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Writing to Respond fo a Literary Wore 16564

Seren by students who had heard Gravess

Here are some sample responses w

The second reader is 2 man who is in his thirties; he explains why his own
1 sl
P\'\Cl')} l‘(\l(l, LZ\A‘,\X(‘ <7.UK‘ then TCJlll TooHIce T TROmsey

experiences suggest to him that the speaker is a younger man. The fourth reader
is female, yet she connects her personal encounters with love relationships to the
poen’s images. Fach reader interacts with Graves's poem and a unique, personal
meaning evolves through the reader’s involvement with the text. As you read
these responscs, did you find that any of them were similar to your own?
Explore how and why your response differed from any of these readess.

Here is yet another group of responses written after students had read Rate
Chopin's “The Story of an Hour” {pages 14-17). If you have not read the story,
this will be a good time to do so. If you have read it, you can add your own
freewriting response.

Before you read the interpolated comments printed between sections of the
story, read just the story itself. Then write down four or five sentences giving
your reactions to it. Compare your response with the student responses that
follow. Then read the story again, this time paying attention to the interpolated

comments. What is your reaction to your own first response? To the student
responses?

He could have said “proni

but he d fir as 1 am cone

who does nor s e o pusibil

poem (swho s 1o is very yous

fove” a “Isiars out reason’ and 15 always jua

1 ehink as most
thi ahout

ag} paing o react w

turns his feclin

wnd s much

peopi hey do not s

S s she {or he, in the case of 4w

1l ot cause

wkiog for someone wi

me?” Insread they at

them pain, someone who will be on the same wavelength.

corece rrisiman: My first reaction was that Brendy Mallard
must have been an abusing husband. Maybe verbal or maybe

cotnrar paos The fiese thing 1 thoughe wl :nxl was ?Nvfm-;: physical abusc. But 1 noticed that Mrs. Mallard said his hands
o the ad was that it was a terrible way o ’””:, were “kind and render” and she said his face “never locked on
at Tove, Like 2 migraine headache. Then when § read it niyself,

her save with Jove.” Then T began to think that maybe Lowisc
Mallard was an ungrateful wife who didn’t appreciate what she
had. Still, she obviously felt that she had to submit to everything

he wanted. She talks about his “powerful will.” So she really did

silenor maybe
oF

it made me smile same ar e L frwa

an iremic smile is what T mean, Beeause st the end, the spes
st Take courag

Towe

advises oth " 5o 1rboughe that showed

that he was at least willing to try

i, He seemed to be saying

2 puin that can be worth i i
}

feel sbused in some ways and maybe that’s what's important. 1
was confused and want to read the story again.

that, ves, love is painful but

ded with that “searching look™ while die twor of

vou gct

ou H $roem.” Wi 2 s ralking abou ha . i

v s dackenod room.” Wht he i [:IXLl{}% abour € N correes soromore: Did Louise Mallard die at the end because
“chen " between tiwo people who are really artracted to e

she was shocked or because she was so upset at losing her free-
ather, but maybe they aren't meant for

dom? | don’t think she died of joy, even though she did have
some love for her husband, so T think the doctor was wrong. She
may have died of heart trouble, but maybe it was not a physical
iliness of the heart. Maybe what was wrong was that Louise had
ver had a chance to know her own heatt. So when she did begin
to feel some frecdom and then lost i, she was sick i her spirit
{what some people would call her heart). 1 think her death was
finding a kind of freedom that she couldn't have in life. So maybe
the whole incident came out for the best for Louise.

W ather beeause of dheir

opposing personalitics. Buc the physical attraction is something

that vou just can’t always push away.

ste this poem and the charac
T ean o

COLLEGE PRESIMANT A man w

the pocm s a man, but the fechngs are somothi

understand, 1 think more of wormen or girls being the ones who

weait around Tor signs or wha sty up all night or lose weight

with someone who isn't responding. b
¢ look and trying to

because they are in Jove
ching for eve

can cortainty understand

foure out what it might mean and whether 5t might be saying

coLLEGE srEsHMAN: T thought maybe Brently's friend Richards
had something going with Louise, That was why he rushed right
over to tell her about his death. And at the end he tries w protect
her. But on the other hand, T couldn’t figure out why Louise
wouldnt have some thoughts about Richards while she was
imagining her freedom. if they really were having an affair. So
maybe they weren's. But why would Louise be so glad to be free
if she didn’t have a reason?

that chis person fikes you, Pve had plenty of headaches waiting

for the phone ot aves is right on targer when by s

“Love i 4 wniversal migraine,

The responses show the wide variety of reactions readers bavp when they
encounter the same text. Note that the second reader and the fourth reader,
particularly, inchade thoughts and feelings related to their own circumstances.
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1 liked all the metaphors and & imrl'ptmns
and how

COLLEGE FRESHATA

which really made vou feel like you could under
L ouise ’s ;Lc]m\rs changed. When she first heard the news she had
a “storm of gmf but then she looks our the window and sees
“patches of blue” so you get the idea that the storm 15 passing
and that maybe Louise is not going to be so unbappy after all.
When you read about her “two white slender hands” that are
“powerless” they seem sort of like gente swans, and you can

imagine that Louise was sort of 2 houschold pet or a decoration
for her husband, And that she did not have any way-—or did not
know any way—to oppese his “powerful will.”

The focused freewriting on Kate Chopin's story and Robert Graves's poem
presented here is very much like journal entries. In fact, isu’pingv an informal
Ioo ot journal of your responses to the literary works you read is a useful and
fmrlv casy way to prepare for class discussion of ther.

Annotating

Another form of writing you can use to jncrease your involvement with
licerarure is annotation. When you annotate or make notes about a text, you
respond to it actively. Annotations are usually made in the margins around a
text, but they can also be made within it, takmo the form of underlined words,
circled phrases, bracketed sentences or paragr aphs, arrows, questions marks, and
various other markings,

Anmnotating a lmnrv work offers 2 convenient and relatively pqinless way
o ‘wwm wmm«; Al*our it. Your annotations can get you started ’Ammg in on
what you see as micresting ot important. The annotarions can also signal textual
details you may find puzzling or disconcerting.

