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Introduction

Let’s Review is designed as a handbook for high school English courses, including those aligned with the new Common Core Standards, and as a review book for students preparing to take the Regents Exam in English Language Arts (Common Core). Because the English Regents Exam is not a test of specific curriculum but an assessment of skills in reading comprehension, literary analysis, and composition, Let’s Review offers a comprehensive guide to essential language, literature, and critical reading and writing skills all high school students should seek to demonstrate as they prepare for college and the workplace.








A GUIDE TO THE NEW YORK STATE STANDARDS IN LITERACY (ELA)

Most middle school and high school students in New York State should already be familiar with some key shifts in curriculum and instruction in their English courses. These shifts in emphasis include the following:


	Students will read more informational texts and perhaps fewer literary texts than in the past. Alignment with the Common Core requires a balancing of the two.

	In all academic subjects, students will be expected to build their knowledge primarily through engaging directly with text.

	Throughout secondary school, students will read texts of increasing complexity and will be expected to develop skills in close reading in all academic subjects.

	Students will be expected to engage in rich and rigorous evidence-based conversations/class discussions about text.

	Student writing will emphasize use of evidence from sources to express their understanding and to form and develop argument.

	Students will acquire the academic vocabulary they need to comprehend and respond to grade level complex texts. This vocabulary is often relevant to more than one subject.






        
            
                
                
            

            TERMS TO HELP YOU UNDERSTAND THE STATE STANDARDS

            
                	
ELA/LITERACY—English Language Arts refers to skills in reading, writing, speaking, and listening. Courses and exams once identified as English may also be identified as ELA. Literacy refers to the ability to read and write and to use language proficiently. The term also identifies the quality of being knowledgeable in a particular subject or field. For example, we often refer to “digital” or “computer literacy.”

                	
COMMON CORE LEARNING STANDARDS (CCLS)*—These are the learning standards in ELA and math, also known as CCSS (Common Core State Standards), developed and adopted by a consortium of over 40 states. New York State adopted the CCLS in 2010 and continues to implement them in curriculum and assessments (testing).

                	
CCR—The phrase “college and career ready” is widely used in discussion of new curriculum and assessments. This refers to the fundamental principle of the Common Core Standards: to reflect the knowledge and skills that all students need for success in college and careers.

                	
ASSESSMENT—You may hear teachers and other educators using the term assessment instead of test or examination. An assessment is more than a simple test (in vocabulary, say) because it seeks to measure a number of skills at one time. Although we continue to refer to the English Regents as an exam or test, its goal is to be a valid assessment of a broad range of reading, thinking, language, and writing skills outlined in the Standards.

                	
TEXT—Broadly, the term text refers to any written material. The Common Core standards use the term to refer to the great variety of material students are expected to be able to read, understand, analyze, and write about. Texts may include literary works of fiction, drama, and poetry; and informational, or nonfiction, including essays, memoirs, speeches, and scientific and historical documents. The Common Core also emphasizes the use of authentic texts; that is, students will read actual historical documents or scientific essays rather than simply read articles about them.

                	
CLOSE READING—Skill in close, analytic reading is fundamental to the CCLS and to the new Regents exam. The Common Core curriculum focuses student attention on the text itself in order to understand not only what the text says and means but also how that meaning is constructed and revealed. Close reading enables students to understand central ideas and key supporting details. It also enables students to reflect on the meanings of individual words and sentences, the order in which sentences unfold, and the development of ideas over the course of the text, which ultimately leads students to arrive at an understanding of the text as a whole.

                	
ARGUMENT—What is an argument? In academic writing, an argument is usually a central idea, often called a claim or thesis statement, which is backed up with evidence that supports the idea. Much of the writing high school students do in their English courses constitutes essays of argument, in addition to personal essays, descriptive pieces, and works of imagination.

                	
SOURCE-BASED/EVIDENCE-BASED—The ability to compose sound arguments using relevant and specific evidence from a given text is central to the expectations of the Common Core Standards.

                	
WRITING STRATEGY—This is the general term for a literary element, literary technique, or rhetorical device. Examples include characterization, conflict, denotation/connotation, metaphor, simile, irony, language use, point of view, setting, structure, symbolism, theme, and tone. In class discussions and on examinations, students are expected to understand and explain how literary elements and writing strategies contribute to the meaning of a text.

            

        

    
        
            
                
                
            

            THE REGENTS ELA (COMMON CORE) EXAM

            This 3-hour examination requires students to read, analyze, and write about both literary and informational texts.

            Part I—Reading Comprehension

            This part requires close reading of three texts and will contain at least one literature text, one poem, and one informational text, followed by 24 multiple-choice questions.

            Part II—Writing from Sources: Argument

            This part includes close reading of four informational texts and may contain some information in graphics; students will compose an essay of argument with a claim based on the sources.

            Part III—Text Analysis: Exposition

            Students will perform a close reading of one informational or one literature text and write a two to three paragraph expository response that identifies a central idea in the text and analyzes how the author’s use of one writing strategy develops that central idea.

            Note: The ACT and the new SAT (2015) include similar assessments of close reading, text analysis, the rhetoric of arguments, and the use of academic vocabulary.

        

    






Ways to Use Let’s Review: English


As a handbook for literature study in high school and college courses, see especially


	
Chapter 4—Reading Prose

	
Chapter 5—Reading Poetry

	
Chapter 6—Writing About Literature: A General Review



As a handbook for reading comprehension and language skills, see especially


	
Chapter 1—Reading Comprehension

	
Chapter 3—Reading and Writing to Analyze Text

	
Chapter 4—Reading Prose

	
Chapter 5—Reading Poetry

	
Chapter 8—Vocabulary



As a handbook for writing and proofreading, see especially


	
Chapter 2—Writing from Sources

	
Chapter 3—Reading and Writing to Analyze Text

	
Chapter 6—Writing About Literature: A General Review

	
Chapter 9—Grammar and Usage for the Careful Writer

	
Chapter 10—Punctuation: Guidelines and Reminders



As a review text for the ELA (Common Core) Regents exam, the SAT, and the ACT, see especially


	
Chapter 1—Reading Comprehension

	
Chapter 2—Writing from Sources

	
Chapter 3—Reading and Writing to Analyze Text

	
Chapter 8—Vocabulary

	Appendices—The New York State Common Core Learning Standards for English Language Arts







Chapter 1



READING COMPREHENSION

Throughout your schooling, you have been developing skills in the ability to read and comprehend works of literature as well as informational texts in nearly every subject, including history and social studies, science, and technical studies. Because the ability to understand, interpret, and make use of a wide range of texts is central to learning, it is a skill students are regularly asked to demonstrate. Assessment of students’ reading comprehension skills may be informal or indirect, as in a class discussion or short quiz, or through formal testing.

Students at Regents level—11th and 12th grades—are expected to have the ability to understand and interpret both literary and informational texts of significant complexity: that is, Regents-level students understand literary texts with multiple levels of meaning, with structures that may be complex or unconventional, and with elements of figurative or deliberately ambiguous language that are integral to its meaning. The expectations for reading informational texts include the ability to interpret and analyze personal essays, speeches, opinion pieces, and memoir and autobiographical works as well as official documents and historical, scientific, and technical material for subject courses other than English. This increased emphasis on a wide range of informational texts is one of the key shifts in high school curriculum and should already be familiar to most students. It is also helpful to know that both the ACT and new SAT (2015) exams include a similar variety of texts and primary source documents.

CLOSE READING

One useful way to think about what we mean by “close reading” is to think about what you are doing when you can annotate something you are reading; that is, what do you underline? circle? check in the margins? You are probably checking off main ideas and conclusions, underlining the most important details, and circling significant or unfamiliar words. Whether or not you actually mark up a text, that process of checking, underlining, and circling is the thinking process of close reading.

In-class discussions of literary works are often exercises in what is meant by close reading—Where are we? Which details give us an image of the setting? What just happened? What is this character thinking now? What does the story lead us to expect? What is surprising? How were we prepared? How does the author/narrator guide our understanding of characters and their actions? Why is this incident important in the plot? What does this character’s remark really mean? Was the ending convincing?

The most satisfying “close reading,” however, is what we are doing when our imaginations are fully engaged in a story, a play, a poem, or a film(!) Then it is not an academic exercise or assessment but the pleasure of experiencing a good story.

Reading for information in history, social studies, or science requires careful attention to the sequence of ideas, to how general statements are supported with relevant details. This kind of reading may also require familiarity with specialized language. (See Academic Language in Chapter 8—Vocabulary.)

On exams, you will exercise this same kind of thinking and engagement with the text on your own. The multiple-choice questions are designed to assess your close reading skills and the depth of your understanding.



        
        

        QUESTIONS TO KEEP IN MIND AS YOU READ

        If you are reading a literary passage, ask yourself

        
            	What is this piece about? What is the narrative point of view?

        	What do we understand about the setting?

        	What do we understand about the narrator? Other characters?

        

        In reading a poem, consider

        
            	What experience, memory, or dramatic situation is the poem about?

    
        	Who and where is the narrator/speaker?

            	How does the organization of lines and stanzas affect the meaning?

                	How are language and imagery used?



        In passages of memoir and personal essay, ask

        
        	What experience is meant to be shared and understood?

   
        	What does the author say? Describe? Suggest? Reveal?

        

        If you are reading an informational text, ask yourself

        
        	What is the subject? What do I already know about this subject?

      
        	What main idea or theme is being developed? What phrases or terms signal that?

            	What is the purpose? To inform? To persuade? To celebrate? To guide? To show a process? To introduce a new or unfamiliar subject?

    


        
        

        READING COMPREHENSION PASSAGES AND QUESTIONS FOR REVIEW

        The following passages and questions are from actual tasks on Regents ELA exams.

        Passage One—Literature

        This passage is from a classic Sherlock Holmes story by Sir Arthur Conan Doyle. Many of the expressions are unfamiliar but can be understood in context. High school students may already be familiar with the character of Sherlock Holmes, both through reading of the original stories and through modern retelling in popular American and British television series. On the Regents ELA exam, you are expected to read and analyze texts from works of American literature as well as works from British and world literatures.

        
            (1)It was upon the 4th of March, as I have good reason to remember, that I rose (2) somewhat earlier than usual, and found that Sherlock Holmes had not yet finished (3) his breakfast. The landlady had become so accustomed to my late habits that my (4) place had not been laid nor my coffee prepared. With the unreasonable petulance1 of (5) mankind I rang the bell and gave a curt intimation that I was ready. Then I picked (6) up a magazine from the table and attempted to while away the time with it, while (7) my companion munched silently at his toast. One of the articles had a pencil-mark (8) at the heading, and I naturally began to run my eye through it. …

            (9)“From a drop of water,” said the writer, “a logician could infer the possibility (10) of an Atlantic or a Niagara without having seen or heard of one or the other. So all (11) life is a great chain, the nature of which is known whenever we are shown a single (12) link of it. Like all other arts, the Science of Deduction and Analysis is one which (13) can only be acquired by long and patient study, nor is life long enough to allow (14) any mortal to attain the highest possible perfection in it. Before turning to those (15) moral and mental aspects of the matter which present the greatest difficulties, let (16) the inquirer begin by mastering more elementary problems. Let him, on meeting a (17) fellow-mortal, learn at a glance to distinguish the history of the man and the trade (18) or profession to which he belongs. Puerile2 as such an exercise may seem, it sharpens (19) the faculties of observation and teaches one where to look and what to look for. By (20) a man’s fingernails, by his coat-sleeve, by his boot, by his trouser-knees, by the (21) callosities of his forefinger and thumb, by his expression, by his shirt-cuffs—by each (22) of these things a man’s calling is plainly revealed. That all united should fail to (23) enlighten the competent inquirer in any case is almost inconceivable.”

            (24)“What ineffable twaddle!” I cried, slapping the magazine down on the table; “I (25) never read such rubbish in my life.”

            (26)“What is it?” asked Sherlock Holmes.

            (27)“Why, this article,” I said, pointing at it with my egg-spoon as I sat down to my (28) breakfast. “I see that you have read it, since you have marked it. I don’t deny that (29) it is smartly written. It irritates me, though. It is evidently the theory of some (30) arm-chair lounger who evolves all these neat little paradoxes in the seclusion of his own (31) study. It is not practical. I should like to see him clapped down in a third-class (32) carriage on the Underground and asked to give the trades of all his fellow-travellers. I (33) would lay a thousand to one against him.”

            (34)“You would lose your money,” Sherlock Holmes remarked, calmly. “As for the (35) article, I wrote it myself.”

            (36)“You?”

            (37)“Yes, I have a turn both for observation and for deduction. The theories which (38) I have expressed there, and which appear to you to be so chimerical, are really (39) extremely practical—so practical that I depend upon them for my bread-and-(40) cheese.”

            (41)“And how?” I asked, involuntarily.

            (42)“Well, I have a trade of my own. I suppose I am the only one in the world. I’m a (43) consulting detective, if you can understand what that is. Here in London we have (44) lots of government detectives and lots of private ones. When these fellows are at (45) fault they come to me, and I manage to put them on the right scent. They lay all (46) the evidence before me, and I am generally able, by the help of my knowledge of the (47) history of crime, to set them straight. There is a strong family resemblance about (48) misdeeds, and if you have all the details of a thousand at your finger-ends, it is odd (49) if you can’t unravel the thousand and first. Lestrade is a well-known detective. He (50) got himself into a fog recently over a forgery case, and that was what brought him (51)here.”

            (52)“And these other people?”

            (53)“They are mostly sent out by private inquiry agencies. They are all people who are (54) in trouble about something, and want a little enlightening. I listen to their story, (55) they listen to my comments, and then I pocket my fee.”

            (56)“But do you mean to say,” I said, “that without leaving your room you can (57) unravel some knot which other men can make nothing of, although they have seen (58) every detail for themselves?”

            (59)“Quite so. I have a kind of intuition that way. Now and again a case turns up(60) which is a little more complex. Then I have to bustle about and see things with my (61) own eyes. You see, I have a lot of special knowledge which I apply to the problem,(62) and which facilitates matters wonderfully. Those rules of deduction laid down in(63) that article which aroused your scorn are invaluable to me in practical work. Observation (64) with me is second nature. You appeared to be surprised when I told you, on (65) our first meeting, that you had come from Afghanistan.”

            (66)“You were told, no doubt.”

            (67)“Nothing of the sort. I knew you came from Afghanistan. From long habit the(68) train of thought ran so swiftly through my mind that I arrived at the conclusion (69) without being conscious of intermediate steps. There were such steps, however. The (70) train of reasoning ran: ‘Here is a gentleman of a medical type, but with the air of a(71) military man. Clearly an army doctor, then. He has just come from the tropics, for (72) his face is dark, and that is not the natural tint of his skin, for his wrists are fair. He (73) has undergone hardship and sickness, as his haggard face says clearly. His left arm (74) has been injured. He holds it in a stiff and unnatural manner. Where in the tropics (75) could an English army doctor have seen much hardship and got his arm wounded? (76) Clearly in Afghanistan.’ The whole train of thought did not occupy a second. I then (77) remarked that you came from Afghanistan, and you were astonished.” …

            (78)I was still annoyed at his bumptious style of conversation. I thought it best to (79) change the topic.

            (80)“I wonder what that fellow is looking for?” I asked, pointing to a stalwart, (81) plainly dressed individual who was walking slowly down the other side of the street, (82) looking anxiously at the numbers. He had a large, blue envelope in his hand, and (83) was evidently the bearer of a message.

            (84)“You mean the retired sergeant of marines,” said Sherlock Holmes.

            (85)“Brag and bounce!” thought I to myself. “He knows that I cannot verify his (86) guess.” The thought had hardly passed through my mind when the man whom we (87) were watching caught sight of the number on our door, and ran rapidly across the (88) roadway. We heard a loud knock, a deep voice below, and heavy steps ascending (89) the stair.

            (90)“For Mr. Sherlock Holmes,” he said, stepping into the room and handing my (91) friend the letter.

            (92)Here was an opportunity of taking the conceit out of him. He little thought of (93) this when he made that random shot. “May I ask, my lad,” I said, blandly, “what (94) your trade may be?”

            (95)“Commissionnaire, sir,” he said, gruffly. “Uniform away for repairs.”

            (96)“And you were?” I asked, with a slightly malicious glance at my companion. “A (97) sergeant, sir, Royal Marine Light Infantry, sir. No answer? Right, sir.” He clicked (98) his heels together, raised his hand in a salute, and was gone.

            —A. Conan Doyle 

                excerpted from A Study in Scarlet, 1904 

                Harper & Brothers Publishers

        


                
           
        Questions for Comprehension

        
            This passage, narrated by the character of Dr. Watson, reveals the differences in character and personality of the two men. The discussion of the magazine article leads to a dramatic demonstration of Holmes’s powers of observation and deduction. At the end, Watson’s doubts are erased, and he is left speechless.

        

        
            	
                
                    
                

                
                    The phrase “with the unreasonable petulance of mankind” (lines 4–5) emphasizes the narrator’s

                

                
                    	 frustration with himself for missing sleep

                    	 irritation about not finding his breakfast ready

                    	 concern regarding the pencil-mark on the newspaper

                    	 impatience with Sherlock Holmes’s silence

                

            

            	
                
                    
                

                
                    How do the words “logician” (line 9), “deduction” (lines 12, 37, and 62), and “analysis” (line 12) advance the author’s purpose?

                

                
                    	 by indicating the relationship between science and art

                    	 by suggesting the reasons why private inquiry agencies seek outside help

                    	 by highlighting the complexity of the crimes encountered by Sherlock Holmes

                    	 by emphasizing the systematic nature of Sherlock Holmes’s approach to solving crimes

                

            

            	
                
                    
                

                
                    What is the effect of withholding the identity of Sherlock Holmes as the author of the article (lines 9 through 35)?

                

                
                    	 It creates a somber mood.

                    	 It foreshadows an unwelcome turn of events.

                    	 It allows the reader to learn the narrator’s true feelings.

                    	 It leads the reader to misunderstand who the writer is.

                

            

            	
                
                    
                

                
                    In this passage, the conversation between Holmes and the narrator (lines 24 through 40) serves to

                

                
                    	 reinforce the narrator’s appreciation for deduction

                    	 establish a friendship between the narrator and Holmes

                    	 reveal how Holmes makes his living

                    	 expose some of Holmes’s misdeeds

                

            

            	
                
                    
                

                
                    As used in line 38, the word “chimerical” most nearly means

                

                
                    	 unfair

                    	 unrealistic

                    	 aggravating

                    	 contradictory

                

            

            	
                
                    
                

                
                    Which analysis is best supported by the details in lines 45 through 58 of the text?

                

                
                    	 Private detectives base their analyses on an understanding of human nature.

                    	 Sherlock Holmes’s association with other well-known detectives improves his crime-solving abilities.

                    	 Government detectives are mostly ineffective at solving complicated crimes.

                    	 Sherlock Holmes’s intuition relies on his ability to detect similarities among various crimes.

                

            

        

        Looking at the Questions and the Standards

        
            	Questions 1, 2, and 5 ask you to determine the meaning of words and phrases as they are used in context and to understand how they contribute to the meaning of the text.

            	Question 3 asks you to recognize how the author uses one element or detail to structure the plot. Holmes deliberately allows Watson to think someone else wrote the article, which then creates the situation in which he can show how skilled and clever he is.

            	Questions 4 and 6 ask you to recognize how specific details contribute to character development and plot structure.

        

        Answers
            (1) 2 (2) 4 (3) 3 (4) 3 (5) 2 (6) 4

        (See Chapter 4—Reading Prose for a detailed review of the elements of fiction.)

        Passage Two—Poem

        Money Musk

        
            Listen, you upstate hillsides (nothing
            Like the herb-strewn fields of Provence1)
            Which I have loved
            So loyally, your wood lots
            And trailers and old farmhouses,
            Your satellite dishes—
             

            Haven’t I driven
            Past the strip malls and country airports,
            The National Guard armories and even
            That abandoned missile depot
            Clutched in the lake’s fingers
            Past the tattered billboards.
            The barns spray-painted with praise,
            Past the farm tools, fiddles,
            And fishing lures, the sprung bellows
            Of accordions on the tables of flea markets,
            Just to catch a glimpse of you as you once were,
            Like the brass showing, raw and dull,
            Where the silver plate has worn off
            The frame around this mirror, and the silver
            Gone too, the only reflection as faint
             

            As light on dusty glass,
            And beyond it, tarnished, dim, the rafters
            And beams of the attic where I climbed
            To take out my grandmother’s mandolin
            And play on the three or four unbroken strings
            With a penny for a pick.
            Listen,
            Wasn’t that offering enough, a life
            Of playing half-badly on an antique instrument,
            Trying to catch a tune you’d long ago
            Forgotten even the name of, Money Musk
            Or Petronella.2 Wasn’t it enough
            To take my vows of poverty of spirit
            Before the plain geometry of a 19th-century
            Farmhouse, and praise no other goods
            Than this rectitude,3 this stillness,
            This clarity you have spurned now, oh
            Landscape I have sung
            Despite my voice, despite the stubborn
            Silence behind your tawdry,4 best intentions.
            —Jordan Smith

                from The Cortland Review

                Issue Eight, August 1999

        

        
           
        Questions for Comprehension

        
            The opening line establishes the dramatic situation and the speaker in this poem: we hear the voice of someone who once lived in the area he is now driving through and who now regrets the changes he sees. The poem is a song to the landscape he has loved and been loyal to.

        

        
            	
                
                    
                

                
                    The details presented in lines 4 through 13 emphasize the landscape’s

                

                
                    	 historical significance

                    	 beauty

                    	 economic possibilities

                    	 transformation

                

            

            	
                
                    
                

                
                    What shift in focus occurs from lines 7 through 27?

                

                
                    	 from social conflict to personal conflict

                    	 from external description to childhood memory

                    	 from the narrator’s feelings to his family’s feelings

                    	 from the narrator’s thoughts to the narrator’s actions

                

            

            	
                
                    
                

                
                    What is the effect of the simile used in lines 21 and 22?

                

                
                    	 It suggests how the narrator has changed.

                    	 It conveys the narrator’s lack of awareness.

                    	 It indicates the darkness of the setting.

                    	 It emphasizes the diminishing of the past.

                

            

            	
                
                    
                

                
                    Which word best describes the narrator’s tone in lines 28 through 38 of the poem?

                

                
                    	 frustrated

                    	 embarrassed

                    	 contentment

                    	 respectful

                

            

            	
                
                    
                

                
                    Lines 33 through 37 contribute to a central theme in the poem by describing the narrator’s

                

                
                    	 wish to live in a suburban setting

                    	 obligation to continue a past tradition

                    	 commitment to the values of a past era

                    	 reluctance to accept different points of view

                

            

        

        Looking at the Questions and the Standards

        
            	Questions 1 and 3 focus on the significance of key details. The importance of the landscape to the narrator is the central theme of the poem. The simile in these lines reflects the changes in the landscape the narrator so regrets.

            	Question 4 asks you to recognize how the meaning of a word or phrase establishes tone, that is, the attitude of the narrator is revealed throughout the poem.

            	Questions 2 and 5 ask you to recognize key elements in the structure of the poem, through a shift in focus and in the narrator’s final address to the landscape.

        

        Answers
            (1) 4 (2) 2 (3) 4 (4) 1 (5) 3

        (See Chapter 5—Reading Poetry for a detailed review of the elements of poetry.)

        Passage Three—Informational

        This passage is an engaging and effective presentation for a general reader of a challenging question in modern physics and cosmology: Is there “a theory of everything”? Readers familiar with the highly successful film The Theory of Everything (2014) will recognize some of the ideas explored in the article.

        
            (1)A few years ago the City Council of Monza, Italy, barred pet owners from keeping (2) goldfish in curved fishbowls. The sponsors of the measure explained that it is (3)cruel to keep a fish in a bowl because the curved sides give the fish a distorted view of (4)reality. Aside from the measure’s significance to the poor goldfish, the story raises (5)an interesting philosophical question: How do we know that the reality we perceive (6)is true?

            (7)The goldfish is seeing a version of reality that is different from ours, but can we (8)be sure it is any less real? For all we know, we, too, may spend our entire lives staring (9) out at the world through a distorting lens.

            (10)In physics, the question is not academic. Indeed, physicists and cosmologists (11)are finding themselves in a similar predicament to the goldfish’s. For decades we (12)have strived to come up with an ultimate theory of everything—one complete and (13)consistent set of fundamental laws of nature that explain every aspect of reality. It (14)now appears that this quest may yield not a single theory but a family of interconnected (15) theories, each describing its own version of reality, as if it viewed the universe (16) through its own fishbowl.

            (17)This notion may be difficult for many people, including some working scientists, (18)to accept. Most people believe that there is an objective reality out there and that (19)our senses and our science directly convey information about the material world. (20)Classical science is based on the belief that an external world exists whose properties (21)are definite and independent of the observer who perceives them. In philosophy, (22)that belief is called realism.


            Do Not Attempt to Adjust the Picture

            (23)The idea of alternative realities is a mainstay of today’s popular culture. For (24)example, in the science-fiction film The Matrix the human race is unknowingly living (25) in a simulated virtual reality created by intelligent computers to keep them (26)pacified and content while the computers suck their bioelectrical energy (whatever (27)that is). How do we know we are not just computer-generated characters living in (28)a Matrix-like world? If we lived in a synthetic, imaginary world, events would not (29)necessarily have any logic or consistency or obey any laws. The aliens in control (30)might find it more interesting or amusing to see our reactions, for example, if everyone (31) in the world suddenly decided that chocolate was repulsive or that war was not (32)an option, but that has never happened. If the aliens did enforce consistent laws, we (33)would have no way to tell that another reality stood behind the simulated one. It is (34)easy to call the world the aliens live in the “real” one and the computer-generated (35)world a false one. But if—like us—the beings in the simulated world could not (36)gaze into their universe from the outside, they would have no reason to doubt their (37)own pictures of reality.

            (38)The goldfish are in a similar situation. Their view is not the same as ours from (39)outside their curved bowl, but they could still formulate scientific laws governing (40)the motion of the objects they observe on the outside. For instance, because light (41)bends as it travels from air to water, a freely moving object that we would observe (42)to move in a straight line would be observed by the goldfish to move along a curved (43)path. The goldfish could formulate scientific laws from their distorted frame of reference (44) that would always hold true and that would enable them to make predictions (45)about the future motion of objects outside the bowl. Their laws would be more (46)complicated than the laws in our frame, but simplicity is a matter of taste. If the (47)goldfish formulated such a theory, we would have to admit the goldfish’s view as a (48)valid picture of reality.



