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Introduction

Welcome to Dr. Vavra’s sections of ENL 121. Years ago, I stopped having students buy expensive anthologies and textbooks, much of which we never used. In their place, this is your primary textbook for the course. The result is that you do not have to read long chapters of a textbook, much of which I may consider to be unimportant. What I consider to be important is collected here—and in the major paper assignments. What that means, however, is that I expect you to study this material thoroughly, and to ask questions about whatever you may not understand. I hope you enjoy the semester as we explore literature and what it means to be a human being.
General Instructional Materials
Organizing Notes and Other Materials 

Having most of the materials for a college course freely available on the web saves students from having to buy an expensive textbook, and it also decreases the amount of reading they need to do. In using a textbook, most instructors assign entire chapters, even if they do not consider all of the material in that chapter to be important. In putting my instructional materials on the web, I have, obviously, ignored anything that I did not think is important. The relatively new, hypertext format of web-based courses does, however, present many students with some confusion as they attempt to deal with what, at first, appears to be an inundation of print-outs. How are you to keep them organized? 

To answer that question, we should look at the types of print-outs that you will be making. They basically fall into three categories: 

1) weekly assignment schedules and short assignments, 
2) major instructional materials, and 
3) major paper assignments.

You will be directed to print out all the material you need, week-by-week, on the Tentative Course Schedules.
Organizing the Major Instructional and Short Assignment Materials

To organize this material, the syllabus says that you should have one or more 3-ring notebooks, several two-pocket folders (preferably of different colors), and, of course, a notebook for taking notes in class. You do not need to bring everything to class every class period. All you need to bring to class are two-pocket folders, your notebook for taking notes, and any reading material that has been assigned for that class. 

Use one two-pocket folder for the materials that are due on the specific class day or, if you wish, week. [Note that the tentative schedules are organized by week.] When you are finished with those materials, transfer them to a 3-ring notebook. The best way to organize the 3-ring notebooks is to keep the major instructional materials together, in order, at the beginning of the book. 

Note that each course has a menu of these materials: You will be directed to print out parts of this material, as you need it, in the tentative course schedules.  Some students like to put tabs on the first pages of various print-outs so that they can find them easier in the notebook, but that is up to you. Keep the other materials from weekly assignments in the notebook, in order, after the major instructional material. You never need to bring the 3-ring notebooks to class. (The only exception to this is in ENL 121, when students should bring everything related to the course to the open-book, open-note final.) 

Organizing Materials for Major Papers

There are four "major" papers, in ENL 121. When a major paper is assigned, you should print the assignment, the checklist, the grading sheets, study logs (if you opt to keep them) and anything else that is part of the assignment. Keep these in a separate two-pocket folder. Most students like to keep their storming, outlines, drafts, etc. for that paper in the same two-pocket folder. Bring that folder to class whenever the major paper is the direct focus of the class period. When the paper is due, transfer everything in the folder to a 9x12 envelope. I strongly suggest that you keep everything related to each paper once you get it back, but how and where you do so is entirely up to you. 

Taking Notes in Class
In academic college courses, you are expected to take notes, not only on what you are assigned to read, but also on what is said in class. I expect you to take notes on the readings and during every class, labeling them with the date. At the end of any class, I may decide to collect and grade your notes -- on quality as well as quantity. I may also collect and grade your notes on assigned reading. If the reading is from a web site, you may simply hand in your print-out of the assignment -- with your notes on it. The grade will count as a quiz grade. 

If you follow these suggestions, you should not have a problem keeping track of the materials and your notes for this course. Remember that, if you do not have convenient access to the web, assignments are posted on the Tentative Schedules at least one full week before they are due. This means that you should be able to find one block of time, once a week, to get to a computer lab and print all the materials that you need for the following week. If you run into problems with this, please discuss them with me early in the semester. 
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	Writing In-class Essays

TOW


Most students hate in-class writing assignments, and English teachers argue about their value. We will be doing them for four reasons: 1. I need samples of your writing under controlled conditions. 2. You will have to write in-class essays and essay exams in other courses, so you need the practice. 3. There are a few things about them that I may be able to teach you. 4. Some of the teachers who are arguing, particularly those who teach part-time and hold other jobs, have noted that "in the real world," people do not have the time to brainstorm, outline, draft, revise, and edit. Real writing, they claim, is often much more like the writing of in-class essays.

TOW is an acronym for Think, Organize, Write. Many students have told me that writing TOW at the top of the page helps them handle in-class writing, not just in my class, but also in many others. The idea is to Think first (Brainstorm), then Organize (Outline), then Write (Draft). Drafts are what is expected in in-class writing. If you have time, you should go back and revise, crossing-out and/or inserting words or sentences. Use arrows to show sentences or paragraphs that you want to move. If you still have time, you should attempt to edit. Doing so shows that you care. 

Think:
1. Read the question carefully. 

2. Look for all the things it asks you to do.

Organize:
1. Does the question imply an organization to the answer? Explain the causes of the Civil War. (Organization = list of causes.)

2. Make a list of two or three points you intend to cover.

Write:
1. Turn the question into a thesis. "There were four major causes of the Civil War." 

2. Write a brief introduction

3. Write about each point.

4. Write something as an ending.

Within this course, the assignments often include a list of study questions. If you come to class and are asked to write an essay about the assigned work, one way to organize it is to make your responses to those study questions into the two or three points that you will cover in your essay. When you are simply asked to write an essay explaining the theme of a work, an excellent way to organize it is to use the critical concepts. Your thesis and topic sentences might look like this: 

Thesis: The theme of Updike's "A&P" is that we don't learn as fast as we sometimes think we do. 

Topic Sentence: The point-of-view in the story supports this theme. 

Topic Sentence: The idea that we learn slowly is also supported by the conflicts in the story. 

Topic Sentence: But the strongest support for this theme is in the story's symbols. 

[Don't forget a concluding paragraph.]
Tips from English Tutors at the Penn College Tutoring Center

The following suggestions were sent to faculty members by the Tutoring Center. Pay attention to them.

Before writing an entire draft, show us an outline or one body paragraph of a paper if you’re not sure you’re on the right track. 

Give us your best effort when you bring in your draft. Before you see us, you should do your best to check for clarity and organization, as well as proofread for grammar, sentence structure, and spelling. 

Type your draft, if at all possible, using double spacing. Any tutor can refuse to read a paper if it is handwritten or illegible. 

Allow time for revision after you work with us. One hour is not enough time to rewrite and retype a paper – an extensive revision could take a day or more. 

Bring your assignment sheet, if you have one; or be prepared to explain assignment requirements to your tutor. 

Let the tutor know if your instructor stresses any particular elements of writing, such as transitions or strong thesis statements. 

Plan to stay in the tutoring center and work with the tutor. Because tutors try to help you learn to improve your own writing, we discourage “drop-offs.” We are not proofreaders. 

Remember that English tutors are particularly busy at mid-term and the end of the semester. You might need to wait for a tutor at times like these. 

Feel free to visit more than one tutor to receive other viewpoints or opinions about a paper. 

Recognize that ultimately, you are responsible for your own paper. English tutors can only offer suggestions regarding your assignments; you then need to decide which suggestions you want to use. 

The Smartest People Ask the “Stupid” Questions

It was one of those ephiphanic moments that become etched in one’s brain. I can still remember the scene – the parking lot of the auto parts store, my father’s 1968 blue-green Chevy, the blue sky and cumulous clouds. It was, perhaps, the most important event in my life – it was when I learned to ask stupid questions. Since then, I have learned that the smartest people are never embarrassed when they ask stupid questions. 

It was the middle of the summer. My father came out of the house and asked if I wanted to go to the auto parts store with him. I wasn’t doing anything special, so I agreed to go. We entered the store and walked up to the counter. The person behind the counter looked only a little older than I was. My father looked at him, pointed at something on the counter, and asked if they were brake pads. I was stunned, stunned and embarrassed. My father was a car mechanic in World War II. He knew that they were brake pads. I didn’t know much about cars, but even I knew they were brake pads. (I’d swear that it said “brake pads” on the package.) As a teenager, I didn’t want to be associated with anyone who was stupid, especially if it appeared that it might be a member of my own family. Attempting to give the impression that we had come in together by accident, I walked away from the counter and started browsing. 

While I “browsed,” I watched my father talking to the guy behind the counter. The conversation took a few minutes, after which my father bought something and left the store, apparently sensing my desire not to be associated with him. A few seconds later, I too left. I caught up to him in the parking lot, facing that Chevy and beautiful blue sky. 

“How,” I asked, “could you ask such a stupid question?” 

He smiled and said, “I didn’t know the person behind the counter, so I asked him some questions. The first might have been silly, but then I asked him some harder ones. Since he got those right, I asked a few still tougher ones. When he got those right, I figured I could trust him, so I asked him what I needed to know.” It was very clear that my father did not care if the person behind the counter thought he was stupid. 

The moment stuck, and I began to watch my teachers. The smartest ones almost always asked “stupid” questions. Most were so simple, so “stupid,” that I have forgotten them. I will, however, always remember George Gibian, Distinguished Professor of Russian Literature at Cornell University. It was the beginning of a semester, and the Russian lit department office was crowded with students. Professor Gibian came out of his office, looked at us, put his hands on both sides of his mouth, wiggled his forefingers, and said, “What does a mouse do when it goes like that?” A student reminded him that the word he was looking for was “tvigat’.” He smiled, said “Thanks,” and went back into his office. The new students, who didn’t know who he was, looked at others in the room with an expression of “Who is that dumb cluck?” Those of us who knew him simply smiled.

Like all of us, Gibian had forgotten – or didn’t know – some simple information. He needed it, so he asked. That is how he got to be a Distinguished Professor of Russian Literature. I don’t mean to suggest that he didn’t work hard, or that he wasn’t intelligent in other ways, but I do mean that he probably would not have achieved the success he did if he had been unwilling to ask those “stupid” questions. No one can know everything, and we all forget things. Ask.

I have, of course, been on the other side of the teacher’s desk for a couple of decades. Some students think I know a lot, but if I’m “smart,” it is not necessarily in terms of IQ. I simply learned from my father, from Gibian, and from dozens of others – “Don’t worry if people will think you are stupid. If you need to know something, ask.” I ask lots of stupid questions.

I have asked you to read this little essay because it may describe the most important difference between students who do very well and those who do not. In discussing things with students out of class, we frequently stumble over things that I think they should have asked in class. When I ask why they didn’t ask, the usual response is that they were afraid that their classmates would think that they were stupid. Please remember, the smartest people ask the stupid questions. Doing so gives you the information you need to succeed at whatever you are working on. Not doing so leaves you lost and confused. 
Causes of Grades in Freshman Composition

A few years ago, early in the semester, I made the statement that students' grades for the course are 90% determined before they walk into the classroom for the first day. One woman, perhaps in her thirties, disappeared from the course after that. I learned that she felt I was prejudiced so she transferred to another instructor. It didn't make much difference for her -- her grades were 90% determined in that classroom as well as in mine. For years I used the question "What Determines Grades in Freshman Composition" as a topic for in-class brainstorming and then an in-class essay, but I think the question is important enough -- for students-- that I want to address it here. If you think about what will affect your grade in this course, you will find that there are many things, some of which you cannot control, and some of which you can.

Before you act as the woman in my example did, let me assure you that everyone in my ENL 111 classes has the potential to pass. In fact, most students can earn an A, if they want to. To do that, however, you need to start with a realistic picture of where you are and what you need to do. Think about it. You are in a college Freshman English class at Pennsylvania College of Technology. This is not Harvard; nor is it Podunk U. Our expectations of you, in other words, are not as high as what is expected at Harvard. But this is a very respectable college, and you will be expected, as one of its graduates, to be articulate and to represent us (and yourself) well. Like many colleges, it has an open admissions policy. It also has a placement test which you should have taken. If you were placed in this course, you should have the ability at least to pass it. Whether or not you do so, and how well you do depend mainly on things such as your motivation, your previous education, and your personality. 

Your Motivation 

In most cases, you brought your motivation into the classroom that first day. This is college, not high school. My job is to teach you something, not to hold your hand, not to motivate you. What you will learn in this course should motivate you. Your increasing understanding of the skills to communicate your own ideas should motivate you. I will try to make the course as interesting as I can, and I will try to help if you have problems—with the course, with the school, with life. You can come to me for help with any kind of problem, financial, social, etc., and I will help you make the contacts you need to get assistance from Penn College's excellent support services. But you need to have the motivation to take the first step.

Look around at your classmates, not only in this course, but in your other courses. How many of them are here, they know not why? How many of them are here because they want to be free of the rules of their parents and thus drink, party, do drugs, "have fun"? Historically, that has meant that a number of them will disappear from the classrooms. As an experienced instructor (I have been at this for almost 35 years.), I have two choices. I can spend my energy running after the students who start missing classes, and plead with them to come back. Or I can devote my energy to the students who want and need help. The latter is far more productive, but you need to make the first step. If you are having problems in the course, you need to let me know.

I know, as well as you do, that most students do not take English Composition because they want to. Obviously, students are much more motivated to take courses that they want to take. But English Composition is required of you for a number of reasons. Unfortunately, you may not understand many of them until after the course is over. Students regularly tell me "I'm in Forestry. I don't need to know how to write." Or, "I'm in Diesel. I don't really need this course." One student, who told me the latter, saw me outside the next semester and told me, with a look of amazement, "Do you know that I need to write a ten-page paper on diesel engines?" Well, I did and I didn't. I do know that most of my students will have to write more papers in other courses than they currently realize, but I don't know what all those papers exactly are. And even if you will not need to write papers in later courses, part of the objective of this course is to enable you to explain your beliefs clearly and convincingly so that you will have the power to affect the world around you. In class, I will probably tell you a few stories about things that I have written that got me what I needed, or, in one case, saved me what is the equivalent of $10,000. Is that motivation enough? (If I forget to tell the stories, and you want to hear them, ask.)