When you annotare a text, you begin to clarify your understanding of it.
Writing suc h notes, however brief and scattered, encourages you to focus on
the writer’s central concerns and on how you rmpond to tbcm Annotation
stimulates your thinking; the pen becomes an extension of your brain, A further
advantage of this te chmqm, s that if you write no more about the work, you
have at feast marked up the text for rercading and subsequent study. And if you
do write about the work in 2 more formal way later, your annotations signal
key passages, note significant details, and raise important questions for you to
consider,

The following story, “Magic,” has been annotated o illustrate the process.

Katherine Aune Porer

667

KATHERINE ANNE PORTER

[1890-1980)

Magic

And, Madame Blanchard, believe that I am happy to be herc
with you and your family because it is so serenc, everything,
and before this 1 worked for a long time in 2 fancy hotsc—
maybe you don’t know what is a fancy house? Naturally
. everyone must have heard somerime or other. Wcli,
Madame, T work always where there is work to be had, and
so in this place I worked very hard all hours, and saw too many
things, things you wouldn't believe, and T wouldn’t think of
telling you, only maybe it will rest you while 1 brush your
hair. You'll excuse me too but 1 could not help hearing you
say to the Jaundress maybe someone had bewitched your lin-
ens, they fall away so fast in the wash. Well, there was a girl
there in that house, a poor thing, thin, but well-liked bv‘ all
the men whe called, and you understand she could n(d{ get
along with the woman who ran the house. They quarreled, the
madam cheated her on her checks: you knrxw‘ the girl got a
check, a brass one, every time, and at the week’s end she g gave

those back to the nnd(xm, yes, that was the way, and got her
percentage, a very small little of her carnings: it is a business,
you sce, like any other—-and the madam used to pretend the
girl had given back only so many checks, you sce, and really
she had given many more, but after they were out of her
hands, whar could she do? So she would say, I will get out
of this place, and curse and ery. Then the madam would hit
her over the head. She always hit people over the head with
bottles, it was the way she fought. My good heavens, Madame
Blanchard, what confusion there would be sometimes with a
girl running raving downstairs, and the madam pulling her
back by the hair and smashing a bottle on her forchead.

It was nearly always about the money, the girls got in debt
so, and if they wished to go they could not without paying
every sou marquc The madam had full understanding with
the police; the glr s must come back with them or go to the
Jails. Well, they always came back with the policemen or with
another kind of.man friend of the madam: she could make men
work for her too, but she paid them very well for all, let me

Hine 1: e
Luity wto
@ Wnologué
that
abuady
laeywm
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rell you: and so the girls stayed on unless they were sick; if
30, if they got too sick, she sent thow away again.

Madame Blanchard said, “You are pulling a lirte here,” and
cased a strand of hair ‘and then what?”

Pardon——but this girl, there was a true hatred between her
and the madam. She would say many times, I make more
money than anybody elsc in the house, and cvery weck were
scencs. 5o at last she said one morning, Now 1 will Teave this
place, and she took out forty Jm!Lm imm under her pillow
and said, Here's your money! The madam began o shout,
Where did you get all that, you 1ed her of robbing
the men who came to visit her. The girl said, Keep your hands
off or I'll brain you: and at that the madam took bold of her
mouidfn and began to lift her knee and kick this girl most
terribly in the stotnach, and cven in her most secret place,
Madame Blanchard, and then she beat her in the face with a
botdle, and the girl fell back again into her room where T was
making clean. 1 helped ber to the bed, and she sat there holding
her sides with her head hanging down, and when she got up

and

again there was blood everywhere she had sat. So then the
madam came o once more and screamed, Now you can get
out, you are no good for me any more: 1 don’t repeat 2 all, you
understand it is too much. But she took all the money she
could find, and at the door she gave the girl a great push in
the back with her knee, 5o thar she fell again in the street, and
then got up and went away with the dress barely on her.
After this the men who knew this gir} kept saying, "Where
is Ninette? And they kept asking this in the next da}m so that
the madam could not say any longer, I put her out because she
is a thief. No, she began to see she w
Ninette away, and then she said, She will be back ina few

wrong to send this

days, don’t trouble yourself,
‘And now, Madam(‘ Blanchard, if you wish to hear, T come
to the strange part, the thing recalled to me when you said
your linens were bewitched. For the cook in that place was
3 worman, colored like myself, like mysclf with much F rench
blood just the same, like mvsdf living always among people
who worked spells. But she bad a very hard heart, she helped
the madam in cverything, she liked to watch all chat happened,
and she gave away tales on the girls. The madam trusted her
above everything, and she said, Wdl where can I find that
slue? because she had gone altogether ont of Basiu Street before
the madam began to ask the police to bring her again. Well,
the cook said, T know a charm that wurl\s here in New
Orleans, colored women do it to bring back their men: in
seven days they come agam very happy to stay and they cannot

An Approach to Writing About Literature 1660

say why: even your enemy will come back o you believing
you are his friend. It i a New Orleans charm for sure, for
certain, they say it does not work even across the river.

. . And then they did it just as the cook said. They took the V‘Mﬁ” 7

chamber pot of this girl from under her bed, and in it they

mixed with water and milk all the relics of her they found Mal{ 7
theres the hair from her brush, and the face powder from the /"{0]6 mﬂa
puff, and even little bits of her nails they found about the edges

of the carpet where she sat by habit to cut her finger- and

toe-nails; and they dipped the sheets with her blood into the

water, and all the time the cook said something over it in a Q‘f{S 1%?/

low voice; 1 could not hear all, but at last she said to the
madam, Now spit in it: and the madam spat, the the cook said,
When she comes back she will be dirt under your feet. Wﬂ
Madame Blanchard closed her perfume bottle with a thin M
click: “Yes, and then? W (2
Then in seven nights the girl came back and she looked S
very sick, the same clothes and all, but happy to be there.
One of the men said, Welcome home, Ninette! and when
she started to speak to the madam, the madam said, Shut up M (/{/
and get upstairs and dress yourself. So Ninette, this girl, she s
said, Tl be down in just a minute. And after that she lived W .
there quictly.