            Glimpses of the Deep Theory

            (49)In the quest to discover the ultimate laws of physics, no approach has raised (50)higher hopes—or more controversy—than string theory. String theory was first (51)proposed in the 1970s as an attempt to unify all the forces of nature into one coherent (52) framework and, in particular, to bring the force of gravity into the domain of (53)quantum1 physics. By the early 1990s, however, physicists discovered that string (54)theory suffers from an awkward issue: there are five different string theories. For (55)those advocating that string theory was the unique theory of everything, this was (56)quite an embarrassment. In the mid-1990s researchers started discovering that these (57)different theories—and yet another theory called supergravity—actually describe (58)the same phenomena, giving them some hope that they would amount eventually (59)to a unified theory. The theories are indeed related by what physicists call dualities, (60) which are a kind of mathematical dictionaries for translating concepts back (61)and forth. But, alas, each theory is a good description of phenomena only under a (62)certain range of conditions—for example at low energies. None can describe every (63)aspect of the universe.

            (64)String theorists are now convinced that the five different string theories are just (65)different approximations to a more fundamental theory called M-theory. (No one (66)seems to know what the “M” stands for. It may be “master,” “miracle” or “mystery,” (67) or all three.) People are still trying to decipher the nature of M-theory, but it (68)seems that the traditional expectation of a single theory of nature may be untenable2 (69)and that to describe the universe we must employ different theories in different situations. (70) Thus, M-theory is not a theory in the usual sense but a network of theories. It (71)is a bit like a map. To faithfully represent the entire Earth on a flat surface, one has (72)to use a collection of maps, each of which covers a limited region. The maps overlap (73)one another, and where they do, they show the same landscape. Similarly, the different (74) theories in the M-theory family may look very different, but they can all be (75)regarded as versions of the same underlying theory, and they all predict the same (76)phenomena where they overlap, but none works well in all situations.

            (77)Whenever we develop a model of the world and find it to be successful, we tend (78)to attribute to the model the quality of reality or absolute truth. But M-theory, (79)like the goldfish example, shows that the same physical situation can be modeled (80)in different ways, each employing different fundamental elements and concepts. It (81)might be that to describe the universe we have to employ different theories in different (82) situations. Each theory may have its own version of reality, but according to (83)model-dependent realism, that diversity is acceptable, and none of the versions can (84)be said to be more real than any other. It is not the physicist’s traditional expectation (85) for a theory of nature, nor does it correspond to our everyday idea of reality. (86)But it might be the way of the universe.

            —Stephen Hawking and Leonard Mlodinow 

                excerpted from “The (Elusive) Theory of Everything,” 

                Scientific American, October 2010

        

        
        Questions for Comprehension

        
            The topic is highly complex, but the narrative of description and explanation is composed in language that is highly readable and developed through a series of vivid images and analogies, beginning with the anecdote about goldfish in curved bowls.

        

        
            	
                
                    
                

                
                    The authors’ anecdote about pet owners in Monza, Italy, serves to introduce a

                

                
                    	 proof of a universal world view

                    	 measure that is objectionable to scientists

                    	 central question about the way we see

                    	 philosophical question about what we value

                

            

            	
                
                    
                

                
                    The primary purpose of lines 10 through 16 is to clarify the

                

                
                    	 need for a single theory

                    	 role of the senses in understanding

                    	 possibility of other life in the universe

                    	 origin of alternative theories

                

            

            	
                
                    
                

                
                    How do lines 17 through 22 develop a claim?

                

                
                    	 by providing details about a philosophical challenge faced by scientists

                    	 by showing how scientists should handle alternate realities

                    	 by arguing for an approach that scientists have always followed

                    	 by explaining how scientists should view a philosophical approach

                

            

            	
                
                    
                

                
                    The reference to The Matrix in lines 24 through 28 is used to emphasize the questioning of our

                

                
                    	 virtues

                    	 perception

                    	 education

                    	 ideals

                

            

            	
                
                    
                

                
                    The references to goldfish in lines 39 through 49 contribute to the authors’ purpose by suggesting that

                

                
                    	 people’s theories are influenced by their viewpoints

                    	 nature’s mysteries are best left undiscovered

                    	 reality can only be determined by an outside perspective

                    	 light must be viewed under similar circumstances

                

            

            	
                
                    
                

                
                    As used in lines 51 and 52 of the text, what does the word “coherent” mean?

                

                
                    	 balanced

                    	 indisputable

                    	 popular

                    	 understandable

                

            

            	
                
                    
                

                
                    The authors’ reference to “a collection of maps” (line 72) is used to help clarify

                

                
                    	 a complex theory

                    	 a historical concept

                    	 the representation of space

                    	 the limitations of previous theories

                

            

            	
                
                    
                

                
                    The function of lines 77 through 84 is to

                

                
                    	 argue for a specific theory

                    	 suggest that theories relate to expectations

                    	 describe the way differing theories should co-exist

                    	 evaluate theories based on specific needs

                

            

            	
                
                    
                

                
                    With which statement would the authors most likely agree?

                

                
                    	 The perception of the universe can never be questioned.

                    	 There is a single, agreed upon theory of reality.

                    	 There are multiple realities that are possible to prove.

                    	 The understanding of the universe continues to change.

                

            

            	
                
                    
                

                
                    The authors attempt to engage the audience through the use of

                

                
                    	 absolute statements

                    	 real-world examples

                    	 detailed descriptions

                    	 simple questions

                

            

        

        Looking at the Questions and the Standards

        
            	Questions 1 and 10 call your attention to how rhetorical elements are part of the structure.

                The anecdote at the beginning and the real-world examples used throughout the article help the reader understand key ideas.

            	Question 6 is an example of determining the meaning of a term in context, and question 7 calls attention to how a specific image clarifies the meaning of a central idea.

            	Questions 2–5 and 7–9 focus on the need to determine the central ideas and analyze how they are developed over the course of a text.

        

        Answers
            (1) 3 (2) 4 (3) 1 (4) 2 (5) 1 (6) 4 (7) 1 (8) 3 (9) 4 (10) 2

        (See Chapter 4—Reading Prose for a detailed review of elements of nonfiction.)

    

Chapter 2



WRITING FROM SOURCES

Most high school students already have experienced writing essays of opinion and personal experience; these are likely to have been on topics the writer was interested in. The shift in the new standards is to source-based argument, where the writer must first do research to understand a topic before trying to develop an opinion.

In the second part of the Regents ELA exam, you will demonstrate your ability to comprehend and analyze several documents on a substantive, even controversial topic. The topics raise questions that have a variety of legitimate answers or present problems with alternative solutions. You then must take a position on that topic and develop a coherent essay of argument, which is supported by specific evidence in the texts; the final essay must include references to at least three of the sources. These are, in fact, the skills you use when you do any kind of research and writing project.

Close reading in this part means first reading to understand the issue and then to analyze the information in the texts to understand how they support various points of view. As you read the following documents, keep in mind the process of annotation: note central ideas and themes, key details, and important terms and phrases. On an actual exam, you are permitted to take notes in the margins, and you will have scrap paper to plan your essay.


STEP ONE—READING FOR INFORMATION
    AND UNDERSTANDING

Here are the texts from a recent Regents ELA Exam.


    Topic: Should companies be allowed to track consumers’ shopping or other preferences without their permission?



Text 1

Cell Phone Carrier Marketing Techniques:

    An Invasion of Privacy?


    (1)BOSTON (CBS) – Your cell phone may be spying on you.

    (2)Every time you download an app, search for a website, send a text, snap a QR
    (3)code or drive by a store with your GPS on, you are being tracked by your cell phone
    (4)company.

    (5)“They know you were playing Angry Birds. They know that you drove by Sears.
    (6)They know you drove by Domino’s Pizza. They can take that and take a very unique
    (7)algorithm1 that can focus on your behavior,” explained marketing expert Mark
    (8)Johnson. “It’s very impactful.”

    (9)According to Johnson, your data trail is worth big money to the cell phone 
    (10)companies.

    (11)Details about your habits, your age and gender are compiled and can be sold to
    (12)third parties. The information is predominantly used as a marketing tool so 
        (13)advertisers can target you with products or services that you are more likely to use or
    (14)want.

    (15)The idea does not sit well with smartphone user Harrine Freeman. “It does seem
        (16)creepy that companies are collecting all this information about consumers,” she
        (17)said.

    (18)Freeman is so uneasy; she turns off her GPS when she is not using it. She also
        (19)clears her browser history.

    (20)“I think it is an invasion of privacy,” she said.

    (21)All of the major cell phone carriers admit to collecting information about its
    (22)customers. Some in the industry argue it benefits consumers because they get ads
    (23)that are relevant to them. Cell phone companies do notify customers about the data
    (24)they collect, but critics say the notices are often hard to understand and written in
    (25)fine print.

    (26)Rainey Reitman of the Electronic Frontier Foundation doesn’t like the fact that
    (27)those who don’t want to be tracked have to go out of their way to get the company
    (28)to stop.

    (29)“This is something that consumers are automatically opted into,” Reitman said.

    (30)To find out how your cell phone company might be monitoring you, be sure to
        (31)carefully read the privacy policy.

    (32)Also, make sure you read all of the updates your carrier might send you because
        (33)this tracking technology keeps changing.

—Paula Ebben

http://boston.cbslocal.com, January 16, 2012



Text 2

EyeSee You and the Internet of Things:

    Watching You While You Shop

    
    (1)…Even the store mannequins have gotten in on the gig. According to the 
        (2)Washington Post, mannequins in some high-end boutiques are now being outfitted 
        (3)with cameras that utilize facial recognition technology. A small camera embedded 
        (4)in the eye of an otherwise normal looking mannequin allows storekeepers to keep 
        (5)track of the age, gender and race of all their customers. This information is 
        (6)then used to personally tailor the shopping experience to those coming in and 
        (7)out of their stores. As the Washington Post report notes, “a clothier introduced a 
        (8)children’s line after the dummy showed that kids made up more than half its 
        (9)midafternoon traffic… Another store found that a third of visitors using one of its 
        (10)doors after 4 p.m. were Asian, prompting it to place Chinese-speaking staff 
        (11)members by the entrance.” 

    
    (12)At $5,072 a pop, these EyeSee mannequins come with a steep price tag, but for 
        (13)store owners who want to know more—a lot more—about their customers, they’re 
        (14)the perfect tool, able to sit innocently at store entrances and windows, leaving 
        (15)shoppers oblivious to their hidden cameras. Itaian mannequin maker Almax SpA, 
        (16)manufacturer of the EyeSee mannequins, is currently working on adding ears to the 
        (17)mannequins, allowing them to record people’s comments in order to further tailor 
        (18)the shopping experience. … 

    
    (19)It’s astounding the amount of information—from the trivial to the highly 
        (20)personal—about individual consumers being passed around from corporation to 
        (21)corporation, all in an effort to market and corral potential customers. Data mining 
        (22)companies collect this wealth of information and sell it to retailers who use it to 
        (23)gauge your interests and tailor marketing to your perceived desires. 

    
    (24)All of the websites you visit collect some amount of information about you, 
        (25)whether it is your name or what other sites you have visited recently. Most of the 
        (26)time, we’re being tracked without knowing it. For example, most websites now 
        (27)include Facebook and Twitter buttons so you can “like” the page you are viewing 
        (28)or “Tweet” about it. Whether or not you click the buttons, however, the companies 
        (29)can still determine which pages you’ve visited and file that information away for 
        (30)later use. … 

    
    (31)As the EyeSee mannequins show, you no longer even have to be in front of your 
        (32)computer to have your consumer data accessed, uploaded, stored and tracked. In 
        (33)August 2012, for example, data mining agency Redpepper began testing a service 
        (34)known as Facedeals in the Nashville, Tennessee area. Facial recognition cameras set 
        (35)at the entrances of businesses snap photos of people walking in, and if you’ve signed 
        (36)up to have a Facedeals account via your Facebook, you receive instant coupons sent 
        (37)to your smartphone. Similarly, a small coffee chain in San Francisco, Philz Coffee, 
        (38)has installed sensors at the front door of their stores in order to capture the Wi-Fi 
        (39)signal of any smartphone within 60 yards. Jacob Jaber, president of Philz Coffee, 
        (40)uses the information gleaned from these sensors to structure his stores according to 
        (41)the in-store behavior of customers. … 

    
    (42)Not even politicians are immune to the lure of data mining. In the run-up to 
        (43)the 2012 presidential election, the Romney and Obama campaigns followed 
        (44)voters across the web by installing cookies on their computers and observing the 
        (45)websites they visited in an attempt to gather information on their personal views. 
        (46)CampaignGrid, a Republican affiliated firm, and Precision Network, a Democratic 
        (47)affiliated firm, both worked to collect data on 150 million American Internet users, 
        (48)or 80% of the registered voting population. … 

    
—John W. Whitehead

excerpted https://www.rutherford.org, December 17, 2012



Text 3

Where Will Consumers Find Privacy Protection from RFIDs?:

    A Case for Federal Legislation

What Are RFIDs? How Do RFIDs Work?


    (1)…RFID [Radio Frequency Information Device] technology is an automatic
        (2)identification system that identifies objects, collects data, and transmits information
        (3)about the object through a “tag.” A device called a reader extracts and processes the
        (4)information on the tag. Experts characterize RFIDs as devices “that can be sensed
        (5)at a distance by radio frequencies with few problems of obstruction or misorientation.”
        (6)1 In essence, RFIDs are wireless barcodes. However, unlike typical barcodes,
        (7)which are identical for all common products, each RFID has a unique identification.
        (8) Therefore, every individually tagged item has a different barcode sequence.
        (9)Typical barcodes also require unobstructed paths for scanning, whereas RFIDs can
        (10)be scanned through solid objects.2 RFIDs have communication signals that facilitate
        (11)data storage on RFID tags and enable the stored information to be gathered 
        (12)electronically—hypothetically permitting, for example, Coca-Cola to have a database
        (13)storing information about the life cycle of a Coke can. The database would contain
        (14)tracking details from the moment the can is manufactured through its processing at a
        (15)garbage dump—since RFID readers can be attached to garbage trucks. Between the
        (16)birth and death of a customer’s Coke can, the RFID tags would tell the Coca-Cola
        (17)Company where and when the Coke was purchased, what credit card the Coke was
        (18)purchased with, and, in turn, the identity of the purchaser. Even if the customer did
        (19)not purchase the Coke with a credit card, state issued ID cards equipped with RFID
        (20)technology could relay the customer’s identity to RFID readers as he or she leaves
        (21)the store. Coca-Cola’s final product of the RFIDs’ communications is a database of
        (22)the life cycles of individual cans of Coke and personal information about their 
        (23)purchasers. With this myriad of information, Coca-Cola has the ability to individually
        (24)market to each of the 1.3 billion daily Coca-Cola consumers. …

How Are RFIDs Used?

    (25)RFIDs are currently used in many ways, including, “livestock management[,]
        (26)24 hour patient monitoring[,] authentication of pharmaceuticals[,] tracking 
        (27)consignments in a supply chain[,] remote monitoring of critical components in aircraft
        (28)[, and] monitoring the safety of perishable food.”3 Advocates of RFID technology,
        (29)including retailers and manufacturers, praise the increased functionality and 
        (30)efficiency that will likely ensue from using RFIDs. Once all products are individually
        (31)tagged, shoppers are expected to be able to purchase items without checking-out.
        (32)This should be possible since RFID readers will be able to scan every item as the
        (33)customer exits the store and charge an RFID credit card, thereby simultaneously
        (34)increasing efficiency and possibly reducing shoplifting. Other RFID uses include
        (35)easy monitoring of product recalls, tracking lobsters for conservation purposes,
        (36)and purchasing products with transaction-free payment systems.4 Additionally,
        (37)in October 2003, the Department of Defense set standards mandating suppliers to
        (38)place RFID tags on all packaging for the Department of Defense.5 Thus, RFIDs can
        (39)be used to increase efficiency and safety. …

Do Consumers Have a Right to Privacy from RFIDs under Tort Law?6

    (40)…In the context of RFIDs, there are some situations where gathering
        (41)information from RFID tags violates consumers’ privacy expectations. For example, a
        (42)consumer does not have a reasonable expectation of privacy when carrying RFID
        (43)equipped items in a transparent shopping cart. However, once the items are placed
        (44)in an opaque bag, a right to privacy immediately arises. If a business or third-party
        (45)gathers data about the items once the items are no longer visible to the naked eye,
        (46)there is an objective invasion of privacy. Gathering information stored in the RFID
        (47)tag in a winter jacket worn in public is also not an invasion of privacy, yet pulling
        (48)data off undergarments is intrusive. However, since the home is always considered a
        (49)private place, once an active RFID tag enters the home, any information gathered,
        (50)including information from the winter jacket, immediately offends the principles
        (51)of privacy. Protecting consumers from unreasonably intrusive actions of 
        (52)businesses requires that RFID tags become unreadable once they enter private places.
        (53)However, the fundamental nature of the technology does not harmonize with this
        (54)privacy goal because RFID readers do not scrutinize whether the information is
        (55)considered private before it gathers data from the tag. …

    (56)With new technologies come new methods of consumer tracking and changing
        (57)parameters for what may be considered highly offensive. These new methods of
        (58)tracking are not considered intrusive simply because the nature of the technology
        (59)requires consumer purchases to be recorded. If individuals make active decisions to
        (60)use a credit card instead of cash—a voluntary act—their purchases can be tracked.
        (61)Similarly, the gathering of information stored on RFID technology in consumer
        (62)goods may not be deemed highly offensive depending on changing consumer
        (63)expectations. …

—Serena G. Stein excerpted and adapted

Duke Law & Technology Review, 2007, No.3



Text 4

RFID Consumer Applications and Benefits


    (1)…One of the first consumer applications of RFID was automated toll collection
        (2)systems, which were introduced in the late 1980s and caught on in the 1990s. An
        (3)active transponder is typically placed on a car’s or truck’s windshield. When the
        (4)car reaches the tollbooth, a reader at the booth sends out a signal that wakes up the
        (5)transponder on the windshield, which then reflects back a unique ID to the reader
        (6)at the booth. The ID is associated with an account opened by the car owner, who is
        (7)billed by the toll authority. Consumers spend less time fumbling for change or 
        (8)waiting on lines to pay their toll fee.

    (9)In the late 1990s, ExxonMobil (then just Mobil) introduced Speedpass, an RFID
        (10)system that allows drivers who have opened an account to pay for gas automatically.
        (11) Drivers are given a small, passive 13.56 MHz transponder in a small wand
        (12)or fob that can be put on a key chain. To pay for gas, they just wave the key fob by
        (13)a reader built into the gas pump. Seven million people in the United States use the
        (14)system, and it has increased the number of cars each gas station can serve during
        (15)rush periods. …

    (16)RFID has other consumer applications, besides being a convenient payment 
        (17)system. One is the recovery of lost or stolen items. A company called Snagg in Palo
        (18)Alto, Calif., has created an electronic registry for musical instruments. It provides
        (19)an RFID tag that can be affixed to a classic guitar or priceless violin and keeps a
        (20)record of the serial number in the tag. If the instrument is recovered by the police
        (21)after being lost or stolen, they can call Snagg, which can look up the rightful
        (22)owner. …

    (23)Merloni Elettrodomestici, an Italian appliance maker, has created a smart washing
        (24) machine. When you drop your clothes in the machine, an RFID reader in the
        (25)appliance can read the tags in the clothes (if your clothes have tags) and wash the
        (26)clothes based on instructions written to the tag.

    (27)Whether smart appliances with RFID readers catch on depends on how long it
        (28)takes for RFID tags to become cheap enough to be put into packaging for items.
        (29)It also depends on whether consumers find RFID-enabled products convenient
        (30)enough to accept the potential invasion of privacy that comes with having RFID
        (31)tags in products. But RFID will certainly have a positive impact on people’s lives
        (32)in less direct ways.

    (33)One area of importance is product recalls. Today, companies often need to
        (34)recall all tires, meat or drugs if there is a problem to ensure people’s safety. But
        (35)they can never be sure they recovered all the bad goods that were released into the
        (36)supply chain. With RFID, companies will be able to know exactly which items
        (37)are bad and trace those through to stores. Customers that register their products
        (38)could be contacted individually to ensure they know something they bought has
        (39)been recalled. …

    (40)And RFID should enable consumers to get more information about the 
        (41)products they want to purchase, such as when the items were made, where, whether
        (42)they are under warrantee and so on. When RFID tags are eventually put on the
        (43)packaging of individual products, consumers will be able to read the tag with a
        (44)reader embedded in a cell phone or connected to a computer and download data
        (45)from a Web site. They’ll be able to learn, for example, whether the steak they are
        (46)about to buy is from an animal that was raised organically in the United States.
        (47)Some companies will be reluctant to share this information, but smart companies
        (48)will provide it to their customers to build trust and loyalty.

    (49)RFID could also have an [sic] positive impact on our environment by greatly
        (50)reducing waste. The main reason many companies want to use RFID is to better
        (51)match supply and demand and to make sure that products are where they are 
        (52)supposed to be. If successful, there should be fewer products that are thrown away
        (53)because no one wants to buy them or they pass their sell-by date (it’s estimated that
        (54)50 percent of all food harvested in the United States is never eaten).

    (55)RFID tags could also help improve our environment by identifying hazardous
        (56) materials that should not be dumped in landfills. One day, robots at landfills
        (57)might be equipped with RFID tags, and they might be able to quickly sort through
        (58)garbage to locate batteries and other items that contain toxic materials. …

—Bob Violino

excerpted http://www.rfidjournal.com, January 16, 2005




        
        

        LOOKING AT THE TEXTS

        Text 1—Cell Phone Carrier Marketing Techniques: An Invasion of Privacy?

        This document opens with a dramatic assertion: “Your cell phone may be spying on you.” The rest of the short article, from a television news report, gives a general description of data collection by cell phone companies and provides a useful introduction to the issue.

        Text 2—EyeSee You and the Internet of Things: Watching You While You Shop

        This article, from a website devoted to issues of civil liberties, presents several detailed examples of how retailers, Internet providers, and political campaigns make use of data mining. This text is an excellent source of material to support an argument opposed to tracking consumers’ behavior without their permission.

        Text 3—Where Will Consumers Find Privacy Protection from RFIDs?: A Case for Federal Legislation

        This article, from a university law review, is the most challenging: The article offers a detailed technical description of what RFIDs are and how they operate. It also offers an analysis of the complex legal issues they raise. Finally, the last paragraph seems to suggest that if consumers are aware of this new technology, its use might not be considered intrusive.

        Text 4—RFID Consumer Applications and Benefits

        The title of this document, from a journal that promotes development and use of RFIDs, is a clear statement of the content and point of view. What follows is a list of various applications of RFID technology in language that is technical but readily understood, and the examples are presented as only beneficial for consumers.

    
        
        

        STEP TWO—COMPOSING A SOURCE-BASED ARGUMENT

        Because the issues presented for argument will be relevant and may already be familiar to high school students, you should be able to choose a position (claim) that you can make convincing. Here are the Guidelines for Part 2 of the Regents ELA (Common Core) Exam:

        Be sure to:

        
            	Establish your claim regarding companies being allowed to track consumers’ shopping or other preferences without their permission

            	Distinguish your claim from alternate or opposing claims

            	Use specific, relevant, and sufficient evidence from at least three of the texts to develop your argument

            	Identify each source that you reference by text number and line number(s) or graphic (for example: Text 1, line 4 or Text 2, graphic)

            	Organize your ideas in a cohesive and coherent manner

            	Maintain a formal style of writing

            	Follow the conventions of standard written English

        

    
        
        

        PLANNING THE ESSAY

        First, consider who your audience is. You should assume a reader who is interested in the subject but who has not yet formed a strong opinion about the issue. Your reader is interested in what you have to say and can be convinced by a sound and well-documented argument.

        Establishing a claim and distinguishing it from an alternate or opposing claim means that you are taking a particular position on the issue, you are not just offering a description or explanation of the subject. In each of the following examples, there is a reference to at least one of the issues the topic raises, and there is an indication of how the writer’s argument is going to be developed.

        Supporting the claim with specific and relevant evidence is part of any effective argument; supporting the claim with sufficient evidence means the writer has included not only several examples from different sources but has also used analysis of the texts to determine which evidence best supports the argument. Remember, too, that showing faulty or weak reasoning in examples from documents with opposing views is one of the most effective strategies in argument. Identifying references is, of course, part of any source-based writing.

        The organization (structure) of the essay should be determined by the logic of the argument. An effective essay moves from establishing the claim through a series of examples (evidence) to a persuasive conclusion. In a coherent essay, the reader should understand how each new section extends the ideas that have come before and leads to the ideas that follow and to a convincing conclusion. Cohesive writing means that the connection of your ideas within each sentence and at the paragraph level is clear and that the writing follows the conventions of standard written English.

    
        
        

        LOOKING AT A VARIETY OF EFFECTIVE CLAIMS

        Here are several examples of how students established effective claims for arguments on the topic of data mining and consumer privacy:

        
            Technology is changing, allowing companies and other interests . . . to track our location any given time and collect information about what we buy, all without our consent. There should be a limit to what these entities can gather on us . . .

            Companies should be permitted to have access to consumers’ spending habits without their permission. The companies may seem like they are invading our privacy, but they are simply finding better and more efficient ways to help their customers and profit their businesses.

            Under most circumstances, consumers should not be tracked without permission for sole benefit of companies. However, if the consumer does authorize its use by way of contract, companies should have right to track them.

            Companies should not be permitted to track consumers’ shopping and other activities without their consent. Without informing people of new tracking devices and methods and letting them decide, companies invade people’s personal privacy . . .

            Technology has made major improvements all over the world; however, these improvements have made it much easier for companies to track consumers without their permission. I support the view that the tracking of a customer’s habits and preferences is an invasion of privacy.

            New innovations in technology have enabled companies to monitor cell phone usage, the goods bought by consumers, or the places that people travel. In some cases, this is seen as an invasion of privacy. However, for the majority of the time, this new technology should be seen as a benefit to both consumers and the companies involved.

        

        (See also Chapter 7—Writing on Demand for more discussion.)

    

Chapter 3



READING AND WRITING TO ANALYZE TEXT


TEXT ANALYSIS: EXPOSITION

Text analysis requires first doing a close reading of a passage to identify a central idea and then analyzing how the author develops that central idea. This means understanding the author’s purpose and seeing how the author’s choice of literary techniques or a specific rhetorical strategy serves that purpose. In this part of the Regents ELA exam, you may read a literary passage of autobiography or memoir, a speech of historical significance, or a personal essay on a historical or scientific subject or on a philosophical idea.



        
        

        SAMPLE TEXT AND EXPOSITORY RESPONSE


    (1)...It turned out to be true. The face of the water [Mississippi River], in time,
(2)became a wonderful book—a book that was a dead language to the uneducated
(3)passenger, but which told its mind to me without reserve, delivering its most 
(4)cherished secrets as clearly as if it uttered them with a voice. And it was not a book to be
(5)read once and thrown aside, for it had a new story to tell every day. Throughout
(6)the long twelve hundred miles there was never a page that was void of interest,
(7)never one that you could leave unread without loss, never one that you would want
(8)to skip, thinking you could find higher enjoyment in some other thing. There
(9)never was so wonderful a book written by man; never one whose interest was
(10)so absorbing, so unflagging, so sparklingly renewed with every reperusal. The 
(11)passenger who could not read it was charmed with a peculiar sort of faint dimple
(12)on its surface (on the rare occasions when he did not overlook it altogether); but to
(13)the pilot that was an italicized passage; indeed, it was more than that, it was a
(14)legend of the largest capitals, with a string of shouting exclamation points at
(15)the end of it, for it meant that a wreck or a rock was buried there that could tear
(16)the life out of the strongest vessel that ever floated. It is the faintest and simplest
(17)expression the water ever makes, and the most hideous to a pilot’s eye. In truth,
(18)the passenger who could not read this book saw nothing but all manner of pretty
(19)pictures in it, painted by the sun and shaded by the clouds, whereas to the trained
(20)eye these were not pictures at all, but the grimmest and most dead-earnest of
(21)reading matter.