Some students are motivated simply because the course is required and someone has to pay for it. I have no problem with that. As long as something motivates a person to do the required work in the course, the work should -- and probably will -- get done. I would, however, suggest that you aim for at least a C. That way, if you fall a little short, you will still pass the course and not have to take -- and pay for it -- over again. 

Causes That You Never Could or Can No Longer Control
Your motivation (or lack of it) is something that you can and, to a certain extent, cannot control, at least in the context of this course. If, for the past twelve years, you have not been very motivated, you are probably not suddenly going to become so. You can, on the other hand, push yourself to be more motivated than you were in the past. Because I believe that effective motivation results from a sense of reality, I want to examine some of the things that you cannot control but that will affect your grade in the course. Understanding the obstacles that you must overcome is the first step to getting anywhere. 

Your Parents 

Some people are born smarter than others. I am no expert in genetics, but we all know that, just as some people are gifted physically, so some are gifted mentally. Your parents' genes and the sexual act that resulted in your existence gave you a unique set of mental as well as physical capabilities. Clearly, if you were born mentally well-endowed, you will find this course easier to deal with. You had no control over this, but you can control how you use what you have. It is often said that humans generally use only 10% of their brain power. If someone next to you was born with 2% more brain power, you can do as well as that person by learning to use your brain 2% more effectively. 

There is no question that you have the mental ability to do well in this course. You already can speak and write English. Who taught you the language? No, your parents may have helped (See below.), but they couldn't teach you the language because, before you knew the language, you couldn't understand what they were saying. When you came out the chute, you knew nothing. You taught yourself the language. From the vast complex of chaotic sounds around you, you learned to distinguish a human voice, and then words, and then sentence structure. You taught yourself! And, because you did that, you can learn anything and everything you will need to pass this course. 

Your parents, of course, did help. Imagine a mother changing her baby's diapers. As she works, she says, "Now I'm lifting your right leg. And I'm putting the powder on your right leg. And I'm putting your right leg on the diaper. And now I'm lifting your left leg..." How many times a day do a baby's diapers get changed? And, for this baby, how many times a day does it hear the sound "leg" when someone is touching one of its legs? In the baby's' process of learning to distinguish language, doesn't this baby have a tremendous advantage? "Leg ....leg .... leg .... leg....," always when one of its is being touched. We all had to make the realization that sound and meaning can be associated, but this baby clearly had a head start. Helen Keller, who was deaf, was in her teens before she realized that there are words -- that sounds can represent things. Unlike the baby, in other words, she was older, but she reports that the realization led to an explosion of meaning. The whole world came alive as she searched for other words, other symbols. Babies probably do the same thing. If your parents talked to you a lot when you were a baby, you learned the language faster. Another head start. 

When you were a pre-school child, did your parents read to you? Did they make it fun? Any parent can teach any normal child to read and enjoy reading. Think about what goes on. Kiddy books have five or six words, in big type, on a page with a picture. The parent (or someone else) sits with the child so that the child can see the picture. Any parent who reads to children will tell you that young kids are notorious for wanting the same story, over and over, and over again. They memorize the things! On the fiftieth reading, try putting in some wrong words. They will correct you. "Ooops. Daddy made a mistake." Laugh about it. Tickle the child. Have fun. Sooner or later, you will find the child, alone in its room or somewhere else, with the book open, "looking at the pictures." But they also see the words! And they memorize the words. And they realize that the written symbols stand for the sounds of the words. They learn to read! If your parents did this with you, you have an advantage that remains with you right into this course. You brought it into the room on the first day. 

Your Previous Education 

What happened to you in primary school? Were you tracked? Many people do not realize what "tracking" is, but more people should be aware of it because it has a tremendous influence on children's futures. In many school systems, when children are in kindergarten, they are put into groups. These groups may have names -- the Robins, the Bluebirds, the Finches. Parents think this is cute. But many parents don't realize that those groups are created based on ability. The Finches may be all the best readers in the class; the Bluebirds, all the weakest. For those people who are aware of what is going on, this is a very controversial procedure. In many cases, because the Finches are the best readers, more is expected of them, and they get more attention. In essence, they are on track for the College Prep courses in high school. The Bluebirds, instead of being helped to catch up, are often simply passed on from grade to grade, continually falling further and further behind. If you were with the Finches, your education has probably given you an excellent preparation so that you can get an A in this course with relative ease; if you were with the Bluebirds, an A in this course may be beyond your reach. You will certainly have to work a lot harder to get one. 

In class, we will probably discuss what students did in high school. In previous discussions, some students have reported that they had to do two or three research papers; others claim that they never had to do any papers at all! Some students report having had to write a ten-page paper; others say that the most they ever had to write is a one-page book report. Some students enter this course having been taught what a thesis is, how to brainstorm, how to make an outline, and how to revise, as opposed to edit. Other students have had none of this. Wouldn't you agree that the students who came in the door the first day knowing all of these things have a big advantage over the rest of the class? 

Although much of the preceding may result from tracking, there is also the question of the quality and expectations of the school system you were in. These are extremely complex questions, and making judgments about quality and expectations is risky. But, for example, some school systems require that every student take typing. It used to be that typing was required only for the students going into a secretarial program, but the advent of computers has changed all that. All of your major papers for this course must be typed. If you know how to type, you can use a computer and type a paper in an hour or less. If you don't know how to type, you either have to pay someone else (and hope that that person will do a good job) or spend three hours or more "hunting and pecking" to type your paper. In the course evaluations for Fall 97, one student complained about having to type his paper while his roommates were able to watch TV. That is a price that you too may have to pay if you were not required to learn how to type in high school. 

And there is more. One related question involves the "five-paragraph essay." English teachers across the country argue among themselves about the value of teaching students to write a five-paragraph essay. Some do; others refuse to. It has been my experience, however, that the students who were taught to write a five-paragraph essay (or to use even more complex organizational schemes) have a big advantage over students who were not. The five-paragraph essay gives students a general sense of organization and of topic sentences, two of the major things focused on in this course. And what about computers? Some students enter this course not only never having used one, but also basically afraid of them. You can learn what you need to know about computers for this course in about five minutes, but if you are afraid of them, you have another obstacle in your path, an obstacle that other students do not. Were you lucky in the teachers you were assigned to in school? Another complex question, but many of us remember one or two teachers who inspired us -- one or two out of the twenty or so that we had. Some people remember more; some remember none. 

Health, Home, and Other Responsibilities 

Your parents and previous formal education are not the only causes for your grade in this course that you can no longer control. Your health affects your grade in this course. If you are healthy, and stay healthy, you have an advantage. If you are sick, you may have to miss classes (a bad idea) and then either find yourself lost or have to put in extra effort to make up work. If you have a learning disability, you will have to take the responsibility for dealing with it. Here at Penn College, you can get extra help, both from Support Services, and from me, but your work is ultimately graded by its quality, not by the effort (or lack of effort) put into it. (My experience has been that most students with learning disabilities accept the responsibility and do well. A few, unfortunately, use the disability as an excuse.) 

Home life, whether you are living with your parents, with your spouse (and children), just with your children, in a house, in an apartment, or in a dorm, affects your grade in this course. I once had a roommate who slept during the day and stayed up all night -- in our room -- reading out loud with the lights on! I almost failed out of the program. (Fortunately, I was able to get my room changed.) One student told me that she had to withdraw from my course because her sister was ill, and she was the only person who could take care of her sister. Many students here at Penn College are single parents with pre-school children. As I listen to their problems, I am amazed that they are able to stay in college. (But many of them not only do so, but they do extremely well.) Some students have spouses who are very supportive; others have spouses who present problems; still others are in the process of emotional, time-consuming and exhausting divorces. Parents, spouses, brothers and sisters, children -- all can drain emotional energy and time. 

So can a job, or the need to look for one. I don't understand how they do it, but some people work forty (or more) hours per week and go to college full time! I'll never forget the time a man rushed into my office to drop off one of his major papers. He looked ragged and tired, and he said that he was a contractor and had a building that had to be finished. He was not sleeping, and had to rush off to check on the job. But his paper was in. In the Fall of 97, with about four weeks to go in the course, a student called and left a message. He had just got a job that was important to him -- could we make arrangements to meet and discuss his situation. Because of the job, he couldn't make it to class anymore. We made the arrangements. Before the semester ended, all his papers were in, the directions all having been correctly followed. He earned an A in the course. Perhaps I should note that he was a non-traditional student. He had been in college, dropped out, and went to work. He had then decided to return to college and accept the responsibility associated with it. More typical are students who, because they have to work, aim for a B or C and earn it. 

On the other hand, I remember at least two students who did very well in the course but reported spending an average of more than twenty hours a week on just my course! I discussed this with them. In both cases, they were single men, with no family responsibilities and no jobs. Both had worked, both felt that they wanted to improve their writing ability, and both had the time to spend on the course with no worries. 

Causes That You Can Control

If all of the things discussed above are working against you, it is possible that the best grade you can get in this course is a C. More likely, however, you can get a B. I now believe that at least half of the students who come in the first day have the potential to get an A. The odds are, however, that half of the class will not all get A’s, for the simple reason that they will not take charge of the causes which they can control. Your past history is just that -- past. You need to recognize and accept it, but don't dwell on it. Instead, take charge of the things you can control. 

Attendance
Missing classes is a primary reason for students failing the course. I am aware of the fact that there are college courses in which students can either do the homework assignments or attend class. This is not one of them. Many students will find that there are times when they must miss a class -- because of illness, family responsibilities, weather, etc. If such a situation arises, call my office, or preferably e-mail me, ASAP and simply tell me that you will have to miss class. (I leave my phone mail on, to the frustration of my wife, primarily so that I will not miss any student's call.) This is particularly important if there is an assignment due. The syllabus states that late assignments will not be accepted or will be penalized (depending on the type of assignment) unless you call either in advance or as soon as possible after the class has met. 

Do the homework assignments
Although attending class is important, there are times when some students might just as well not be in the classroom. Because they have not done the assignment, they have no idea of what is going on in class. (Not only are they bored, but they also tend to distract other students.) When, for example, we deal with the essays on thinking, you will be expected to have read them. In class, we will discuss them such that you will almost be given everything you need for the major paper assignment about them. If you have not read them, you will not understand what is going on. 

Bring Questions to Class, and Ask Them
On the day a reading assignment is due, I generally begin the class by asking if there are any questions. If there are, I try to answer them; if there are none, I will assume that everyone understood the reading and will move on to something else. If you did not read the assignment, or if you do not ask your questions, you may be lost. (Whose fault is that?) Failure to read assignments and ask questions is another primary reason for low or failing grades in the course. You will be told, for example, to read the major paper assignments when each is assigned. I will ask if there are questions. (If I forget to ask, raise your hand and ask anyway.) Some students fail to read the assignments when they are told to. Because the major paper is not due for two or three weeks, they procrastinate. Then, when they finally do look at the assignment, they are confused, but it is too late to ask questions.

Follow the Simple Directions
Some of the things we will deal with in the course may be difficult to understand. I realize that. Other things, however, are very simple. Directions for major papers, for example, include a checklist. The checklist states that you will be penalized five points each if your paper is not handed in in an envelope, if your drafts are not in the envelope, if your outline is not in the envelope, if you do not submit an electronic copy of your paper, etc. These directions are not difficult to understand, but every semester numerous students lose points simply because they do not follow them.

Don't Procrastinate 

One of the things you will be learning in college is how to control your time and plan ahead. This is not something that can be taught; it can only be learned. You will learn it by having to do it. Most college courses include papers or other long-term assignments, i.e., you will be given two or more week (sometimes an entire semester) in which to do them. They are long-term because you are expected to devote time to them several times over the course of the assignment.

With the major papers in this course, for example, you should start brainstorming as soon as the assignment is given. It is your responsibility to find (or narrow) the topic you will be writing on and to decide exactly what you will say about it. Good students will do this. Then, if they are not sure of what they are doing, they will ask me or go to the Tutoring Center. This means that their work will be interrupted for a day or more. When they have checked with me (or the Tutoring Center), they will develop an outline. Some students will come to see me again -- to check their outlines. Then they will draft the paper and let it sit for a day or two. With their heads now clear, they will reread and re-vise, i.e., re-see what they wrote. They will change it to make it clearer. Years ago I had students log the time they spent on paper assignments. The logs indicated that students who do well often spend more time on revision than on drafting. Writing is mentally exhausting. When they have finished the revision, good students will often let the paper sit and return to it later to edit. In editing, some students will come to me (or the Tutoring Center) to check specific questions. On the other hand, some students think that this is too much work. But because of your previous preparation for the course, it may be what is required. The help is there. Whether or not you use it is your choice. 

If It Comes, Accept Failure and Learn to Deal with It 

If you look at the schedule on my office door, you will see the statement "Happiness lies on the edge of failure." If you don't try, you can't really fail, but then, you can't succeed either. Some students get the first major paper back with an "F" on it, decide that they "can't do this," and disappear. They have what Daniel Goleman calls low "emotional intelligence." In his fascinating Emotional Intelligence: Why it can matter more than IQ (Bantam, 1995), Goleman describes how an insurance company was losing a lot of money. It would spend a lot of money training new salespeople, and most of them would quit soon after their training. The company went to a college psychology department and asked if a test could be developed which would screen out the people who would probably quit. As the psychologists worked on the problem, they realized that the people who quit had problems accepting failure. Insurance salesmen often have doors closed in their faces. In facing failure, some people respond by thinking "I can't do this," and they give up. Others step back, think about what they are doing, and change their approach. The former have low "emotional intelligence"; the latter are well-endowed.