When you freewrite and annotate, you respond to literary works by recotrd-
ing your initial impressions. Very likely these first reactions will be modified
after you have had time to consider, reflect, reread, and analyze the work(s) in
question. (In fact, if you performed the complete exercise with “The Story of
an Hour,” you may have already begun doing just that.) To sec how a freewrit-
ing response can lead to a more developed and considered understanding of a
work, read the following student writing. First, here s a brief journal :‘C§}3()nsc
to Luigi Pirandello’s story, “War” (pages 85-87):

The title of “War” seems completely appropriate to me. The
story is not about a battlefield, and it is about the refanonships
of parents and children, but there seems also to be a war

oing
ter. Also, the characters themselves
act out a war as they argue which point of view is more valid.
So, in a way, the railroad car becomes a bartleficld.

on in the mind of cach cha

Carol Holr

Carol used this response to “War” as the basis for an analysis. When she discussed
the journal entry with other class members, she noticed that she had starred by
saying that “War” was not about a battlefield, but ended by saving that the
railroad car isself may have become a battlefield. She recoguized the apparent
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contradiction and decided to write a paper working out her idea that Pirandello’s
firke may be metaphoric 1 rather than literal.

Listing

Two tccjimiqucs that can help you move beyond the personal response and
toward interpretation of literature are listing and keeping a journal.

Listing is an informal strategy that allows you to start writing about a work
with a minimum of prepatation. You can begin by listing sigmﬁ&ant details and
recurrent features of a work. In “Symptoms of Love” you may note the different
words used o deseribe love: “stain,” “migraine,” and {‘pain‘” And you may also
notice the list of actions the speaker performs or that the poem l;cgins with a
statement and ends with a question. )

We often make observations like these while we read a work. We may or
may not take the time to record them in annotations or freewriting. By collect-
ing such observations and listing them, however, we are in a better pésiticn o
sce them clearly and to discern connections among them: to discover relation-
ships, to detect patterns that can lead us to an in\tcrprctation‘

) As an exercise in listing, retamn to Chopin’s “Hour” and create a list of
significant details. Then arrange the related details in columns so you can begin
to see how they are related. For additional practice, read the following poém
in which Langston Hughes recounts his life to his freshman English teacher m’
college. In the poem, he provides a list of things about himsclf. As vou read
through it, list some facts about Hughes's lifc. Then see what connections you
can establish between the different items on your list. Consider how‘y/uur
obscrvations about Hughes's list help you understand the poem.

Carol Holy

DEFINING WAR

tag Pirandello calls bis short sory about gricving and worried
War,
Because the serring s a railroad car rather than a battleficld, and
sons off to the front

cs. Further reading,

parents A first reading, the title seems 2 hit misleading

people who have sent th

the characters are

but who are not direety involved themscry
owever, shows that sach mother apd father 15 going through a

+within his o her smind. In addidon, the charac-

prersonal strugs

fight among themsclves about what view they should take

of their sons” military service. To 2 sense, the railroad car becomes
2 barelefield as the characters engage inowar both within them-
selves and with otherse

“The dialogue berween the Bulky woman's busband and the

man who o sons at the front scems Hke a war in several

ways. They engage in conflict and cach tries to outdo the ather,
bringing out more and more verbal weapons in an attempt to be

the victor. The a and meaningless as are

IMENEE 2FE as Cmp

many reak-life phy: el hattles. One father argucs that losing an

only son i the werst fate. The other counters that the death of

sarent from

ane son while the athar Tives prevents the

my §
" of suicide, This war is cerivly funle and cannot

o sarisfactory way. Each side Is convineed

he truth of i own argument. T

of h Tooks only at i own

LANGSTON HUGHES
[1902-1967}

puint of view. Tust as with real warting factions, there seeros to
be no way to bring the two sudes toget
When the fat, red-faced man speaks, e seers to be making

+ statement with which all the passengers can agrec. They all

hake dheis heads as if to approve when he speaks of love of

Theme for English B

crtheliss, he, too is nvolved ina war.

country and parrionism.

s he continues to speak and as the bufky woman starts o listen,
The instructor said,

le becomes morte and more emotio

¢ example, his oy
with a shrill taugh whic

watery and he ends one of
Go home and write

a page tonight.

And let that page come out of po~—
Then, it will ke true.

ky woman fries to resobve

mighe well have been i s0b-
the conflic—the wae-—within herself, but as she states the one
fact most frightening o her, the red-faced man reveals his own

s, “Then

painful bactle. When she sa s your son really dead?”
¢t

that is going on beaween his seuse of patriotism and his love for

{-faced man bursts o tears

» has ot resolved the fight

1 wonder if it’s that simple?
his fallen

ei8

Pirandelio has extended the defimition £ wear. Conflicts, strag- e f
irandelio has extended the definition of war. € flic ugr 1 am twenty-two, colored, born in Winston-Salerm.

T went to school there, then Durham, then here
to this college on the hill above Harlem.
1 am the only colored student in my clas
The steps from the hill lead down into Harlem,
through a park, then T cross St Nicholas,

les, and exchange of ammunition occur not just on the actual
battlefields but alsa in the ives of those connecied to members
of fighring forees, As the title of Pirandello’s story suggests, Wars

may be fought an metaphoric battlefields and say produce casu-

0

alties who never stop a ballet,
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Eighth Avenue, Seventh, and 1 come ro the Y,
the Harlem Branch ¥, where 1 take the elevator

up to my room, sit down, and write this page: 15
it's not easy to know what is true for you or me

at twenty-two, my age. But | guess I'm what

! feel and see and hear. Hardem, 1 hear vow

hear you, hear me-—we two--you, me, talk on this page.

(t hear New York, too.) Me-—who? w0
Well, 1 like to cat, sleep, drink, and be in love.

1 ke to work, read, learn, and understand life.

I like a pipe for a Christmas present,

or records-—Bessic, bop, or Bach. N
I guess being colored docsn’t make me nor like g
the same things other folks like who are other races.

So will my page be colored that T write?

Being me, it will not be white.