    (22)Now when I had mastered the language of this water, and had come to know
(23)every trifling feature that bordered the great river as familiarly as I knew the letters
(24)of the alphabet, I had made a valuable acquisition. But I had lost something, too. I
(25)had lost something which could never be restored to me while I lived. All the grace,
(26)the beauty, the poetry, had gone out of the majestic river! I still kept in mind a
(27)certain wonderful sunset which I witnessed when steamboating was new to me. A
(28)broad expanse of the river was turned to blood; in the middle distance the red hue
(29)brightened into gold, through which a solitary log came floating, black and
(30)conspicuous; one place a long, slanting mark lay sparkling upon the water; in
(31)another the surface was broken by boiling, tumbling rings, that were as many-
(32)tinted as an opal; where the ruddy flush was faintest, was a smooth spot that was
(33)covered with graceful circles and radiating lines, ever so delicately traced; the shore
(34)on our left was densely wooded, and the sombre shadow that fell from this forest
(35)was broken in one place by a long, ruffled trail that shone like silver; and high above
(36)the forest wall a clean-stemmed dead tree waved a single leafy bough that glowed
(37)like a flame in the unobstructed splendor that was flowing from the sun. There were
(38)graceful curves, reflected images, woody heights, soft distances; and over the whole
(39)scene, far and near, the dissolving lights drifted steadily, enriching it every passing
(40)moment with new marvels of coloring.

    (41)I stood like one bewitched. I drank it in, in a speechless rapture. The world was
(42)new to me, and I had never seen any thing like this at home. But as I have said,
(43)a day came when I began to cease from noting the glories and the charms which
(44)the moon and the sun and the twilight wrought upon the river’s face; another
(45)day came when I ceased altogether to note them. Then, if that sunset scene had
(46)been repeated, I should have looked upon it without rapture, and should have
(47)commented upon it, inwardly, after this fashion: “This sun means that we are going
(48)to have wind to-morrow; that floating log means that the river is rising, small
(49)thanks to it; that slanting mark on the water refers to a bluff reef which is going to
(50)kill somebody’s steamboat one of these nights, if it keeps on stretching out like that;
(51)those tumbling ‘boils’ show a dissolving bar and a changing channel there; the lines
(52)and circles in the slick water over yonder are a warning that that troublesome
(53)place is shoaling up dangerously; that silver streak in the shadow of the forest is
(54)the ‘break’ from a new snag, and he has located himself in the very best place he could
(55)have found to fish for steamboats; that tall dead tree, with a single living branch, is
(56)not going to last long, and then how is a body ever going to get through this blind
(57)place at night without the friendly old landmark?”

    (58)No, the romance and the beauty were all gone from the river. All the value any
(59)feature of it had for me now was the amount of usefulness it could furnish toward
(60)compassing the safe piloting of a steamboat. Since those days, I have pitied 
(61)doctors from my heart. What does the lovely flush in a beauty’s cheek mean to a doctor
(62)but a “break” that ripples above some deadly disease? Are not all her visible charms
(63)sown thick with what are to him the signs and symbols of hidden decay? Does he
(64)ever see her beauty at all, or doesn’t he simply view her professionally, and comment
(65)upon her unwholesome condition all to himself? And doesn’t he sometimes wonder
(66)whether he has gained most or lost most by learning his trade?

            —Mark Twain

                excerpted and adapted from Life on the Mississippi, 1901

                Harper & Brothers Publishers

        

        Response

        
            In this excerpt, Twain introduces the central idea as a metaphor: “The face of the water {Mississippi River}…became a wonderful book.”

            Throughout the passage he uses vivid imagery to convey the beauty of the river and to convey how the acquisition of knowledge means losing that beauty. Before the author learned to see the signs of danger in navigating the river, he saw only beauty. When Twain was new to steam boating, he witnessed a particularly magnificent sunset. The sky was red, which reflected on the water and slowly transitioned to gold. He noticed delicate rings growing from a spot in the water. He noticed a dead tree rising above the wall of forest, with a bough of leaves that shone with brightness of flames. He was in a state of “speechless rapture.”

            Later on, the beauty faded as he learned the signals behind what he saw. Twain tells us that the river was a “wonderful book”; but it was also “the grimmest and most dead-earnest of reading matter.” That beautiful red hue in his surroundings would mean wind the next day. The growing ripples marked a dangerous obstacle that could kill a steamboat. The dead tree, whose leaves were like fire, was a “friendly landmark” and would be lost after it fell. In learning to read the book of the river, Twain loses forever the ability to see the beauty and grace of the Mississippi and regrets what he has lost in learning his trade: “No, the romance and beauty were all gone from the river… all it had for me now was the amount of usefulness it could furnish. . . .”

        

        This is an excellent example of an expository response: In the opening sentence, this writer expresses the central idea of the passage and identifies Twain’s use of vivid imagery as key to understanding its meaning. The analysis is developed in two paragraphs, each of which cites several specific and relevant examples from the text. In the first paragraph, the images recall Twain’s delight in the beauty of the river; in the second, these images become examples of how the knowledge Twain acquires destroys his ability to see beauty in them. This organization in parallel details is both sophisticated and effective. The incorporation of quoted phrases enhances development of the central idea and meets the requirement for an evidence-based analysis.

    
        
        

        ADDITIONAL TEXTS FOR ANALYSIS AND REVIEW

        Passage One

        
            This passage is an excerpt from a speech given by Red Jacket, Chief of the Seneca Nation, to the United States acting secretary of war in Washington, D.C., on February 10, 1801.

        

        
(1)...Brother, the business on which we are now come is to restore the friendship
(2)that has existed between the United States and the Six Nations, agreeably to
(3)the direction of the commissioner from the fifteen fires1 of the United States.
(4)He assured us that whensoever, by any grievances, the chain of friendship should
(5)become rusty, we might have it brightened by calling on you. We dispense with the
(6)usual formality of having your speech again read, as we fully comprehended
(7)it yesterday, and it would therefore be useless to waste time in a repetition of it.

(8)Brother, yesterday you wiped the tears from our eyes, that we might see
(9)clearly; you unstopped our ears that we might hear; and removed the obstructions
(10)from our throats that we might speak distinctly. You offered to join with us in tearing
(11) up the largest pine-tree in our forests, and under it to bury the tomahawk.
(12)We gladly join with you, brother, in this work, and let us heap rocks and stones on
(13)the root of this tree that the tomahawk may never again be found. ...

(14)Brother, we observe that the men now in office are new men, and, we fear, not
(15)fully informed of all that has befallen us. In 1791 a treaty was held by the 
(16)commissioners of Congress with us at Tioga Point, on a similar occasion. We have lost
(17)seven of our warriors, murdered in cold blood by white men, since the conclusion
(18)of the war. We are tired of this mighty grievance and wish some general arrangement
(19) to prevent it in future. The first of these was murdered on the banks of
(20)the Ohio, near Fort Pitt. Shortly after two men belonging to our first families
(21)were murdered at Pine Creek; then one at Fort Franklin; another at Tioga Point;
(22)and now the two that occasion this visit, on the Big Beaver. These last two had
(23)families. The one was a Seneca; the other a Tuscarora. Their families are now destitute
(24) of support, and we think that the United States should do something toward
(25)their support, as it is to the United States they owe the loss of their heads.

(26)Brother, these offences are always committed in one place on the frontier
(27)of Pennsylvania. In the Genesee country we live happy and no one molests
(28)us. I must therefore beg that the President will exert all his influence with
(29)all officers, civil and military, in that quarter, to remedy this grievance, and
(30)trust that he will thus prevent a repetition of it and save our blood from being
(31)spilled in future.

(32)Brother, let me call to mind the treaty between the United States and the Six
(33)Nations, concluded at Canandaigua. At that treaty Colonel Pickering, who was
(34)commissioner on behalf of the United States, agreed that the United States should
(35)pay to the Six Nations four thousand five hundred dollars per annum, and that this
(36)should pass through the hands of the superintendent of the United States, to be
(37)appointed for that purpose. This treaty was made in the name of the President of
(38)the United States, who was then General Washington; and, as he is now no more,
(39)perhaps the present President would wish to renew the treaty. But if he should
(40)think the old one valid and is willing to let it remain in force we are also willing.
(41)The sum above mentioned we wish to have part of in money, to expend in more
(42)agricultural tools and in purchasing a team, as we have some horses that will do
(43)for the purpose. We also wish to build a sawmill on the Buffalo creek. If the President,
(44) however, thinks proper to have it continue as heretofore, we shall not be very
(45)uneasy. Whatever he may do we agree to; we only suggest this for his consideration.

(46)Brother, I hand you the above-mentioned treaty, made by Colonel Pickering,
(47)in the name of General Washington, and the belt that accompanied it; as he is now
(48)dead we know not if it is still valid. If not, we wish it renewed—if it is, we wish it
(49)copied on clean parchment. Our money got loose in our trunk and tore it. We also
(50)show you the belt which is the path of peace between our Six Nations and the
(51)United States. ...

(52)Brother, the business that has caused this our long journey was occasioned by
(53)some of your bad men; the expense of it has been heavy on us. We beg that as so
(54)great a breach has been made on your part, the President will judge it proper that
(55)the United States should bear our expenses to and from home and whilst here.

(56)Brother, three horses belonging to the Tuscarora Nation were killed by some men
(57)under the command of Major Rivardi, on the plains of Niagara. They have made
(58)application to the superintendent and to Major Rivardi, but get no redress. You
(59)make us pay for our breaches of the peace, why should you not pay also? A white
(60)man has told us the horses were killed by Major Rivardi’s orders, who said they
(61)should not be permitted to come there, although it was an open common on
(62)which they were killed. Mr. Chapin has the papers respecting these horses, which
(63)we request you to take into consideration.

            —Red Jacket

                excerpted from Orations from Homer to William McKinley,

                Vol. VII, 1902

                P. F. Collier and Son

        

        Looking at the Text

        The repetition of “Brother, . . .” at the beginning of each point is the most obvious rhetorical element in this speech. Careful analysis will show how that not only establishes the speaker’s attitude toward his audience (the tone of the speech) but also structures the various examples as reminders of past history and treaty obligations and establishes the legitimacy of the Chief’s demands for compensation and justice.

        Passage Two

        Here is an example of a classic essay form, in which a specific aspect of human nature or conduct is explored. First made popular by the French writer Michel de Montaigne in the 16th century, this kind of essay is relatively brief, offers intellectual insight, and often includes anecdotes or analogies as illustrations. In “Of Suspicion,” Sir Francis Bacon, a contemporary of Shakespeare, first offers his observations on how suspicion clouds the mind and then suggests ways to avoid its corrosive effects.

        Of Suspicion

        
(1)SUSPICIONS amongst thoughts are like bats amongst birds, they ever fly by
(2)twilight. Certainly they are to be repressed, or at least well guarded: for they cloud
(3)the mind; they leese [lose] friends; and they check with [hinder, restrain] business,
(4) whereby business cannot go on currently and constantly. They dispose [lead]
(5)kings to tyranny, husbands to jealousy, wise men to irresolution [indecisiveness]
(6)and melancholy. They are defects, not in the heart, but in the brain; for they take
(7)place in the stoutest [bravest] natures; as in the example of Henry the Seventh of
(8)England. There was not a more suspicious man, nor a more stout. And in such a
(9)composition they do small hurt. For commonly they are not admitted, but [unless]
(10)with examination, whether they be likely or no. But in fearful natures they gain
(11)ground too fast. There is nothing makes a man suspect much, more than to know
(12)little; and therefore men should remedy suspicion by procuring to know more, and
(13)not to keep their suspicions in smother [suppressed]. What would men have? Do
(14)they think those they employ and deal with are saints? Do they not think they will
(15)have their own ends, and be truer to themselves than to them? Therefore there is no
(16)better way to moderate suspicions, than to account upon such suspicions as true
(17)and yet to bridle them as false. For so far a man ought to make use of suspicions,
(18)as to provide, as if that should be true that he suspects, yet it may do him no hurt.
(19)Suspicions that the mind of itself gathers are but buzzes; but suspicions that are
(20)artificially nourished, and put into men’s heads by the tales and whisperings of
(21)others, have stings. Certainly, the best mean [strategy] to clear the way in this same
(22)wood of suspicions is frankly to communicate them with the party that he suspects;
(23)for thereby he shall be sure to know more of the truth of them than he did before;
(24)and withal shall make that party more circumspect not to give further cause of 
(25)suspicion. But this would not be done to men of base [dishonorable, corrupt] natures;
(26)for they, if they find themselves once suspected, will never be true. . . . (c 1625)

        

        Looking at the Text

        This is a passage that requires careful, slow reading. The essay begins with a simile that establishes the tone of what is to follow: suspicions are creatures of twilight; they are elusive, ambiguous, and potentially dangerous. Bacon then insists that suspicions must be kept under control and offers guidance on how best to “clear the way in…the wood of suspicions.” Note how condensed the development of ideas is and how each sentence balances two or three assertions. The meanings of some unfamiliar terms have been inserted here, but the language of Bacon is also the language of Shakespeare and should be accessible to high school students at Regents level.

        (There is a list of Archaic and Unfamiliar terms in Chapter 8—Vocabulary.)

        Passage Three

        In 1858, Abraham Lincoln and Stephen Douglas were campaigning in Illinois for the U.S. Senate seat then held by Douglas. They held a series of debates throughout the state, which were widely and often raucously attended. Douglas argued that it was an absolute right of self-government for residents of a territory to permit or to prohibit slavery. Here is a passage from an eyewitness account of the seventh and final of the Lincoln-Douglas debates.

        
(1). . . Douglas had been theatrical and scholarly, but this tall, homely man
(2)[Lincoln] was creating by his very looks what the brilliant lawyer and experienced
(3)Senator had failed to make people see and feel. The Little Giant [Douglas] had
(4)assumed striking attitudes, played tricks with his flowing white hair, mimicking
(5)the airs of authority, with patronizing allusions; but these affectations, usually
(6)so effective when he addressed an audience alone, went for nothing when brought
(7)face to face with realities. Lincoln had no genius for gesture and no desire to 
(8)produce a sensation. The failure of Senator Douglas to bring conviction to critical
(9)minds was caused by three things: a lack of logical sequence in argument, a lack of
(10)intuitional judgment, and a vanity that was caused by too much intellect and too
(11)little heart. Douglas had been arrogant and vehement, Lincoln was now logical
(12)and penetrating. . . .

(13)The enthusiasm created by Douglas was wrought out of smart epigram thrusts
(14)and a facile, superficial eloquence. . . . His weight in the political balance was
(15)purely materialistic; his scales of justice tipped to the side of cotton, slavery, and
(16)popular passions, while the man who faced him now brought to the assembly cold
(17)logic in place of wit, frankness in place of cunning, reasoned will and judgment in
(18)place of chicanery and sophistry. . . . His looks, his words, his voice, his attitude,
(19)were like a magical essence dropped into the seething cauldron of politics, reacting
(20)against the foam, calming the surface and letting the people see to the bottom. It
(21)did not take him long:

            
(22)“Is it not a false statesmanship,” he asked, “that undertakes to build
(23)up a system of policy upon the basis of caring nothing about the very
(24)thing that everybody does care the most about? Judge Douglas may say
(25)he cares not whether slavery is voted up or down, but he must have a
(26)choice between a right thing and a wrong thing. He contends that whatever
(27) community wants slaves has a right to have them. So they have, if
(28)it is not a wrong; but if it is a wrong he cannot say people have a right
(29)to do wrong. He says that upon the score of equality slaves should be
(30)allowed to go into a new Territory like other property. This is strictly logical
(31) if there is no difference between it [slaves] and other property. If it
(32)and other property are equal his argument is entirely logical; but if you
(33)insist that one is wrong and the other right there is no use to institute a
(34)comparison between right and wrong.”



(35)This was the broadside. The great duel on the high seas of politics was over.

(36)The Douglas ship of State Sovereignty was sinking. The debate was a triumph 
(37)that would send Lincoln to Washington as President in a little more than two years
(38)from that date.

            —Francis Grierson, The Valley of Shadows

        

        Looking at the Text

        In this passage, the observer uses various rhetorical elements to recreate the experience of hearing the two famous men, and within this account, we are shown how Lincoln himself revealed the morally flawed logic in Douglas’s position on slavery.

        The observer sets the stage with a series of balanced and contrasting images: Douglas is theatrical and vain, a man of “too much intellect and too little heart.” Lincoln “had no genius for gesture” or sensational language; Lincoln was “. . . now logical and penetrating.” He introduces Lincoln’s words with a vivid image of an alchemist calming intense passions—the seething cauldron of politics—with the “magical essence” of clear, moral argument.

        Lincoln attacks Douglas for “caring nothing about” slavery, that is, for being neutral on the issue, when it is the issue the nation most cares about. Douglas contends that slavery is an issue of property and rights of States, but Lincoln says that is a logical fallacy: the issue is not about property, it is about right and wrong; “ . . . he cannot say people have a right to do wrong.” The passage ends with another strong metaphor: Douglas’s ship of State Sovereignty has been sunk in a battle on the [political] high seas by the cannon shot of Lincoln’s words.

        (The Lincoln-Douglas Debates, Twain’s memoir, and Red Jacket’s speech are examples of what is meant by “seminal U.S. texts” in the State Standards. Analyzing and evaluating the reasoning in these and other “foundational U.S. documents of historical and literary significance” can be expected on the Regents ELA exam and on the new SAT (2015). See the Appendices to review the standards.)

    

Chapter 4



READING PROSE

One of the characters in Moliere’s satire Le Bourgeois Gentilhomme (The Bourgeois Gentleman) makes an astonishing discovery: “For over forty years I have been speaking prose without knowing it!” Prose writing is composed in the rhythms and patterns of spoken discourse. When we read novels and short stories, essays and reports, journals and letters, we are usually reading prose. In our daily lives and as students, we read prose that varies widely in purpose, in method of development, and in tone. Prose serves the purposes of personal expression, persuasion, literary effect, and information.

WHAT WRITERS DO: A LIST OF USEFUL TERMS

A group of high school juniors recently was asked to list all the verbs they could think of to denote what writers do. Here is the list they came up with:


    
        
            	address

                affirm

                alert

                amuse

                analyze

                appraise

                argue

                assert

                assess

                capture

                caution

                censure

                cite

                clarify

                classify

                comment

                conclude

                condemn

                conjecture

                convey

                create

                create images

                criticize
            	declare

                defend

                define

                delineate

                depict

                describe

                discern

                discover

                dramatize

                edit

                emphasize

                enhance

                enrich

                establish

                evaluate

                examine

                explain

                explore

                expose

                expound

                forewarn

                formulate

                illustrate
            	imply

                infer

                influence

                inform

                inspire

                interpret

                invent

                judge

                note

                observe

                offer

                persuade

                play

                ponder

                portray

                present

                probe

                produce

                propose

                provoke

                question

                reassure

                recreate
            	refine

                reflect

                refute

                remind

                reveal

                revise

                scrutinize

                see

                select

                shock

                show

                suggest

                summarize

                support

                symbolize

                teach

                theorize

                uncover

                view

                work(!)
        

    


As you consider these terms, you will note that they are not separated by categories; many of them denote both purpose and tone, and many suggest a method of development as well. While this list may not include everything writers “do,” it is a useful reminder of the great variety in written expression. (Because command of this vocabulary will also help you to express your understanding and appreciation of what you read, you will find examples showing how many of these words are applied to discussions of nonfiction and, in Chapter 6, writing about literature. Note also that most of these terms are part of the vocabulary that is considered Academic Language. (See Chapter 8—Vocabulary.)

To read well you must be listening actively to the narrator’s voice, thinking with the author. If you are reading a piece for information or direction, ask questions; expect them to be answered. If you are reading a work of argument or persuasion, question it; actively agree or disagree; follow how the argument is developed. If you are reading a piece of personal expression, try to imagine, even share, the experience. If you are reading a piece of vivid description, recreate the images and feelings for yourself. Reading well offers us the entire range of human history and experience expressed in language.

Works of fiction are usually narrative in form. They tell us stories of what happened in the lives of the characters and, more important,  why it happened. Nonfiction takes many forms, and its subjects touch on nearly everything in the human and natural worlds.


        
        

        READING FICTION

        When we speak of fiction, we are generally referring to narrative works—works in which events are recounted, are told, and have been imagined and structured by the author. (Although not narrative in form, drama shares many of the essential characteristics of fiction.) The subjects of fiction, however, are no less real than those of history or of what we call the actual or real world. In Aspects of the Novel, E. M. Forster shows how “fiction is truer than history.” He reminds us that only in narrative fiction and drama can we truly know what is in a character’s heart or mind; that is, only in a novel, short story, or play can we fully understand the motives, desires, and reasons for characters’ actions. The historian draws conclusions from records of the past; the psychologist interprets interviews and tests; a jury weighs evidence and testimony; and our experience indicates that these are highly reliable ways to understand people and their lives. But only the author of a fictional work can offer an absolutely reliable account of what a character feels, believes, and desires, of why things happen as they do.

        Plot and Story

        The primary pleasure for most readers of narrative fiction is the story. The reason we become involved in a novel or short story is that we want to know how it turns out; we want to know what is going to happen to those characters. An author creates a plot* when he or she gives order and structure to the action: in a plot, the incidents, or episodes, of the story have meaningful relationships to one another. A story becomes a plot when we understand not only what happened but also why. In good fiction we are convinced of the causal relationship among incidents, and we are convinced by the relationship of characters’ motives and feelings to the action.

        For most readers of fiction, the first response is to keep track of the plot. We do this spontaneously. If you are preparing a novel or story for class discussion, one of the first things your instructor will expect you to know is, “What happens in . . . ?” This is not a trivial question, because you cannot fully understand the significance of character, theme, or structure if you do not first understand the action as it is presented. Understanding plot, of course, requires memory, and remembering the major incidents of a plot is usually a natural and relatively easy response. The more extensively you read, however, the more skilled you become in remembering and relating the key incidents in a complex plot and in recalling details when their full significance becomes evident—sometimes well after the incidents themselves occur. Keeping notes on the development of a complex plot is very useful, especially for students whose reading of a novel is broken up over days or weeks.

        For a class, or as part of your preparation for the Regents exam questions on literature, practice summarizing the plots of works you know or are reading. Be able to tell the story of a novel or play to someone who does not know it in a narrative of your own words, including all the major incidents and their consequences. Be able to tell the story in the same way you would retell a familiar children’s story or narrate a significant experience of your own.

        Plot and Conflict

        At the end of any meaningful story, something has happened; something is significantly different in the world and lives of the characters from what it was at the beginning. Conflict in the most general sense refers to the forces that move the action in a plot. Conflict in plot may be generated from a search or pursuit, from a discovery, from a deception or misunderstanding, from opportunities to make significant choices, or from unexpected consequences of an action. Although the term conflict connotes an active struggle between opposing or hostile forces, conflict in fiction may refer to any progression, change, or discovery. The resolution of conflict in a plot may be subtle and confined to the inner life of a character or it may be dramatic and involve irreversible change, violent destruction, or death.

        This term may identify an actual struggle between characters, anything from dominance or revenge to simple recognition or understanding. A plot may also focus on conflict between characters and the forces of nature or society. These are essentially external conflicts. A work may also center on internal conflicts, characters’ struggle to know or change themselves and their lives. Most works of fiction and drama contain more than one aspect of conflict.

        In Shakespeare’s Romeo and Juliet, the most dramatic conflicts are external, vivid, and literal: the street brawls between followers of the rival Capulets and Montagues, the fatal fight with Tybalt that leads to Romeo’s banishment, and the tragic deaths of the young lovers. In Macbeth, however, the primary interest is in the internal conflict between Macbeth’s ambitious desires and his understanding of the moral consequences of the actions he takes to achieve those desires. The action in Edith Wharton’s most famous story, “Roman Fever,” is ironically serene and pleasant: two middle-aged women, longtime friends now both widowed, sit on a terrace overlooking the splendors of Rome and reflect on their common experiences and lifelong friendship. At the end of the conversation—and the story—their actual feelings of rivalry have surfaced, and one of the two learns something that reveals how little she truly knew her husband or understood her marriage or the life of her friend. The conflict between the two women emerges almost imperceptibly, and its meaning is fully understood only in the completely unexpected revelation of the last line.

        Plot and Chronology

        Narrative is not necessarily presented in chronological order, but it does have a chronology. In other words, incidents may be presented out of the order in which they actually occurred, but by the end of the work the reader understands their order and relationship and appreciates why the story was structured as it was. Plots that are narrated in flashback or from different points of view are common examples.

        The Great Gatsby, by F. Scott Fitzgerald, and Ethan Frome, by Edith Wharton, are novels in which the narrators first introduce themselves and their interest in the story, then tell the story in a narrative flashback whose full significance to the narrator (and reader) is revealed only at the end. Tennessee Williams’s play The Glass Menagerie has a similar structure, in which the character of Tom serves both as a narrator in the present and as a principal character in the series of memory scenes that make up the drama. The memory scenes in Arthur Miller’s play Death of a Salesman, however, are not flashbacks in the same way. Willy Loman relives incidents from the past while the other characters and the action of the play continue in the present. As the play progresses, the shifts in time occur only within Willy’s mind.

        Shakespeare’s tragedies are dramas in which normal chronology is preserved, as it is in such familiar novels as William Golding’s Lord of the Flies and Mark Twain’s Huckleberry Finn.

        Plot and Time

        Related to understanding of chronology is appreciation of how an author creates understanding of elapsed time. In the several hours required to read a novel, the two to three hours for a full-length play, and the half-hour to an hour for a one-act play or short story, how much time in the lives of the characters has been accounted for? In one-act plays and many short stories, the time covered by the action is equal to the time to read them. In Wharton’s “Roman Fever,” for example, the action of the story is contained in a few hours of one afternoon—little more time than it takes to read the story. That conversation, however, completely transforms the women’s, and the reader’s, understanding of their lives over twenty-five years. The time required for the action in Shirley Jackson’s widely read story “The Lottery” is also roughly equal to the time required to read it, yet the plot accounts indirectly for events that have taken place for longer than anyone in the story can even remember. Miller’s play Death of a Salesman takes place over a period of only twenty-four hours, but the plot and Willy’s memories tell us the story of an entire lifetime. Awareness of how an author uses and accounts for time adds considerably to the reader’s appreciation of a work.