Or are they? "Well-endowed" implies that they were born with this ability to face failure. But that is not true. Emotional intelligence can be learned. Anyone, at any time, can choose to accept failure. If you find yourself failing this course (or doing worse than you think you should be doing), don't take the attitude that you "can't do it." You can. Don't blame the course (or me); if you do, you will be putting yourself in a position where there is nothing you can do (i.e., it's not your fault). Instead, ask yourself: "Have I been doing the homework assignments? Have I been going to class? Have I been starting early, or have I been procrastinating? Have I been following the basic directions? Have I been taking advantage of the Tutoring Center? Have I discussed my problems with the instructor?" If the answers to all of these questions are "Yes," and you are still doing poorly, then come to see me again . . . and again . . . and again.

I'm here to help you, and I want you to succeed. You can, if you want to. 

Literature
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	Approaches to Literature

(based on Wilbur Scott's  Five Approaches of Literary Criticism. N.Y. Collier Books. 1962.


There are many ways to approach literature, most of which we will not be able to deal with in this course. This section briefly explains a few major approaches. As in life, the approaches overlap -- a focus on one automatically leads at least to partial consideration of the others, but any one of the five discussed here can give you a central focus for an essay. The explanations are intended as suggestions, possibilities which you may wish to use in writing your papers or which may increase your enjoyment of literature. 
"Formal" Approaches to Literature

A "Formalist" critic approaches a work of art as just that -- an "artistic" product which is composed of such things as settings, a narrator or speaker, characters, conflicts, tone, images, symbols, etc., most of which should work together to develop the work's theme (central idea). Without an understanding of the formalists' concepts, other types of criticism can often go astray because the critic lacks a good understanding of the work about which he or she is writing. 

Because the formal approach is the best way of getting to the meaning of a work, most of our work this semester will be devoted to it. As you will see, the formal approach is also the easiest and fairest way for you to write papers for this course. 
“Moral” Approaches to Literature

I didn't become interested in literature until Mr. Bottino, my high school senior English teacher, got off on a tangent and told us about Dante. Dante, he said, had written the Divine Comedy, a work in which he described Heaven, Purgatory, and Hell. In the course of his descriptions, Dante peopled these three places with people he knew or knew of. For one thing, he put Boniface VIII, the then current Pope, in Hell. Boniface did not appreciate this, and since Boniface, in those days, had the power to kill, Dante had to flee his native home in Florence to hide from the Pope. Literature, thanks to Mr. Bottino, suddenly meant something. 

Every literary work can be approached from a moral perspective, but some works, as you will soon see, lend themselves to the approach better than others simply because the author has chosen to deal with a heavier moral issue. When, for example, Eudora Welty presents us with Phoenix Jackson, in "A Worn Path," she raises a moral question about whether or not we ignore the value of the common people we see daily. There is not, however, much for a moral critic to say about "A Worn Path." The story makes its moral point; few (if any) people would disagree with it; the case is closed. The situation is significantly different in Flannery O'Connor's "A Good Man Is Hard to Find." Not only is O'Connor's story stylistically (formally) more complex, it also raises questions such as What IS a "good" man? and Why is he so hard to find? More than one lengthy essay has been -- and will be -- written about these questions. 

In working from the moral approach, you can do two things: 

A.) Explain and/or explore the morality within the world of the work [and STOP]: 

or continue on to 

B.) Criticize the morality of the work in relation to the "real" world:

Morality includes LOTS of complex issues. Before you praise or condemn the morality of a work (B), you should be sure that you understand the moral position(s) embedded in it. This isn't always easy to do, and thus essays based on (A) are important. In Dostoevsky's Crime and Punishment, for example, the heroine, Sonya, is a prostitute. She is, however, presented almost as a saint. I'll never forget the French professor who, in talking about her, simply couldn't understand how a prostitute could be considered saintly. Apparently, he didn't know that in Russian Orthodoxy (the religion of Dostoevsky) the virginity of Mary (and thus virginity in general) is much less important than her motherhood. Note that, to an extent, this is Social Criticism (See below.), but my point is that the world contains a large number of religions and thousands of variations of moral views. If, in reading a work, you see religious allusions that you understand, you might get an excellent paper simply by explaining how these allusions fit together to establish a moral system within the work. Then, if you disagree with or dislike that system, you are certainly free to criticize it. 

In moral approaches to literature, one of the most important critical concepts is conflict, especially that between good and evil. The problem, however, is to determine what the work proposes as good and/or as evil. Although there are some works that can be considered moralistic, that is, they clearly advocate a moral position, most literary works (as opposed to sermons or essays) raise and explore moral questions, but do not propose definitive answers. Moral approaches often also pay a lot of attention to characterization and symbols. 

It might be interesting to note here that Plato, the ancient Greek philosopher, advocated banning poets (literature) from the state because poetry offers illusions--fictions. Early in the 18th century, David Hume, a Scottish philosopher, turned Plato's position on its head. Hume argued that the best way to understand people--to learn to tolerate if not agree with their values--was to read, not philosophy, history, or sociology, but to read literature. Literature enables us to look at the world through the eyes (and values) of people whom we have never met (and often fear). 

The “Social” Approaches to Literature

One of the functions of literature is to introduce us to different people in different places. But because they are works of art, and not essays, literary works often do not include the background information that is necessary to understand them. In the social approaches, critics explain the work by explaining the society of the world depicted and how it relates (or does not relate) to the real world. 

In this approach, critics explain what they know about the setting of the work (and how it affects an interpretation) to those readers who lack their knowledge of that setting. Hawthorne, for example, cannot be understood very well unless one has some understanding of Puritan New England. Similarly, Faulkner's works almost always deal with the results of slavery in the American South. Thus the first things that concerns all social critics are the time and place in which the work is set.

Why, and by whom a work is written are also important questions for social critics. Thus you will find numerous critical works on the biography of the author. What was it about Dostoevsky that led him to write Crime and Punishment? How is the author's life reflected in the works he or she creates? Another, more recent type of social approach is feminist criticism. As women's roles in society have changed, feminist critics have, quite naturally, explored how various works reflect, advance, or undercut feminist values. (This does not mean that all feminist critics agree with each other.) Another major focus of social critics is economics, usually macro. Agrarian, feudal, pre-industrial, industrial, capitalistic, socialistic, and communistic value systems are all reflected in literature. Obviously, such reflections interest social critics. 

Within the "social" frame of reference, religious beliefs and customs are considered social. The distinction here is that the social critic explores religious beliefs in order to explain the creation or meaning of a work, not to accept or reject the religious values. 
“Psychological” Approaches to Literature

Literature is about people, and perhaps the most interesting aspect of people is our minds. Psychological approaches study the characters in a work, or the work as a whole, using any of the approaches of psychology. What makes this neat is that we can explore the minds of literary characters without invading anyone's personal life. Some works lend themselves to this type of approach more than others do, and some works have become touchstones of psychology. Dostoevsky's The Underground Man, for example, is a prototype in the study of the "outsider"--the person who cannot fit in society. Flaubert's Madame Bovary, on the other hand, is a classic study of a small-town woman who wants more than the world has offered her. Similarly, Hawthorne's "Young Goodman Brown" and Sophocles' Oedipus Rex have been analyzed, and reanalyzed within the frames of a variety of psychological theories. 

Much psychological criticism is based on the work of Sigmund Freud and delves deeply into matters of sexual and other taboos. As a result, many people find Freudian criticism distasteful. Some Freudian critics seem to stretch too far, but the better critics do an excellent job of mining the target texts for details (especially symbols) to support their arguments. M.D. Faber presents a nice collection of such criticism in his The Design Within: Psychoanalytic Approaches to Shakespeare (NY: Science House, 1970). [This book is available in the J. V. Brown Public Library.] 

Over the years I have received a number of very interesting papers by students who either had a previous interest in psychology or were taking a course in it. Some students did an excellent job of applying the concepts of a school of psychology to the characters in a literary work. 

“Archetypal” Approaches to Literature

There are two primary types of "archetypal" literary criticism. In psychology and literature, "archetype" refers to a story or myth which embodies moral or psychological values that are very important for humans. Thus archetypal criticism can be seen as a subset of both the moral and psychological approaches. 

In a sense, an "archetype" is a stereotype, except that it refers to the historical origin of the stereotype. From the moral frame of reference, archetypes are myths that express fundamental religious beliefs. Biblical stories and ancient Greek tales are rich sources of such archetypes. As a subtype of psychological criticism, the archetypal approach is sometimes called "Jungian" because it was heavily promoted by Carl Jung, a disciple of Freud. But whereas Freud believed that sexual drives are the primary motivators of human behavior, Jung believed that our behavior is driven by a variety of shared primal archetypes. (How we got them in the first place is a complex question.) 

The following examples are archetypes that are frequently embedded in literary works: 

the temptation of Eve by the snake 

the Garden of Eden 

most of the other stories in the Bible, Koran, etc. 

Oedipus' killing of his father and marrying his mother 

Plato's Allegory of the Cave -- the search for, and effects of, knowledge

In an archetypal approach, you should attempt to show how the work embodies a major historical myth/story. (First, of course, you have to see it, so keep your eyes open.)
For additional information, see: 

Brown, Daniel Russell. "A Look at Archetypal Criticism " The Journal of Aesthetics and Art Criticism  Vol. 28, No. 4 (Summer, 1970), pp. 465-472. [JSTOR] 

Douglas, Wallace W. "The Meanings of 'Myth' in Modern Criticism" Modern Philology. Vol. 50, No. 4 (May, 1953), pp. 232-242. [JSTOR]
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	Critical Concepts
 for Short Stories and Novels


This section is meant to introduce you to the basic concepts that we will be using to discuss novels and short stories. Please bring questions to class.

Theme 

A theme is what a literary work means, either to you, or to other readers. It is a value statement about life. The most universal themes can be simply stated: 

There is no place like home. 
The grass is always greener on the other side of the fence. 
Don't judge a book by its cover.

Most literary works, however, are not simplistic. They often explore the meaning of their easily stated themes. Consider, for example, the Wizard of Oz. Its primary theme is obviously "There is no place like home." Home, after all, is Dorothy's goal throughout the work. But that theme is echoed in many ways. For one, the straw man seeks a brain; the tin man, a heart; the lion, courage. At the end, they learn that brains, hearts, and courage are not things that one should go out to seek -- they are values that are developed within ourselves, within our bodies and souls, thus, in a larger sense, within our "homes."

Not all literary works have themes--some works are written primarily for entertainment. Lately, for example, I have been on an Agatha Christie binge. Her mysteries do have interesting insights on human nature, but it would be difficult to show that any of them have themes. The same is true of most "Westerns" (I grew up on Zane Grey.) and of books like those in the Nancy Drew and Hardy Boys series. The works that we will be reading for the course, however, almost all can be explored in terms of themes.

Like the thesis of an essay, a theme should be stateable as a sentence: "The theme of 'A Worn Path' is that there are a lot of admirable old people in this world." One way to check for a statement of theme is to use the sentence, "The theme of _____ is that _______." 

A single work can have many different themes, even to the same reader. But in discussing or writing about the themes of works, you need to be able to support your view of the theme of a work by references to the work. The characters, plot, point-of-view, symbols, setting, irony, tone, and conflicts within a work usually all point in the same direction to support the writer's primary theme. Thus, in discussing or writing about a theme, the more you can support it, the stronger your argument becomes. 

Narrator (Point-of-view)

The words that we read come from a human voice, but that voice should not automatically be equated with the author/writer. Wayne Booth, a famous literary critic, has proposed distinctions among the author, the narrator, and the "implied author." The author is the person who wrote the story. The narrator is the person whose words convey that story to us. Sometimes, however, authors use narrators with values different from their own. (Remember that a major purpose of literature is to explore values other than our own, so it should not be surprising that an author might take a narrative position different from his or her own within a particular story.) 

Sometimes it is very tempting to propose what an author meant in a story. But can we ever really know, especially if we are looking at only one or two works by that author? Did, for example, John Updike, in his "A&P," really intend to portray the three girls as the three little pigs? Statements about an author's intentions have been characterized as "intentional fallacies." "Fallacies" are weak arguments, and claims about what an author intended are weak claims.

Booth's concept of the "implied author" avoids this whole problem. Instead of appealing outside the work, to its author, Booth claims that the inside of a work (its narrator, plot, characters, symbols, etc.) implies the mind (or at least the mindset) that created the work. Whether or not Updike saw the three girls as three little pigs is something that I will probably never know. But, as I will suggest in class, a fairly good case can be made that the implied author of "A&P" saw them in that way. Note that the implied author is responsible not only for the type of narrator, but also for everything else in the story--the plot, the symbols, the setting, etc. The odds are that three girls never entered an A&P in which Sammy (the narrator) worked. But we can validly say that the implied author decided that there would be three girls (not two, and not four), and that the store would be called the "A&P," and not "Giant."

In prose works, we speak of the "narrator" of the novel or story. (In poetry, which is often not "narrative," critics use the term "speaker" to designate the source of the words.) The narrator establishes a point-of-view (a frame of reference) toward the events in the story. You should always question the author's choice of a narrative point-of-view. Narrators can be categorized in various ways, but for this course, we'll keep it relatively simple. 

Characters as Narrators
Sometimes the narrator is a character in the story. When a character within the story is the narrator, you should ask questions about his or her character. Can the narrator be trusted? How much does she know? How much does he understand? Why is he telling his story?  

First Person Narrators 

In Updike's "A&P," the words are those of Sammy, the major character of the story. Since he tells his own story, he is a first person narrator. First person narrators create additional problems of credibility. Sammy's is challenged by the grammatical error in the very first line -- "In walks these three girls . . . ." A teenage male, Sammy is fascinated by three young girls who walk into the A&P in bathing suits. When the manager scolds the girls, Sammy quits his job in protest. The last words of the story are "I felt how hard the world was going to be to me hereafter." Sammy believes that we should stand up for what we believe, and that once we take a stand, we should follow through on it. Is this the theme, or is this a story about how foolish teenage males are when it comes to women? 