But it will be “
a part of you, instructor,

You are white—-

yet a part of me, a5 T am a pare of you

That's American.

Sometimes perhaps you don’t want o be a part of me. N
MNor do 1 often want to be a part of you, 3
But we are, that's true!

As 1 learn from you,

1 guess you learn from me—

although you're older-—and white— "

. and somewhat more free.

This is my page for English B,

Journal Keeping: The Double-Entry Notebook

Keeping a reading journal is still another way you can write to enhance your
understanding of literatare. In it you can record your thoughts about literary
works along with your emotional responses to them. You can record your
growing understanding of the significance and value of what you read. And you
can also use the reading journal as an arena to develop your thinking about issues
that emerge from your encounters with literature. o
An especially useful kind of journal is one that has been called 2 “double-
entry” notebook.* To arrange your notes in this form, you maust allow for a

*On the double-entry notebook, Tam indebted 1o Ann E. Berthoff, who deseribes it in her baoks Forming,
Thinking, Writing and The Making of Mesning (Upper Montchair, N.J- Baynron/Cook Publishers, 1978;

1081)

Katherine Anne Porter 1673

divided or two-part organization of your journal. On one side you “take notes,”
recording miore or less what you think a given text says. You summarize,
paraphrase, and quote the work. On the other side of the Journal you note your
own respouses and questions. Here you record what you think and how you
feel about the work. You can question and eriticize the text, relating it to and
testing it against what you have experienced and learned. Here you make rather
than zake notes. You react to the work, and YOU react to your notes on it. The
result s a dialogue in which you first talk with the literary works you read and
then alk some more with yourself about them,

Here is an example of the double-entry notebook based on the opening

section of Katherine Anne Porter’s essay, “St. Augustine and the Bullight.”

KATHERINE ANNE PORTER
[1890-1980]

St. Augustine and the Bullfight

W. B. Years remarked—I cannot find the passage now, so must say it in other
words—that the unhappy man (unfortunate?) was one whose adventures outran his
capacity for experience, capacity for experience being, | should say, roughly equal to
the faculty for understanding what has happened to one. The difference then between
mere adventure and a real experience might be this? That adventure is something you
seek for pleasure, or even for profi, like a gold rush or invading a country; for the
illusion of being more alive than ordinarily, the thing you will o occur; but experi-

ence is what really happens to you in the long run; the truth that finally overtakes
)'(7“.

Adventure is sometimes fun, but not two often, Not if you can remember what
really happened; all of ir. Jt passes, seems to lead nowhere much, is something to tell
friends 1o amuse them, maybe. “Once upon a time,” T can hear mysclf saying, for [
once said it, “1 scaled a cliff in Boulder, Colorado, with my barce hands, and in Indian
moccasing, bare-legged. And at nearly the top, after six hours of fecling for toe- and
fingerholds, and the gayest fecling in the world thae when 1 got o the top | should
see something wonderful, something that sounded awfully like a bear growled our of
a cave, and | scuttded down out of there in a hurry.” This is 4 fact. I had never
climbed a mountain in my life, never had the least wish to climb onc. But there 1
was, for perfectly good reasons, in a hut on a mountainside in heavenly sunny though
sometimes stormy weather, so 1 went out one morning and scaled a very minor cliff;
alone, unsuitably clad, in the season when rattlesnakes are casting their skins; and if
it was not a bear in that cave, it was some kind of unfriendly animal who growls ar
people; and this ridiculous escapade, which wag nearly six hours of the hardest work
Tever did in my life, toeholds and fingerholds on a dliff, put me to bed for just nine
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days with @ complaint the local people called “muscle poisoning.” T den’t know
exactly what they meant, but [ do remember clearly that I could not rum over in bed
without belp and in great agony. And did it weach me anything? I think not, for three

years later 1 was climbing 2 vo

ano in Mexico, that celebrated mmpronounceably

named voleano, Popocatepetl, which everybody who comes near it climbs sooner or
later; but was that any reason for me t climb 7 No. And 1 was knocked out for
wocks, and that finally did teach mer T am not supposed to go dimbing things. Why
did 1 nat know v the first place? For me, thiy sort of thing must come under the

head of Adventure,

1 think it s pastime of rather an inferior sort; yet 1 have heard men tell yarms like

this only a ver

Tiedde better: their mountains were higher, or their sea was wider, or
eir bear was bigger and noisier, or their cliff was steeper and taller, ver there was

no point whatever o any of it except that it had happened. This is not cnough. May

it not be, perhaps, that experience, that is, the thir

: that happens to a person living

from day to day, is anything at all that sinks in? is, without making any claims, a part

of your growing and changin

Swmmarizing and Taking Notes

theughts)

Porter beging by paraphrasing Year's

observation that men whose adventure or

werience outruns their capacity fot
understanding it are indeed either unhappy

or unfortunate. (Porter can’t seem w0

remember which.)

Hert second paragraph continues the

indicment of adventure. She says it isn't

—not mach of i, most of the rime.

This paragraph contaims an ancedoral
deseription of Porter’s mountain-climbing

adventures. She diminishes the experie
sthang from it

by saying she didn’t Jearn ar
and by noting how she suffered from it

physically.

Her third and final paragraph adds a twist:

that many people’s adventures are not really

different frams hers—the differences arc of

drgree vather than kind,

Her final cvaluation is that such

experience-—"adventutes”-—are not cnou
adventure is only what happens, not what

the happening means.

o life? what it is that happens in your mind, your heart?

Reacting and Making Notes

{Our thewghts)

Pocs she mention Yeats as an authority?

Porter devalues adventures and values

e " Experience is “real,” she says;

perienc
adventures are “mere” adventures. She-also
further judges thews by calling adventure
“ithusion” and experience “rruth.”

Dues she mean that adventure provides only
n illusion created or

the “illusion” of fun?
re-created through our faulty seloctive
remembering of owr adventares? This would
coest that the adventures were wot “fun”
iy our experience of theny only that we
delude ourselves into thinking they were in
rerrospect. We remember them s happy,
e

ing, successful, because we must-

need to, since we invested our time, money,

cnergy, sclf-image.