        Narrative Point of View

        The narrator of a work is the character or author’s persona that tells a story. Point of view is the standpoint, perspective, and degree of understanding from which the narrator speaks. For many students and scholars, how a story is told is one of the most interesting questions. What is the narrative point of view? Is the narration omniscient, essentially the point of view of the author? If not, who is the narrator? What is the narrator’s relationship to the story? What is the narrator’s understanding of the story? How much does the narrator really know? Appreciating how, or by whom, a story is told is often essential to understanding its meaning.

        One of the most easily discerned narrative points of view is the first person (I), in which either the central character or another directly involved in the action tells the story. J. D. Salinger’s novel The Catcher in the Rye is a vivid and popular example of such narration. Fitzgerald’s The Great Gatsby is also told in the first person. In each of these works, the fundamental meaning of the novel becomes apparent only when the reader understands the character of the narrator. In each of these works, what the narrator experiences and what he learns about himself and the world are the novel’s most important themes.

        In first-person narration, the incidents of the plot are limited to those that the narrator himself experiences. First-person narrators can, however, report what they learn from others. In Wharton’s Ethan Frome, the engineer who narrates tells us that he has “pieced together the story” from the little he has been able to learn in the town of Starkfield, from his limited conversations with Frome himself, and from his brief visit to the Frome house. Wharton’s method, of course, dramatizes Frome’s inability to express or fulfill the desires of his heart and reveals the reluctance of the people of Starkfield to fully understand the lives of those around them.

        Authors may also use first-person narration to achieve an ironic or satiric effect. In Ring Lardner’s well-known story “Haircut,” a barber in a small midwestern town narrates a story about a local fellow who kept the town entertained with his practical jokes on people. As the story progresses, the reader understands how cruel and destructive the fellow’s pranks were, but the barber does not. The narrative method in this story reveals, indirectly, a story of painful ignorance and insensitivity in the “decent” citizens of a small town. Mark Twain’s masterpiece, Huckleberry Finn, is told by Huck himself. Through the morally naive observations of Huck, Twain satirizes the evils of slavery, fraud, hypocrisy, and virtually every other kind of corrupt human behavior. Edgar Allan Poe’s story “The Tell-Tale Heart” is the confession of a cunning madman.

        In third-person narration (he, she, it, they) a story is reported. The narrative voice may be omniscient and, therefore, able to report everything from everywhere in the story; this voice can also report on the innermost thoughts and feelings of the characters themselves. In many novels of the eighteenth and nineteenth centuries, the omniscient narrator even speaks directly to the reader, as if taking him or her into the storyteller’s confidence. In Nathaniel Hawthorne’s The Scarlet Letter, the narrator pauses from time to time to share personal feelings with the reader, as does Nick Carraway, the narrator of The Great Gatsby.

        A widely used narrative method is the limited omniscient point of view. The narrative is in the third person but is focused on and even may represent the point of view of a central character. The actions and feelings of other characters are presented from the perspective of that character. Hawthorne’s short story “Young Goodman Brown” is an excellent example.

        Some third-person narration is dramatically objective and detached; it simply reports the incidents of the plot as they unfold. This narrative method, too, can be used for intensely ironic effect. Jackson’s “The Lottery” is one of the best examples. The real horror of the story is achieved through the utterly detached, nonjudgmental unfolding of the plot.

        In some plays, too, there is a character who serves a narrative role: the Chorus in Shakespeare’s Henry V, the character of Tom in Williams’s The Glass Menagerie, and the Stage Manager in Thornton Wilder’s Our Town are familiar examples.

        In each of the works discussed here, the narrative method is not simply a literary device; it is an intrinsic part of the meaning of the work.

        Setting

        The setting of a work includes the time and places in which the action is played out; setting may also include a significant historical context. In drama, setting may be presented directly in the set, costumes, and lighting. In narrative fiction, it is usually presented directly through description. In some works, the physical setting is central to the plot and developed in great detail; in other works, only those details necessary to anchor the plot in a time or place will be developed. Regardless of detail, responsive readers recreate images of setting as they read.

        In addition to the physical and natural details of the fictional world, setting also includes mood and atmosphere. In some works, social or political realities constitute part of the setting. The Scarlet Letter is not only set in Puritan Boston, it is also about that society; and The Great Gatsby presents a vivid picture of life in New York during Prohibition and the roaring twenties.

        For some works, the author may create specific details of setting to highlight a theme. In Golding’s novel Lord of the Flies, the island on which the story takes place has everything essential for basic survival: food and water are available, and the climate is temperate. In order to explore the moral questions of the boys’ regression into savagery, Golding carefully establishes a setting in which survival itself is not a primary issue. In Ethan Frome, details of the harsh winter and of the isolation of a town “bypassed by the railroad” intensify the story of a man’s desperately cold and isolated life.

        Character

        We understand characters in fiction and drama, as we do the people in our own lives, by what they say and do and by what others say about them. Because characters are imagined and created by an author, we can even understand them more reliably and fully than we can many of the people around us. Many students find their greatest satisfaction in reading works about characters to whom they can relate, characters whose struggles are recognizable and whose feelings are familiar.

        Understanding character in fiction means understanding a person’s values and motivation, beliefs and principles, moral qualities, strengths and weaknesses, and degree of self-knowledge and understanding. To fully appreciate a work, the reader must understand what characters are searching for and devoting their lives to.

        Literature also seeks to account for the forces outside individuals that influence the directions and outcomes of their lives. These “forces” range from those of nature and history to the demands of family, community, and society. The response of characters to inner and outer forces is what literature depicts and makes comprehensible.

        Any meaningful or convincing plot stems from human thought, motive, and action. Depending on the narrative point of view, a character’s thoughts and feelings may be presented directly through omniscient narrative or first-person commentary. In “Young Goodman Brown,” the narrator tells us directly what the title character is thinking and feeling; in “Roman Fever,” the reader discovers the most important revelations of character simultaneously with the two central characters. Character in drama is revealed directly in dialogue and action, but it may be expanded through soliloquies and asides. In Shakespeare’s Othello, for example, the full extent of Iago’s evil is revealed through the variety of methods Iago uses to manipulate different characters and through his soliloquies.

        In some works, the author’s primary purpose is to reveal character gradually through plot; in others, the author establishes understanding of character from the beginning in order to account for what happens. In the opening pages of The Great Gatsby, the narrator, Nick, who is also a character in the novel, introduces himself and declares his judgment of the moral quality of the people and events he is about to narrate. With Nick’s own character and motives clearly established, the reader then shares his gradual discovery of the truth about Gatsby and his life.

        Theme

        The subjects of literature may come from any aspect of human experience: love, friendship, growing up, ambition, family relationships, conflicts with society, survival, war, evil, death, and so on. Theme in a work of literature is the understanding, insight, observation, and presentation of such subjects. Theme is what a work says about a subject. Themes are the central ideas of literary works.

        One way to think about theme is to consider it roughly analogous to the topic or thesis of an expository essay. If the author of a novel, story, or play had chosen to examine the subjects of the work in an essay, what might be the topic assertions of such an essay? The student is cautioned, however, not to overinterpret the analogy. Themes in literature are rarely “morals,” such as those found at the end of a fable, but neither are they “hidden meanings.” Although scholars and critics often express thematic ideas in phrases, students are often required to state themes in full sentences. In the next paragraph are some examples of statements about theme.

        Macbeth is a play about the temptation to embrace evil forces and about the power of ambition to corrupt; Macbeth himself makes one of the most important statements of theme in the play when he says, “I do all that becomes a man/who does more is none.” Ethan Frome and Lardner’s “Haircut” both illustrate that people in small towns may not truly understand the innermost needs and desires of other people they think they know. William Golding’s novel Lord of the Flies illustrates the bleak view that supposedly "civilized" people will become savage and brutal without external forces of authority, that human beings are not civilized in their fundamental natures. In contrast, in Adventures of Huckleberry Finn, Twain presents civilization as the source of corruption and finds truly moral behavior only in the runaway slave, Jim, and the ignorant boy, Huck.

        In Chapter 6 you will find an extensive list of literature topics, many of which are expressed in terms of theme.

       
    
        
        

        READING NONFICTION

        Fiction and nonfiction share many common elements; they also make similar demands and offer comparable rewards to the thoughtful reader. In broad contrast to fiction, where characters and plot are imaginative creations of the author, nonfiction is about actual persons, experiences, and phenomena. The texts reviewed in Chapter 3 are good examples of how nonfiction speculates on abstract and philosophical questions of history and politics, ethics and religion, culture and society, as well as the natural world. In biography and autobiography, the writer focuses on what is meaningful and interesting in the life of an individual. The purpose of this section is to review some of the distinctive features of formal and informal essays and to illustrate some of the methods authors use to develop arguments in persuasive writing. The glossary at the end of the chapter also features extended definitions and examples of many important terms.

        Questions for the Critical Reader

        Here again are the questions you are urged to keep in mind as you prepare for the reading comprehension and text analysis sections of the Regents ELA exam:

        What is the purpose of this piece? Its tone or mood? Its overall effect?

        What does the author say? believe? recall? value? assert?

        What does the author mean? imply? suggest? agree with? disagree 	with?

        How are language and imagery used?

        What conclusions or inferences is the reader led to?

        What experience is meant to be shared and understood?

        Purpose

        In speaking of fiction, the central ideas of a work are identified as its themes. In essays, purpose refers both to the central ideas and to their intended effect on the reader. For example, many authors of essays develop a thesis with a view to influencing opinion or urging action. We encounter such writing daily on the editorial and Op-Ed pages of a newspaper. Many of the verbs on the list of “what writers do” (page 45) identify such purposes: affirm, alert, argue, assert, caution, censure, condemn, criticize, declare, defend, evaluate, expose, forewarn, imply, inspire, judge, persuade, propose, provoke, reveal, scrutinize, support.

        Much nonfiction, of course, has as its purpose to explain and inform. The verbs used to identify informative writing include analyze, assess, clarify, define, describe, explore, formulate, illustrate, interpret, recreate, summarize.

        Other purposes may be likened to conversations between the author and the reader; these “conversations” may be about anything from the most personal experiences to reflections on the nature of life and the universe. Some useful verbs here might be address, amuse, capture, comment, conjecture, depict, discover, enhance, enrich, examine, explore, invent, observe, offer, ponder, probe, propose, question, recreate, reflect, shock.

        Methods of Development and Patterns of Organization

        The ability to use a variety of methods to organize and express ideas is one of the most important skills a student writer learns, and the thoughtful reader should also be able to appreciate how a writer develops material. Informational texts are part of the reading comprehension and text analysis parts of the Regents ELA exam and the new SAT (2015); reviewing the following methods of organization is also useful preparation for composing essays of argument.

        From Abstract to Concrete/from General to Specific

        Going from the general to the specific is the most common and natural pattern for explanation, illustration, and reasoning. A passage by author and playwright Sandy Asher is an especially good example:

        
            As a child, I sensed there was something I desperately needed from books. As a writer for young readers, I’ve tried to figure out what that something was. It turned out to be a combination of three things: companionship, a sense of control, and magic.

        

        In her essay, Asher goes on to develop a paragraph about each of the three things that make up the “something” she is explaining.

        Here is how journalist Ernie Pyle begins his explanation of what “The awful waste and destruction of war” really means:

        
            I walked for a mile and a half along the water’s edge of our many-miled invasion beach. I walked slowly, for the detail on the beach was infinite.

            The wreckage was vast and startling. The awful waste and destruction of war, even aside from the loss of human life, has always been one of its outstanding features to those who are in it. Anything and everything is expendable. And we did expend on our beachhead in Normandy during those first few hours.

            For a mile out from the beach there were scores of tanks and trucks and boats that were not visible, for they were at the bottom of the water—swamped by overloading, or hit by shells, or sunk by mines.

        

        His description of a Normandy beach following the D-Day invasion in 1944 is developed in a series of vivid images and poignant details that make the waste and destruction of war comprehensible to those who have not experienced it.

        From Concrete to Abstract/from Specific to General

        Reversing the more common pattern, going from the specific to the general can also be a very effective way to develop understanding of a general concept. This is the pattern author William Kittredge uses in the anecdote about his boyhood encounter with a sage grouse. The passage recounts a specific experience, which leads to the closing general observation:

        
            For that childhood moment I believed the world to be absolutely inhabited by an otherness which was utterly demonic and natural, not of my own making. But soon as that bird was enclosed in a story which defined it as a common-place prairie chicken, I was no longer frightened. It is a skill we learn early, the art of inventing stories to explain away the fearful sacred strangeness of the world. Storytelling and make-believe, like war and agriculture, are among the arts of self-defense, and all of them are ways of enclosing otherness and claiming ownership.

        

        Here is how the passage by Stephen Hawking in Chapter 1 begins:

        
            A few years ago the City Council of Monza, Italy, barred pet owners from keeping goldfish in curved fishbowls. The sponsors of the measure explained that it is cruel to keep a fish in a bowl because the curved sides give the fish a distorted view of reality. Aside from the measure’s significance to the poor goldfish, the story raises an interesting philosophical question: How do we know that the reality we perceive is true?

            The goldfish is seeing a version of reality that is different from ours, but can we be sure it is any less real? For all we know, we, too, may spend our entire lives staring out at the world through a distorting lens.

        

        From Question to Answer

        Another method of developing argument and explanation is to pose a question, which the paragraph or essay then answers. Here is an example from the conclusion of Thoreau’s Walden:

        
            Why should we be in such desperate haste to succeed, in such desperate enterprises? If a man does not keep pace with his companions, perhaps it is because he hears a different drummer. Let him step to the music which he hears, however measured or far away.

        

        And here is a passage from “The Almost Perfect State,” an essay by Don Marquis:

        
            You have seen the tall towers of Manhattan, wonderful under the stars. How did it come about that such growths come from such soil—that a breed lawless and prosaic has written such a mighty hieroglyphic against the sky? How is it that this hideous, half-brute city is also beautiful and a fit habitation for demi-gods? How come? . . . It comes about because the wise and subtle deities permit nothing worthy to be lost. It was with no thought of beauty that the builders labored . . . the baffled dreams and broken visions and the ruined hopes and the secret desires of each one labored with him . . . the rejected beauty, the strangled appreciation, the inchoate art, the submerged spirit—these groped and found each other and gathered themselves together and worked themselves into the tiles and mortar of the edifice and made a town that is a worthy fellow of the sunrise and the sea winds.

        

        This passage by Sandy Asher is also an example of this method; the final paragraph reveals that the essay is an answer to the question, “Why do I write for children?”

        
            Magic, companionship, a sense of control. The wonder of ourselves, of each other, and of life—this is the true subject matter of all novels. The best children’s literature speaks not only to children but to the human condition. Writing for children simply means writing for human beings in the beginning, when you can still take part in creation, before habit, cynicism and despair have set in, and while there is still hope and energy, a willingness to learn, and a healthy sense of humor. These qualities I find irresistible in the young people I write about and for, qualities I want to hang onto and to cultivate in myself. So I write for children, not just for their sakes—but for my own.

        

        Chronological Order/Narration

        Although narration is the primary mode of development for fiction, it is also widely used in exposition and argument. The historian uses narration and chronology in recounting significant events; the scientific writer may use narration to explain a process. Narration is also an essential part of biography and the personal essay. The passage from Life on the Mississippi (page 60) is a classic example of personal narrative. Here, author Annie Dillard, in a passage that appeared on a past Regents exam, uses narration to explain what she means by the “unwrapped gifts and free surprises” of Nature.

        
            I walked up to a tree, an Osage orange, and a hundred birds flew away. They simply materialized out of the tree. I saw a tree, then a whisk of color, then a tree again. I walked closer and another hundred blackbirds took flight. Not a branch, not a twig budged: the birds were apparently weightless as well as invisible. Or, it was as if the leaves of the Osage orange had been freed from a spell in the form of red-winged blackbirds; they flew from the tree, caught my eye in the sky, and vanished. When I looked again at the tree, the leaves had reassembled as if nothing had happened. Finally I walked directly to the trunk of the tree and a final hundred, the real diehards, appeared, spread, and vanished. How could so many hide in the tree without my seeing them? The Osage orange, unruffled, looked just as it had looked from the house, when three hundred red-winged blackbirds cried from its crown. I looked upstream where they flew, and they were gone. Searching, I couldn’t spot one. I wandered upstream to force them to play their hand, but they’d crossed the creek and scattered. One show to customer. These appearances catch at my throat; they are the free gifts, the bright coppers at the roots of trees.

        

        Cause and Effect

        Formal development of cause and effect arguments is essential to the historian, the scientist, and the lawyer. It also serves as a basic method for much of the expository writing students do. This paragraph from a speech by former governor Madeleine Kunin offers a good example of explanation through cause and effect:

        
            In my own case, most essential to my political evolution was a strong desire to have an effect on events around me, whether that was a flashing red light at the railroad crossing in my neighborhood, to protect my children on their way to school, or whether it was a new environmental law for the state of Vermont. The fact that I succeeded in obtaining the flashing red light, as a private citizen, enabled me to change the environmental laws as governor. Each step builds a new self-image, enabling us to move from the passive to the active voice.

        

        Here is a brief example from the Text on RFID technology in Chapter 2:

        
            All of the websites you visit collect some amount of information about you, whether it is your name or what other sites you have visited recently. Most of the time, we’re being tracked without knowing it. For example, most websites now include Facebook and Twitter buttons so you can “like” the page you are viewing or “Tweet” about it. Whether or not you click the buttons, however, the companies can still determine which pages you’ve visited and file that information away for later use. . . .

        

        Comparison and Contrast

        In these paragraphs, historian Bruce Catton in “Lee and Grant: A Study in Constrasts,” brings to a close his extended discussion of the contrasts between Ulysses S. Grant and Robert E. Lee and introduces the discussion of how the two men were alike:

        
            So Grant and Lee were in complete contrast, representing two diametrically opposed elements in American life. Grant was the modern man emerging; beyond him, ready to come on the stage, was the great age of steel and machinery, of crowded cities and a restless burgeoning vitality. Lee might have ridden down from the old age of chivalry, lance in hand, silken banner fluttering over his head. Each man was the perfect champion of his cause, drawing both his strengths and his weaknesses from the people he led.

            Yet it was not all contrast, after all. Different as they were—in background, in personality, in underlying aspiration—these two great soldiers had much in common. Under everything else, they were marvelous fighters. Furthermore, their fighting qualities were really very much alike.

        

        Here, from Life on the Mississippi (1883), is Mark Twain’s comparison of how the North and South treated the Civil War as a topic of conversation, years after it ended:

        
            In the North one hears the war mentioned, in social conversations, once a month; sometimes as often as once a week; but as a distinct subject for talk, it has long ago been relieved of duty. There are sufficient reasons for this. Given a dinner company of six gentlemen to-day, it can easily happen that four of them—and possibly five—were not in the field at all. So the chances are four to two, or five to one, that the war will at no time during the evening become the topic of conversation; and the chances are still greater that if it becomes the topic it will remain so but a little while. If you add six ladies to the company, you have added six people who saw so little of the dread realities of the war that they ran out of talk concerning them years ago, and now would soon weary of the topic if you brought it up.

            The case is very different in the South. There, every man you meet was in the war; and every lady you meet saw the war. The war is the great chief topic of conversation. The interest in it is vivid and constant; the interest in other topics is fleeting. Mention of the war will wake up a dull company and set their tongues going, when nearly any other topic would fail. In the South, the war is what A.D. is elsewhere: they date from it . . . . It shows how intimately every individual was visited, in his own person, by the tremendous episode. It gives the inexperienced stranger a better idea of what a vast and comprehensive calamity invasion is than he can ever get by reading books at the fireside.

        

        Development Through Extended Metaphor

        An extended metaphor or analogy is a very effective way to develop an argument or illustrate a concept. It uses the known and familiar to explain the unfamiliar. The excerpt from Life on the Mississippi is also a vivid example of how a writer relates an experience through extended metaphor. Here is the introduction to an essay written by a student on the topic “All the World’s a Stage.” 

        
            All the world is indeed a stage. And we are the performers. Everything we do in life is a production, and we must constantly perform our best because, in life, there are no rehearsals. Each of us performs on a separate stage, some for a larger audience than others. But each performance, regardless of the size of the audience, is of equal importance, and each performer must meet the standard of life’s most important critic—himself.

        

        Here is a passage from Stephen Crane’s novel The Red Badge of Courage:

        
            The ground was cluttered with vines and bushes, and the trees grew close and spread out like bouquets. The creepers, catching against his legs, cried out harshly as their sprays were torn from the barks of trees. The swishing saplings tried to make known his presence to the world. He could not conciliate the forest. As he made his way, it was always calling out protestations. When he separated embraces of trees and vines the disturbed foliage waved their arms and turned their face leaves toward him.

        

        Here is an illustrative passage from The Education of Henry Adams, published in 1918:

        
            For convenience as an image, the [dynamic theory of history] may liken man to a spider in its web, watching for chance prey. Forces of nature dance like flies before the net, and the spider pounces on them when it can; but it makes many fatal mistakes, though its theory of force is sound. The spider-mind acquires a faculty of memory, and, with it, a singular skill of analysis and synthesis, taking apart and putting together in different relations the meshes of its trap. Man had in the beginning no power of analysis or synthesis approaching that of the spider, or even of the honey-bee; he had acute sensibility to the higher forces. Fire taught him secrets that no other animal could learn; running water probably taught him even more, especially in his first lessons of mechanics; the animals helped to educate him, trusting themselves into his hands merely for the sake of their food, and carrying his burdens or supplying his clothing; the grasses and grains were academies of study. With little or no effort on his part, all these forces formed his thought, induced his action, and even shaped his figure.

        

        Definition or Classification

        In this paragraph from a speech by Madeleine Kunin, she develops a key term by classifying its component parts:

        
            Political courage stems from a number of sources: anger, pain, love, hate. There is no lack of political motivation within women. We feel it all. Anger at a world which rushes toward saber-rattling displays of power. Pain at a world which ignores the suffering of its homeless, its elderly, its children. Hatred toward the injustice which occurs daily as the strong overpower the weak. And love for the dream of peace on earth.

        

        Here is a brief passage from The Federalist #10 by James Madison:

        
            . . . The two great points of difference between a democracy and a republic are: first, the delegation of the government, in the latter, to a small number of citizens elected by the rest; secondly, the greater number of citizens, and greater sphere of country, over which the latter may be extended.

            The effect of the first difference is, on the one hand, to refine and enlarge the public views, by passing them through the medium of a chosen body of citizens, whose wisdom may best discern the true interest of their country, and whose patriotism and love of justice will be least likely to sacrifice it to temporary or partial considerations. Under such a regulation, it may well happen that the public voice, pronounced by the representatives of the people, will be more consonant to the public good than if pronounced by the people themselves, convened for the purpose.

        

        Examples in Order of Importance

        The most persuasive arguments are those in which the reasoning has a cumulative effect. The skilled writer does not present the supporting details of a thesis in random order; rather, the skilled writer presents details in an order that stresses importance and significance. Here is how Abraham Lincoln concluded his speech marking the celebration of Independence Day in 1858:

        
            . . . So I say in relation to the principle that all men are created equal, let it be as nearly reached as we can. If we cannot give freedom to every creature, let us do nothing that will impose slavery upon any other creature. Let us then turn this government back into the channel in which the framers of the Constitution originally placed it.

            . . . Let us discard all this quibbling about this man and the other man—this race and that race and the other race being inferior, and therefore they must be placed in an inferior position—discarding our standard that we have left us. Let us discard all these things, and unite as one people throughout this land, until we shall once more stand up declaring that all men are created equal.

        

        This excerpt is from one of the best-known speeches in Shakespeare’s Hamlet. The character of Polonius is advising his son on how to conduct himself honorably as a university student in Paris:

        
            	. . . Give thy thoughts no tongue,

            	Nor any unproportioned thought his act.

            	Be thou familiar, but by no means vulgar.

            	Those friends thou hast, and their adoption tried,

            	Grapple them to thy soul with hoops of steel;

            	But do not dull thy palm with entertainment

            	Of each new-hatch’d, unfledged comrade. Beware

            	Of entrance to a quarrel, but being in,

            	Bear’t that the opposed may beware of thee.

            	Give every man thy ear, but few thy voice;

            	Take each man’s censure, but reserve thy judgment.

   
            	Costly thy habit as thy purse can buy,

            	But not express’d in fancy; rich, not gaudy;

            	For the apparel oft proclaims the man,

            	And they in France of the best rank and station

            	Are of a most select and generous chief in that.

            	Neither a borrower nor a lender be;

            	For loan oft loses both itself and friend,

            	And borrowing dulls the edge of husbandry.

            	This above all: to thine ownself be true,

            	And it must follow, as the night the day,

            	Thou canst not then be false to any man.

            	Farewell: my blessing season this in thee!

        

        These models offer examples of only some of the ways in which writers develop ideas. As you read more widely, you will appreciate the extent to which every writer, especially the writer of essays, creates a form best suited to the subject and purpose. When you find a piece of writing you especially admire or find convincing, note how the author developed the ideas.

        Tone

        When we speak of tone in writing we are referring to the attitude of the writer toward the subject and/or toward the reader. It is closely related to what we mean when we refer to someone’s “tone of voice.” Tone may range from harsh and insistent to gentle and reflective. There is as much variety of tone in writing as there is in human feeling. Some pieces—essays of opinion, for example—usually have a very distinct tone; other works, especially in fiction or personal expression, may have a more subtle and indirect tone.

        Here is a list of adjectives to help you identify the tone or mood of a prose passage. Many have been gathered by students in their reading of Op-Ed page essays. These terms are part of the academic language you are expected to comprehend in reading and to use appropriately in discussing works of nonfiction. Each reflects a distinctive feeling; be sure to look up in a dictionary any that you are not sure about.

        
            
                
                    	admiring

                        advisory

                        affectionate

                        alarmed

                        amused

                        anguished

                        appalled

                        apprehensive

                        argumentative

                        arrogant

                        assured

                        (with) awe

                        bewildered

                        bitter

                        boastful

                        candid

                        cautionary
                    	cautious

                        challenging

                        concerned

                        credible

                        critical

                        curious

                        cynical

                        defensive

                        disappointed

                        dismayed

                        eerie

                        frank

                        grateful

                        haughty

                        humorous

                        indifferent

                        indignant
                    	informed

                        inquiring

                        instructive

                        intense

                        ironic

                        knowledgeable

                        melancholy

                        mocking

                        mysterious

                        nonchalant

                        nostalgic

                        objective

                        offended

                        optimistic

                        outraged

                        peaceful

                        probing
                    	provocative

                        questioning

                        reasoned

                        reflective

                        sad

                        sarcastic

                        satirical

                        sentimental

                        skeptical

                        surprised

                        thoughtful

                        troubled

                        understanding

                        whimsical

                        wondering
                

            
        

        The Op-Ed pages of most newspapers offer daily examples of essays on current topics, representing widely varied methods of argument, style, and tone. Ploughshares, McSweeneys, Zoetrope, Harper’s Magazine, The Atlantic Monthly, and The New Yorker include excellent selections of essays and other examples of literary nonfiction. National magazines such as Time and Sports Illustrated also offer examples of feature writing and reporting on current issues. The list of Recommended Reading also offers titles of books of nonfiction available in paperback.