Third Person Participant Narrators 

A third person participant narrator is simply a minor character in the story (participant) who tells it. Sometimes this perspective is used primarily to add humor and emphasize characteristics of the "hero." For example, Dr. Watson narrates many of Sir Arthur Conon Doyle's stories about Sherlock Holmes, and Hastings narrates Agatha Christie's stories about Hercule Poirot. In both cases, the narrators function as semi-bumbling foils for the "brilliance" of the detectives, thereby adding both humor and characterization to the stories.

Some authors use this point-of-view simply to distance themselves from the story. It can also be used to make the narrator embody the values of the time and place in which the story is set, values which the implied author may not share. (See "Setting," below.) Hawthorne does both of these in The Scarlet Letter.

In other cases, the third person participant narrator may be extremely relevant to the theme. In Faulkner's "A Rose for Emily," the narrator is identified at the beginning of the story as a townsman, but he plays no real role in the events of the story. A member of the younger generation, he tells us a story about the deceased Emily Grierson, the town monument. What reason does he have for telling us the story? A good case can be made that he is paying tribute -- giving a rose -- to the preceding generation, even though that generation had values significantly different from his own. (As one of my students claimed, a good theme for this story is “We love you, Grandma, even though you stink.”) The only way to support this theme is to explore the character and motives of the narrator. 

Omniscient Narrators

"Omniscient" means "all-knowing." Whereas characters as narrators are limited to what a person might reasonably know, omniscient narrators know more than is humanly possible. 

Third Person Non-omniscient Narrators 

Many literary works have third person non-omniscient narrators. The voice we hear (read) cannot be identified as that of a character, but obviously someone is telling the story. Occasionally a close, thoughtful reading can detect a bias in these narrators, a bias that may be relevant to theme, but often these narrators are, so to speak, the "default" narrative position. Without a narrator, there can be no narrative, and without a narrative, there can be no story or novel. 

Narrators with Limited Omniscience 

Narrators with limited omniscience can see (and thus report on) what some people think, but not everyone. This type of narrator helps the author focus on one (or a few) of the characters in the work by letting readers into their minds. 

Omniscient Narrators 

Omniscient narrators know everything and they can tell readers what every character in the story or novel thinks or does. 

Stream-of-Consciousness Narration 

Most frequently "stream-of-consciousness" is an omniscient version of the first person point-of-view. The difference is that the character is not "telling" the story. Instead, the narrator is inside the character's mind, recording the stream of the character's conscious thoughts. Typically, the thoughts are not logical. A good example of this type of narration is Flannery O'Connor's "The Jilting of Granny Weatherall." Granny is on her deathbed, only vaguely conscious of what is going on around her. Her thoughts center on her family and on her salvation -- will she go to Heaven? By examining her thoughts, readers can piece together both the answer to this question, and the reason for it. 

Characterization 

A characterization is a description of the physical and non-physical aspects of a person. In making a characterization, you should brainstorm for a list of nouns and adjectives that describe the person. Some of these will require no justification ("Phoenix is old."), but others should require two or more examples to prove that they in fact describe the character. For example, if you wanted to claim that Phoenix is “sly,” you would need to give at least two things that she does that suggest slyness. Part of my objective in having you write characterizations is to sharpen your writing (and thinking) skills. Papers are, after all, forms of communication. As you write a characterization, you need to think about which characteristics are obvious (and thus do not need examples) and which are not. In essence, you need to look at your paper from your readers' perspective. 

Plot (Story/Composition; fabula/siuzhet) 

The "plot" of a story is what happens in it, i.e., the events that are described. Simply retelling the plot of a story (giving a plot summary) will get you a very poor grade. In analyzing plot, there are two questions you should explore.
First, why are we told/shown what we are, and not something else? Within their respective worlds, these characters work, play, cry, fight, sleep, eat, etc., but the writer chooses only certain events to include in the story. Why were these events chosen? Why, for example, are we never shown Phoenix Jackson with her grandson? Why ARE we shown the episode with the hunter? In answering the question "why?" about elements of the plot, you will no longer simply be retelling the plot, but rather you will be explaining how the plot supports a theme, characterization, etc.

The second question involves the sequence in which events are presented. In some stories, the events are related in the sequence in which they occurred. In others, later events are related earlier, or earlier events are briefly related later ("flashbacks"). This creates a distinction between the sequence as it occurred and the sequence as related. Some critics use the term "story" to refer to the sequence as it occurred and the term "composition" to refer to the sequence as it is revealed. Since the terms "story" and "composition" also have other meanings, this can be confusing. Since, moreover, these critics got the idea from the Russian Formalist critics, you might want to use the Russian terms: "fabula" = sequence as it happened; "siuzhet" = sequence as revealed. In some stories, the fabula and siuzhet are identical, but other stories, such as William Faulkner's "A Rose for Emily" and Edith Wharton's "Roman Fever," derive much of their impact from the play between the fabula and the siuzhet. 

Symbols 

A symbol is simply something that stands for something else. Since every word is a symbol, students often have problems with literary symbols.  The cause of that problem is that many symbols have been developed over the centuries as writers, who are also readers, pick up, repeat, and vary other writer's images. For example, a middle-aged, portly man dressed in black and carrying a cane is a traditional literary symbol of the devil, but most people would not know that unless someone told them.

Although symbolism can become extremely complex, for this course we will primarily be concerned with three types of symbols -- universal, cultural, and internal. 

Universal Symbols 

In every culture, things come to life in the spring. Thus spring is a universal symbol of birth. Summer is a symbol of the prime of life; autumn symbolizes old age, and winter symbolizes death. Similarly, morning symbolizes birth; afternoon, the prime of life; evening, old age; and night, death. Any type of road or path is also a universal symbol -- of the road of life. (This does not mean that all roads and paths in literary works are symbolic, but many are.) Doors and windows are universal symbols of freedom and/or new opportunities. Walls, conversely, symbolize enclosure and thus obstacles or the lack of freedom. 
Cultural Symbols 

Real life is full of cultural symbols. Counties and states have symbolic flags, birds, trees, etc. A crown is a symbol of a king or queen. A staff, originally used to control sheep and goats, is a symbol of power in many cultures. Cities and towns tend to symbolize order and civilization, whereas the country tends to symbolize a less ordered, freer, and more relaxed life style. Forests often symbolize the fearful unknown.

Colors are often culturally symbolic. What do you think of when you hear someone talk of "the red, white, and blue"? Green, the color of plants, tends to symbolize life. Blue, the color of the sky and water, tends to symbolize freedom. White is often a symbol of purity--thus women wear white dresses at their weddings. Because night is black, black often symbolizes what people fear (which often includes "evil"). Colors are often aspects of religious symbolism. Thus, within many Christian denominations, purple is often used near Easter because it is symbolic of Christ's passion and death. (Purple is also a color symbolic of royalty -- because purple dyes were originally expensive and difficult to get).

Names are symbols that students often miss, but remember that the implied author can give characters any name that he (or she) chooses. The main character of "A Worn Path" is named "Phoenix" for a reason. A phoenix is a mythical bird that lives for 500 years, dies in flames, and is then reborn. Thus her name not only suggests her important status, but it also suggests that people like her are constantly with us. She is not presented to us a just one senile old lady: she symbolizes many of the forgotten outsiders in our societies. Always ask yourself why the characters have the names that they do. 

Internal Symbols 

Some symbols are internal to the works of a particular author or even to one specific work. The poetry of W. B. Yeats is filled with references to gyres. In order to understand what they symbolize, one has to explore the references in all of his works. Obviously, you will not be expected to do this in this course. My point here is that for a full understanding of symbols in a work, critics have to look at an author's entire output. For Hawthorne, forests generally symbolize the unknown, untamed, and dangerous. In the tales of Robin Hood, on the other hand, the forest is always a place of safety.

Internal symbols that you may be able to decipher are those within a specific work. With this type of symbol, the author makes a connection between one thing and another, thereby making one symbolic of the other. In "The Jilting of Granny Weatherall," for example, Granny at one point decides that her path to Heaven is as safe and secure as the signing of the papers for the forty acres. Later in the story, we learn that those papers were not signed. Ooops! I guess she is not going to Heaven.
*****

A footnote about symbols. One of the primary problems that students have with symbols is that they claim that something is symbolic but they do not state what it is symbolic of. Be sure that you state what your symbols symbolize. 
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Setting 

The setting of a literary work is simply where and when the action in that work takes place. As readers, we should note geographical references. The meaning of "Young Goodman Brown" is clearly related to its setting -- early Puritan New England. Much of the meaning of "A Rose for Emily" will be missed if the reader doesn't realize that the story is set in the post Civil-War South. (Note also that the description of Emily's house -- the primary setting for the story -- parallels and is thus an extension of, the characterization of Emily herself.)

Settings are often symbolic. How much of the story is set indoors (constriction), outdoors (freedom), in nature, in a city, on a mountain, etc. Young Goodman Brown leaves the village (security) to travel a path, at night, into the forest. Pay attention to the types of buildings. Taverns and bars can attract all kinds of people, and thus often represent the coming together of people of different social classes. Libraries and museums are much more limited. In many works, most of the action is limited to a single room. Among other things, such a setting can suggest isolation and alienation. 

Any aspect of the time and place of the story can be symbolic. Are characters set above or below other characters? (In The Scarlet Letter, during the first scaffold scene, the village officials and ministers are on a balcony above the scaffold; Hester (and Pearl) are on the scaffold, and the rest of the people are below, looking up. In Wharton's "Roman Fever," Mrs. Grace and Mrs. Ansley are on a terrace, looking down on the city of Rome. "Up" and "down" suggest judgment. 

Irony 

"Irony" is sometimes defined as a gap between expectation and occurrence. People can be ironic when they intentionally say something other than what they mean. (Watch out for ironic narrators.) The title of "Guests of the Nation" is ironic, for example, because people usually don't shoot their guests. In Chopin's "Story of a Hour," the doctor claims that Mrs. Mallard "had died of heart disease -- of joy that kills." In his mind, this joy is the knowledge that her husband is alive, not dead. The story, however, clearly suggests that he is right in that she "had died of heart disease -- of joy that kills." But the joy was that her husband was dead. She dies when she realizes that that joy has been taken away from her.
Tone 

"Tone" refers to the emotional attitude implicit in a literary work. Examples would be humorous, serious, sad, pensive, ironic, and scary. Writers like to play. Don't get sucked into thinking that everything is always serious. Some people miss the theme of Updike's "A&P" because they take it to be a serious story about growing up and learning a lesson. But once one begins to see all the references to pigs, peaches, pineapples, and pork chops, the tone of the story becomes hilariously funny. 

Conflicts 

Stories are not written about the happily married couple next door because, for some reason, we humans find such stories boring. Conflict is what interests us, and every good literary work develops, in one way or another, one or more conflicts, not just between characters, but more importantly between ideas. Since I consider an understanding of conflicts very important, I have given them a section of their own. 
	Typical Conflicts in Literary Works
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	St. George and the Dragon 

1504-06
by
Raphael

(1483-1520) 


Good literature is about life. It is about you and me, our problems, our hopes, our successes and our failures. It is not simply a means of entertainment or of escaping our daily problems (as are the Westerns that I used to read when I was young, and many romance novels, etc.) As writers explore the nooks and crannies of our lives, they usually develop their themes around generally recognized conflicts such as: 

	appearance / reality 
nature / civilization 
male / female (including sex) 
past / present 
flesh / spirit 
faith / doubt 
rich / poor 
free will / predestination
	thinking / doing (thought/action) 
good / evil 
nature / nurture 
individual / society 
youth / age 
stasis / change 
racial conflicts 
any other typical human conflict


In effect, a list of conflicts is like a collection of lenses. Find a good lens, and you will find a theme. This means, however, that you need not only to identify a conflict (or conflicts) in a work, but also explore what the work suggests about that conflict. It is easy to say that a work deals with the conflict of good and evil, but that begs the essential questions -- What does the work suggest is good? And what does it suggest is evil? 

Some works also explore conflicts between racial, religious, or sexual groups. In discussing these, you should denote the groups. Do not simply state that the work deals, for example, with a religious conflict, but, at a minimum, identify the groups -- Protestants and Catholics; straight and gay, etc. Here again you should consider what the work suggests about the conflict. In some cases, it might favor Protestants over Catholics, but often the implications are more complex than that. In Candide, for example, Voltaire explores the conflict between Catholics and Protestants primarily to suggest that such religious conflicts are themselves bad.
Some students make the mistake of limiting their discussion of conflict simply to the obvious conflicts between characters. There is, for example, clearly a conflict in "A Worn Path" between Phoenix Jackson and the hunter. But if you limit your discussion of conflict simply to this, you will not have much to say about it, and you will miss many of the implications of the story. The conflict between Phoenix and the hunter, for example, is also a conflict between youth and age, between black female and white male, between the "civilized" hunter and the "natural" Phoenix, and, perhaps most importantly, between how she appears to him and who she really is (i.e., appearance vs. reality). All of the works we will be reading go beyond the simple conflicts between characters, and I expect you to do likewise in the discussion of their conflicts. 
	Additional Concepts for Plays
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Foils
A "foil" is a minor character in a literary work who helps the audience understand a more important character
a) by the similarities and differences in what he or she does (as compared to a more important character), or 

b) by simply being there for another character to talk to.
As the previous definition suggests, foils may work in two ways. In the first (a), the minor character must be, in important ways, similar to the major character -- similar in social class, in sex, in situation, and/or in character. These similarities give the audience reasons for comparing the major character to the minor character. The differences between the two often suggest important aspects of the major character. 