Her tone further condemns adventure,
which she reduces (unfairly?) to “climbing
" For her, perhaps this was true; but
for me? For others?

hing

For Potter, experience is far more valuable,
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Adventure is external experience only; ral

experience is what happens to us after the
adventure is over. This real experience is
intellectnal and emotional, not merely
external and physical. ’

A rhetorical observarion: she uses g

and raises her ideas somewhat ten
ploy? There seems no question abour what
she thinks. Then why this hesitane,

questionivg tone? Perhaps to make herself
sound more petsuasive, more reasonable, as

Cshe s thinking things out rather than

insisting on then,

Experience, in short, changes the mind and
the heart; adventure changes nothing.

Porter’s distinction can be allied with

others: adventurous expericnce vs,

al
experience——the real experience going on
quictly wi

hin.

And isn't her distineeion here related to the
idea that wisdom, growth, maturiry, cte.,
come from considered, deliberative
reflection on what happens to us?

A question: Hasn't Porter made experivnce,
m her sense

the word, out of her

adventures? Hasn't

redeemed something
from 1t by reflecting on it as she does?

WRITING TO EXPLAIN A LITERARY WORK

When we write to explain a literary work our concern is Jargely to make our
understanding of it clear to others. Such writing s based not only on our
impressions of the work, but on our imcrprsmtiorf or considered understanding
of it. In this section we explore ways to write about litrature that are h:s
pcrs}onle, less informal, and less subjective than those deseribed in the prvvinﬁx
section, We describe ways to develop your responses into nterpretations. Ami
we illustrate some forms of explanation that your writing about literary works
may assume. Our purpose is o show how ideas about literary works :
developed into thoughtful interpretations. ’

We began this movement from response to interpretation in the previous
se tmn.‘“l”hc acts of discovering relationships, of s cing patterns, of makm;;
connections among details and thinking about their nnp]i/cati(ms are crucial for
interpretation, but‘yon must come up with an idea about the work based on these
connections to arrive at an interpretation.

an be

The Interpretive Process

Because the art of interpretation is crucial for liserary study and essential for
persuasive writing about literature, we iflustrate the i)roccss more L‘Xtcﬁﬂvclv
now with a step-by-step explanation of the interpretive process as i[\lﬂ:xdls
through a series of notes to an interpretive summary. Exactly how do we arriv;"
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at an interpretation of this or any literary toxt? How do we go about the process

of interpretation and analysis? We can outline the steps to fmrmmvr an interpreta-

tion as follow

of information, action, and

L We make ebservations about textual deta
\mL age.

2. We establish connections among our observations, looking for patterns and
Y(‘[ltlk“\shlpﬁ 'U”OUQ fh““].

3. We derelep inferences (informed mterpretive
wo make. )

40W (,‘»/«"/‘!flll/’ﬂ/(’ a conclusion or mtcrprctzmon. however tentative or provim(mai,
fre

cs) based on the connections

Our inferences.

So that you can participate fully in the interpretive proc from beginning
1o end, we pmvxdu vou with a fresh text, one that does not appear elsewhere
m this book, We invite vou to b»um by annotating Zora Neale Hurston's cssay,

“How [t Feels to Be Colored Me.”

ZORA NEALE HURSTON
(19031960}

How It Feels to Be Colored Me

T am colored but T offer nothing i die way of cxterating circumstances cxeept the
gro i the United States whose grandfather on the mother’s
side was sor an Indian chicf.

I remember the very day that I became colored. Up to my thirteenth year I lived
tonville, Florida, It &5 exclusively a colored town. The
d through the town going to or coming from Otlando.

fact that 1ans the only

in the lietde Negro town of
onty white people Fkaew pa
The native whites rode dasty borses, the i\orrhun tourists chugged down the sandy
village road in auromobile and never stopped cane

lww‘nr» when they passed. Bat the Northerners were something else apain. They were
peered at cautiously from behind curtains by the tmid. The more venturesome would
come out on the porch to wate b them go past and got just as mud h pleasure out of

The town knew the Southerner.

the tourists as the tourists got out of the village.

Y The frone porch might seem a daring place for the rest of the town, but it was a
gallery seat for me. My favorite place was atop the gate- post. Proscentum box for a
born firse-nighter. Not orlx did Y enjoy the show, but I didn’t mind the actors knowing
that T liked it. 1 usually 5pok~ to them in passing. I'd wave at them and when they
returned my ,(xh.re | would say something like this: “Howdy-do-well-[ [-thank-you-
where-you-goin'?” Usually the automobile or the horse paused at this, and after a queer
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exchange of compliments, I would probably “go a piece of the way” with them, as

we say in farthest Florida. If one of my famil

happened to come to the front i time
to see me, of course negotiations would be rudely broken off. Bur even so, it is clear
that 1 was the first “welcome-to-our-state” Floridian, and I hope the Miami Chamber
of Commerce will please take notice.

4 During this period, white people differed from colored to me only in that they rode
through town and never lived there, T ‘hc‘v liked to hear me “speak pi(‘ccs" and sing
and wanted to sce me dance the parse-me-la, and gave me generously of their small
sitver for doing these things, which seemed strange to me for T wanted to do them so
much that 1 needed bribing to stop. Only they didn’t know it. The colored people gave
no dimes. They deplored any joyful tendencies in me, but I was their Zora nevertheless.
1 belonged to them, to the nearby hotels, to the county—everybody's Zora.

5 But changes came in the family when § was thirteen, and 1 was sent to school in
Jacksouville. T left Batonville, the town of the oleanders, as Zora. When | disembarked
from the river-boat at Jacksonville, she was no more. It seemed that 1 had suffered a
sea change. T was not Zora of Orange County any more. 1 was now a litele colored
girl. I found it out in certain ways. In my heart as well as in the mirror. T became a
fast brown——warranted not o rub nor run.