    
        
        

        A GLOSSARY OF LITERARY TERMS AND TECHNIQUES

        
            	
abstract In contrast to the concrete, abstract language expresses general ideas and concepts apart from specific examples or instances. Very formal writing is characterized by abstract expression. An abstract(n.) is a brief summary of the key ideas in a scientific, legal, or scholarly piece of writing.

            	
analogy An expression of the similarities between things that are not wholly alike or related. (See, for example, the student essay on page 61.) See metaphor in A Glossary of Poetic Terms and Techniques, Chapter 5.

            	
anecdote A very brief, usually vivid, story or episode. Often humorous, anecdotes offer examples of typical behavior or illustrate the personality of a character. Writers of biography and autobiography make extensive use of anecdote to reveal the lives of their subjects.

            	
antithesis In formal argument, a statement that opposes or contrasts with a thesis statement. Informally, we use the term to refer to any expression or point of view completely opposed to another. In literature, even an experience or feeling may be expressed as the antithesis of another. See also thesis.


            	
argument In persuasive writing or speaking, the development of reasons to support the writer’s position; also the method of reasoning used to persuade. Informally, we may use the term to describe the development of a topic in any piece of exposition. Historically, it has also denoted a summary of a literary work’s plot or main ideas.

            	
atmosphere Closely related to tone or mood, it refers to a pervasive feeling in a work. Atmosphere often stems from setting and from distinctive characters or actions. For example, the atmosphere in many of Poe’s stories is mysterious, troubling, even sinister, and Hawthorne’s “Young Goodman Brown” reflects the threatening and ambiguous world of its Puritan setting.

            	
autobiography A formally composed account of a person’s life, written by that person. While we must trust, or be skeptical of, the reliability of the account, we often appreciate the firsthand narration of experience. Autobiography is also a rich source of information and insight into an historical period or into literary or artistic worlds. Autobiography, like the novel, has narrative and chronology. (See also journal.) We describe literary works that are closely based on the author’s life as “autobiographical.” Eugene O’Neill’s Long Day’s Journey into Night and Tennessee Williams’s The Glass Menagerie are plays that reflect many details of their authors’ lives.

            	
biography A narrative, historical account of the life, character, and significance of its subject. Contemporary biography is usually researched in detail and may not always paint an admiring portrait of its subject. A critical biography of a literary figure includes discussion of the writer’s works to show the writer’s artistic development and career. Biographies of figures significant in history or public affairs also offer commentary on periods and events of historical importance.

            	
character Characters are the imagined persons, created figures, who inhabit the worlds of fiction and drama. E. M. Forster distinguished between flat and round characters: Flat are those, like stereotypes, who represent a single and exaggerated human characteristic; round are those whose aspects are complex and convincing, and who change or develop in the course of a work. In good fiction, plot must develop out of character. The desires, values, and motives of characters account for the action and conflict in a plot.

            	
characterization The method by which an author establishes character; the means by which personality, manner, and appearance are created. It is achieved directly through description and dialogue and indirectly through observations and reactions of other characters.

            	
concrete Refers to the particular, the specific, in expression and imagery. That which is concrete can be perceived by the senses. Concrete also refers to that which is tangible, real, or actual, in contrast to the abstract , which is intangible and conceptual.

            	
conflict In the most general sense, it identifies the forces that give rise to a plot. This term may identify an actual struggle between characters, anything from revenge to simple recognition or understanding. A plot may focus on conflict between characters and the forces of nature or society. These are essentially external conflicts. A work may also center on internal conflicts, characters’ struggles to know or change themselves and their lives. Most works of fiction and drama contain more than one aspect of conflict. (See the discussion on page 47.) 

            	
denouement A French term meaning “untying a knot,” it refers to the way the complications or conflict of a plot are finally resolved. It also refers to what is called the “falling action” in a drama, that part of the play that follows the dramatic climax and reveals the consequences of the main action for minor characters; it also accounts briefly for what happens in the world of the play after the principal drama is resolved. In Arthur Miller’s Death of a Salesman, the “Requiem” may be considered a denouement; it accounts for the response to Willy’s death by his wife, sons, and only friend. In Shakespeare’s Macbeth , the climax is in the scene following the death of Lady Macbeth in which Macbeth understands that he has destroyed all capacity for feeling and has rendered his life meaningless; the denouement includes the battle in which Macbeth understands that he cannot escape the witches' prophecy and is killed by MacDuff, thus restoring the throne to the rightful heir, Malcolm.

            	
determinism The philosophical view that human existence is determined by forces over which humans have little or no control. The concept that fate predestines the course of a character’s life or a tragic figure’s downfall is a form of determinism.

            	
episode A series of actions or incidents that make up a self-contained part of a larger narrative. Some novels are structured so that each chapter is a significant episode. Fitzgerald’s The Great Gatsby and Mark Twain’s Huckleberry Finn are good examples of this structure. A scene in a play is often analogous to an episode in a narrative. Many television series are presented in weekly episodes.

            	
essay A general term (from French essai, meaning an attempt, a trying out of something) to denote an extended composition, usually expository, devoted to a single topic. Essays may be composed to persuade, to reflect on philosophical questions, to analyze a subject, to express an opinion, or to entertain. As a literary form, the essay dates from the sixteenth century and remains a popular and widely practiced form. The essay by Francis Bacon on page 41 is a classic example. See formal/informal essay.

            	
exposition Writing whose purpose is to inform, illustrate, and explain. In literature, exposition refers to those passages or speeches in which setting, offstage or prior action, or a character’s background is revealed. In The Great Gatsby, Nick Carraway pauses in the narrative to give the reader additional information about Gatsby’s background. The prologue to Shakespeare’s Romeo and Juliet is an example of exposition.

            	
flashback A presentation of incidents or episodes that occurred prior to the beginning of the narrative itself. When an author or filmmaker uses flashback, the “present” or forward motion of the plot is suspended. Flashback may be introduced through the device of a character’s memory or through the narrative voice itself. William Faulkner’s “Barn Burning” and Light in August include vivid passages of memory and narrative flashback. Jack Burden’s recounting of the Cass Mastern story in Robert Penn Warren’s All the King’s Men is also a form of flashback.

            	
foreshadowing A technique in which an author establishes details or mood that will become more significant as the plot of a work progresses. Thoughtful readers usually sense such details and accumulate them in their memories. In one of the opening scenes of Ethan Frome, Ethan and Mattie talk about the dangers of sledding down Starkfield’s steepest hill; and, in the second paragraph of “The Lottery,” the boys are stuffing their pockets with stones or making piles of them on the edge of the square.

            	
form The organization, shape, and structure of a work. Concretely, form may refer to genre (see below), for example, the sonnet form, the tragic form. More abstractly, form also refers to the way we sense inherent structure and shape.

            	
formal/informal essay The formal essay emphasizes organization, logic, and explanation of ideas, whereas the informal essay emphasizes the voice and perspective of the writer. In the latter, also called a personal essay, the reader is aware of the author’s persona and is asked to share the author’s interest in the subject.

            	
genre A type or form of literature. Examples include novel, short story, epic poem, essay, sonnet, tragedy.

            	
image Although the term suggests something that is visualized, an image is an evocation through language of any experience perceived directly through the senses. See also A Glossary of Poetic Terms and Techniques, Chapter 5.

            	
irony In general, a tone or figure of speech in which there is a discrepancy (a striking difference or contradiction) between what is expressed and what is meant or expected. Irony achieves its powerful effect indirectly: in satire, for example, which often uses understatement or hyperbole to express serious criticism of human behavior and social institutions. We also speak of dramatic irony when the narrator or reader understands more than the characters do.

            	
journal A diary or notebook of personal observations. Many writers use journals to compose personal reflection and to collect ideas for their works; the journals of many writers have been published. Students are often urged to keep journals as a way to reflect on their reading, compose personal pieces, and practice writing free of concern for evaluation.

            	
melodrama A plot in which incidents are sensational and designed to provoke immediate emotional responses. In such a plot, the “good” characters are pure and innocent and victims of the “bad” ones, who are thoroughly evil. The term refers to a particular kind of drama popular in the late nineteenth century and, later, in silent films and early Westerns. A work becomes melodramatic when it relies on improbable incidents and unconvincing characters for strong emotional effect.

            	
memoir A form of autobiographical writing that reflects on the significant events the writer has observed and on the interesting and important personalities the writer has known.

            	
monologue In a play, an extended expression or speech by a single speaker that is uninterrupted by response from other characters. A monologue is addressed to a particular person or persons, who may or may not actually hear it. Ring Lardner’s short story “Haircut” is an example of mono­logue as a method of narration. In it, a barber tells the story to a customer (the reader) who is present but does not respond. See also dramatic monologue in A Glossary of Poetic Terms and Techniques, Chapter 5.

            	
motivation The desires, values, needs, or impulses that move characters to act as they do. In good fiction the reader understands, appreciates, and is convinced that a character’s motivation accounts for the significant incidents and the outcome of a plot.

            	
narrative point of view The standpoint, perspective, and degree of understanding from which a work of narrative fiction is told. See omniscient point of view, objective point of view.

            	
narrator The character or author’s persona that tells a story. It is through the perspective and understanding of the narrator that the reader experiences the work. In some works, the narrator may inhabit the world of the story or be a character in it. In other works, the narrator is a detached but knowledgeable observer.

            	
naturalism Closely related to determinism, naturalism depicts characters who are driven not by personal will or moral principles but by natural forces that they do not fully understand or control. In contrast to other views of human experience, the naturalistic view makes no moral judgments on the lives of the characters. Their lives, often bleak or defeating, simply are as they are, determined by social, environmental, instinctive, and hereditary forces. Naturalism was in part a reaction by writers against the nineteenth century Romantic view of humans as masters of their own fate. It is important to note, however, that none of the Naturalistic writers in America (Crane, Dreiser, London, Anderson, and Norris chief among them) presented a genuinely deterministic vision. Several of these authors began their careers in journalism and were drawn to the Naturalistic view of life as a result of their own experience and observation of life in the United States. See also realism.


            	
objective point of view In fiction or nonfiction, this voice presents a story or information, respectively, without expressed judgment or qualification. A fundamental principle of journalism is that news reports should be objective. Ernest Hemingway’s short story “The Killers” is an example of fiction rendered in a completely detached, objective point of view.

            	
omniscient point of view Spoken in third person (she, he, it, they), this is the broadest narrative perspective. The omniscient narrator speaks from outside the story and sees and knows everything about the characters and incidents. Omniscient narration is not limited by time or place. In limited omniscient point of view, the author may choose to reveal the story through full understanding of only one character and limit the action to those incidents in which this character is present.

            	
persona A term from the Greek meaning “mask,” it refers in literature to a narrative voice created by an author and through which the author speaks. A narrative persona usually has a perceptible, even distinctive, personality that contributes to our understanding of the story. In Nathaniel Hawthorne’s The Scarlet Letter, the omniscient narrator has a distinctive persona whose attitudes toward Puritan society and the characters’ lives are revealed throughout the novel.

            	
plot The incidents and experiences of characters selected and arranged by the author to create a meaningful narrative. A good plot is convincing in terms of what happens and why.

            	
poetic justice The concept that life’s rewards and punishments should be perfectly appropriate and distributed in just proportions. In Ring Lardner’s short story “Haircut,” Jim Kendall’s ironic fate is an example of poetic justice: He is a victim of one of his own crude and insensitive practical jokes.

            	
point of view In nonfiction, this denotes the attitudes or opinions of the writer. In narrative fiction, it refers to how and by whom a story is told: the perspective of the narrator and the narrator’s relationship to the story. Point of view may be omniscient, where the narrator knows everything about the characters and their lives; or it may be limited to the understanding of a particular character or speaker. Point of view may also be described as objective or subjective. Third-person narrative refers to characters as “he, she, it, they.” First-person narrative is from the “I” point of view. J. D. Salinger’s The Catcher in the Rye and Twain’s Huckleberry Finn are told in the first person. Second-person narrative, the “you” form, is rare but is found in sermons addressed to a congregation or in essays of opinion addressed directly to a leader or public figure: “You, Mr. Mayor (Madame President), should do the following . . .” Thomas Friedman and Gail Collins occasionally write pieces in the second-person voice for the Op-Ed page of The New York Times.

            	
prologue An introductory statement of the dramatic situation of a play or story. Shakespeare’s Romeo and Juliet begins with a brief prologue. The first two pages of Fitzgerald’s The Great Gatsby are a prologue to the story Nick Carraway will tell.

            	
prose Most of what we write is prose, the expression in sentences and phrases that reflect the natural rhythms of speech. Prose is organized by paragraphs and is characterized by variety in sentence length and rhythm.

            	
protagonist A term from Ancient Greek drama, it refers to the central character, the hero or heroine, in a literary work.

            	
realism The literary period in the United States following the Civil War is usually called the Age of Realism. Realism depicts the directly observable in everyday life. Realistic writers seek to present characters and situations as they would appear to a careful observer, not as they are imagined or created by the author. After 1865, American writers became increasingly interested in the sources of power and force, and in the means to survival and success, in an increasingly materialistic society. For writers of this period, realism was a literary mode to express a naturalistic philosophy. See also naturalism, verisimilitude.

            	
rhetoric From Ancient Greece, the art of persuasion in speech or writing achieved through logical thought and skillful use of language.

            	
rhetorical question A question posed in the course of an argument to provoke thought or to introduce a line of reasoning.

            	
romance A novel or tale that includes elements of the supernatural, heroic adventure, or romantic passion. Hawthorne’s The Scarlet Letter is a romance, not because it is a love story but because it goes beyond verisimilitude in dramatizing elements of demonic and mystical forces in the characters and their lives.

            	
satire A form or style that uses elements of irony, ridicule, exaggeration, understatement, sarcasm, humor, or absurdity to criticize human behavior or a society. All satire is ironic (see above) in that meaning or theme is conveyed in the discrepancy between what is said and what is meant, between what is and what should be, between what appears and what truly is. While satire is often entertaining, its purpose is serious and meant to provoke thought or judgment. The verses of Alexander Pope are often extended satire, and many poems by e. e. cummings are satiric. In prose, much of the writing of Mark Twain is satire; Huckleberry Finn is the most striking example. Other American writers of satire include Sinclair Lewis, Dorothy Parker, Edith Wharton, Joseph Heller, and Tom Wolfe. On television, Saturday Night Live, and The Simpsons are good examples of contemporary satire, as was The Colbert Report.

            	
short story This form is distinguished from most novels not simply by length but by its focus on few characters and on a central, revealing incident. In short stories, however, there is as much variety in narrative point of view, subject, and technique as there is in novels. Edgar Allan Poe characterized the short story as “a short prose narrative, requiring from a half-hour to one or two hours in its perusal.”

            	
soliloquy A form of monologue in which a character expresses thoughts and feelings aloud but does not address them to anyone else or intend other characters in the work to hear them. In essence, the audience for a play is secretly listening in on a character’s innermost thoughts. Macbeth’s reflection on “Tomorrow, and tomorrow, and tomorrow . . . ” is the best-known soliloquy in the play.

            	
speaker The narrative voice in a literary work (see persona). Also, the character who speaks in a dramatic monologue.

            	
symbol Most generally, anything that stands for or suggests something else. Language itself is symbolic; sounds and abstract written forms may be arranged to stand for virtually any human thought or experience. In literature, symbols are not codes to crack—they are not “hidden meanings.” Symbols are real objects and concrete images that lead us to think about what is suggested. They organize a wide variety of ideas into single acts of understanding. They embody not single “meanings” but suggest whole areas of meaning.

            	
theme Roughly analogous to thesis in an essay, this is an observation about human experience or an idea central to a work of literature. The subject of a work is in the specific setting, characters, and plot. Theme in a work of fiction is what is meaningful and significant to human experience generally; themes are the ideas and truths that transcend the specific characters and plot. Shakespeare’s Macbeth is about an ambitious nobleman who, encouraged by his equally ambitious wife, murders the king of Scotland in order to become king himself. The themes in Macbeth include the power of ambition to corrupt even those who are worthy and the mortal consequences of denying what is fundamental to one’s nature.

            	
thesis The central point, a statement of position in a formal or logical argument. Also used to refer to the topic, or controlling, idea of an essay. Use of the term thesis implies elaboration by reasons and examples. See antithesis.


            	
tone The attitude of the writer toward the subject and the reader. See also A Glossary of Poetic Terms and Techniques, Chapter 5.

            	
transition A transition is a link between ideas or sections in a work. In prose arguments, single words such as first, second . . . moreover, and therefore or phrases such as in addition, on the other hand, and in conclusion serve as transitions. In fiction, a brief passage or chapter may serve as a transition. In The Great Gatsby, the narrator pauses from time to time to “fill in” the reader and to account for the passage of time between the dramatic episodes that make up the novel’s main plot.

            	
turning point In drama and fiction, the moment or episode in a plot when the action is moved toward its inevitable conclusion.

            	
verisimilitude A quality in fiction and drama of being “true to life,” of representing that which is real or actual. Verisimilitude in fiction is often achieved through specific, vivid description and dialogue; first-person narration also creates the effect of verisimilitude. In drama it may be enhanced through means of set, costumes, and lighting that are realistic in all their details.

        

        (See also, in Chapter 5—A Glossary of Poetic Terms and Techniques.)

    

Chapter 5



READING POETRY


INTRODUCTION

How to Read a Poem

How should you read a poem? Aloud. Several times. And never quickly. Here is a short poem about baseball. As you read, pay attention first to what the poem by Robert Francis says.

Pitcher


    	His art is eccentricity, his aim

    	How not to hit the mark he seems to aim at,

    	His passion how to avoid the obvious,

    	His technique how to vary the avoidance.

    	The others throw to be comprehended. He

    	Throws to be a moment misunderstood.

    	Yet not too much. Not errant, arrant, wild,

    	But every seeming aberration willed.

    	Not to, yet still, still to communicate

    	Making the batter understand too late.



Now, read the poem again, with particular attention to the varied length of the statements; read from comma to comma or period to period as you would in prose. When you reach the end of the first and fifth lines, for example, pause very slightly—but do not stop. After several readings, you will not only appreciate what Robert Francis undertands about the art of pitching but also feel the way in which the rhythm of the poem is also the rhythm of pitching.

In poetry we are meant to sense a structure and to feel the rhythm. (See meter* and rhythm.) The structure and rhythm of poetry may be formal, informal, even “free.” Poetry is also characterized by its directness of effect and by its concentration—ideas and feelings are expressed in relatively few words. Karl Shapiro says, “Poems are what ideas feel like.” Robert Francis’s poem is about what good pitching feels like.

This poem, by Emily Dickinson (1830–1886), recalls the feeling of mourning:


    	After great pain, a formal feeling comes—

    	The nerves sit ceremonious, like Tombs—

    	The stiff Heart questions was it He, that bore,

    	and Yesterday, or Centuries before?




    	The Feet, mechanical, go round—

    	Of Ground, or Air or Ought—

    	A Wooden way

    	Regardless grown,

    	A Quartz contentment, like a stone—




    	This is the Hour of Lead—

    	Remembered, if outlived,

    	As Freezing persons, recollect the Snow—

    	First—Chill—then Stupor—then the letting go—



In this poem, Dickinson recreates what it feels like suddenly to encounter a snake in the grass:


    	A narrow Fellow in the Grass

    	Occasionally rides—

    	You may have met Him—did you not

    	His notice sudden is—

    	The Grass divides as with a Comb—

    	A spotted shaft is seen—

    	And then it closes at your feet

    	And opens further on—




    	He likes a Boggy Acre

    	A Floor too cool for corn—

    	Yet when a boy, and Barefoot—

    	I more than once at Noon

    	Have passed, I thought, a Whip lash

    	Unbraiding in the Sun

    	When stooping to secure it

    	It wrinkled, and was gone—




    	Several of Nature’s People

    	I know, and they know me—

    	I feel for them a transport

    	Of cordiality—




    	But never met this Fellow

    	Attended, or alone

    	Without a tighter breathing

    	And Zero at the Bone—



Where the writer of prose may seek immediate clarity of meaning above all, the poet often seeks ambiguity, not to create “confusion,” but to offer multiplicity of meaning, in single words, in images, in the meaning of the poem itself. Look again at “Pitcher.” Might this poem also be a reflection on the art of poetry itself? It is because of such richness in meaning that poems often require several readings.

    The experience of poetry is conveyed in vivid imagery, which appeals to the mind and to the senses. It is often expressed in figurative language, that is, words and comparions that are not literal but that imaginatively create original, vivid, and often unexpected images and associations. (See metaphor and simile.) Finally, in poetry there is particular significance in the way words and lines sound. The story or experience is enhanced through musical effects. A poem should be heard or felt!

In this poem by Laurence Binyon, a boy kept home from school with a fever, is dazzled by the light of the sun as it comes out after rain, and he no longer regrets being “…a captive/Apart from his schoolfellows.”

The rain was ending, and light


    	THE rain was ending, and light

    	Lifting the leaden skies.

    	It shone upon ceiling and floor

    	And dazzled a child’s eyes.




    	Pale after fever, a captive

    	Apart from his schoolfellows,

    	He stood at the high room’s window

    	With face to the pane pressed close,




    	And beheld an immense glory

    	Flooding with fire the drops

    	Spilled on miraculous leaves

    	Of the fresh green lime-tree tops.




    	Washed gravel glittered red

    	To a wall, and beyond it nine

    	Tall limes in the old inn yard

    	Rose over the tall inn sign.




    	And voices arose from beneath

    	Of boys from school set free,

    	Racing and chasing each other

    	With laughter and games and glee.




    	To the boy at the high room-window,

    	Gazing alone and apart,

    	There came a wish without reason,

    	A thought that shone through his heart.




    	I’ll choose this moment and keep it,

    	He said to himself, for a vow,

    	To remember for ever and ever

    	As if it were always now.



A note on reading this poem: do not read to emphasize regular meter and rhyming pattern; remember, read from comma to comma, period to period. For example, the second and third stanzas should be read with only slight pauses at the commas and through the third stanza, where there is no end punctuation, in as few breaths as possible. The fourth stanza completes the vivid image of the “immense glory” the boy sees as he looks out the window.


        
        

        STRUCTURE AND LANGUAGE IN POETRY

        All the traditional poetic forms stem from an oral tradition, in which poetry was sung or recited. The epic and the ballad are the oldest forms of narrative poetry, but modern poets also tell stories in narrative verse. (Robert Frost’s “Out, Out—” is a well-known example.) Most of the poetry we read today, however, is lyric poetry.

        Think of the lyric poem as a song; in the Ancient Greek tradition, the lyric poem was meant to be sung to the accompaniment of a lyre, a small harplike instrument. Indeed, we speak of the words for a song as its lyrics. The ancient form is evident in the songs for Shakespeare’s plays, in the tradition of the nineteenth-century art song, and in the twentieth-century ballads and songs. The ancient form is evident in the songs for Shakespeare’s plays, in the tradition of the nineteenth-century art song, and in the twentieth-century ballads and songs we associate, for example, with Rodgers and Hart, Cole Porter, and Stephen Sondheim and sung by Frank Sinatra, Barbra Streisand, among many others, including Tony Bennett in his duets with Lady Gaga.

        Lyric poems are relatively brief and are expressed in the voice (that is, from the point of view) of a single speaker. They express a powerful emotion, usually captured in a significant experience or dramatic situation. A lyric poem, like a song, often tells a story, but it does so in nonnarrative form. The speaker (or “poet”) may recall an experience, or render it directly, in order to understand its meaning and then reveal it to the reader. Thus, many lyric poems are meditations, reflections, or recollections of experience that lead to a discovery, to an emotionally powerful recognition of the meaning of the experiences. The effect of the poem is to convey that meaning directly, to engage readers in such a way that they share the experience, feel the emotion, with the speaker. The poems by Robert Francis, Emily Dickinson, and Laurence Binyon on the previous pages are examples of lyrics.

        This poem by Robert Penn Warren appeared on a past Regents ELA exam.

        Old Photograph of the Future

        
            That center of attention—an infantile face
            That long years ago showed, no doubt, pink and white—
            Now faded, and in the photograph only a trace
            Of grays, not much expression in sight.

            That center of attention, swathed in a sort of white dress,
            Is precious to the woman who, pretty and young,
            Leans with a look of surprised blessedness
            At the mysterious miracle forth-sprung.

            In the background somewhat, the masculine figure
            Looms, face agleam with achievement and pride.
            In black coat, derby at breast, he is quick to assure
            You the world’s in good hands—lay your worries aside.

            The picture is badly faded. Why not?
            Most things show wear around seventy-five,
            And that’s the age this picture has got.
            The man and woman no longer, of course, live.

            They lie side by side in whatever love survives
            Under green turf, or snow, and that child, years later, 		stands there
            While old landscapes blur and he in guilt grieves
            Over nameless promises unkept, in undefinable despair.
        

        In this poem, the speaker expresses the profound feelings of guilt and despair he feels in looking at an old photograph of himself and his parents when he was an infant. The tone of the poem is reflective, that of an elegy. The mood at the end is one of regret and loss as the speaker recalls his dead parents, confronts his own age, “the age this picture has got,” and grieves at the “nameless promises unkept.” Although the narrator speaks of “that child, years later” who “stands there . . . and . . . in guilt grieves,” the intensity and privacy of feeling at the end indicate that the speaker is that child. The narrative voice and the lack of specific identification of the characters serve to emphasize the passage of time and underscore the fact that looking at the photograph leads the “child,” now old, to reflect on his entire life.

        The structure is simple and easy to observe: five quatrains with alternating rhyme; each quatrain is self-contained—ends with a period—and tells a part of the story. The first fifteen lines of the poem describe the picture and the “characters” in it. Note that the final section of the poem begins with the last line of the fourth quatrain, the description having concluded in line 15. Line 16 both ends the narrator’s rendering of the photograph and also begins the “conclusion,” which is the significance of the experience of looking at the photograph.

        The rhythm within lines is varied and often broken by dashes or other pauses; this rhythm allows us to share the speaker’s questions and reflections. The rhythm of the fourth stanza slows as each line completes a thought. In contrast, the final stanza flows into a single, long gesture of recognition and regret.

        The experience of looking at the picture—in which he is the “center of attention”—leads the speaker to reflect on whether he has satisfied the “promises” that the “mysterious miracle” of his birth meant to his awed and proud parents. The photograph also leads the speaker to reflect on the unfulfilled promises of his own life.

        There is little in the way of figurative language in this poem. The imagery, however, reveals more than a description of a photograph, and the paradox in the title reveals one of the poem’s central themes, the cycle of birth, life, and death. On rereading Warren’s poem, with our appreciation of the poet’s experience in mind, we perceive how the third and fourth lines are more than a description of the photograph—they also suggest the speaker’s age. He sees himself (in the photo and metaphorically) as “faded . . . only a trace of grays, not much expression in sight.” The repetition of the fact that he was the “center of attention” (in the photograph and in his parents’ lives) makes more poignant the grief over “promises unkept” at the end.