The second function of a foil is to simply be there for a major character to talk to. Whereas stories and novels may have omniscient narrators who can reveal a character's thoughts, plays do not have narrators. In Shakespeare's time, plays included soliloquies: an actor (character) stood on stage and simply gave a speech which revealed his thoughts. As playwrights tried to become more realistic, such soliloquies were frowned on. Foils are a way of avoiding them. In A Doll's House, we see a scene in which Nora talks to Mrs. Linde, revealing what she had done to save her husband. Mrs. Linde, in other words, functions here as a foil (as a listener) so that the audience can learn what Nora did and how she feels about it.

To discuss foils, first show the similarities, then the differences. Then explain how the differences should affect the audience's interpretation. Also consider how the scenes are arranged: is the foil there for the major character to talk to? Generally, discussion of foils focuses on plays. It is possible, however, to see foils in prose. In "A Worn Path," the hunter can be seen as a foil -- he is in the story for one reason only -- so that we can see how Phoenix acts with him. Because short stories are short, the same/different function of foils is infrequent in them. It is, however, often used in novels, where minor characters are much more prevalent. 

Acts

Most plays are divided into Acts, often five. The development of those Acts varies, but there is often a pattern. The first Act sets the tone, theme and characters; the second develops the action; the third is often a climax (of the conflict); the fourth presents the resolution (results) of the climax; the fifth, so to speak, settles the dust. In some plays, the fourth Act is the climax. After you read a play, browse back through it to see if you can find a pattern in its acts -- what is each act about, and how do the acts relate to each other?

	The Star 
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	Additional Concepts for Poetry


In reading novels, short stories, and plays, you were not expected to know -- or look up -- every word you did not know. In dealing with poetry, however, you are. It is not uncommon for me to give VERY simple quizzes – 80 points for the definitions of words from the poem. In these quizzes, you can use your copy of the poem, and you can use your notes. The only things you cannot use are your classmates and a dictionary. Fore-warned is fore-armed. 

Speaker or Persona 

In discussing poetry, we use the terms "speaker" or "persona" to designate the person whose words we are given in the poem. The speaker is not always the poet. In Browning's "My Last Duchess," the speaker is a crazy duke who kills his wives because they do not appreciate him or his possessions. Part of the function of literature is to help us understand (which is not the same as "agree with") the minds and lives of other people. Poets often try to help us do this by giving us speakers with whom they themselves do not necessarily agree.

Paraphrase

In discussing poetry, "paraphrase" means to tell the meaning of lines of poetry in your own words. Since words are often in strange sequences, and words are sometimes left out, paraphrasing lines of poetry can help you understand their meaning. Your paraphrase may also indicate your understanding to your instructor. If you have trouble understanding a poem, try paraphrasing it.

Literal vs. Figurative Language
"Literal" language means that words mean exactly what a dictionary says they mean. In "figurative" language, on the other hand, words are used symbolically (or ironically) to mean something else. Even in everyday language, we slip from literal to figurative and back again. We have all heard the expression, "My love is a rose," and we all automatically assume (or at least hope) that the speaker is speaking figuratively. In literature, and especially in poetry, we have to be careful about the difference.

When they are asked to write a paper about a poem, some students assume that poems can mean whatever they -- or their instructor -- want them to mean. Thus, writing a paper becomes an exercise a) in guessing the instructor's interpretation, or b) in inventing some fantastic explanation which will impress the instructor. But poems do not work in that way. Almost every poem is based on a literal level, expressed in literal language: the words of the poem come from someone who is somewhere. To be valid, any interpretation must be consistent with this literal level. Cracking the literal level is often the key to understanding the basic ideas of the poem. To find this literal level, read through the poem quickly at least once. Then go back to find answers to the following questions: 

Whose words are we being given? 

What does the poem suggest about the character of this speaker? 

Is the speaker speaking to anyone in particular? 

If so, what does the poem suggest about this person? 

Where is the speaker physically? (Inside a room? In a restaurant? On a boat? In Europe?) 

What is the speaker doing?

The answers to these questions will reveal the literal level of the poem. Any valid interpretation of the poem has to agree with this literal level. 

Metaphor

A metaphor is a comparison made without the use of 'like' or 'as.' For example, 'My head is a sieve' is a metaphor, whereas 'My head is like a sieve' is a simile (because it uses 'like'). Although both examples mean the same thing, the metaphor is considered stronger than the simile because it breaks the literal logic of the language: on the literal level, it is true that my head is LIKE a sieve, but it is not true that my head IS a sieve. 

Paradox
If we call something a "paradox," we mean that the ideas are logically incompatible, but that we still believe that they are true. The most famous paradox is the Christian idea of the Trinity -- that God can be three people, but -- at the same time -- one. When we perceive the incompatibility of the ideas and do not believe it to be true, we call it a “contradiction.” One person's contradiction is often another's paradox. 

Oxymoron
"Oxymoron," "paradox," and "contradiction" all refer to two ideas which are related to each other by the speaker, but which are logically incompatible. When the incompatibility is viewed as superficial, we call it an "oxymoron." The word "sophomore," for example, means "wise fool" (sophisticated moron). But when we consider sophomores, we find that in many ways they are wise (much wiser than Freshmen), yet in other ways they are still foolish (compared to Seniors). Thus, deeper consideration usually reveals that both parts of an oxymoron are true. Yeats uses an interesting oxymoron ("dying generations") in "Sailing to Byzantium." 

Personification
"Personification" is the attribution of human qualities to non-human things. When Auden, in "Musee des Beaux Arts," speaks of the horse's "innocent behind," he personifies the horse: human behinds can be guilty or innocent, but horses can be neither innocent nor guilty. 

Satire
A satire is a work that is both humorous and critical -- of a person, an idea, or another literary work. Hecht's "Dover Bitch" is a satire on Arnold's "Dover Beach." The objective of a satire is not only to make us laugh, but also to make us feel that the object of the satire (the thing being satirized) is stupid or silly. “Parody” is similar to satire, but parodies tend to emphasize the humor rather than criticism.
Sonnet
A sonnet is a specific form (genre) of poetry. Sonnets are usually fourteen line poems written in iambic pentameter. An "iamb" is an unstressed syllable followed by a stressed syllable. Together, these are called an "iambic foot." "Pentameter" means that there are five "feet" in the line. If you read the following line, you should be able to hear the stress pattern: 

That time of year thou mayst in me behold

The stress pattern in sonnets can be varied, usually only on specific feet to get a desired poetic effect or stress in meaning. If you are interested, we can discuss this in class. More important for now is the idea that a sonnet is constrained to fourteen lines of ten syllables each.

There are two basic types of sonnet – “Italian” and “English.’ The differences usually appear in the structure (organization) of the lines within the poem and in the rhyme scheme. The structure of an English sonnet is three quatrains and a couplet. (A "quatrain" is four lines of poetry that can be seen as a unit; a "couplet" is two rhymed lines.) Each of the three quatrains usually develops a related idea that can be distinguished from the other two quatrains. The couplet then presents a conclusion or climax. An Italian sonnet, on the other hand, is composed of eight lines (an octave) plus six (a sestet), with some sort of "turn" in meaning from line eight to line nine. You will be expected to be able to explain whether a sonnet is English, Italian, or a mixture of the two.
The structure of a sonnet is usually, but not always, supported by a rhyme scheme -- the rhyming of the final words in each line. In analyzing rhyme schemes, the last word in the first line is designated "a." If the final word in the next line does not rhyme with the first, then it is labeled "b." Consider the following famous sonnet by William Shakespeare: 

	Shall I compare thee to a summer's day? 
	a

	Thou art more lovely and more temperate: 
	b

	Rough winds do shake the darling buds of May, 
	a

	And summer's lease hath all too short a date: 
	b

	Sometime too hot the eye of heaven shines, 
	c

	And often is his gold complexion dimm'd, 
	d

	And every fair from fair sometime declines, 
	c

	By chance, or nature's changing course untrimm'd:  
	d

	But thy eternal summer shall not fade, 
	e

	Nor lose possession of that fair thou ow'st, 
	f

	Nor shall death brag thou wander'st in his shade, 
	e

	When in eternal lines to time thou grow'st, 
	f

	    So long as men can breathe, or eyes can see, 
	g

	    So long lives this, and this gives life to thee.
	g


To distinguish the rhyme scheme of an Italian sonnet from an English, you need to focus on lines nine through twelve. Do they follow the pattern set up in lines one through eight, or do they form a different pattern with lines thirteen and fourteen? You cannot go simply by the last two lines. For example, the rhyme scheme of the last six lines (sestet) of some Italian sonnets would be labeled ee ff gg. In other words, a sestet can be composed of three couplets.

The second way of distinguishing an English sonnet from an Italian is to look at the internal structure—the imagery, point-of-view, etc. As implied above, an English sonnet usually develops three images or ideas (one in each quatrain) and then closes with a couplet, which often comments on the preceding twelve lines. The Italian, on the other hand, has, as implied above, two parts (an octave and a sestet) with a “turn” in line nine. These “turns” can vary widely, but they are usually shifts in imagery, idea, tone, or rhetorical perspective. For example, in some Italian sonnets, the octave makes statements about something and the sestet turns to pose questions about what is in the octave. In one Italian sonnet that we will read, the imagery changes—from military metaphors in the octave, to metaphors of interpersonal love in the sestet. The variety in these turns is one reason for our studying a number of sonnets during the semester.
In a “mixed” sonnet, the rhyme scheme may be Italian and the internal structure English, or vice-versa. Thus there is a tension between the two basic defining elements of the sonnet, and this tension usually reinforces a tension in the theme of the poem.
Writing as a Process
Introduction

"What," students often ask, "does this teacher want?" First , you need to understand that writing is a process, a series of steps that you should go through. Rare are the students who can sit down at a typewriter or computer and simply type a finished paper. (And these students have all had a lot of experience with reading and writing.) Students who treat writing as a process usually get better grades. (If you are not accustomed to writing as a process and you try it but your grade seems too low for what you did, please discuss the paper with me.) 

Your Grade Is 90 % Determined
before
You Write the First Draft of Your Essay
Many things affect your grade. Previous writing experience is one, and that experience, of course occurred before you write the drafts for any of the papers for this course. You cannot control your previous experience, but there are many things that you can control.

1 Time Begin early. If you start late, you will not do as good a job.

2. Attitude The options here are to care, or not to care; to try, or not to try; (in Hamlet's words) "to be, or not to be." Learning is impossible without trying, and trying means giving something your best shot. I can't play chess very well. Although I know the rules of the game, I was never willing to give it enough time and mental energy. Chess, of course, is simply a game; ENL 121 isn't. ENL 121 is a required course for almost everyone who takes it. That means that a lot of people must think ENL 121 is important. You may not agree, but since you have to hand in the papers, why not give it your best shot? What that means is to take an assignment and make it your own. Instead of writing the paper simply because you have to, do your best at explaining your topic.

3. Brainstorming Brainstorming involves a number of activities, one of which is selecting a topic. Your choice of topic may be the most important factor in your grade. If you brainstorm long enough, you should be able to find a good topic. If your topic is too broad or too narrow, your grade will suffer, no matter what you do after selecting it.

4.Outlining No homebuilder starts building a house before having detailed architectural blueprints; no car manufacturer build cars without first having detailed specifications for each part. Good essays are built; the process is not identical to homebuilding or making cars, but you will find the process a lot easier, and the end product a lot better, if you have a general map (outline) of what you intend to do before you start.

I have often told students that the graders for papers, in almost any course, are 90% determined before the students begin to write the first draft. Most students who do poorly simply do not spend enough time brainstorming — either for a topic, or about it. How to brainstorm for papers about literature will be a constant focus of class activity. If you come to classes prepared — having read the assigned materials and having prepared questions about it, you will find the papers relatively easy to write.

Recursive Storming

Writing involves thinking. After you finish your primary brainstorming, you should write out a tentative thesis and outline. When you are satisfied with your outline, you are ready to begin drafting the essay. At that point, each section of the outline becomes a small essay in itself. As I will suggest in class, you should begin by drafting a section from the middle of your outline. But before you begin the draft of each section, it is a good idea to spend five or ten minutes reviewing your ideas for that section. Ask yourself questions such as:

1. What is the purpose of this section of the essay?  

2. Do I have in mind the best examples for this section of the essay, or can I think of better ones?  

3. Will my audience understand my examples, and do my examples include various members of my audience?
Research/Reading

Unless noted as part of an assignment, you should not do any additional reading for any of the major papers. If you do read something about a topic this semester before you write about it, include a correctly done "Works Cited" list in MLA format, and be sure to include any needed in-text citations. Failure to do this may result in your being found guilty of plagiarism and your automatically failing the course. If, on the other hand, you list the works from which you took information, but still plagiarized, the worst that will happen is that you may get a 50 for the paper. Plagiarism includes taking words, ideas, and/or organization not only from published works (including any web sites), but also from the work of other students. 

Outlining 

If you did the brainstorming, you should already have the basic divisions of your paper. Although you can make a complete outline in advance, it is usually a waste of time. You may simply want to start with the main sections (Roman Numbers). Then, before you write each section, develop that part of the outline. Because you will be adding to the body of the outline, you may have to copy the outline over again when you finished the paper, but you may still find that this is faster than trying to make the whole outline and then dropping parts of it.

Outlines to Hand In: "Paragraph Outlines"

You may make several outlines in the course of working on your paper, all of which should be included in your envelope, but I expect you to turn in a formal outline of the paper, with Roman numbers, etc. The paragraphs in your paper should be numbered (You may do this with pen or pencil.), and the outline should include the numbers of the paragraphs for each section. In essence, the outline format should look something like this: (Where I have "xxxxxxx," you should have words or phrases which reflect the idea or topic of that section. If you are relatively new to writing essays, it is even a good idea to include the topic sentence for each paragraph.