In
& Byt T am not tragically colored. There is no great sorrow dammed up in my soul,
nor Jurking behind my cyes. I do not mind at all, T do not belong to the sobbing school
of Negrehood who hold that nature somehow has given them a lowdown dirty deal
and whose feelings are all hurt about it. Even in the helter-skelter skirmish that is my
life, 1 have seen that the world is to the strong regardless of a little pigmentation more
or less. No, I do not weep at the world--1 am too busy sharpening my oyster knife.
Someone is always at my elbow reminding me that 1 am the granddaughter of slaves.
sister depression with me. Slavery s sixty years in the past. The operation
was successful and the patient is doing well, thank you. The rerrible s ruggle that made
me an American out of a potential slave said “On the line!” The Reconstruction said
“Get set!”: and the generation before said “Gol” 1 am off to a flying start and 1 must
not halt in the strerch to look behind and weep, Slavery is the price [ paid for
civilization, and the choice was not with me. It is a bully adventure and worth all that
1 have paid through any ancestors for it. No one on carth ever had a greater chance
for glory. The world to be won and nothing to be lost. It is thrilling to think—to
know that for any act of mine, T shall get twice as much praise or twice as much blame.
It is quite exciting to hold the center of the national stage, with the spectators not
knowing whether to laugh or to weep.
8 The position of my white neighbors is much more difficult. No brown specter pulls
up 2 chair beside me when I am down to eat. No dark ghost thrasts its leg against mine
in bed. The game of keeping what one has is never so exciting as the game of getting.

I

?  Sometimes it is the other way around. A white person s set down in our midst,

but the contrast is just as sharp for me. For instance, when 1 sit in the drafty basement
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that 15 The New World Cabarer with a white petson, my color comes, We enter
chatting about any little nothing that we have in common and arc seated by the jazz
waiters. In the abrupt way that jazz orchestras have, this onc plunges into a number.
it loses no time in circumlocutions, but pess right down to business. Tt constricts the
thorax and splits the heart wich its tempo and narcotic harmonics. ‘This orchestra grows
rambunctious, rears on its hind legs and atracks che tonal veil with primitive fury,
rending ir, clawing it until it breaks through to the Jjungle beyond. I follow those
heathen—follow them exultingly. I dance wildly inside myself; T yell within, T whoop;
i above my head. 1 hurl it true o the mark yececooww! Lam in the

i shake my
¢ in the jungle way. My face is painted red and yellow and my body

Jungle and livi
o blue, My pulse is throbbing like a war drum, T want ro staughter something—
/o pain, give death to what, T do not know. But the picce ends. The men of the
hestra wipe their lips and rest their fingers. T creep back slowly to the veneer we
call civilization with the last tone and find the white friend sitting motionless in bis

seat, smoking calmly.

1 “Good music they bave here,” he remarks, druniming the table with his fingertips.
1 Music. The great blobs of purple and red emotions have not touched him. He has
enly heard what [ felt, He is far away and T sec him but dimly acro the ocean and

the contipent that have fallen berween us. He is so pale with his whiteness then and

Tam se colored.

2§ do not always feel colored. Even now 1 often achicve the unconscious Zora of
Eatonville before the Hegira. T fee) most colored when T am thrown against a sharp
cound.

1 For instance at Barnard. “Beside the waters of the Hudson™ 1 feel my race. Among
the thousand white persons, T am a dark rock surged upon, and overswept, but through
it all, 1 reniain mysclf. When covered by the waters, T am; and the ebb but reveals me

white ba

At

v
4 A¢ certain thnes T have no race, T ann me. When [set my hat at o certain angle
and saunter dewn Seventh Avenue, Harlem City, feeling as snooty as the Liows in front
of the Forty-Second Sireet Library, for instance. So far as wy feelings are concerned,
Peggy Hopkins Joyee on the Boule Mich with her gorgeous raiment, statcly carriage,
knces knocking together in a most aristocratic manncr, has nothing on me. The cosmic
Zora emerges. | belong to no race nor time. Lam the etcrnal feminine with its string

of beads.

151 have no scparate feeling about being an American citizen and colored. 1 am
mercly a fragment of the Great Soul that surges within the boundaries. My country,
right or wrong.

16 Sometimes, | feel discrininated againse, bur 1w doss not make me angry. It
merely astonishes me. How can any deny themselves the pleasure of my company? It's
beyond me.

17" But in the main, [ feel ke a brown bag of misccllany propped against a wall.
Against a wall in company with other bags, white, red and yellow. Pour out the
cantents, and there is discovered a jumble of small things priceless and worthless. &
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firse-water diamond, an empty spool, bits of broken gluss, lengths of string, a key to
a door fong since crumbled away, a rusty knrfe«blade: old s]w:cs saved for 4 road Ath;\r
never wi and never will be, a nail bent under the weight of things too heavy for ;m\,”
nail, a dried flower or two still a lietle fragrant. In your hand is the brown bag. On
the ground before you is the jumble it held—so much like the jumble in the bags, i‘m\xld
they be emptied, that all might be dumped 1 a single heap and the bags rcﬂliz‘;i w’xth—
out altering the content of any greatly. A bit of colored glass more or less would not

i:mtter, Perhaps that is how the Great Stuffer of Bags filled them in the first place—who
knows?

1. Make Observations

}Ehc ﬁr:sc th};lg \{NC do in interpreting Hurston's essay is to record our observations
about it. The i is rides a s “of 5 i o
tit, The following list provides a sampling of such observations.

* Hurston writes as an adult looking back on her childhood and adolescence as
well as at her adult experiences.

‘)hﬁ‘ describes her experience of living in two places—Eatonville and Jackson-
ville.

