of similar shape
and size. Someday sloppy people will make family scrapbooks into which they
will put newspaper clippings, postcards, locks of hair, and the dried corsage
from their senior prom. Someday they will file everything on the surface of

233
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their desks, including the cash receipts from coffee purchases at the snack shop.
Someday they will sit down and read all the back issues of The New Yorker.

For all these noble reasons and more, sloppy people never get neat. They
aim too high and wide. They save everything, planning someday to file, order,
and straighten out the world. But while these ambitious plans take clearer and
clearer shape in their heads, the books spill from the shelves onto the floor,
the clothes pile up in the hamper and closet, the family mementos accumulate
in every drawer, the surface of the desk is buried under mounds of paper, and
the unread magazines threaten to reach the ceiling.

Sloppy people can’t bear to part with anything. They give loving atten-
tion to every detail. When sloppy people say they’re going to tackle the sur-
face of a desk, they really mean it. Not a paper will go unturned; not a rubber
band will go unboxed. Four hours or two weeks into the excavation, the desk
looks exactly the same, primarily because the sloppy person is meticulously
creating new piles of papers with new headings and scrupulously stopping to
read all the old book catalogs before he throws them away. A neat person
would just bulldoze the desk.

Neat people are bums and clods at heart. They have cavalier attitudes
toward possessions, including family heirlooms. Everything is just another
dust-catcher to them. If anything collects dust, it’s got to go and that’s that.
Neat people will toy with the idea of throwing the children out of the house
just to cut down on the clutter.

Neat people don’t care about process. They like results. What they want
to do is get the whole thing over with so they can sit down and watch the
rasslin’ on TV. Neat people operate on two unvarying principles: Never handle
any item twice, and throw everything away.

The only thing messy in a neat person’s house is the trash can. The
minute something comes to a neat person’s hand, he will look at it, try to
decide if it has immediate use and, finding none, throw it in the trash.

Neat people are especially vicious with mail. They never go through their
mail unless they are standing directly over a trash can. If the trash can is
beside the mailbox, even better. All ads, catalogs, pleas for charitable contri-
butions, church bulletins, and money-saving coupons go straight into the trash
can without being opened. All letters from home, postcards from Europe, bills,
and paychecks are opened, immediately responded to, then dropped in the
trash can. Neat people keep their receipts only for tax purposes. That’s it. No
sentimental salvaging of birthday cards or the last letter a dying relative ever
wrote. Into the trash it goes.

Neat people place neatness above everything, even economics. They are
incredibly wasteful. Neat people throw away several toys every time they walk
through the den. I knew a neat person once who threw away a perfectly good

o
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dish drainer because it had mold on it. The drainer was too much trouble to
wash. And neat people sell their furniture when they move. They will sell a
La-Z-Boy recliner while you are reclining in it.

Neat people are no good to borrow from. Neat people buy everything in
expensive little single portions. They get their flour and sugar in two-pound
bags. They wouldn’t consider clipping a coupon, saving a leftover, reusing
plastic nondairy whipped cream containers, or rinsing off tin foil and draping
it over the unmoldy dish drainer. You can never borrow a neat person’s news-
paper to see what’s playing at the movies. Neat people have the paper all
wadded up and in the trash by 7:05 AM.

Neat people cut a clean swath through the organic as well as the inorganic
world. People, animals, and things are all one to them. They are so insensi-
tive. After they’ve finished with the pantry, the medicine cabinet, and the
attic, they will throw out the red geranium (too many leaves), sell the dog
(too many fleas), and send the children off to boarding school (too many
scuff-marks on the hardwood floors).

For a reading quiz, sources on Suzanne Britt, and annotated links to further read-
ings on personality traits, visit bedfordstmartins.com/thebedfordreader.

Journal Writing

Britt suggests that grouping people according to oppositions, such as neat versus
sloppy, reveals other things about them. Write about the oppositions you use to eval-
uate people. Smart versus dumb? Fit versus out of shape? Hip versus clueless? Rich ver-
sus poor! Qutgoing versus shy? Open-minded versus narrow-minded? (To take your
journal writing further, see “From Journal to Essay” on the next page.)

Questions on Meaning

1. “Suzanne Britt believes that neat people are lazy, mean, petty, callous, wasteful,
and insensitive.” How would you respond to this statement?

2. Is the author’s main PURPOSE to make fun of neat people, to assess the habits of
neat and sloppy people, to help neat and sloppy people get along better, to defend
sloppy people, to amuse and entertain, or to prove that neat people are morally
inferior to sloppy people? Discuss.

o
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. What is meant by “as always” in the sentence “The distinction is, as always,

moral” (par. 1)? Does the author seem to be suggesting that any and all distinc-
tions between people are moral?

Questions on Writing Strategy

. What is the general TONE of this essay? What words and phrases help you deter-

mine that tone?

Britt mentions no similarities between neat and sloppy people. Does that mean
this is not a good comparison and contrast essay! Why might a writer deliberately
focus on differences and give very little or no time to similarities?

. Consider the following GENERALIZATIONS: “For all these noble reasons and more,

sloppy people never get neat” (par. 4) and “The only thing messy in a neat person’s
house is the trash can” (8). How can you tell that these statements are general-
izations? Look for other generalizations in the essay. What is the EFFECT of using
so many!

How does Britt use repetition to clarify her comparison?

. OTHER METHODS Although filled with generalizations, Britt’s essay does not

lack for EXAMPLES. Study the examples in paragraph 11, and explain how they do
and don’t work the way examples should: to bring the generalizations about peo-
ple down to earth.

Questions on Language

. Consult your dictionary for definitions of these words: rectitude (par. 2); métier,

tentative (3); accumulate (4); excavation, meticulously, scrupulously (5); sal-
vaging (9).

How do you understand the use of the word noble in the first sentence of para-
graph 47 Is it meant literally? Are there other words in the essay that appear to be
written in a similar tone?

Suggestions for Writing

. FROM JOURNAL TO ESSAY  From your journal entry, choose your favorite oppo-

sition for evaluating people, and write an essay in which you compare and con-
trast those who pass your “test” with those who fail it. You may choose to write a
tongue-in-cheek essay, as Britt does, or a serious one.

Write an essay in which you compare and contrast two apparently