	(1)

(2)


(3-5)

(3)

(4)

(5)


(6)
	I. xxxxxxx  
II. xxxxxxxxxxx  
     A.xxxxxxxx  
     B.xxxxxxxx  
III. xxxxxxxxxx  
     A. xxxxxxx  
     B. xxxxxxxx  
            1. xxxxxxxxxxx  
            2. xxxxxxxxxxx  
IV. xxxxxxxxxxxx


This paragraph outline means that the first paragraph is the introduction (Roman Number I.). The second paragraph of the paper covers Roman Number II in the outline, including subpoints A and B. The third paragraph includes the focal sentence for the second major section of the paper (Roman Number III, plus the first sub-point of that section (III.A). The fourth paragraph includes the topic sentence for section III.B, plus the first section in it, i.e., III.B.1. The other section in III B has its own paragraph, the fifth. And the sixth paragraph is the ending paragraph of the essay.

You will find additional examples of such outlines and paragraph numbers in my comments on the essays that are provided as models for writing assignments. Note that in a formal outline, if you have an "A," you must have at least a "B"; if you have a "1," you must have at least a "2."
From Outline to Draft:

"Focal" Sentences and Topic Sentences
Many students don't appear to realize that the key words in the outline of the paper (i.e., the skeleton of the paper) should appear in "Focal" or Topic sentences in the paper. Most college Freshmen understand that topic sentences, which usually appear as the first sentence in the paragraph, indicate what the body of a paragraph is about. In a surprising number of cases, however, these students don't realize that the topic sentences should basically line up with the items in the outline of the paper. (This is one reason for my requesting "paragraph outlines.")

A more important problem for students is that rhetoricians and writing teachers have not developed a term for what I will here call "focal sentences." Whereas a topic sentence orients readers to the topic of a paragraph, "focal sentences" cover groups of two or more (often many more) paragraphs. Perhaps the easiest way to understand focal sentences is to consider an outline: 

	(1)

(2)

(3)

(4-5)

(4)

(5)

(6)
	I. Intro & Thesis: A primary theme of Crime and Punishment is that we are all responsible for each other

II.Characterization

A. Raskolnikov

B. Sonya

III. Symbols

IV. Conflicts 

A. Flesh / Spirit

B. Individual / Society

V. Ending


The second paragraph of this paper should begin with the topic sentence such as "Dostoevsky uses the characters of Raskolnikov and Sonya as his primary examples of how everyone needs someone else in his or her life." The rest of this paragraph would briefly explain how both Raskolnikov and Sonya illustrate this. The third paragraph should also begin with a topic sentence that relates, in this case, symbols to the writer's thesis.

The fourth paragraph, however, should begin with a focal sentence, a sentence that covers more than one paragraph. For example, "Whereas Dostoevsky's symbols suggest that most people are alone and alienated, he develops the conflicts of flesh / spirit and individual / society to show that happiness lies only in helping other people to be happy. Although focal sentences can be developed into focal paragraphs, the paragraph outline above suggests that this paper will have a one-sentence focal statement, followed by a topic sentence — "For Dostoevsky, the "flesh" in the flesh/spirit conflict includes everything from food and money to sex." The rest of this paragraph (or, in a longer paper, several paragraphs) would develop this idea. Having completed the development of this idea (in one or more paragraphs), the writer would begin another paragraph with a topic sentence that clearly refers to the individual/society conflict.

Drafting 

Related to writing, "drafting" means putting the ideas and words that are in your head and on your brainstorming page onto a piece of paper (or a computer screen) in sentences. Papers are normally written in sections, sections of the outline. (In effect, a big paper becomes a lot of smaller papers.) When you are first putting your ideas into sentences and paragraphs, you should not be thinking about spelling or grammar, or even sentence structure. The human eye can only focus on one thing at a time. If you are looking at a butterfly, the trees in the background are there, but you don't "see" them. So too, the brain. (It would be interesting to know if the physical limitation of the eye lenses accounts for the limitation of the brain.) If your brain is working well at drafting, it can't simultaneously worry about spelling or grammar. It should be focussing on your topic sentence and the details that are going to flesh it out. (Remember, you have several 1000-word pictures that your brain has to reduce to four or five sentences. That requires a lot of processing capacity.)  

Once you have written a paragraph, no matter how poor it may be, it is drafted. The drafting part of the process is complete. Any changes to the substance of that paragraph, any adding, moving, or crossing-out of words and or phrases is now a matter of REVISION. You should probably draft the entire paper, including the ending and introduction, before you start to revise. Get the whole thing out and onto paper where you can look at it. Only when it is actually out and on paper can you judge such things as: Are the most important ideas last? (Do they take up more space?) 

Weaker writers often equate drafting and writing a paper. I see this regularly when students say, "Yeah, I reread my paper, and it was bad. I should have fixed it." When you finish a draft, it looks good. Of course it's good. You just put a lot of hard work into making it! But if you give yourself time to relax, and then look at the paper again, you will almost certainly find things that you will want to change. You probably should take at least a 24-hour break between drafting and revision.

Revising 

One of the major weaknesses of student writers is the failure to revise. In some cases, this is the result of the students' starting late and not having enough time. In other cases, students simply do not want to take the time. In either case, the paper suffers. Drafting itself is not an easy process. Getting what was in your head down onto paper may have engaged 100% of your attention. You probably could not think, simultaneously, about audience, thesis, organization, and details. But once the draft is complete, you can reconsider it in terms of each of these separately. Review (i.e., revise) your essay to see if you can improve your grade for Audience. Then do the same for Thesis, Organization, and Details. In doing this, use the "Grading Sheets" for each assignment to see how your paper matches the grading criteria. These sheets will assist you in improving your essay (and thus your grade). 

If a page becomes so cluttered that you can barely read it, make a new copy, either by hand, at a typewriter, or at the computer. Since you will be handing in all your notes, outlines, drafts, etc., I will be able to see what you have done. One of the things I will look for is signs of revision. Even if you are using a word-processor, you should print out the first draft and write on it, with pen or pencil, indicating the changes you intend to make. Lack of evidence of revision will affect your grade.

Editing 

Many students initially have trouble distinguishing between revising and editing. When you revise, you should be focusing on the CONTENT of your essay: When you edit, you should forget the content and focus on the STYLE and READABILITY of your essay.

Editing involves checking everything from the sentence down: spelling, grammar, etc. If you know that you have a tendency to make certain errors, you should check for them. If you lose points on early papers, you should make a list of what you did wrong (it's/its, apostrophe, etc.) and check subsequent papers for these errors in the process of editing. If you have a lot of problems with spelling, usage, etc., you may want to read your paper several times in the process of editing. For example, read it just to look for "they're/their/there." Then read it again, just checking the apostrophes. After you have done this with several papers, you should start to make fewer errors, and thus be able to shorten this editing process. The last thing you should do is to check for spelling errors. If you note an error after the final version of your paper is printed, it is perfectly permissible to cross out a word with a pen or pencil and make the correction above it.
The Written Product:
	Introduction to ATODS
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	The Creation of Stars and Planets: Visage of God

1511

by
MICHELANGELO di Lodovico Buonarroti Simoni'

(1475 - 1564)


When I was a student in college, my papers came back with grades on them, but I never could figure out why I got the grade I did. One of my professors used to say that my writing was "mechanical," but I never knew what to do to make it not mechanical. One of the reasons I teach composition is that I want to do a better job than my professors did, and one of the ways I have developed to do that is to give each major paper five grades, one for each of the five categories explained below. 
As often as I can, I indicate exactly what grade you will receive if you do (or don't do) certain things. You should study these categories and then, in the process of writing and revising your paper, you should use what you have learned about them to improve your paper before you hand it in. In the process of revising, you should, for example, consider your audience. As you do so, look at what is said in the section about audience. It should give you some idea of what I will give you as a grade for Audience. If you do this while you are revising, you will have the opportunity to change that grade, by dropping something, adding some details, reorganizing, etc.
	The Erythrean Sibyl
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	Audience


The primary thing that you need to remember about audience in this course is that you are writing for your classmates. Assume that they have already read whatever story, etc. you decide to write about. This means that if you simply tell them what happens, you will bore them (and get an F for the paper). The easiest way to make sure that you are not doing this is by organizing your essay in some way other than by following the sequence of the story, novel, play, poem, etc. If the topic sentences of your essay include words such as "later," "then," "at the end of the story," or other references to time or the sequence of the story, you need to revise and get rid of them. To help you do this, each of the major paper assignments includes suggestions for organization.

Throughout the course, day in and day out, we will be discussing various literary works AND literary concepts such as setting, theme, and symbols. What we say about any particular work is not important. What IS important is what we say about the concepts and how we use the concepts to arrive at an interpretation. Since some students have problems with some concepts, such as symbolism, you will never be required, in a major paper, to use a specific concept. But you will be expected to apply some of the concepts we discuss to develop your own interpretation of a work or works. By participating in class discussions, you should be able to develop your ability to do this.

As suggested above, if you simply tell what happens in the work, your grade for Audience, and probably the entire paper, will be an "F." If the style of your paper (sentence structure, spelling, grammar) is so bad that it regularly confuses your readers (i.e, your audience), then your audience grade will suffer. Otherwise, your grade for Audience will be close to your grade for Details. The reason for this is very simple. Your details are what you are offering your audience as "proof" of your thesis. The more of them you offer, the more likely you are to convince your audience that you are right. And, the more of them you offer, the more your audience can get from your essay. 
	The Cumaean Sibyl
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	Thesis


Words are slippery little critters -- they twist and turn, hiding the ideas they are supposed to convey. In talking about writing, we often use the word "Conclusion" to refer to the ending of an essay. But if you think about it, your thesis is also a conclusion. Your thesis should state the logical conclusion of your analysis of your topic. Suppose, for example, that you decide to write about the theme of John Updike's "A&P." You study the story, examining its characters, its setting, its tone, its symbols, etc. As you do that, you need to come to a logical conclusion about what the theme is. The thesis in your essay should state your view of the theme, i.e., the logical conclusion of your analysis of the story.

There are innumerable ways to write about literature, but in an introductory course such as this, we will focus on the two types of writing assignments that you will have -- writing about a single work, and writing about more than one work.

Writing about a Single Work
In some of your major paper assignments (and in in-class essays), you will simply be asked to select a work (short story, poem, etc.) from a list and to write an essay about it. What should you do? There are two basic approaches.

The Eureka Phenomenon  

If you are reading carefully, you will often find phrases, sections, symbols or even characters who raise questions in your mind. In reading Updike's "A&P," I was puzzled by the description of one of the girls "with one of those chubby berry-faces, the lips all bunched together under her nose...." The words in a literary work should form pictures in your mind, and in my mind, that picture does not look right. It's just not realistic. But then, why is it there? In this case, there was a systematic way to attack the problem. Since the phrase is part of a physical description of a character, I reread the story and underlined all the physical descriptions. Eureka! They formed a pattern. That pattern is discussed throughout this section and in the suggestions for the first major paper.

My point here is that one approach to finding a thesis is to start with questions about the text. Sometimes, you won't find the answer. (I'll still give an "A" as a replacement for any Major Paper grade to the student who writes a convincing essay on who Hapsy is in Porter's "The Jilting of Granny Weatherall." -- I still can't figure it out.) Often, however, you will find an answer to the question, and your explanation of that answer will result in an excellent paper.

Going for the Theme
Whereas the "Eureka" approach starts from a small piece of the work and (We hope.) expands; the other approach is to stand back from the work and ask the question What is the theme of this work? The works that you will be able to choose from were, in part, selected because of their artistry. This means that the setting, the characterizations, the tone, the structure, the symbols, etc. usually all work together to support the theme. If you have a good grip on a work's theme, you should therefore be able to support your statement of the theme with one or more paragraphs on setting, characterization, etc. (Notice that in brainstorming for this approach, you should end up with a relatively simple, but very solid organization for your essay.) Your thesis statement would be something like The theme of John Updike's "A&P" is that ....
Writing about More than One Work  

In at least one major paper assignment, you will be asked to write about several works, usually in relation to a theme or critical concept. In this case, you should realize that your primary focus should be the theme or concept and that you are expected to use the literary works as examples. In brainstorming for a paper like this, you should start by making a list of themes (or concepts). Then take the items on your list, one by one, and match them against the works that you can choose from. How does each work embody that theme (or concept)? You should try to find several works -- more than you will use -- that embody the theme. Once you have, concentrate on those works and ask yourself if they embody the theme in the same way, or are there differences? The odds are very strong that, if you storm long enough, you will find some interesting differences in their handling of the theme (or concept).

The following are some examples of thesis sentences for this type of assignment.  

Paths, road, and journeys are common literary symbols of the paths of our lives. As one becomes aware of this symbolism, what happens in one work begins to affect our interpretations of others. The train to Siberia in Pasternak's Dr. Zhivago rumbles through Eudora Welty's “A Worn Path,” and the determinism of these two works is challenged by Frost's “The Road Not Taken.”
The Wizard of Oz and E.T. get much of their appeal from the common theme that there is no place like home. But Ibsen's A Doll's House, O'Connor's “Guests of the Nation,” and Flaubert's Madame Bovary raise questions about exactly what a home is.
	The Persian Sibyl
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	Organization


You should already know that the organization of your essay should be designed to support your thesis and that your outline is the design of your organization. The most important aspect of your outline in this course is that I do not want it to follow the "plot" or sequence of the events in the work that you are discussing. You will find essays that are organized in this way, but they are either written by someone who has more experience in writing about literature, or by someone who does not know what he or she is doing and thus does NO organizing -- and simply retells the story.

Generally speaking, you should organize your essay around the concepts that we have been studying in the course (conflicts, setting, symbols, etc.) to show how each of them supports your thesis. You can use the concepts as the main items (Roman numbers) in your outline, or you may focus on one concept and use examples of it (such as different kinds of symbols) for your main sections. 

A Sample Outline
Note: Your outlines should not include details (the things listed under “A,” “B,” etc. below. I have included them here to illustrate what would be on my brainstorming notes to support each item in the outline.