She refers to the historical past, particularly to slavery and Reconstruction,

Sb(f dcxcnbcy.‘\‘ scenes that include white and black pcopl}: together: welcoming
visitors to Batonville; the jazz club. i ’

She uses comparisons in describing how she thinks about herself
as a patient after an operation (7)
as an actress on center stage (7)
as a player in a game of “getting” (8)
as a “dark rock surged upon and covered by waters” {13}
as a stone statue of a lion (14) ' '
as a fragment of the Great Soul (15)
E? 73)1)rowu bag of miscellany containing both priceless and worthless things
* She divides the essay into four sections.
* She mentions changes and contrasting states of affairs:
the day she “became colored” (2) ‘
her “sca change” (5)
different respomses to cabaret music (9)
the priceless and worthless stuff she is made of (17)
¢ She chronicles her feelings: s
she does not always feel colored (12)

she feels most colored against a white background (12)
she sometimes feels astonished (16) ‘

she doesn’t feel angry about her situation {16)

she bas 1o separate feeling about being American and colored (15)
she fecls diseriminated against (somehow) (16) '
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2, Establish Connections

Once we have recorded these and similar observations—or as we do so—we
begin making connections between them. The business of making connections
is a very personal one. There is no one way of making an interpretation and
no predictable conclusion which you must reach. Consequently, we present the
interpretive process as a series of questions. The questions are meant to stimulate
your thinking and to suggest that the connections you form are only part of
the interpretive process.

« What is the relationship between the two scenes Hurston describes? How, for
example, does she feel serving as an unofficial welcoming committee of one
for Batonville? How does she feel while listening to music in the cabaret?
What, in each case, is her relationship to the white people she is with?

» What significant differences exist for her between Eatonville and Jacksonville?
How do vou account for her differences in feeling about the two places?

« What common f{eatures do her comparisons about herself suggest? How are
these comparisons related to the feeling she describes elsewhere?

= What is the focus of each of the four parts of the essay, and how are the parts
related?

3. Develop Inferences

On the basis of connections you form, you can make inferences. ‘When we infer
somerthing, we reasonably conclude that something is the case based on evidence,
on what we know. But be careful, for your inferences are not necessarily true.
In the process of drawing inferences, we refer to our own experiences and to
what we kpow about a writer and his or her subject, and we react emotionally
as well as rationally. Furthermore, we 1night see connections between events that
other readers do not. Let’s say, for cxample, that we make the following

inferences from the information we have.

» Turston writes about her blackness without bitterness.

« Seeing bencfits in being black, possibilitics unavailable o whites, she seems
to prefer her color.

 She scems proud of her race. )

o She values herself, is confident in her abilitics, and sccure in her sensc of
selfhood,

o She sees herself as a performer, on center stage, with an opportunity to make
a strong impression as 2 Woman, as a black, and as an artist. )

o She cxperiences pain in discovering that she was black (“I found it out
... in my heart a5 well as in the mirror.”)

* She possc;ses an irrepressible gaiety, refusing to be depressed about the fact
that she is the granddaughter of slaves.
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* She is patient, tolerant, and understanding.
* She sees white people as bearing the weight of the race problem in America.

4. Draw Conclusions

As we think about these and other inferences, we might develop a short interpre~
tation or set of conclusions based on our inferences, such as this one;

In “How It Feels to Be Colored Me,”" Zora Neale Hurston reveals
a black woman’s confidence in her color, her talent, and her
emininity. She secs the issue of color as intrinsically skin-deep
and primarily a white problem, which need not result in tragic

consequences for blacks. In the first part of the essay, Hurston
indicates the significant change that toak place in her self-percep-
tion when she moved from Batonville to Jacksonville. She
fearned there whar it meant to be 2 litde colored girl.” In the
second part she makes clear that although she felt the sting of
discrimination, she doesn’t wallow in self-pity, but mstead looks
hopefully to her opportunitics as a human being and s an artist,
sceing the world as her oyster. Part three reveals the differences
she feels between herself and her white friend. Ir also includes her
important revelation that she fecls most black when she is with
white people. In the fourth and final secrion, Hurston describes
her paradoxical sense of being a small part of a complex and
multifaceted cosmic whole, all the while retaining a distincoive
and significant sense of selthood. In exploring the implied ques-
tion in Hurston's title (How does it feel to be Black?) Furston
provides an answer: that for her, at least, it feels fine.

If you write a still more claborate interpretation of Hurston's essay, you
would provide evidence in the form of textual detail to support your thinking.
You would return to the observations and questions that led you to your
interpreration. One way to do this is simply to explain in greater detail what
Hurston accomplishes in cach of her four sections. The first part, for cxample,
coneerns Hurston's growing perception of herself as “colored,” while the second
focuses on her optimism. You could devote one paragraph to cach of these
topics, exploring 1n more depth and detail your understanding of why these are
important. You could then do the same for Hurston’s third and fourth concerns:
her sense of being different from white people, and her sense of individualivy.
Your expanded essay would have five paragraphs: an introductory paragraph,
which appears above as our interpretation, and four additional paragraphs, each
of which explains one aspect of Hurstons argument. Then you could decide
whether or not you need to add a concluding paragraph.

Another way to expand on your opening paragraph would be to consider
what you think of Hurston’s ideas and argument. You might ask yourself, for
example, whether Hurston's description is accurate or persuasive, or whether it
reflects the views of contemporary blacks generally. You might also consider
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whether Hurston convinces you that her experience illustrates any truths about
racial prejudice ot about the resilience and resources of human character. You
need to decide whether you believe Hurston, and then whether you agree with
her—and why.

Summarizing

A summary is a suceinet account of a work. As a condensation or compression
of its thuusrht asummary is shorter than the work it summarizes. Here is a br ief

surmmary of Katherine Anne Porter’s “St. Augustine and the Bullfight”™:

is both a mediration on and a definition of what
she means by expericace. She begins by recalling Years's idea that
tood and ot merely undergone. Fot

without refleeting

Porter’s ¢

expericnces must be unders

Porter, having “advenrures” ot “experien
on them s fruidess, Some experiences or adventures
smay be valucless not only because no meaning can be gleaned

she suggests,

from ther, but aho beeause they are dangeroas or unpleasant.