        The poet offers only a few details of the photograph, but they are the details many of us will recognize from our own photographs of grandparents and great-grandparents: the father “In the background somewhat” and in formal pose—“in black coat, derby at breast”—the child (girl or boy) in “a sort of white dress.” It is, of course, such widely shared experience that is both the poem’s form and its theme.

        In this poem by Theodore Roethke, the speaker recalls a significant experience from childhood:

        Child on Top of a Greenhouse

        
            	The wind billowing out of the seat of my britches,

            	My feet crackling splinters of glass and dried putty,

            	The half-grown chrysanthemums staring up like accusers,

            	Up through the streaked glass, flashing with sunlight,

            	A few white clouds all rushing eastward,

            	A line of elms plunging and tossing like horses,

            	And everyone, everyone pointing up and shouting!

        

        Try repeating just the verbs of this poem, feeling their dramatic energy. The repetition of “-ing” forms also creates what is called internal rhyme, while the words “like,” “sunlight,” “white,” “line” form the pattern of sound called assonance.

        In this poem by Donald Hall the speaker also recalls an important childhood experience:

        The Sleeping Giant

            (A Hill, So Named, in Hamden, Connecticut)

        
            	The whole day long, under the walking sun

            	That poised an eye on me from its high floor,

            	Holding my toy beside the clapboard house

            	I looked for him, the summer I was four.

        

        
            	I was afraid the waking arm would break

            	From the loose earth and rub against his eyes

            	A fist of trees, and the whole country tremble

            	In the exultant labor of his rise;

        

        
            	Then he with giant steps in the small streets

            	Would stagger, cutting off the sky, to seize

            	The roofs from house and home because we had

            	Covered his shape with dirt and planted trees;

        

        
            	And then kneel down and rip with fingernails

            	A trench to pour the enemy Atlantic

            	Into our basin, and the water rush,

            	With the streets full and the voices frantic.

        

        
            	That was the summer I expected him.

            	Later the high and watchful sun instead

            	Walked low behind the house, and school began,

            	And winter pulled a sheet over his head.

        

        In this poem, a child’s fearful and vivid imagination is sparked by personification of the hill near his house. This poem is particularly effective because it recalls for us the fact that small children are literal and that they tend to give names and human character to inanimate things. This child actually sees—and fears—the sleeping giant. Note too how the images of the sun in the first and last stanzas both unify the poem and denote the passage of time. Finally, there is a gentle irony in the final line that suggests that the child, no longer fearful, can now “play” with the metaphor of the sleeping giant, as “winter pulled a sheet over his head.”

        Shakespeare’s Sonnet 30 illustrates several of the formal aspects of verse:

        When to the sessions of sweet silent thought

        
            When to the sessions of sweet silent thought
            I summon up remembrance of things past
            I sigh the lack of many a thing I sought
            And with old woes new wail my dear time’s waste:

            Then can I drown an eye, unused to flow,
            For precious friends hid in death’s dateless night,
            And weep afresh love’s long-since-canceled woe,
            And moan th’expense of many a vanished sight;

            Then can I grieve at grievances forgone,
            And heavily from woe to woe tell o’er
            The sad account of fore-bemoaned moan,
            Which I new pay as if not paid before.
              But if the while I think on thee, dear friend,
              All losses are restored and sorrows end.
        

        The structure of the Shakespearean sonnet is three quatrains and a closing couplet. The rhyme scheme is abab/cdcd/efef/gg. This pattern allows us to feel the structure of the poem, to track the development of the ideas. The couplet, with its similar end rhyme and self-contained thought, contrasts the feelings expressed in the previous 12 lines and concludes the poem.

        We find in this Shakespearean sonnet, as well, examples of alliteration and assonance: The first quatrain features alliteration in the many words that begin with “s.” Lines 7 through 12 offer assonance in the repetition of “oh” sounds, which are also examples of onomatopoeia—that is, the sounds reflect the meanings of the words. Lines 4 and 10 also illustrate what is called internal rhyme.

    
        
        

        THEME IN POETRY

        Some lyric poems may assert a belief. Others may be a comment on the nature of human experience—love, death, loss or triumph, mystery and confusion, conflict and peace, on the humorous and the ironic, on the imagined and the unexpected in all its forms. Some poems reflect on the nature of time, of existence. Many lyrics are about poetry itself. These aspects of human experience are what we refer to as the themes of poetry.

        In this well-known sonnet, Number 55, Shakespeare asserts that poetry confers immortality, that it can prevail over the most powerful forces of time. Note how the central idea is developed in the three quatrains and how the couplet—in its thought and its rhyme—concludes the development of that idea.

        Not marble, nor the gilded monuments

        
            	Not marble, nor the gilded monuments

            	Of princes, shall outlive this pow’rful rhyme;

            	But you shall shine more bright in these contents

            	Than unswept stone besmeared with sluttish time.

        

        
            	When wasteful war shall statues overturn,

            	And broils root out the work of masonry,

            	Nor Mars his sword nor war’s quick fire shall burn

            	The living record of your memory.

        

        
            	’Gainst death and all-oblivious enmity

            	Shall you pace forth; your praise shall still find room

            	Even in the eyes of all posterity

            	That wear this world out to the ending doom.

            	  So, till the judgment that yourself arise,

            	  You live in this, and dwell in lovers’ eyes.

        

        In this lyric by Carl Sandburg, the poet suggests that poetry is “about” the meaning in life itself.

        Last Answers

        
            	I WROTE a poem on the mist

            	And a woman asked me what I meant by it.

            	I had thought till then only of the beauty of the mist,
 how pearl and gray of it mix and reel,

            	And change the drab shanties with lighted lamps
 at evening into points of mystery quivering with
 color.

            	  I answered:

            	The whole world was mist once long ago and some
 day it will all go back to mist,

            	Our skulls and lungs are more water than bone and
 tissue

            	And all poets love dust and mist because all the last
 answers

            	Go running back to dust and mist.

        

        The best-known lyrics, however, are probably love poems—Sonnet 116 of Shakespeare, for example:

        Let me not to the marriage of true minds

        
            	Let me not to the marriage of true minds

            	Admit impediments. Love is not love

            	which alters when it alteration finds,

            	Or bends with the remover to remove.

        

        
            	O, no, it is an ever-fixed mark

            	That looks on tempests and is never shaken;

            	It is the star to every wand’ring bark,

            	Whose worth’s unknown, although his height be taken.

        

        
            	Love’s not Time’s fool, though rosy lips and cheeks

            	Within his bending sickle’s compass come;

            	Love alters not with his brief hours and weeks,

            	But bears it out even to the edge of doom.

            	  If this be error and upon me proved,

            	  I never writ, nor no man ever loved.

        

        In this lyric by Claude McKay, the poet is overcome with longing for his homeland on the island of Jamaica.

        The Tropics in New York

        
            	Bananas ripe and green, and ginger-root,
 Cocoa in pods and alligator pears,

            	And tangerines and mangoes and grape fruit,
 Fit for the highest prize at parish fairs,

        

        
            	Set in the window, bringing memories
 Of fruit-trees laden by low-singing rills,

            	And dewy dawns, and mystical blue skies
 In benediction over nun-like hills.

        

        
            	My eyes grew dim, and I could no more gaze;
 A wave of longing through my body swept,

            	And, hungry for the old, familiar ways,
 I turned aside and bowed my head and wept.

        

    
        
        

        TONE

        Tone in poetry, as in prose and all forms of human communication, expresses the attitude of the speaker toward the reader or listener and toward the subject. Tone in literature is as varied as the range of human experience and feeling it reflects. When we speak of the mood of a piece of writing, we are also speaking of tone, of an overall feeling generated by the work.

        Here are some terms to help you recognize and articulate tone or mood:

        
            
                
                    	ambiguous*

                        amused

                        angry

                        bitter

                        celebratory

                        elegiac (from elegy*)

                        grateful

                        harsh

                        humorous
                    	insistent

                        ironic*

                        melancholy

                        mournful

                        mysterious

                        nostalgic

                        optimistic

                        paradoxical*

                        questioning
                    	reconciled

                        reflective

                        regretful

                        reminiscent

                        satiric*

                        sorrowful

                        thoughtful

                        understated*

                

            
        

    
        
        

        WRITING ABOUT POETRY/EXPLICATION

        When you are asked to explicate a poem, you are being asked to look closely at it and “unfold” its meaning, line by line, idea by idea. Explication combines paraphrase with close reading of form. You are explaining both the content and the form: the ideas and meaning as well as the structure and poetic elements.

        To begin an explication, read the poem several times to discover what it says. Who is the speaker? What is the subject? the dramatic situation? What theme or experience is central to the poem? What is the tone or mood? Try to summarize or paraphrase the poem as a whole. Then note the formal details: What is the pattern of organization? What is the movement of ideas and feeling? of images and metaphors? How do stanzas or arrangement of lines reveal that? How do rhyme, meter, and rhythm contribute to the experience, to the meaning of the poem? (The commentary that follows Robert Penn Warren’s “Old Photograph of the Future” on page 79 is an example of explication.)

    
        
        

        POETRY ON EXAMINATIONS

        On examinations, such as the Regents ELA exam and the AP Literature and Composition exam, the multiple-choice questions are designed to measure your skill at close reading and explication. You are expected to recognize and identify the elements of poetry. (See A Glossary of Poetic Terms and Techniques.) In addition, you are usually required to compose an essay/explication of a poem on the AP Literature and Composition exam, and such essays are commonly assigned in high school and college literature courses. Analysis, which requires detailed examination of particular elements of a poem or passage, is usually reserved for course assignments. The thoughtful student will, of course, develop skill in both explication and analysis.

    
        
        

        A HANDFUL OF POEMS FOR FURTHER READING

        In this excerpt from an extended essay in verse, Alexander Pope reflects on how poets express meaning through sound and rhythm.

        An Essay on Criticism

        
            	True ease in writing comes from art, not chance,

            	As those move easiest who have learned to dance.

            	’Tis not enough no harshness gives offense,

            	The sound must seem an echo to the sense:

            	Soft is the strain when Zephyr gently blows,

            	And the smooth stream in smoother numbers flows;

            	But when loud surges lash the sounding shore,

            	The hoarse, rough verse should like the torrent roar.

        

        The horror and loss of war are often expressed through irony. Here is Stephen Crane’s reflection on war:

        Do Not Weep, Maiden, for War Is Kind

        
            	Do not weep, maiden, for war is kind.

            	Because your lover threw wild hands against the sky

            	And the affrighted steed ran on alone,

            	Do not weep.

            	War is kind.

            	
 
                
                    	Hoarse, booming drums of the regiment

                    	Little souls who thirst for fight

                    	These men were born to drill and die.

                    	The unexplained glory flies above them,

                    	Great is the battle-god, great, and his kingdom—

                    	A field where a thousand corpses lie.

                

            

            	Do not weep, babe, for war is kind.

            	Because your father tumbled in the yellow trenches,

            	Raged at his breast, gulped and died,

            	Do not weep.

            	War is kind.

            	
 
                
                    	Swift blazing flag of the regiment,

                    	Eagle with crest of red and gold,

                    	These men were born to drill and die.

                    	Point for them the virtue of slaughter,

                    	Make plain to them the excellence of killing

                    	And a field where a thousand corpses lie.

                

            

            	Mother whose heart hung humble as a button

            	On the bright splendid shroud of your son,

            	Do not weep.

            	War is kind.

        

        In this poem, by Walt Whitman (1819–1892), the speaker moves from the observation of a spider to a reflection on the soul’s search to understand all existence.

        A Noiseless Patient Spider

        
            	A noiseless patient spider,

            	I mark’d where on a little promontory it stood isolated,

            	Mark’d how to explore the vacant vast surrounding,

            	It launch’d forth filament, filament, filament, out of itself,

            	Ever unreeling them, ever tirelessly speeding them.

        

        
            	And you O my soul where you stand,

            	Surrounded, detached, in measureless oceans of space,

            	Ceaselessly musing, venturing, throwing, seeking the
 spheres to connect them,

            	Till the bridge you will need be form’d, till the ductile
 anchor hold,

            	Till the gossamer thread you fling catch somewhere,
 O my soul.

        

        In this brief poem by Alfred, Lord Tennyson (1809–1892) the language and imagery convey the experience of both the observer and of the eagle itself.

        The Eagle

        
            	He clasps the crag with crooked hands;

            	Close to the sun in lonely lands,

            	Ringed with the azure world, he stands.

        

        
            	The wrinkled sea beneath him crawls;

            	He watches from his mountain walls,

            	And like a thunderbolt he falls.

        

        Here, in free verse, is Whitman’s vision of eagles:

        The Dalliance of Eagles

        
            	Skirting the river road, (my forenoon walk, my rest,)

            	Skyward in air a sudden muffled sound, the dalliance
 of the eagles,

            	The rushing amorous contact high in space together,

            	The clinching interlocking claws, a living, fierce,
 gyrating wheel,

            	Four beating wings, two beaks, a swirling mass tight
 grappling,

            	In tumbling turning clustering loops, straight downward
 falling.

            	Till o’er the river pois’d, the twain yet one, a moment’s
 lull,

            	A motionless still balance in the air, then parting, talons
 loosing,

            	Upward again on slow-firm pinions slanting, their
 separate diverse flight,

            	She hers, he his, pursuing.

        

        And here is a poet, Katharine Lee Bates, who takes delight in playing with the names and characters of various fish; the result is a collection of puns, wordplay, and forms of internal and external rhyme.

        Don’t You See?

        
            	THE day was hotter than words can tell,

            	So hot the jelly-fish wouldn’t jell.

            	The halibut went all to butter,

            	And the catfish had only force to utter

            	A faint sea-mew—aye, though some have doubted,

            	The carp he capered and the horn-pout pouted.

            	The sardonic sardine had his sly heart’s wish

            	When the angelfish fought with the paradise fish.

            	’T was a sight gave the bluefish the blues to see,

            	But the seal concealed a wicked glee—

            	The day it went from bad to worse,

            	Till the pickerel picked the purse-crab’s purse.

            	And the crab felt crabedder yet no doubt,

            	Because the oyster wouldn’t shell out.

            	The sculpin would sculp, but hadn’t a model,

            	And the coddlefish begged for something to coddle.

            	But to both the dolphin refused its doll,

            	Till the whale was obliged to whale them all.

        

        In the first of these two poems by Robert Browning (1812–1889) the rich and varied imagery recreates the journey of a lover to his beloved and, in the second, his return to the “world of men.”

        Meeting at Night

        
            	The grey sea and the long black land;

            	And the yellow half-moon large and low;

            	And the startled little waves that leap

            	In fiery ringlets from their sleep,

            	As I gain the cove with pushing prow,

            	And quench its speed i’ the slushy sand.

            	 

            	Then a mile of warm sea-scented beach;

            	Three fields to cross till a farm appears;

            	A tap at the pane, the quick sharp scratch

            	And spurt of a lighted match,

            	And a voice less loud, through its joys and fears,

            	Than the two hearts beating each to each.

        

        Parting at Morning

        
            	Round the cape of a sudden came the sea,

            	And the sun looked over the mountain’s rim:

            	And straight was a path of gold for him,

            	And the need of a world of men for me.

        

        In this sonnet, George Meredith (1828–1909) imagines the desire of this fallen angel, now Satan, to return to the heavens he once inhabited.

        Lucifer in Starlight

        
            	On a starred night Prince Lucifer uprose.

            	Tired of his dark dominion swung the fiend

            	Above the rolling ball in cloud part screened,

            	Where sinners hugged their spectre of repose.

            	Poor prey to his hot fit of pride were those.

            	And now upon his western wing he leaned,

            	Now his huge bulk o’er Afric’s sands careened,

            	Now the black planet shadowed Arctic snows.

            	Soaring through wider zones that pricked his scars

            	With memory of the old revolt from Awe,

            	He reached a middle height, and at the stars,

            	Which are the brain of heaven, he looked, and sank.

            	Around the ancient track marched, rank on rank,

            	The army of unalterable law.

        

        In this well-known sonnet by Percy Bysshe Shelley (1792–1822) we experience the ironic fate of a once proud and arrogant king.

        Ozymandias

        
            	I met a traveler from an antique land

            	Who said: Two vast and trunkless legs of stone

            	Stand in the desert. Near them, on the sand,

            	Half sunk a shattered visage lies, whose frown,

            	And wrinkled lip, and sneer of cold command,

            	Tell that its sculptor well those passions read

            	Which yet survive, stamped on these lifeless things,

            	The hand that mocked them and the heart that fed;

            	And on the pedestal these words appear:

            	“My name is Ozymandias, king of kings:

            	Look on my works, ye Mighty, and despair!”

            	Nothing beside remains. Round the decay

            	Of that colossal wreck, boundless and bare,

            	The lone and level sands stretch far away.

        

        Romantic poets and painters were fond of celebrating sunsets. Here is an excerpt from “Enough Has Been Said of Sunset,” by Iris Barry.

        
            	LIGHT—imperceptible as

            	One thin veil drawn across blackness:

            	Is it dawn? . . .

            	Comes the twitter-whistle of sleepy birds

            	Crescendo . . .

            	Now bright grayness creeping

            	Drowns the dark; and waves of sea-wind

            	Rock the thin leaves . . .

            	A door bangs; sharp barks from dogs released, scampering.

            	After some silence, footsteps.

            	And the rising bustle of people

            	Roused by the day-break.

        

        Here is what dawn “feels like” to William Carlos Williams:

        Metric Figure

        
            	THERE is a bird in the poplars—

            	It is the sun!

            	The leaves are little yellow fish

            	Swimming in the river;

            	The bird skims above them—

            	Day is on his wings.

            	Phoenix!

            	It is he that is making

            	The great gleam among the poplars.

            	It is his singing

            	Outshines the noise

            	Of leaves clashing in the wind.

        

        These poems represent only a few examples of the great variety of expression in verse. Your own textbooks and anthologies offer many more examples; and the list of Recommended Reading at the end of the book includes titles of collections readily available in paperback. You will also find the addresses of some excellent websites devoted to poetry. You should read as widely as possible, and always read aloud!

    
        
        

        A GLOSSARY OF POETIC TERMS AND TECHNIQUES

        
            	
allegory   A narrative, in prose or verse, in which abstract ideas, principles, human values or states of mind, are personified. The purpose of the allegory is to illustrate the signficance of the ideas by dramatizing them. Parable and fable are particular kinds of allegory, in which a moral is illustrated in the form of a story.

            	
alliteration The repetition of initial consonant sounds in words and syllables. This is one of the first patterns of sound a child creates (for instance “ma-ma,” “pa-pa”). The children’s stories of Dr. Seuss use alliteration and assonance. Poets use alliteration for its rich musical effect: “Fish, flesh, and fowl commend all summer long/Whatever is begotten, born, and dies” (Yeats); for humor: “Where at, with blade, with bloody, blameful blade/He bravely broached his boiling bloody breast” (Shakespeare); and to echo the sense of the lines: “The iron tongue of midnight hath told twelve” (Shakespeare).

            	
allusion A reference to a historical event, to Biblical, mythological, or literary characters and incidents with which the reader is assumed to be familiar. Allusion may, with few words, enrich or extend the meaning of a phrase, idea, or image. Allusion may also be used for ironic effect. In his poem “Out, out . . .” Robert Frost expects the reader to recall from Macbeth’s final soliloquy the line, “Out, out brief candle!” Such expressions as “a Pandora's box” or “Achilles heel” are also forms of allusion.

            	
ambiguity Denotes uncertainty of meaning. In literature, however, especially in poetry, we speak of intentional ambiguity, the use of language and images to suggest more than one meaning at the same time.

            	
assonance The repetition of vowel sounds among words that begin or end with different consonants. Sonnet 30 of Shakespeare (page 82) and “Child on Top of a Greenhouse” by Theodore Roethke (page 81), for example, are rich in assonance. Some poets may vary end rhymes with assonance; for example, Emily Dickinson (page 76) does it here: “The Feet, mechanical, go round—Of Ground, or Air, or Ought—.”

            	
ballad Narrative poem, sometimes sung, that tells a dramatic story.

            	
blank verse Unrhymed iambic pentameter, usually in “paragraphs” of verse instead of stanzas. Shakespeare’s plays are composed primarily in blank verse. For example, from Macbeth (Act I, Scene 5):

            	
 
                
                    	Your face, my Thane, is as a book where men

                    	May read strange matters. To beguile the time,

                    	Look like the time; bear welcome in your eye,

                    	Your hand, your tongue; look like the innocent flower,

                    	But be the serpent under’t . . .

                

            

            	
connotation The feelings, attitudes, images, and associations of a word or expression. Connotations are usually said to be “positive” or “negative.” See also discussion in Chapter 8—Vocabulary.

            	
couplet Two lines of verse with similar meter and end rhyme. Couplets generally have self-contained ideas as well, so they may function as stanzas within a poem. In the English (Shakespearean) sonnet, the couplet concludes the poem. (See the sonnets on pages 82–84.) Also many scenes in Shakespeare’s plays end with rhymed couplets: “Away, and mock the time with fairest show/False face must hide what the false heart doth know” (Macbeth Act I, Scene 7).

            	
denotation That which a word actually names, identifies, or “points to.” Denotation is sometimes referred to as “the dictionary definition” of a word.

            	
dramatic monologue A poem in which a fictional character, at a critical or dramatic point in life, addresses a particular “audience,” which is identifiable but silent. In the course of the monologue, we learn a great deal, often ironically, about the character, who is speaking and the circumstances that have led to the speech. Robert Browning is the best-known nineteenth-century poet to compose dramatic monologues; “My Last Duchess” is a famous example. In the twentieth century, such poets as Kenneth Fearing, E. A. Robinson, T. S. Eliot (“The Love Song of J. Alfred Prufrock”), Robert Frost, and Amy Lowell have composed well-known dramatic monologues.

            	
elegy A meditative poem mourning the death of an individual.

            	
epic A long narrative poem often centering on a heroic figure who represents the fate of a great nation or people. The Iliad and The Odyssey of Homer, The Aeneid of Vergil, and the Anglo-Saxon Beowulf are well-known epics. Milton’s Paradise Lost and Dante’s The Divine Comedy are examples of epic narratives in which subjects of great human significance are dramatized. Omeros, by Derek Walcott, is a contemporary example of an epic poem.

            	
figurative language The intentional and imaginative use of words and comparisons that are not literal but that create original, vivid, and often unexpected images and associations. Figurative language is also called metaphorical language. See metaphor and simile.


            	
free verse A poem written in free verse develops images and ideas in patterns of lines without specific metrical arrangements or formal rhyme. Free verse is distinguished from prose, however, because it retains such poetic elements as assonance, alliteration, and figurative language. The poetry of Walt Whitman offers striking examples.

            	
hyperbole An exaggerated expression (also called overstatement) for a particular effect, which may be humorous, satirical, or intensely emotional. Hyperbole is the expression of folk tales and legends and, of course, of lovers: Romeo says to Juliet, “there lies more peril in thine eye/Than twenty of their swords.” Hyperbole is often the expression of any overwhelming feeling. After he murders King Duncan, Macbeth looks with horror at his bloody hands: “Will all great Neptune’s ocean wash this blood/Clean from my hand . . . ?” In her sleepwalking scene, Lady Macbeth despairs that “All the perfumes of Arabia will not sweeten this little hand.” And every one of us has felt, “I have mountains of work to do!”

            	
iambic pentameter The basic meter of English speech: “I think I know exactly what you need/and yet at times I know that I do not.” Formally, it identifies verse of ten syllables to the line, with the second, fourth, sixth, eight, and tenth syllables accented. There is, however, variation in the stresses within lines to reflect natural speech—and to avoid a “sing-song” or nursery rhyme effect. Most of the dialogue in Shakespeare’s plays is composed in this meter. See blank verse.


            	
image Images and imagery are the heart of poetry. Although the term suggests only something that is visualized, an image is the recreation through language of any experience perceived directly through the senses. For example, Tennyson’s “The Eagle” (page 89) is composed of striking visual images. The feelings of fear and of mourning in Emily Dickinson’s poems are also images. In “Pitcher” (page 75) we feel the motion of pitching.

            	
internal rhyme A pattern in which a word or words within a line rhyme with the word that ends it. Poets may also employ internal rhyme at irregular intervals over many lines. The verbs in Theodore Roethke’s poem “Child on Top of a Greenhouse” (page 81) create the effect of internal rhyme.

            	
irony In general, a tone or figure of speech in which there is a discrep-ancy—(a striking difference or contradiction)—between what is expressed and what is meant or expected. Irony may be used to achieve a powerful effect indirectly. In satire, for example, it may be used to ridicule or criticize. Stephen Crane’s poem “Do Not Weep, Maiden, for War Is Kind” (page 88) is intensely ironic, both in the stanzas apparently seeking to comfort those whose lovers, fathers, and sons have died and in the contrasting stanzas of apparent celebration of the glories of war. We also speak of dramatic irony in fiction in which the reader understands more than the characters do. Ring Lardner’s short story “Haircut” is an excellent example.

            	
lyric A general term used to describe poems that are relatively brief and expressed in the voice of a single speaker (narrative voice). Lyric poems express a powerful emotion revealed in a significant experience or observation. (See discussion on page 78.)

            	
metaphor A form of analogy. Through metaphor, a poet discovers and expresses a similarity between dissimilar things. The poet use metaphors to imaginatively find common qualities between things we would not normally or literally compare. As a figure of speech, metaphor is said to be implicit or indirect. This contrasts to simile (see page 98), where the comparison is expressed directly. In his final soliloquy, Macbeth uses a series of metaphors to express the meaninglessness of his own life: “Life’s but a walking shadow, a poor player . . . it is a tale told by an idiot . . . .”

            	
meter and rhythm Rhythm refers to the pattern of movement in a poem. As music has rhythm, so does poetry. Meter refers to specific patterns of stressed and unstressed syllables. See iambic pentameter.

            	
ode A meditation or celebration of a specific subject. Traditional odes addressed “elevated” ideas and were composed in elaborate stanza forms. Keats’s “Ode to a Nightingale” and “Ode to Autumn” are particularly fine examples. Modern odes may address subjects either serious or personal. One well-known contemporary ode is Pablo Neruda’s “Ode to My Socks.”

            	
onomatopoeia The use of words whose sound reflects their sense. “Buzz,” “hiss,” and “moan” are common examples. Shakespeare’s Sonnet 30 shows how the sounds and rhythm of whole lines may be onomatopoetic.

            	
oxymoron Closely related to paradox, oxymoron is a figure of speech in which two contradictory or sharply contrasting terms are paired for emphasis or ironic effect. Among students’ favorite examples are “jumbo shrimp” and “army intelligence.” Poets have written of the “wise fool,” a “joyful sadness,” or an “eloquent silence.”

            	
paradox An expression, concept, or situation whose literal statement is contradictory, yet which makes a truthful and meaningful observation. Consider the widely used expression “less is more,” for example. Shakespeare’s play Macbeth opens with a series of paradoxes to establish the moral atmosphere in which “foul is fair.” John Donne’s famous poem “Death Be Not Proud” ends with the paradox “Death thou shalt die,” and the title of Robert Penn Warren’s poem “Old Photograph of the Future” is a paradox.