	Updike's Animals and People

	I. Teenagers often think that they are "grown-up," when they are not. Although Sammy thinks he has learned a lesson, he really hasn't because the girls for whom he has made his sacrifice are three little pigs.
	Notice that this thesis is the conclusion of my investigation into the purpose of that "chubby berry-face" description.

	II. People = Animals [Throughout the story, people are literally equated with animals.]
      A. "feathers" (147) 
      B. "Sheep" (148,150,151) 
      C. "Snort" (147) 
      D. "Pigs" (151)
	I'm going to begin to support my thesis by showing that the story itself refers to other characters (4 times) as animals. The numbers in parentheses are page references to the text I was using. I will cite them in the essay as I devote a sentence or two to each of the four examples. The paragraph will end with a statement such as The story itself thus invites readers to think of people as animals. [The sentences in brackets are tentative topic sentences.]

	III. A&P = stockyard [In addition to the direct references to people as animals, the setting and title of the story both reinforce the idea that the store is a stockyard for Animals & People.]
A. aisles ("walking against the usual traffic (not that we have one-way signs or anything)) (148)   
B. Not Acme or Grand Union   
C. "Great Alexandrov and Petrooshki Tea Company" (149)
	This section will strengthen the general argument begun in the preceding section by using both the setting and the title of the story as further evidence that the reader should be looking at the characters as if they were animals.

	IV. Physical Descriptions: [If the direct references, setting and title suggest that people are animals, the descriptions of the three girls evoke images of pigs.]
A. "chunky .. sweet broad soft-looking can" (147)

B. "chunky" (147)

C. "chubby berry-faces, the lips all bunched together under her nose" (148)

D. "black hair that hadn't quite frizzed right" (148)

E. "a chin that was too long" (148)

F. "making their shoulders round" (148)

G. "She came down a little hard on her heels,... putting down her heels and then letting the weight move along to her toes ..." (148)

H. "her narrow pink palm" (151)
	Having done as much as I could to establish the background, I'm ready for my main argument. Note that the list of examples simply follows their sequence in the story. Before I write this section, I will organize the sub points, for example, by putting "C" and "E," both of which suggest a pig's snout, together.

	V. Their suits [Closely associated with the girls' bodies are their suits, which also imply pigginess.]
A. "dirty-pink -- beige maybe ... with a little nubble all over it" (148)

B. "nubbled pink top" (150)
	The preceding section will probably be fairly long. It may even have to be broken into two paragraphs. I have therefore planned the discussion of the suits as a separate paragraph. [In case you don't know, "nubble" implies the texture of pigskin, as of a football.]

	VI. Where they go: [If the physical description of the girls is not sufficient proof that the reader should consider them as pigs, one need only look at where they go and what happens.]
"The girls had reached the meat counter and were asking McMahon something. He pointed, they pointed, and they shuffled out of sight behind a pyramid of Diet Delight peaches. All that was left for us to see was old McMahon patting his mouth and looking after them sizing up their joints." (149) 
	In the logic of my argument, McMahon (the butcher) has to go here. If I present this part of my argument earlier in the essay, it seems far-fetched. When it follows the discussion of the girls' physical appearance, it is more like a crowning jewel. In developing this section, I may decide to make direct reference to "plot," and I may also want to discuss point-of-view. (Sammy, the narrator, does not see the girls as pigs, but his reference to "McMahon patting his mouth and ... sizing up their joints" means something different to the keyed-in reader than it does to Sammy.)

	VII. Food [The "Diet Delight peaches" behind which the girls disappear reinforce a question raised in the story itself.]
A. "Diet Delight Peaches" (149)

B. "a third thing, began with A, asparagus, no, ah, yes, applesauce!" (149)

C. "four giant cans of pineapple juice (what do these bums do with all that pineapple juice?" (150)

D. Lengel's cabbages (150)
	Here too my sub-points are in the sequence in which they appear in the story, but I will rearrange them before I write this section. Sammy's question ("C") deserves an answer. Pineapple juice is used to bake ham. Peaches, applesauce and cabbage are also traditionally eaten with ham. Having made my basic case, in this section I'm going to attempt to show that my explanation accounts for still more details in the story. I'm also going to try to show that the story has become a game between Updike and his readers, a game played behind Sammy's back.

	VIII. Conclusion [Sammy, of course, is not aware of the symbolism implicit in his story. He thinks he has learned a "serious" lesson. But a reader who has caught the key to the symbolism cannot take the story so seriously. For such a reader, the story is a reminder of all those "serious" moments, when, as teenagers, we thought we had learned "how hard the world [is] going to be." (151)]
	Some students like to draft their conclusion as part of the outline. In general, that may be a waste of time because your essay may change as you develop it. I have included a tentative conclusion here so that you can see where the preceding outline was headed.


	The Delphic Sibyl
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	Details


Perhaps one of the most important skills that this course can help you will is systematic thinking. If you have read the section on Organization, you saw an outline which includes a list of physical characteristics of the three girls in "A&P." You also saw a list of foods that go with ham, and a list of words which were used in the story to equate people and animals. My experience in teaching this course is that students who do not do well do not systematically follow through on their ideas. Such students pick a symbol here, a character there, and try to build a paper on them. That approach does not work. What you are looking for are patterns, and patterns have to have more than one part, one example.

In essence, in this course you should be playing an advanced version of the Sesame Street game of "Same and Different." The ability to distinguish similarities and differences may be THE most important thinking skill -- which is why Sesame Street emphasized it as much as it did. You, for example, taught yourself the very complicated English language by first learning to recognize the similarities in the sounds of human voices and the differences between those sounds and all other noises. In your career fields, no matter which field you go into, your ability to quickly note similarities and differences will affect both your college and your professional performance. All car engines, for example, have similar parts, but there are differences in size, shape, and location from model to model and from year to year. Auto technicians do not study a hundred different engines. They study a few, so that they can learn the basic similarities and the probable differences. (And they don't need to know all the differences, because there is a pattern (similarity) in those differences. If you are in forestry, you don't learn to recognize the different trees by learning a complete new set of characteristics for each tree. Instead, you learn to recognize basic patterns (for example in leaf shape) and then differences in those patterns that distinguish one species of tree from another. Think about your career field. I think that you will find that much of what you learn in it is based on "same" and "different." (If not, please let me know.)

Literature is about life, and almost, but not quite, as complex. Even if you are not interested in literature per se, you should be interested in sharpening your thinking skills, particularly "same" and "different," because those two are the skills that we use daily to evaluate people (friend, acquaintance) investments, choice of cars, hobbies, etc. As you look for details for your essays, consider such things as the following:
In what ways are the character the same? Different?

What symbols are the same or close to the same, as one that caught your eye?
In what ways are conflicts within one work similar to those in another?

Is the sequence of events in the story the same as the sequence of their narration?

Remember to be systematic. You do not need to be a genius or to have a special gift for recognizing interesting patterns in a literary work. All you need to do is to use your head. Paying attention in class will, of course, help you learn things to look for but "chubby berry-face" is a physical description, so I looked at all the physical description. Pineapple sauce is a food, so I looked at all the foods. In many cases, it's really that simple. And once you learn how to do it, you will join those students who regularly ask me if their papers can be longer than the upper assigned limit. It takes space to explain how all these details fit together to support your thesis.
	Style
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In this course, "Style" refers to vocabulary, sentence structure, grammar (usage), and spelling. As much as you may hate the idea, people are judged by their appearance -- and so are essays. What is here termed "style" is often what many readers notice first. In drafting your essay, you should not even be thinking about style -- except for the thesis sentence. The words in the thesis and the construction of that sentence create a contract with the reader, a contract which it is your job to fulfill in the essay. You therefore want to be sure that you have that sentence down correctly and clearly. With that exception, you should forget about style until you are ready to edit your essay. 

Vocabulary
Some middle and high school teachers reward students for using big words. This is college: you get rewarded for writing something meaningful clearly. Don't use big words unless you are absolutely sure that you know what they mean. Whenever possible, replace vague words with specific ones: many - five; animal - raccoon; sports - tennis and golf. (Notice that A,T,O,D & S really are interrelated. By replacing vague words with specific ones, you are adding <D>etails to your essay, and the details will help your <A>udience understand your <T>hesis. )  

Usage
"Usage" is that part of grammar which concerns social etiquette. There is no logical reason for not writing "Me and Bill went to the races." Nor is there anything "wrong" with the Williamsport infinitive: "My car needs washed." But if either of the preceding appears in your essay, readers in other parts of the country will think that you (the writer) are an uneducated country bumpkin. Part of my job is to enable you to move to Los Angeles, or anywhere else, and to be able to write "standard" English. In "standard" English, putting yourself first is considered to be impolite, and "me" is used as an object, not as a subject, i.e.: "Bill and I went to the races." Don't ask me why, but the majority of the country puts a "to be" between "needs" and the infinitive, so most people say "My car needs to be washed." 
Punctuating Titles
You should never underline your own title or put it in quotation marks. When you name titles of other works within your paper, the rules are, in most cases, simple:
1. If it is the title of a whole (physical) work, such as a book, magazine, newspaper, DVD, CD, etc., italicize it. Note that every play has been published as a separate book, so italicize the titles of plays. (In a hand-written paper, underline it.) Historically, these titles were in italics. The invention of the typewriter created a problem – how does one put italic letters on a typewriter? Thus the convention was changed, and when papers were written on typewriters, the underscore key was used to underline these titles. The invention of the computer revived the ability to make letters italic, so the convention as gone back to italics.
2. If it is the title of something that is normally part of something else (a story, a poem, a chapter of a book, an article in a magazine or newspaper), put it in quotation marks.
Usage

For our purposes, refers generally to etiquette problems in papers, such as “me and Bill,” or to vocabulary problems such as the misuse of “its” and “it’s.” 

First and second person pronouns are not used.
First person pronouns include the writer or speaker. They include such words as “I,” “me,” “my” “we,” and “our.” Whether or not you should use first person pronouns depends upon what you are writing and for whom. In some academic fields, you will be instructed not to use first person. (In some things written for Human Services, or for technical fields such as surveying, they don’t care what you think. They want the facts and conclusions based on facts or on examples.) I have had some students tell me that they have lost a letter grade on a paper, or that they have had to rewrite it, because they used first person. Hence, this requirement. The same is basically true for second person, which involves the use of “you.” The problem with “you” is more subtle, but in essence, some students tell readers “you know” and readers may object to being told what they do or do not know.

Transitional words and phrases are well used.
If I can change the sequence of your paragraphs without changing a single word in them, you lose these points. If your transitions are basically “first,” “second,” “next” and “finally,” you will get one of the three points. (What is the reason for the first being first?) For two points, I expect simple transitions that will probably require prepositional phrases. For example, suppose you characterize two people, one per paragraph. In the first, you describe Phoebe. In the second, you discuss her husband Henry. A good transition might begin with “Like Phoebe, Henry ….” or “Unlike Phoebe, Henry ….” In other words, the transition establishes some simple logical relationship between the topics of the paragraphs.

Generally speaking, for the full three points your transitions will involve the substance of the transitional sentence. Suppose you wrote a paragraph about the animal symbolism in Updike’s “A&P,” and your next paragraph was about the importance of the plot of the story. An excellent transition might go something like “The animal symbolism establishes a background for the central, often overlooked, element of the story’s plot—the girls going to the back of the store to talk to the butcher.”

Note that good transitions emphasize the basic logic of your paper. That means that in order to get them, your paper needs to be well thought out. Some students, however, do write well-thought-out papers, but fail to include good transitions. This is like hiding your light under a bucket.
Introductions and Conclusions
First and last impressions are important. Your introduction creates a first impression, and, obviously, your conclusion creates a last. Unfortunately, introductions and conclusions are difficult to teach, for the simple reason that they depend on the hundreds of variables in the purpose, audience, and body of the essay.

Perhaps the most important point to remember about introductions and conclusions is that they should be written last—after you have drafted the body of your essay. You can’t introduce something until you know what it is you are going to introduce. Better writers sometimes scribble down something as a tentative introduction, but they usually go back and heavily revise. If this works for you—and you don’t mind doing the extra scribbling—fine. But remember to re-view your introduction and conclusion after you have finished the draft of the body of the essay. 

Introductions

As they probably told you in high school, introductions should capture your readers’ interest. There are many different ways to do that, but Gerald Graff and Cathy Birkenstein, in “They Say/I Say,” make an interesting general suggestion —remember that a paper is a form of conversation. As you begin your paper, you are entering a conversation about its topic. In such written conversations, you need to establish the context of your paper, and, as Graff and Birkenstein neatly emphasize, you need to establish your reason for entering the conversation. What is the purpose of your paper? 

Consider this in terms of your chosen audience. Most of the critical essays you will be asked to read in this course were written for people who are professionally interested in literature. You might note that they often begin with general comments about what other critics have said about the work. In effect, this established the approach they are taking (social, moral, feminist, etc.) and thus sets a context for their own contribution to the discussion. You are not expected to have the background that these writers have, so you won’t be able to write this type of introduction. 
For this course, you should probably consider your audience as either your classmates (and future students in this course) or the general public. What are you trying to tell them, and why should they care? Perhaps you are trying to show them more about how the critical concepts we will be studying (symbolism, setting, etc.) enable a better understanding of the text. Or (and I would hope for more of this) you may want to suggest how an understanding of the work(s) you are writing about help us all understand more about people. Who are we? What is important to use? What is the work (or works) you are writing about suggesting about human nature? For this type of essay, an excellent introduction and conclusion would refer to related current events. Is your paper about how the work(s) you are writing about explore the “conflicts” between men and women? Then think of (or find) a similar situation in today’s word, and build your introduction and conclusion around it.
The preceding suggests that introductions and conclusions require some thought, but the expression of your own thoughts is what writing is all about. The following may also help you with introductions: 

1. Check your brainstorming notes for an idea. If you did a decent job of brainstorming, you will often find ideas that are closely related to your final topic but that did not quite fit. Sometimes they can be adapted to make excellent introductions. 