            	
personification A form of metaphor or simile in which nonhuman things—objects, plants and animals, forces of nature, abstract ideas—are given human qualities; for example, “The half-grown chrysanthemums staring up like accusers” (Roethke, page 81), “the walking sun/that poised an eye on me from its high floor” (Hall, page 81), “Time . . . the thief of youth” (Milton), and “Blow winds, and crack your cheeks! Rage! Blow!” (Shakespeare).

            	
prose poem This form appears on the page in the sentences and paragraphs of prose yet its effect is achieved through rhythm, images, and patterns of sound associated with poetry.

            	
quatrain Stanza of four lines. The quatrain is the most commonly used stanza form in English poetry. Quatrains may be rhymed, abab, aabb, abba, for example, or they may be unrhymed. The sonnets of Shakespeare (pages 82–83), the poem by Laurence Binyon (page 77), “Old Photograph of the Future” (page 79), and “The Sleeping Giant” (page 81) are also composed in quatrains.

            	
rhyme In general, any repetition of identical or similar sounds among words that are close enough together to form an audible pattern. Rhyme is most evident when it occurs at the ends of lines of metrical verse. The quatrains of Shakespeare’s Sonnet 55 (pages 83–84) have alternating rhyme as do those of Robert Penn Warren’s poem “Old Photograph of the Future” (page 79).

            	
rhyme scheme A regular pattern of end rhyme in a poem. The rhyme scheme in Shakespeare’s sonnets, for example, is abab/cdcd/efef/gg.


            	
satire A form or style that uses elements of irony, ridicule, exaggeration, understatement, sarcasm, humor, or absurdity to criticize human behavior or a society. All satire is ironic (see page 96) in that meaning or theme is conveyed in the discrepancy between what is said and what is meant, between what is and what should be, between what appears and what truly is. While satire is often entertaining, its purpose is serious and meant to provoke thought or judgment. The verse of Alexander Pope is often extended satire, and many poems by e. e. cummings are satiric.

            	
simile An expression that is a direct comparison of two things. It uses such words as like, as, as if, seems, appears. For instance: “A line of elms plunging and tossing like horses” (Theodore Roethke); “Mind in its purest play is like some bat” (Richard Wilbur); “I wandered lonely as a cloud” (William Wordsworth).

            	
soliloquy A form of monologue found most often in drama. It differs from a dramatic monologue in that the speaker is alone, revealing thoughts and feelings to or for oneself that are intentionally unheard by other characters. In Shakespeare’s plays, for example, the principal characters’ reflections on how to act or questions of conscience are revealed in their soliloquies. Hamlet’s “To be, or not to be . . .” is probably the most famous dramatic soliloquy in English.

            	
sonnet A poem of fourteen lines in iambic pentameter that may be composed of different patterns of stanzas and rhyme schemes. The most common forms are the English, or Shakespearean, sonnet, which consists of three quatrains and a closing couplet, and the Italian sonnet, which consists of an octave of eight lines and a sestet of six lines.

            	
speaker The narrative voice in a poem. Also, the character who speaks in a dramatic monologue. The poems “The Sleeping Giant” and “Old Photograph of the Future” have distinctive speakers who are also the central characters in the dramatic experience of the poem.

            	
stanza The grouping of lines within a poem. A stanza provides the basic organization and development of ideas, much as a paragraph does in an essay. Many stanza patterns have a fixed number of lines and a regular pattern of rhyme; the poems of Robert Penn Warren (page 79) and Donald Hall (page 81) are good examples. Poets, however, often create stanzas of varying length and form within a single poem. A stanza that ends with a period, completing an idea or image, is considered “closed,” while a stanza that ends with a comma or with no punctuation, is called “open,” indicating that there should be very little pause in the movement from one stanza to another. Roethke’s poem “Child on Top of a Greenhouse” (page 81) is an example of a poem composed in a single stanza.

            	
symbol Most generally, anything that stands for or suggests something else. Language itself is symbolic; sounds and abstract written forms may stand for almost any human thought or experience. Symbols are real objects and concrete images that lead us to think about what is suggested. Symbols organize a wide variety of ideas into single acts of understanding. They embody not single “meanings” but suggest whole areas of meaning.

            	
tone The attitude or feeling of the speaker toward the subject. Tone may also refer to the dominant mood of a poem. (See discussion of tone on page 86.)

            	
understatement Expression in which something is presented as less important or significant than it really is. The first and third stanzas of Stephen Crane’s “Do Not Weep, Maiden” (page 88) ironically understate the horror of death in battle and the loss for those who mourn. Understatement is often used for humorous, satiric, or ironic effect. Much of the satire in Huckleberry Finn stems from Huck’s naive and understated observations. One particular form of understatement, actually a double negative, includes such expressions as “I was not uninterested,” which really means “I was interested,” or “He was not without imagination,” which really means “He had some imagination.”

        

    

Chapter 6



WRITING ABOUT LITERATURE: A GENERAL REVIEW

For most students, writing papers and responding to essay questions on exams are the most challenging aspects of their course work. Writing requires that you articulate and focus your understanding of what you read. Like all good writing, writing about literature not only demonstrates to others what you understand and think but also obliges you to clarify for yourself what you truly know. That process is sometimes hard, but it is worthwhile. Writing is essential to developing your critical reading and thinking skills.






TOPICS FOR LITERARY ESSAYS

Much of your writing about literature is done in response to assignments and exam questions. Students are also urged to maintain notes and journals. For essays, instructors may assign very specific topics, or they may offer general subjects that require you to develop your own topic and controlling idea.

In your literature courses and exams you will find that the majority of the questions focus on character. Because essay topics may apply to many works of nonfiction you read—personal essay, memoir, and autobiography in particular—the term character should be understood to refer to any persons, not exclusively to those of fiction and drama.

As you think about characters in the literature you read, keep the following questions in mind: What are a character’s values and motives? beliefs and principles? moral qualities? strengths and weaknesses? illusions or delusions? For what is a character searching? striving? devoting his or her life? What significant decisions and actions does a character take? What are the consequences of those decisions and actions? To what extent does a character “succeed” or “fail”? understand or fail to understand?

Literature also seeks to account for the forces outside individuals, that is, the external forces that influence the direction and outcome of their lives. These “forces” range from those of nature and history to the demands of family, community, and society. The response of individuals to inner and outer forces is what literature considers and dramatizes. (See Chapters 4 and 5 for discussions of reading literature and for glossaries of important terms and techniques.)


        
        

        TOPIC AND FOCUS

        As any essay must, your paper must have a clear purpose, a controlling idea; moreover, the development of the purpose must be convincing to the reader. Focus means in writing, as it does in a photograph, that the subject is clear! We can see it, even recognize it. And, if the photographer/writer has “framed” the material properly, we can perceive the relationship of the background details to the principal subject. When you take a picture of your best friend at camp, or of the place you most want to remember from a vacation trip, you keep the lens of your camera directed at what is most important—not at the tree next to your friend, not at the bus that took you to Niagara Falls.

    
        
        

        SELECTION OF SIGNIFICANT DETAILS

        One of the most widely observed characteristics of short stories is that they are very selective in detail. The author of a short story includes only those elements of setting, character, and plot that reveal the significance of the central incident. In “The Lottery,” for example, we do not know when the story takes place, we do not even know the name of the town or where it is located, and we know little about the lives of individual characters. Those details are not significant—they do not matter—to the story Shirley Jackson tells; comparable details are significant in “Haircut,” and, therefore, Ring Lardner includes them.

        To achieve focus in your essays about works of literature, you must exercise the same rigorous process of selection. However interesting you may find a particular incident or aspect of a character, do not include those details if they do not directly explain or clarify your topic.

    
        
        

        DEVELOPING THE TOPIC

        Many of the common methods of developing arguments are discussed in Chapter 4—Reading Prose. Here are some of those methods as they might be used to develop essays on works of literature:

        Comparison/Contrast

        Although compare means to identify similarities, and contrast means to identify differences, the term comparison is often used for a discussion that examines both similarities and differences among the items being compared. This is one of the most useful approaches, and one of the most commonly used, because the process of comparing helps sharpen thought. To compose a meaningful comparison, the writer must understand the objects of comparison in detail.

        Any literary aspect found in two or more works may serve as a basis for comparison. For example, one could compare the effective use of first-person narration in The Great Gatsby and Ethan Frome, or in The Catcher in the Rye and Huckleberry Finn. Although the circumstances of their lives are vastly different, the fact that both Ethan Frome and Jay Gatsby fail to achieve what they most desire—a life with the women they love—offers a rich possibility for comparison and contrast. “Haircut” and “The Lottery” share common elements of setting and irony. Othello and Romeo and Juliet have a common theme—the tragic destruction of great love.

        Comparison may, of course, focus on much narrower topics and be confined to a single work. The best way to develop notes for a comparison is first to list the aspects common to the items under comparison, then to list for each all the specific details that differentiate them. Finally, as you do in preparation for any essay, you select those that are most significant.

        Analysis

        Analysis requires detailed examination of a particular aspect of a literary work. The purpose of an analytic paper is to show the significance of that aspect to the meaning of the work as a whole. Examples of analytic topics include the use of time in Miller’s Death of a Salesman, the imagery of light and dark in Othello, and the extended metaphor in Emily Dickinson’s poem “I Taste a Liquor Never Brewed.”

        Classification

        Classification organizes objects, people, and other living things into categories; it is a process of identifying and relating. In discussions of literature, classification may be an important part of an essay, or it may constitute a topic in its own right. An essay in which the writer shows how a particular work exemplifies a genre is considered classification: The Scarlet Letter as a romance; Shakespeare’s Macbeth as Elizabethan tragedy; Dreiser’s Sister Carrie as naturalism.

        Cause and Effect

        Many of the topics for writing and discussion of literature may be developed by showing how circumstances or actions have direct and observable consequences. Demonstrating actual cause and effect, however, requires careful thinking and attention to detail. Cause and effect are more easily demonstrated in logic and chemistry than in human experience.

        Literary topics that focus on plot often lend themselves to cause and effect development because essentially any plot is built on cause and effect: specific circumstances, actions, or decisions lead to others and have consequences in the lives of the characters. Plot summary alone does not establish cause and effect; it simply relates “what happened.” Cause-and-effect argument requires the writer to show how and why incidents are related.

        Exemplification

        Whenever you cite specific details to support a thesis, and when you choose the works you will use to answer the literature question in Part B of Session Two, you are using exemplification. To exemplify means to illustrate the meaning of a general concept through use of specific examples. This method is fundamental to the development of nearly any essay or literary topic.

    
        
        

        LOOKING AT KEY TERMS IN LITERATURE QUESTIONS

        
            	
identify To name and also to characterize and to place in context; sometimes you may be required to state the significance of what you are identifying. Often identification includes linking characters to the theme or experience that serves as the topic.

            	
describe To give the essential characteristics of a person, object, or experience. If you are asked to describe, your choice of details or characteristics must reveal your understanding of a larger question. Why are these details relevant to the topic? Description alone will not be the focus of a literature topic.

            	
explain/show/discuss These terms indicate the most important parts of a question, which will be developed in the body of an essay. Once you have identified and described your subject, you must interpret and demonstrate the significance of your examples and details; you must offer evidence, using specific references, to support your argument.

        

    
        
        

        USING FLUENT AND PRECISE LANGUAGE

        Effective writing is characterized by interesting and vivid language, and “use of precise and engaging language” is among the criteria for evaluation of Regents essays. From the list of what writers do, here are some terms to help you articulate your observations about creation of plot:

        
            convey, create, delineate, depict, describe, dramatize, foreshadow, illustrate, invent, portray, present, recreate, reveal, select, shock, show, symbolize

        

        The following terms offer precision and variety in discussing details of a plot:

        
            affair, circumstance, climax, development, episode, event, experience, incident, instance, juncture, moment, occasion, occurrence, opportunity, scene, situation

        

        Terms useful in referring to character include:

        
            disposition, identity, individuality, makeup, mettle, nature, persona, personality, self, spirit, temperament

        

        Finally, here is a list of adjectives collected by students to describe some of the many relationships and attitudes among characters in literature (and in our own lives!):

        
            admiring, affectionate, bitter, cautious, compassionate, curious, deceitful, disapproving, disdainful, dishonest, distant, envious, false, fearful, generous, hostile, indifferent, loving, optimistic, reluctant, resentful, reserved, respectful, scornful, sincere, skeptical, stern, suspicious, sympathetic, treacherous, watchful

        

        (See also Using Synonymies to Enhance Your Writing in Chapter 7.)

    



CHOOSING YOUR OWN TOPIC: REPRESENTATIVE LITERARY SUBJECTS AND THEMES

In many high school and college literature courses, students must select their own topics for writing. The subjects of literature are as varied as human experience itself, and below are some of the many themes authors dramatize. You will encounter these as topics in class discussion and as topics for essays and examination questions. These topics may, of course, serve for discussion of more than one work in an essay.

Topics That Focus on Character


	In many works of literature, an important theme is an individual’s achievement of self-knowledge as a result of undergoing an ordeal. This self-knowledge may be a recognition of the individual’s own strengths, weaknesses, values, prejudices, aspirations, or fears. Identify the individual and the self-knowledge he or she achieves. Using specific references from the work, explain how the ordeal led the individual to the self-knowledge.

	
Nature can have different effects on different people. It can defeat someone with its power; it can inspire someone with its beauty. Identify the character; using specific references, show how he or she was either defeated or inspired by nature.

	It has been said that to live with fear and not be overcome by it is the final test of maturity. Explain what fear a character lives with; show how the character “passes” or “fails” the test of maturity on the basis of his or her response to that fear.

	A commonly held belief is that suffering strengthens an individual’s character. The suffering can be physical, mental, or emotional. Identify the individual; describe the nature of the suffering; explain how the suffering did or did not strengthen the individual’s character.

	Sometimes a person struggles to achieve a goal only to discover that, once the goal is achieved, the results are not what was expected.

	In many works of literature there are characters who are troubled by injustice in society, such as poverty, discrimination, or lawlessness, and who try to correct the injustice. Identify the character and the injustice, explain what actions the character takes; discuss whether or not the efforts are successful.

	In many works, characters who love one another or share a special friendship often face obstacles to their relationship. Sometimes characters overcome the obstacle; sometimes they are defeated by it. Identify the characters and the obstacle; explain how the characters overcome or are defeated by the obstacle; discuss the effect this outcome (the success or failure, not the obstacle) has on the relationship.

	In many works of literature, a character sacrifices something of value in order to achieve something of greater value.

	Sometimes a character faces a conflict between his or her conscience and the standards of behavior expected by others. Identify the character; explain the specific nature of the conflict; discuss how the character was affected by this conflict.

	In many works of literature, a character reaches a major turning point in his or her life. From that point onward, the character undergoes a significant change.

	Characters in works of literature frequently learn about life or themselves by taking risks.

	The phrase “rite of passage” describes a situation in which a young person is faced with an experience that results in his or her becoming mature. Explain the experience; discuss how the young person matures as a result of the way in which he or she deals with the experience.

	In many works of literature, characters are challenged by unfamiliar environments. Show how the character was or was not successful in meeting the challenge.

	Some individuals in literature try to do what they believe is right, even though they face opposition.

	In some works of literature, an important character makes a mistake that advances the reader’s understanding of that individual.

	Confusion, danger, or tragedy sometimes results when one character misunderstands the words or actions of another character.

	In many works of literature, a character struggles against circumstances that seem to be beyond his or her control. Sometimes the character is victorious, sometimes not.



Topics That Focus on Literary Elements and Techniques

While topics that focus on character may be the most common in literature courses or on exams, various literary elements also provide topics for essays. The AP literature exam, for example, often features a question based on a literary element or technique.


	Some authors are especially successful at creating a memorable visual image that contributes to the reader’s understanding of a work. Identify the image and its importance; show how the image contributes to the meaning of the work.

	In many works of literature, the setting contributes to the reader’s understanding of the central conflict in the plot. Describe the setting; show how it contributes to the reader’s understanding of the conflict on which the plot hinges.

	Authors often create a predominant mood in a work of literature. Using specific references, discuss incidents that convey that mood and explain the importance of mood to the work.

	Authors sometimes use foreshadowing to help develop the plot of a work. Foreshadowing usually takes the form of incidents that seem to be unimportant at first, but take on added significance later. Discuss examples of foreshadowing and show how they contribute to the overall effect and meaning of the work.

	A work of literature may be defined as a classic because it promotes deep insight into human behavior, presents a universal theme, or uses language in an exceptional way. Show how a particular work meets the above definition of the term classic.


	Through their work, some authors reveal their acceptance or rejection of values held by society. Identify the value; state whether the author accepts or rejects it; using specific references, show how the author reveals his or her attitude toward that value.

	In literature, symbols are used to reinforce the central idea or to represent characters. Using specific references, explain how the symbol in a particular work enriches the reader’s understanding of either the central idea or a character.

	The narrative point of view is significant to the effect and meaning of a literary work. Illustrate the truth of this statement by specific references to a work of literature.







AUDIENCE AND LITERATURE ESSAYS

Most teachers mention audience in the assignments they give; if it is not clear for whom you are writing, it is a good idea to ask before you complete an assignment. For most outside examinations, including the Regents, assume that you are writing for a reader who is familiar with the works of literature but who has not considered the topic; background discussion and detailed explanation of plot are not needed.





A NOTE ON CONCLUSIONS

No essay, however brief, should simply stop. Even if you run out of time or things to say, try not to telegraph that information to the reader. A conclusion must come back to the topic, must complete the discussion, in a way that leaves the reader feeling convinced by what you have written. On examinations, most students close with a brief, summative conclusion that highlights the relationship of the literary work or works to the topic or restates the thesis of the essay. Even if the reader of a short essay does not really need the conclusion to appreciate your argument, the obligation to compose a conclusion keeps you focused on the topic.

Student writers are urged to avoid the following in their conclusions: the expression “what this paper has shown . . .” or “As you can see . . .”; a reminder that Shakespeare was a great playwright or that Mark Twain was an important figure in American literature; a confession that the reader really liked or did not like a particular work. Above all, the conclusion is not the place to introduce a new topic or tack on an idea that properly belongs in the body of the essay.



Chapter 7



writing on demand

Writing has always been an important part of a student’s education as well as an essential skill for a successful professional life. The National Commission on Writing is only one of the more recent initiatives in American education to emphasize the importance of good writing among our students. American colleges and universities also seek independent assessment of students’ writing skills as part of the admissions process. In this chapter you will find some guidelines for effective writing on demand.





WRITING TO INFORM OR PERSUADE

A General Review

Much of the work you do in high school or college requires writing to demonstrate your ability to understand, analyze, and organize information and ideas. On exams and essays for science and social studies courses, as well as in English and writing courses, you are expected to do many of the following:


	Tell your audience (readers) what they need to know

	Use specific, accurate, and relevant information

	Use a tone and level of language appropriate for the task and audience

	Organize your ideas in a logical and coherent manner

	Follow the conventions of standard written English



These guidelines are also reminders of what your teachers mean when they direct you to compose a “well-written essay” on a given topic.

Personal Narrative

Here is an example of an informal essay written in response to a specific task. It is a good example of what is meant by tone and level of language appropriate for the audience. The essay is also organized in a logical and coherent manner.


Task: A representative of a middle school in your district has invited you to speak at the middle school graduation ceremonies on the topic “Getting Off to a Good Start in High School.” Write a brief speech that you would give to the students, stating your recommendations for a successful start in high school. Use specific reasons, examples, or details to support your recommendations.



Sample Student Response


Not so long ago, I too was sitting where you are now, thinking and worrying about what my life in high school would be like. Will I stand out? Will I make friends? How should I approach people? Will my classes be too difficult? Will I be able to cope with the stress? These questions kept badgering me throughout the summer before ninth grade. I was especially nervous about starting school because I had just moved to a new neighborhood and did not know a single person.

By the end of the summer, the thought that especially frustrated me was that I would have no one to eat lunch with on the first day of school. This does not seem like such a big deal but it bothered me a lot. I knew that at the high school people went out to eat with a group of friends. I had no one to go out with. I told myself that I still had a week before school started and did not need to worry.

The first day of school finally arrived. As I neared the high school, I felt helpless and lonely. I wanted to plead with my mom to turn the car around and go back home. But I reluctantly got out of the car and slowly approached the front entrance of the school.

Luckily, I found my first class and quickly took a seat in the front. I felt as if all eyes were on me. The new kid. The freak. While everyone was talking and laughing about their summer, I sat in my seat trying to look as though I was busy fiddling with my notebook. I couldn’t wait to get out of the classroom. I wanted to run home and hide, for this was one of the most difficult experiences of my life.

Things started to look better around fifth period. I got up the courage and started talking to people. I even went out to lunch with a few girls and had a comfortable time. I was not totally relaxed but knew that I would adapt and soon make more friends.

I have just finished my junior year in high school. I have many friends and am very happy in my school. I will be a senior this coming September and expect to experience new ideas and challenges. I am now starting to think about what I want to do with my life and what colleges I might want to attend. Soon I will be leaving high school and will again feel the nervousness and anxiety that all of you are going through in preparing for high school. I guess what we are experiencing is not trepidation but life, and what to expect in the future. You may be scared now, but be confident that you will overcome those fears and the experiences will only make you stronger.




Analysis

Although this speech is more a personal narrative than a list of recommendations, the writer/speaker clearly understands the purpose of the task and understands her audience:

“Not so long ago, I too was sitting where you are now. . . .” The diction is informal, the tone is conversational, and first-person narrative is highly appropriate for the occasion.

The theme is established in the opening sentence, but the speaker’s main point is not stated until the very end: “You may be scared now, but . . . you will overcome those fears . . . and [be] stronger.” She leads her audience to this conclusion by narrating her own feelings and experiences, starting with a series of “fears” she knows her listeners have. The narrative covers a period of many weeks, but it is made coherent by specific references to time: “throughout the summer . . . by the end of summer . . . on the first day of school . . . my first class . . . around fifth period . . . lunch.” She also uses a reference to time to come back to the present and bring the speech to a close: “I have just finished my junior year. . . .”

The ideas are well expressed; and the paragraph in which the writer describes what it was like to sit in her first class—“The new kid.” “The freak.”—pretending to be busy with her notebook is especially vivid and convincing. We also trust the speaker when she tells us that she had “a comfortable time” at lunch but that she “was not totally relaxed” either. If she had claimed that after lunch all her fears had disappeared, we would not believe her. This is also a good example of what is meant by honesty in writing: it rings true in our ears. This piece would be even better if the writer had included more specific examples of how she overcame her fears.



Persuasive Writing

Here are two examples of what is called persuasive writing, pieces that develop and support an opinion on a particular topic. In contrast to the essay of argument in Part 2 of the Regents ELA exam, which must be based on evidence from given sources, these essays are developed with the writer’s own reasoning and examples. Note what makes each a successful argument.


Task: The students in your science class have been invited to submit essays on topics of current interest or controversy for possible publication on the Op-Ed page of the school newspaper.



Sample Student Response


Using Animals for Scientific Research

The question of whether or not to use animals as subjects for scientific research is a difficult one. Those in opposition claim that using animals in research is inhumane, while those holding a diametrically opposing view maintain that it is a necessary evil whose long-term benefits far outweigh the sacrifice of a handful of animals. I am an ardent supporter of the latter view. I feel that the use of animals is justified by the benefits that are reaped by all of mankind, and that halting the use of animals as subjects would greatly impede advancements in the field of medicine.

One example of the tremendous benefits that animal research can bring about is the case of the discovery of insulin by Dr. William Banting and his assistant, Charles Best. Before this amazing discovery, diabetes mellitus was a devastating and inevitably fatal disease. The extent of treatment that doctors could offer afflicted patients was a starvation diet, which prolonged life only for a short time and caused the obviously detrimental and painful effects of virtual starvation.

When Dr. Banting came up with a unique idea that linked the cause of the disease to a hormonal secretion of the pancreas, a potential way to control this deadly disease arose. But the idea had to be tested and proven successful before it could be offered to human patients. Dr. Banting proceeded with his experiments, using fifteen dogs as his subjects. Although several of the dogs did die as a result of the experiment, the benefits that society gained because of the tests are infinitely greater. If those opposed to utilizing animals in testing had their way, the concept would have died prematurely because there would have been no way to test the idea. Fortunately for the field of science and for the millions of diabetics that have lived in the past few decades, Dr. Banting was able to find this treatment.

As a diabetic, I am greatly indebted to the work of Dr. Banting and the studies he conducted using animals as subjects. Today, I am not only alive, but healthy and active. I cannot help but be a supporter of animal testing because I owe my life to it. I understand how one may object to senseless cruelty to animals and the wasting of their lives worthlessly. But using animals strictly for scientific use is not “senseless cruelty” and it is clearly justified.




Analysis

This is a good example of a short essay of opinion because the student has chosen a subject that he could develop with expertise and compelling personal experience; it also demonstrates his skill in organizing and presenting an argument.

One of the most effective ways to approach a controversial topic is to “acknowledge the opposition.” Indicate that you recognize, and even respect, the opposing view. This writer agrees that the question “is a difficult one,” but goes on to say he is “an ardent supporter” of animal testing. Note that he skillfully saves his personal reasons for the end, first developing a factual but dramatic example of the benefits of testing for millions of people. Introducing his personal reasons earlier would have made the argument less persuasive because he would have appeared less objective. The conclusion is emotionally effective when he says, “I cannot help but be a supporter of animal testing because I owe my life to it.” More importantly, the writer demonstrates skillful argument when he says, “I understand how one may object. . .” and closes with a distinction between scientific experiment and “senseless cruelty.” This essay would be a good contribution to an Op-Ed page.




Task: The editor of your local newspaper has proposed that businesses that hire high school graduates pay them salaries in proportion to their grades from the last two years of high school; that is, the higher a graduate’s grades for the last two years of high school, the higher the salary. Write a letter to the editor in which you state your opinion of the proposal. Use specific reasons, examples, or details.



Sample Student Response


I vehemently oppose the proposal that graduates be paid salaries in proportion to their grades for the last two years of high school.

First, grades should not affect the equal opportunity of all workers to receive the same paycheck for the same work. It must be taken into account that there are many factors that influence a student’s grades in high school. For example, one student may have a harder course load than another student with higher grades. It is unfair to compare grades from different level classes. Perhaps a student does not do well on tests, but is an excellent student in class. Participation and the ability to speak one’s mind are very beneficial in a career, yet that is not reflected by grades. Furthermore, if a student has an inborn proficiency in a subject (and gets good grades), it is unfair to assume that that student works hard to achieve his or her scores. An average student works harder and may still not get the same scores. Hard work and dedication are important factors in choosing an employee, but these factors cannot always be relayed by a report card.

There are other factors besides grades that play a role in whether a student is right for a job. The applicant may have experience in the field of interest, but the proposed system would not take this into account. Perhaps a student has been a volunteer or has been active in clubs and organizations outside of school. By looking at his or her track record with reference to involvement in organizations, the student’s ability to follow through would be noted. This is an important factor to take into account when hiring a worker.

Also, grades do not indicate strength of personal character, an important determinant in the selection of an employee. One must not make the generalization that a student with good grades is also a good person, and that a student with poor grades is not a good person. Only a personal interview can give the employer some sense of personal character of the worker. Positive interactions with other workers are vital to the success of a business.

Finally, by locking in different salaries and pay rates based on high school grades, the employer is creating unnecessary competition and tension in the workplace. A worker with a lower salary may not work as hard, as a result. The worker with the lower salary might be treated differently, or unfairly, by the employer by not being encouraged to work up to potential.

Thank you for your attention to this matter. Perhaps now an employee will be viewed as a person, and not as a report card. Everyone deserves a fair chance.




Analysis

This essay would receive a relatively good evaluation because it expresses a clear and thoughtful opinion, it is well organized, and it is excellent in its development; on the other hand, the essay is not always focused on the specific topic. The letter begins well, with a clear statement of position, and the first section makes several important points about the limited significance of grades. Note, however, that the argument shifts from a discussion of how workers should be paid to how they should be hired in the first place. The second section makes several good points, but it too refers to hiring workers. The writer comes back to the topic of differentiated pay only in the third full paragraph.

If the writer had followed her statement of opinion with a because statement and a summary of her main points, she could have established the focus needed. This writer clearly took time to gather good examples and reasons, but she did not always show how they related to the topic. The task directed the student to write a letter to an editor and to write the body of the letter only, but such letters are really essays of argument and must have focus and coherence to be effective. Composing “letters” of this kind is a very good way to practice writing persuasive essays.







WRITING FROM A PROMPT

On many examinations and in high school or college courses, you will encounter the term prompt. This term is used to refer in general to any set of directions for a writing task. In the theater, the prompter is the one who gives an actor or singer in danger of forgetting his or her lines the phrase that he or she needs to remember to continue the performance. In writing, a prompt serves to recall ideas or stimulate discussion. A prompt is also meant to inspire, or even provoke. A prompt may be in the form of a task and directions, as in the examples above, or it may be in the form of a quote or even a photograph—anything that offers the writer a subject and a reason to produce a piece of writing.

Here are two examples of persuasive writing where the prompt was in the form of a quote only; the writers had to establish controlling ideas and develop the examples on their own.

“All the World’s a Stage”


William Shakespeare once wrote, “all the world’s a stage and all the people players . . .” This well-known phrase has stuck in people’s minds through time because theater is a prominent medium in society; whether it’s an amphitheater in ancient Rome or Broadway in New York City, crowds of people are drawn to the theater every day.

The theater appeals to people for many different reasons. Some attend the theater to escape from the harsh realities of life for a little while. While sitting in a dark auditorium and watching trials and disputes played by live actors in front of you, it is very easy to forget your own problems. Other people find the theater simply entertaining. Plays and musicals involve audiences because they stimulate the senses and the mind. And some people go to the theater as a social event.

But theater is not only something to be watched. For many people, theater is their life. Every day, more and more people are becoming actors and actresses in hopes of becoming rich and famous. And for some people, that dream actually comes true. Many actors join the world of theater for their love of expressing themselves through their bodies, the tools of the trade. Nothing can compare to that adrenaline rush an actor gets just before he or she steps on stage in front of hundreds of people who all have their eyes focused on him or her, and the applause of an audience is all the gratitude some actors need to feel appreciated.

Many people don’t realize that theater goes beyond the actors though, and that is where they are deceived. Sometimes the technical aspect of a production is more interesting than the acting is. A Broadway production can have a set with more complicated plans than a skyscraper building. Shows like “Phantom of the Opera” can have over twenty major trap doors and more than ninety minor ones. There are dozens of people in charge of sound, lighting, props, and costumes that no one ever sees or thinks about when sitting in the audience. There is just that wonderful feeling that these things just magically happen; no one seems to be responsible.

The theater is an art that will live on for a long time to come, as long as people take the time to support it. The magic of a show that enthralls most viewers, though, is a culmination of the hard work, time, and dedication of many people who never get credit for their actions. But Shakespeare was right because, for many people in the theater, all the world is a stage.



“All the World’s a Stage”


All the world is indeed a stage. And we are the performers. Everything we do in life is a production, and we must constantly perform our best because, in life, there are no rehearsals. Each of us performs on a separate stage, some for a larger audience than others. But each performance, regardless of the size of the audience, is of equal importance, and each performer must meet the standard of life’s most important critic—himself.

As a high school student, I often find that there exists much pressure to perform: pressure to perform academically, pressure to perform in sports, pressure to perform in social situations, and countless others. Furthermore, there are many individuals for whom I constantly must perform. At this juncture in life, parents, teachers, friends, and others comprise what I often perceive as an overwhelmingly large audience, which is sometimes overly critical.

As I grow older, I am learning to accept new responsibilities, and I find that my role in life is changing. Often in life, we cannot constantly adhere to a routine performance; sometimes we must improvise. The improvisation, or adjustment to new responsibility, is often difficult though of critical importance to a successful production. In life, I have come to expect the unexpected and have done my best to deal with new situations. As performers, we must not allow tragedy, depression, and self-doubt to unnerve us. Instead, we must cope, adjust, and continue to perform.

Throughout my performance I have received evaluation from many critics, some of which I have taken better than others. No matter how many critics we have, we should remind ourselves that we are our most important critics, for of life’s performance we will make the ultimate evaluation. Even though all the world’s a stage, each of us need be concerned with only one performance.




Analysis

The first essay stumbles at the beginning: The introduction has a central idea, but it is not well expressed and there is no coherence in the reference to ancient Rome. This essay reads like a first draft, and perhaps the writer was pressed for time. It would be improved not only in revision of the opening paragraph but also in the transitions. This writer begins too many sentences with and or but, and the language is not always fluent or precise. The writer, however, does establish organization and some unity in the opening of the second paragraph: “The theater appeals to people for many different reasons.”

The writer also shows skill in development by moving from the role of theater for audiences to its importance for participants. The concluding sentence also works well because it relates the major part of the essay to a fresh meaning of the quote. In this case, a good conclusion rescues an essay with a weak introduction.

The second essay is effective because of the exceptional way in which the writer developed the topic as an extended metaphor. The essay is brief, but it is absolutely focused; every detail supports the central idea, the comparison of one’s life to a dramatic performance. The writer has maintained a consistent point of view and has developed the topic in a creative way.







EVALUATING COMPOSITION

    Every student has seen on a paper or an essay test the comment “develop this point more.” The Regents rubric on page 229 is a reminder that one of the most important criteria in evaluating essays for class or for an exam is the extent to which the topic has been developed to achieve the writer’s purpose. Simply to announce a subject and say that you have thoughts on that subject is not enough.

    For any topic, the student must show skill in establishing a central idea and in creating an effective way to develop it. All compositions must be unified and expressed in fluent and precise language, and they must follow the conventions of standard written English. (See Guide to Standard Written English beginning on page 161.)


        
        

        Preparing for Essay exams

        Nearly all the writing you have done, both personal and for school, serves as preparation. Just as an athlete or musician practices regularly in order to have the skills to draw on in a performance, high school students are developing their skills whenever they compose written responses. Reflect on what you know your strengths and weaknesses are. To review, go over the essays and exams you have written in high school; note what is consistently strong and what needs revision; review carefully your teachers’ comments.

        Good writers are also readers. Read good writing, observe what makes it effective, emulate it, and imitate for practice what you admire. In serious magazines and in the editorial pages, letters to the editor, and Op-Ed sections of newspapers you can often find good essays of argument on current topics. (See also Recommended Reading on page 215 for suggested works and authors of nonfiction.)

        To succeed in any assigned task, you need to know what is expected and how you will be evaluated. Review the Regents exam scoring guides, which describe the criteria for scoring the written responses.

    
        
        

        WRITING ON TIMED EXAMINATIONS

        If you are writing an essay for an examination, you do not have time for extensive preparation, but you can learn to condense the kind of thinking and notetaking you do for course assignments into a process for planning an examination response. How to begin?

        Gather Your Ideas

        First, be sure you understand the task or the meaning of the topic. One way to do that is to rephrase the question into a topic assertion. This may not be original, but if a restatement of the question serves as a topic sentence for your introduction and gets you started—use it! You may not use such statements in your final essay, but the fact that you can express them for yourself means you understand what the question expects or that you have something to say about the topic

        If you are creating your own topic, be sure you know what you want to say about it. This may seem obvious, but only when you sketch or outline can you be sure you have sufficient material for an essay. Use the brainstorming techniques you have learned in class or workshops. For example, if you have practiced “freewriting” in the past or have written journal entries as a way of developing ideas, take a few minutes to address the topic in that way, without regard to organization or “getting it absolutely right.” Similarly, you can just note down in words or phrases everything the prompt brings to mind. It is better to note more ideas than you can use than to discover after twenty-five minutes that you have too few.

        Organize

        Second, take a few minutes to make a plan or outline. All essay writing requires this step. Do not leave it out, even on the SAT, in which you have only 25 minutes for the essay. The outline may consist of only phrases or a brief list to remind you of the points you want to make. Consider possible lines of argument. That is, answer for yourself the questions “How can I prove that? What information in the text (if given) can I quote or paraphrase as evidence? How can I show or persuade someone who is interested in what I have to say? What do I know or believe that will make my discussion convincing?” Finally, decide on the order that is best: chronological? sequence of cause and effect? order of importance or intensity? (Common methods of developing ideas in essays are reviewed, with examples, in Reading Nonfiction, Chapter 4.)

        Compose

        The essays you write for the Regents exam and for the SAT are, of course, “tests.” You are not being asked to demonstrate acquired knowledge so much as you are to demonstrate how well you can communicate in standard written English what you understand about the given subjects and texts or what you think about a particular issue. What is being assessed is your ability to articulate a controlling idea and support it with reasons and appropriate examples. On the Regents exam, you must also be able to work from given texts and write for clearly defined purposes and audiences.

        Concentrate on good development—not a finished product. An essay that reveals critical thinking and coherence and effectively develops several appropriate examples or reasons with command of sentence variety and language will receive a high score even if it remains somewhat unfinished or lacks a formal conclusion. Remember, on the SAT optional essay you are writing what will be evaluated as a first draft. Regents essays are viewed as somewhat more “finished,” but those too are understood to have been written in only one sitting.

        Edit as You Go

        The time you take in planning is also well spent because on-demand writing requires you to edit and revise as you compose your response. If you still make spelling errors in commonly used words, make a deliberate effort to look for those errors and correct them on the exams. A few neatly corrected spelling or usage errors are not only acceptable, they reveal the writer’s ability to edit his or her own work. (See Chapter 9 on Grammar and Usage and Chapter 10 on Punctuation.)

    



USING SYNONYMIES TO ENHANCE YOUR WRITING

Included in the expectations for any well-written essay is use of language that is vivid and appropriate; the rubrics for scoring Regents essays include “use of original, fluent, and precise language.” The term synonymy refers to words that can be grouped according to general meaning; that is, they all denote or describe a specific instance of a general concept. Reviewing and creating synonymies will help you develop the vivid and precise language characteristic of good writing. Below are some examples of synonymies for commonly used but often vague or overused expressions.




	to cause



	bring about

create

effect

engender

excite
	generate

give rise to

incite

invent

lead to
	originate

persuade

produce

promote

provoke
	raise

spawn








	to change



	adapt

adjust

alter

amend

become

convert

correct

depart
	develop

deviate

differ

digress

diverge

diversify

edit

evolve
	grow

mature

metamorphose

modify

modulate

mutate

progress

remake
	revise

rework

transform

turn (into)

vary








	to look upon someone/something



	analyze

appraise

censure

classify

conclude

condemn

consider

deem
	discern

dismiss

distinguish

esteem

evaluate

honor

hypothesize

infer
	judge

observe

perceive

ponder

reckon

regard

review

ruminate
	scrutinize

stereotype

summarize

typecast

value

view

watch








	to look down upon someone/something



	belittle

censure

condescend

condemn

degrade

demote

depreciate

deride

devalue
	diminish

discredit

disfavor

disgrace

disparage

disregard

show disrespect

embarrass

find fault with
	frown upon

have disdain for

hold inferior

humiliate

ignore

jeer

mock

rebuke

reject
	ridicule

scorn

shame

shun

taunt

vilify








	bad



	abhorrent

atrocious

awful

base

belittling

blemished

calumnious

catastrophic

contemptible

corrupt

counterfeit

criminal

cruel

damaged

deceptive

defective

defiled

delinquent

depraved

despicable
	
detrimental

devilish

dirty

disquieting

evil

false

fiendish

foul

fraudulent

grotesque

hateful

heinous

hellish

hideous

horrible

horrid

horrific

immoral

imperfect

impish
	inequitable

infamous

inferior

loathsome

malevolent

malign

marred

mean

merciless

monstrous

nefarious

negative

notorious

odious

ominous

perverse

putrid

rotten

ruthless

scabrous
	scandalous

scurrilous

shameless

sinful

sinister

slanderous

sour

spiteful

spoiled

squalid

tasteless

terrible

unethical

unscrupulous

vile

villainous

wicked








	effective



	capable

cogent

commanding

compelling

convincing
	dazzling

dramatic

effectual

efficacious

emotional
	forceful

impressive

influential

lively

moving
	persuasive

potent

powerful

strong

telling








	caring



	affectionate

benevolent

bountiful

compassionate

concerned

courteous
	devoted

doting

empathetic

empathic

fond

generous
	giving

goodhearted

humane

kind

loving

philanthropic
	selfless

sympathetic

tender

thoughtful

warm

warmhearted








	due to



	as a consequence of

as a result of

because
	because of

by reason of

caused by

following from
	from

in light of

in view of

induced by
	on account of

resulting from








	hard/difficult



	arduous

bitter

challenging

complex

daunting

demanding

enigmatic

esoteric

exacting

exhausting

exigent
	fatiguing

galling

grievous

grim

harsh

Herculean

impenetrable

impossible

impregnable

inflexible

insurmountable
	intricate

labyrinthine

mighty

oppressive

relentless

resistant

rigorous

serious

severe

sharp

strenuous
	strong

tiresome

toilsome

tough

unattainable

unbending

uncompromising

unyielding

wearisome








	sad/depressing (depressed)



	abject

aching

aggrieved

bereaved

bereft

bleak

blue

cheerless

dark
	dejected

desolate

despairing

disconsolate

discontent

distraught

distressing

down

forlorn
	forsaken

gloomy

joyless

lugubrious

melancholy

miserable

morose

painful

saddening
	somber

sorrowful

tormenting

tragic

unhappy

upset

wretched








	same



	akin

alike

allied

analogous

associated

clone

cognate

collective

common

comparable

comparative
	compatible

conformable

conforming

congruent

consonant

copy

correspondent

corresponding

duplicate

equal

equivalent
	generic

homogeneous

identical

imitation

indiscernible

inseparable

interchangeable

joint

like

matching

mutual
	parallel

photocopy

related

replica

same

shared

similar

synonymous

tantamount

twin






        
        

        A GLOSSARY OF TERMS FOR WRITING*


        
            	
anecdote A brief story or account of a single experience, often biographical, which illustrates something typical or striking about a person. Anecdotes, like parables, are effective as vivid, specific examples of a general observation or quality.

            	
argument The development of reasons, examples to support a thesis; narrowly, to outline a position on an issue or problem with the intent to clarify or persuade. Argument is also used in a broad sense to refer to the way a writer develops any topic.

            	
audience For the writer this term refers to the intended reader. Awareness of an audience determines, for example, what the writer may assume a reader already knows, level of diction, and tone.

            	
coherence A piece of writing has coherence when the logical relationship of ideas is evident and convincing. In a coherent discussion, statements and sections follow one another in a natural, even inevitable way. A coherent discussion hangs together; an incoherent one is scattered and disorganized.

            	
cohesion This refers to the grammatical and usage aspects of writing. Cohesive writing means that the connection of ideas within each sentence and at the paragraph level is clear and that the writing follows the conventions of standard written English.

            	
controlling idea This refers to the writer’s thesis or main idea. It asserts what the writer has to say about the topic or question.

            	
conventions These are the “rules” or common guidelines for punctuation, spelling, and usage.

            	
description The expression in words of what is experienced by the senses. Good description recreates what is felt, seen, heard—sensed in any way. We also use the term describe to mean identify, classify, characterize, even for abstract ideas. Description permits readers to recreate the subject in their own imaginations.

            	
development This refers to the choice and elaboration of examples, reasons, or other details that support an argument or illustrate a controlling idea. (See also the rubric for scoring Regents essays in Appendix D.)

            	
diction This refers to word choice. Diction may be formal or informal, complex or simple, elegant or modest, depending on the occasion and the audience. The language we use in casual conversation is different from the language we use in formal writing. The good writer uses language that is varied, precise, and vivid; the good writer has resources of language to suit a wide range of purposes.

            	
exposition The development of a topic through examples, reasons, details, which explain, clarify, show, instruct—the primary purpose of exposition is to convey information. Much of the writing assigned to students is referred to as expository writing: Through exposition you can demonstrate what you have learned, discovered, understood, appreciated.

            	
focus This refers to the way a writer contains and directs all the information, examples, ideas, reasons in an essay on the specific topic.

            	
narrative Because it tells a story, narrative has chronological order. Narrative method is commonly used in exposition when examples are offered in a chronological development.

            	
position paper A form of persuasive writing, a position paper is meant to generate support for an issue or cause; the essay is based on specific evidence that can be cited to support the writer’s argument. A position paper may also evaluate solutions or suggest courses of action.

            	
prompt This refers to a set of directions for a writing task; may also be a quote or passage meant to stimulate a piece of writing.

            	
tone In writing, tone refers to the attitude of the writer toward the subject and/or toward the reader. Tone may range from harsh and insistent to gentle and reflective. There is as much variety of tone in writing as there is in human feeling. Some pieces, essays of opinion, for example, usually have a very distinct tone; other works, especially in fiction or personal expression, may have a more subtle and indirect tone. (See discussion of Tone on page 65 in Reading Prose and on page 86 in Reading Poetry.)

            	
transition Words or phrases used to link ideas and sections in a piece of writing. Common transitions include first, second . . . in addition . . . finally; on the other hand, moreover, consequently, therefore. Transitions make the development of an argument clear.

            	
unity In the narrowest sense, unity refers to focus: The ideas and examples are clearly related to the topic and to one another. In the largest sense, unity refers to a feature of our best writing: All elements—ideas, form, language, and tone—work together to achieve the effect of a complete and well-made piece.

        

    


Chapter 8



VOCABULARY

Formal vocabulary study may begin as early as kindergarten; associating meaning with different sounds begins virtually at birth. As all students have discovered, however, there always seem to be new words to learn. Every novel, essay, or newspaper article we read is likely to include some new expressions or unfamiliar words. Deliberately studying new words and preparing for tests on them is certainly one way to expand our vocabularies, and every serious student has developed a method for such study. But if you do not continue to use those new words—that is, read, speak, and write with them—they may be forgotten soon after the test.

The thousands of words you know were acquired through repeated use over time and through association with their contexts, that is, through reading and listening. As you study vocabulary words associated with a course in English, social studies, or science, you are learning them in a context, and you are also expanding your reading and writing vocabularies. Every word you study should create some kind of image for you: try to associate it with a phrase, an experience or feeling, an object or person, an action or incident. If you have no image, you do not truly know the word yet.

The vocabulary you are expected to know and use, and that will be assessed on the Regents ELA, the SAT, and the ACT exams, is the language of literary authors, essayists, historians, and scientists. On the Regents ELA exam, this means that your mastery of relevant vocabulary will be assessed through questions about the meanings of words within the extended reading comprehension passages. You will also be expected to understand how particular words or expressons establish tone and clarify an author’s meaning in the texts for analysis. This shift in how vocabulary is assessed represents a shared goal of the Common Core aligned state exams (Regents, PARCC, SBAC) and the SAT and ACT. For high school students, this means less need to study exotic and unfamiliar vocabulary in isolation; rather, students will need to be able to understand—and use—what is called academic language.

In the next section, you will find examples of what is meant by academic language. At the end of the chapter, you will find three collections of words to review as well. The first represents words that have been tested on Regents exams over several years. The second is a list compiled by high school students from their reading of the Op-Ed pages of The New York Times and other sources. The third, from published book reviews, was also compiled by students. Each list offers the thoughtful reader and writer a rich source of vocabulary in current use.


        
        

        ACADEMIC LANGUAGE

        Academic language is the language you use to express understanding of texts in class discussion, lecture, and writing. It is the language of interpretation, analysis, evaluation, and explanation. This term also refers to the language of a particular subject or discipline: literature, history, biology, economics, art, and so on. Reviewing the glossaries of literary and poetic terms and the terms for writing is another way of strengthening your command of academic language.

        Here is a list of verbs, followed by their noun and adjective forms, commonly used to express how nonfiction texts are written and how arguments are developed. You will recognize many of these terms from the list of What Writers Do at the beginning of Chapter 4.

        
            
                
                    	allege
                    	allegation
                    	alleged, allegedly
                

                
                    	analyze
                    	analysis
                    	analytic, analytically
                

                
                    	apply
                    	application
                    	
                

                
                    	argue
                    	argument
                    	argumentative
                

                
                    	arrange
                    	arrangement
                    	
                

                
                    	articulate
                    	
                    	
                

                
                    	assemble
                    	
                    	
                

                
                    	assert
                    	assertion
                    	assertive
                

                
                    	assess
                    	assessment
                    	
                

                
                    	associate
                    	association
                    	
                

                
                    	assume
                    	assumption
                    	
                

                
                    	categorize
                    	category
                    	categorical
                

                
                    	cite
                    	citation
                    	
                

                
                    	characterize
                    	characterization
                    	
                

                
                    	claim
                    	(a/the) claim
                    	
                

                
                    	clarify
                    	clarification
                    	
                

                
                    	classify
                    	classification
                    	
                

                
                    	compare
                    	comparison
                    	
                

                
                    	compile
                    	compilation
                    	
                

                
                    	complement
                    	(a/the) complement
                    	complementary
                

                
                    	compose
                    	composition
                    	
                

                
                    	comprehend
                    	comprehension
                    	comprehensive
                

                
                    	conclude
                    	conclusion
                    	conclusive
                

                
                    	construct
                    	construct, construction
                    	
                

                
                    	contend
                    	contention
                    	contentious
                

                
                    	contradict
                    	contradiction
                    	contradictory
                

                
                    	contrast
                    	contrast
                    	contrasting
                

                
                    	correlate
                    	correlation
                    	correlative
                

                
                    	criticize
                    	criticism
                    	critical, critically
                

                
                    	critique
                    	(a/the) critique
                    	
                

                
                    	debate
                    	(a/the) debate
                    	debatable
                

                
                    	deduce
                    	deduction
                    	deductive, deductively
                

                
                    	defend
                    	defense
                    	defensive
                

                
                    	define
                    	definition
                    	definitive
                

                
                    	demonstrate
                    	demonstration
                    	demonstrative
                

                
                    	derive
                    	derivation
                    	derivative
                

                
                    	design
                    	(a/the) design
                    	
                

                
                    	develop
                    	development
                    	
                

                
                    	differentiate
                    	differentiation
                    	
                

                
                    	discern
                    	discernment
                    	discerning
                

                
                    	discover
                    	discovery
                    	
                

                
                    	discuss
                    	discussion
                    	
                

                
                    	distinguish
                    	distinction
                    	distinguished
                

                
                    	elaborate
                    	elaboration
                    	elaborate, elaborately
                

                
                    	emphasize
                    	emphasis
                    	
                

                
                    	estimate
                    	estimation
                    	
                

                
                    	evaluate
                    	evaluation
                    	
                

                
                    	exaggerate
                    	exaggeration
                    	
                

                
                    	examine
                    	examination
                    	
                

                
                    	exclude
                    	exclusion
                    	
                

                
                    	explain
                    	explanation
                    	
                

                
                    	explore
                    	exploration
                    	exploratory
                

                
                    	focus
                    	(a/the) focus
                    	
                

                
                    	form
                    	(a/the) form
                    	formal, formally
                

                
                    	formulate
                    	formulation
                    	
                

                
                    	frame
                    	
                    	
                

                
                    	generalize
                    	generalization
                    	
                

                
                    	highlight
                    	highlight
                    	
                

                
                    	hypothesize
                    	hypothesis
                    	hyhpothetical
                

                
                    	identify
                    	identification
                    	
                

                
                    	illustrate
                    	illustration
                    	
                

                
                    	imply
                    	implication
                    	
                

                
                    	include
                    	inclusion
                    	inclusive
                

                
                    	infer
                    	inference
                    	inferential, inferentially
                

                
                    	influence
                    	influence
                    	influential
                

                
                    	inquire
                    	inquiry
                    	
                

                
                    	integrate
                    	integration
                    	
                

                
                    	interpret
                    	interpretation
                    	interpretive
                

                
                    	introduce
                    	introduction
                    	
                

                
                    	investigate
                    	investigation
                    	
                

                
                    	judge
                    	judgment
                    	judgmental, judgmentally
                

                
                    	mean
                    	meaning
                    	meaningful
                

                
                    	modify
                    	modification
                    	
                

                
                    	observe
                    	observation
                    	
                

                
                    	oppose
                    	opposition
                    	
                

                
                    	organize
                    	organization
                    	
                

                
                    	originate
                    	origin
                    	original
                

                
                    	outline
                    	(a/the) outline
                    	
                

                
                    	paraphrase
                    	paraphrase
                    	
                

                
                    	persuade
                    	persuasion
                    	persuasive
                

                
                    	predict
                    	prediction
                    	predictive
                

                
                    	presume
                    	presumption
                    	presumptive
                

                
                    	project
                    	projection
                    	
                

                
                    	propose
                    	proposition
                    	
                

                
                    	recall
                    	recollection
                    	
                

                
                    	refer
                    	reference
                    	referential
                

                
                    	report
                    	report
                    	
                

                
                    	represent
                    	representation
                    	
                

                
                    	respond
                    	response
                    	responsive
                

                
                    	review
                    	review
                    	
                

                
                    	select
                    	(a/the) selection
                    	selective, selectively
                

                
                    	sequence
                    	(a/the) sequence
                    	sequential, sequentially
                

                
                    	specify
                    	specification
                    	
                

                
                    	speculate
                    	speculation
                    	speculative
                

                
                    	state
                    	statement
                    	
                

                
                    	structure
                    	(a/the) structure
                    	structural, structurally
                

                
                    	suggest
                    	suggestion
                    	suggestive
                

                
                    	summarize
                    	summary
                    	summarily
                

                
                    	support
                    	support
                    	supportive
                

                
                    	suppose
                    	supposition
                    	supposed, supposedly
                

                
                    	symbolize
                    	symbol
                    	symbolic
                

                
                    	synthesize
                    	synthesis
                    	
                

                
                    	translate
                    	translation
                    	
                

                
                    	utilize
                    	utilization
                    	
                

                
                    	vary
                    	variation
                    	
                

                
                    	verify
                    	verification
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