2. Make a general statement about your topic to establish a context for your essay. Then use three or four sentences to move to your thesis

3. Begin with an anecdote. An anecdote is simply a brief story, and many people find brief stories interesting. If your essay includes narrative examples, you can often take a short one and move it into the introduction. 

4. Begin with a question that would interest the readers of your chosen publication. Follow this with three or four sentences that explore the question in general terms. Why is the question interesting? Why is it relevant? How many people have thought about it? Use these sentences to lead into your thesis.

5. Search the web for famous quotations relevant to your topic. Begin your introduction with the author and quotation, and work from there into your thesis statement.

6. Do something else. Originality helps your grades because it shows that you have been thinking.

The length of introductions (and conclusions) is usually relative to the length of the paper, book, etc. For a 500-750 word essay, a single paragraph is usually enough. (Remember that fewer than four sentences will probably result in a very weak paragraph.) A five-page paper might often have a two- or three-paragraph introduction. Books usually require an introductory chapter.

An important additional function of introductions is usually not taught—they give your instructor a few seconds to focus on reading. Watch yourself. When you first sit down to read, you are adjusting pillows, clothes, etc., or you are thinking about what you were just doing. You are not giving full attention to the text. (When my eyes start reading your paper, my mind may still be on the previous paper. Was the grade I gave fair? If I am thinking about this, I may put your paper down and go back to check the previous paper. But if I decide the grade was fair, I will continue with your paper, even if I’m well into the introductory paragraph.  If I miss your thesis because you put it in the very first sentence, the problem is yours, not mine.)

Conclusions

At the minimum, an essay needs a conclusion as a sign of the ending of an interpersonal event. You do not generally walk away from people you have been talking to without saying “Good-bye.” On a date, a guy does not simply dump the girl out of the car at the end of it. Although you usually cannot see the people who will be reading what you wrote, writing still needs some sort of ending note. Otherwise the reader will feel that the interaction is incomplete. (Do you really want the people who read your papers to feel that the papers are incomplete, simply because you did not tack on an ending?) Teaching students how to write conclusions is difficult, because conclusions depend on the paper that went before them. There are thousands of possibilities. The following suggestions may help. Note that some of them can be used in combination with others.

1. Perhaps the most satisfactory conclusions are those that create a frame for the essay by referring back to the introduction. You can do this by picking up key words, ideas, or referring back to a narrative (or other) example that you used in the introduction. If you began with a quotation, refer to its author (State the author’s name) and note what he or she might have had to say about the content of your essay. Frames give a very nice sense of closure.

2. Check your brainstorming notes for an idea. As you worked on your paper, you should have narrowed your topic. As a result, there are things that you originally considered writing about your topic that you abandoned. But because they are related to your topic, they often can be adapted for a conclusion. For example, if you are writing about the advantages of hunting with a bow and arrow, the conclusion might suggest a few good local places to do such hunting. 

3. Place the paper’s thesis in a larger context. For example, if you were writing about hunting with a bow and arrow, your paper might have concerned ways to hunt for different animals and what types of bows and arrows to use for what. Your conclusion, however, might draw outward to the general joys of such hunting, such as the enjoyment of nature, fresh air, and exercise.

4. Suggest what your readers might think or do after reading your paper. Be careful not to tell them what to do. (Most people don’t like being told what to do.) 

5. If you cannot think of anything else, summarize, but do not tell the reader that you are doing so. Concluding a three to four page paper with a summary can insult many readers. In essence, you are telling the readers that they are too stupid to remember three pages of material. If you can’t think of anything else to do, then summarize, but do not use “In conclusion” or “To summarize.” These phrases mark your writing as that of a weak high school student (who couldn’t think of any other way of ending the essay). 

6. Do something else. Originality helps.

Remember that the conclusion is the last thing that your instructor will read before putting a grade on your paper. If it is a thoughtless conclusion, don’t be surprised by a low grade.

A Basic Explanation of the
 "Process" Grade for Major Papers

Storming/Research

Storming, and when appropriate, research, are essential parts of the writing process. If there is no evidence of storming in your envelope, you will receive a zero for this component of the grade. If the storming is weak, or includes no details or examples that might be used in the paper, you will receive half credit. Research papers differ in that the storming is a matter of finding information from various sources that is relevant to your topic. Thus if the paper calls for "Storming/Research," this grade will be based on the quality of the research.

Outline

If the paper is not accompanied by a formal outline that corresponds to the paper, you will receive no credit.

Paragraph Outline

If the paragraphs in the paper are not numbered, and if corresponding numbers are not on the outline, you will receive no credit.

Draft/Revision

The very process of revising is an attempt to clarify your ideas for your readers. To do that, you need to think about what you have written and make substantive changes to improve it. The points for this reflect substantial change from the first draft (which should be in the envelope) and the final copy. If there is no draft, no points are awarded. If what is supposed to be a draft is simply an edited copy, one point is given, more or less as a gift. For four points, substantial changes will have been made. For example, the paper may have been significantly reorganized, transitions may have been improved, the thesis may have been sharpened, details may have been added to support various topic sentences, etc. For five points, these changes will be reflected over several different drafts. Note that these points reflect the effort you put into your paper more than they do your ability to write. You are welcome to discuss your drafts with me any time before the paper is due.

Special Note to Computer Users:

Some students, intentionally or unintentionally, have confused revisions with print-outs. One student, for example, included five print-outs of a paper, all marked as "drafts," and each with no handwriting on it. I have no intention of going through such "drafts" to see what changes were made. If you want to do all your revising on computer, then

1. print out a first draft,

2. read it with a pencil in hand and make notes about what changes you intend to make,

3. do the revising on the computer,

4. print the final copy, 

5. repeating this process is a good idea

Basic MLA Format

If the paper is not in MLA format, you will not have earned these points. I usually deduct one point for each item that is incorrect or missing. See below for an example.
Workshop

If the schedule calls for a workshop on the paper, to earn these points you must participate by bringing a complete, typed draft to the class period.

Copies of Sources for Research Papers

When papers require research, my job is to check that you have paraphrased and quoted material correctly, and that you have cited it correctly. I cannot do this unless I have copies of the sources. Underline or highlight all the passages that you cite or paraphrase. If marked copies of all the sources you used are not in the envelope (and clearly labeled), your paper will not be graded. To get a grade for it, you must resubmit it, correctly done. If the source is a book, all I need are xeroxes of the pages that you cite or paraphrase.

Basic MLA Format

<Last Name> 1

<Your first and last name>

Professor Vavra

English 121, Section xx

Due Date

Your Title

Basic MLA formats for college papers are very simple. First, use one inch margins all around. (This is the default for most word processors.) Double-space everything in the paper, and use a 10 or 11 point standard font. (You may like fancy fonts, but instructors usually find them to be a distraction.) Make your last name and page number a header in the upper right hand corner.

MLA format does not require a title page. Therefore, on the first page, put all the information you see above in the upper left -hand corner. Center your title. (Remember that a thoughtful title suggests a thoughtful essay.). Do not underline or put quotation marks around your own title. Within the paper, indent each paragraph.

For my courses only, remember that you are expected to number the paragraphs. If you can figure out how to do this in your word processor and keep the indentation, that's fine. (It's tricky.) Otherwise, simply number them with a pen or pencil after you have printed the final copy. Also remember that you are expected to hand in a draft, even if you draft on computer. Print out your first draft, read it with a pencil in hand. Make notes on it, and then return to the computer to make the changes.

Using the basic MLA format is really simple. . . if you follow directions.

Research and Documentation

The objective of a research paper is to first find out what other people have said about your topic and only then join in the conversation about it. I have often heard students say that they have finished their papers—“All but the research.” If you take that approach, your research probably will not fit very well with the paper.
Primary and Secondary Sources

A “primary” source is the material that you are writing about—in this case, the story, play, etc. “Secondary” sources include anything that you find that was written by someone else about your topic. In other words, articles, books, web pages etc. that discuss your topic.

What I Expect You to Use from Secondary Sources

Ideally, you will find critical comments about the theme, conflicts, symbols, etc. about your chosen topic. In many cases, however, you will not be able to find that. In those cases, you can use just a comment from the source about the writer’s life, interests, themes, or general style. One simple comment from a source will count as having used a source. 
Credible and Non-credible Sources 
A credible source is something written by an expert. For our purposes, sources that you find through the databases on the Library Database Page. (Remember that your Works Cited entry for these sources must include the database information.) Non-credible sources are basically what you will find by searching Google, Yahoo, or other general search engines. These sources are basically designed to “help” students write a paper without thinking. They include (but are not limited to) enotes.com, sparknotes.com, bookrag.com, 123helpme.com, ask.com, oppapers.com, and free-college-essays.com. For our purposes, I’m also including Wikipedia.org. You can use these sources, but you will get less credit for them. (See below.)
You can also find credible sources by checking the college catalog for books about the authors, or the Reference section of the Library. In the latter, you will find the set called Critical Survey of Short Fiction (Ref PN3321.c7 1993). To my knowledge it is not in any of the electronic databases.
Research and “Works Cited” Lists
This course assumes that you have taken ENL111 and have used the library databases. (See the Madigan Library database page.)We will probably spend part of a class period reviewing how to use them, but if you have questions, please bring them to class. One important suggestion here—as you find sources, set up your “Works Cited” list. You should do this before you begin to draft your paper. That way you can easily include the correct information in your in-text citation. Students who do not do this often cannot remember where the information came from, and that leads to plagiarism problems.
Remember what goes in the in-text citation—the least amount of information needed to find that specific source in your “Works Cited” list, plus, if the source is more than a page long, the number of the page on which that information can be found. If the source you are using has more than one page, be sure to print it out and use the page numbers of your print-out for the in-text citation. Highlight (in the print-out) the information that you use from a source so that I can find it. If I cannot find it, I cannot grade your paper.
“Works Cited” or “Bibliography”?

As its name suggests, a “Works Cited” is an alphabetical listing of all the works that you actually cite in your paper. A “Bibliography,” on the other hand, lists all the works that you looked at in writing the paper. To avoid a serious plagiarism problem, you might want to use a bibliography rather than a works cited list.
Framing Secondary Sources in Your Paper
Whether you are paraphrasing or quoting material from a source, you need to follow it with an in-text citation. For example:
“Three school board members in the Cedarville School District believed that reading about the adventures of Harry Potter was so harmful to students that the district should remove the books from general circulation . . . .” (DeMitchell and Carney, 164)

or, if you paraphrase:

In one school district, board members wanted Harry Potter books removed from general circulation because they considered them bad influences. (DeMitchell and Carney, 164)

For the purpose of avoiding plagiarism, this is satisfactory, but it is not very professional or impressive.
In college and professional papers, you should “frame” your sources. “Frame” simply means to put some information before the source material and some after it. A good frame generally consists of four things – a voice/source marker, a credibility marker, the in-text citation, and metacommentary:
Todd DeMitchell and John Carney, in an article in Phi Delta Kappan, reported that in one school district, board members wanted Harry Potter books removed from general circulation because they considered them bad influences. (164) The board members probably reflected the views of many people both in and out of their district.
Note that I did not need the names in the in-text citation because they are included in the frame.

A “voice/source marker” is usually a person (or persons), but it can be an association, government agency, company, etc. This marker names the people or organization responsible for the information.
The “credibility marker” shows that you are using a credible source. In this case, Phi Delta Kappan is a widely respected journal. For this course, I will be satisfied if you likewise use the publication in which the information was found. I do not expect you to do additional research to find out what else the authors have published, what degrees they have earned, where they teach, or what other credentials they may have. As you get into your field of study, however, these types of information will probably make better credibility markers.
The purpose of the “in-text” citation should already be clear, but following it with “metacommentary” can be very impressive. There are different kinds of and purposes for metacommentary. Perhaps the most important is that it connects the source information to your text, your argument. That is somewhat difficult to illustrate out of context, but in the example, I have used metacommentary to suggest that the source information implies that the disapproval of Harry Potter stories goes beyond one isolated case. I’m suggesting, in other words, that there is a good reason for the argument I’m about to present that the Potter stories are actually a good influence on children. Another excellent use of metacommentary is to explain technical or complicated ideas in the source by defining terms or by restating the ideas in your own words.
Note, by the way, what frames do to the length of your paper. The paraphrase as originally given consists of twenty-four words. The framed version, on the other hand, takes up fifty-two words—more than twice as many. 

Last but not least, remember that the first time you refer to a person, you give their first and last name. After that, use their last name – do not use just first names! 
The Points Awarded for Using Sources 
Basic Distribution
In some assignments, you are required to use at least one secondary source. In those papers, the basic grade is 90, but you can earn a grade of up to 110 by using additional sources. In papers that do not require sources, you can earn 10 bonus points (for a grade of 110) by using secondary sources.
Specific Points
Points will be awarded as follows:

For each source:

1 point for a voice marker

1 point for a credibility marker

(-5) for inaccurate quotation or paraphrase

1 point for an in-text citation

1 point for metacommentary

1 point for an entirely correct Works Cited entry, including its alphabetical position
5 points if the source is credible

2 points if it is not. (Note that if it is not, you will also probably not earn the point for a credibility marker.)

The preceding means that a credible source, correctly used, earns ten points. A non-credible source, correctly used, earns six. You can, however, use more than one source. Thus you might be able to earn ten points by using two non-credible sources. You cannot, however, earn more than the “Research” points indicated in the assignment.
Research/Documentation Points

	Source #
	Points
	1
	2
	3
	4
	5

	Voice Marker
	1
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	Inaccurate
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	In-text Citation
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	Metacommentary 
	1
	
	
	
	
	

	Correct Works Cited
	1
	
	
	
	
	

	Credible

Non-credible
	5
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