Real ience, Porter contends, is something radically different.
Real experience affects us both ntellectually and emotionally,

ible impression on the mind and heart.

e

naking an ind;

This SUIRINAry recounts the st of Porter’s argument. It does not Jttcmpt o
make 3 judgment about it vam‘iy, AIthmwh a summary of a text requires
some thought about its meaning, it usually daes not inclade an evaluation of
its : v, usefulness, or gencral worthingss. A summary, however, does more
than catalog the contents of a work or ducnbc what haypcus in it; a summary
must also <\'phm the point of the work a 1*@ reader sees and understands that
point. In summarizing Francis Bacon’s essay “Of Love,” for example, we must
explain what Bacon means or what be docs in the work. We can do thisima
fow sente or we can do it more extensively in a full-length essay. Here is

a short version:

In “Of Love” B
eaking fove too seriousty. Bacon lists the shortcomings of love,
suggesting that i is akin to madnes, idolatry, blindness, flartery,
and folly, His poing scoms to be that love produces more prob-
lerss than pleasures.

cis Bacon wams against the dangers of

A longer sumpuary would illustrate and claborate the point by referring to
examples Bacon uses to support his claim. It would also spu‘){y some of the
virtues Bacon claims for love, along with its positive consequences for the one
who loves and for those loved. It would comment on the multiple meanings
of “love” included in the final sentence. And it would attempt to explain the

many exceptions and qualifications with which Bacon surrounds his central

pomnt,
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Analyzing and Explicating

Twa related kinds of interpretive writing arc the analysis and the explication.
Analysis involves examining the relationships among the various elements of 2
literary work, When you analyze a given text, you study these elements to see
what cach reveals about that text overall. You might analyze the imagery of
sound in William Wordsworth’s “The Solitary Reaper” to see what it contrib-
utes to the poern’s overall meaning and effect. Or you might analyze the point
of view or setting of Kate Chopin’s “The Storm.”

Analysis is not an end in itself. We analyze literary works to better understand
what they mean and how they come to mean what they do. We take apart poems
and storics, plays and essays to reconstruct them, thus gaining an enriched
understanding of their significance and their artistry, The comments on “War”
(pages 88-90), “Spring and Fall” {pages 507-510), “The Rising of the Moon”
(pages 887-890), and “Living Like Weasels” (pages 1570-1573), and the numer-
ous shorter analyses in Chapters Three, Eight, Fourteen, and Twenty-four all
illustrate lirerary analysis in the service of interpretation.

A type of analysis frequently used to explain literary works is explication, a
careful line-by-line or word-by-word examination of a passage in a poem, story,
play, or essay. Explication involves a scrupulousty close reading to unfold the
layers of meaning in a text. It provides a closc-up look at the language of a
passage with a view to explaining its significance. Because explication involves
such careful attention to detail, it is usually reserved for specific sections or parts
of longer works, and sometimes even for parts of short works as well, As with
any type of analysis, however, explication is most effective when it is used o
illuminate the meaning of the work as a whole.

Explication is particularly useful for unraveling the meaning of a complex
passage, something as long as a secrion, _paragrap ph, stanza, or scene, ot as brief
as a bit of dmlogm, a sentenee, a line of poetry, or even a phrase. Qur analysis
of the ironic quality of the opening sentences of Pride and Prejudice (page 76)
is one example. Others include the analysis of the final p;u‘aomph of Pirandello’s
“War” (page 90) and the final couplet of Hopkins's “Spring and Fall” (page
510). Beginnings and endings of literary works, whether they are as long as Jane
Austen’s novel or as short as a brief lyric poem, offer promising seetions of ext
to explicate. These strategic locations afford opportanitics for the writer to make
a lasting impression on the reader.

Comparing and Contrasting

One of the most common approaches to writing interpretive papers is compari-
son and contrast, which can be applied in numerous ways. You might compare
and contrast elements in a single work, or you might compare and contrast a
particular aspect of two different works. You could compare and contrast, for
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& \amph‘, the dxﬁ‘cxmg perspectives on knowledge and learning of the astmnomcr
and the speaker in Whitman’s “When 1 heard the camd astronomer” (page
495). Or you might compare the uses of irony in Crane’s “War is Kind” (page
428) with Hardy’s “Ah, are you digging on my gmvo?" (page 674). You might
compare and contrast the speech and actions of the two male characters in
Boyle’s “Astronomer’s Wife” (pages 38-42). Or you could compare the central
character in Boyle’s story with the pmmmum of Silke’s “Yellow Woman” or
Gilman’s “The Yellow Wallpaper.” Topics that reflect such a comparative
approach would include these: “Active and Passive Learning in Whitman's
“When 1 heard the learn'd Astronomer’ ”; “T'wo Uses of lrony: Satire and
lumor in Poems by Stephen Crane and Thomas Hardy”; “Enchansment and
Disenchantment: The Two Men in the Life of Kay Boyle’s “Astronomer’s
Wike” 7 Sanity or Madness: Women Protagonists in ‘Astronomer’s Wife' and
“The Yellow Wallpaper’ (or “Yellow Woman').”

Such comparative analyses can sharpen your perception of the works under
consideration. By Jooking at two works together or at two aspects of a single
work, you see their differences more clearly. In comparing two poems, you
might notice, for example, that one includes thyme and the other does not; that
the action is external in one poem or story :md internal i the Other, that one
story includes much dialogue and the other little; thar the setrings, tonie, or points
of the works differ in significant and interesting ways. Such comparative obser-
vations will lead you to ask why those differences exist and why the writers
developed their works as they did.

When you write comparative papers, keep the following guidelines in
mind:

1. Compare two things that scem worth the trouble, that will reward your
effort, By attending carefully to a work’s details you will often find signifi-
cant parallels and contrasts. Follow the leads the work provides.

2. Compare works that have a significant feature in common, such as authorship,

vle, genre, historical period, subject, situation, or an aspect of technique like

meter or P(\i“‘ U( VICW.

Make 2 point. Use comparison and contrast in the service of an idea, an

argument, an interpreration. Your comparative analysis should lead you to

a conclusion, perhaps to an evaluation, not merely to a set of parallels.

. Dedide whether to organize your romparmvc dm ussion according to the
“block™ method in which you discuss each subject separately; or according
to the “alternating” method in which you discuss the two central mb]ec[s in
point-by-point comparisons of @p(‘ufu, characteristics. If you are comparing
two characters, a(.(,ordmiﬁ o the block method, for example, you would
devote the first half of your paper to one and the second half to the other

aracter. If you followed the alternating structure, you would consider each

side-by-side as you focused on such characteristics as their physical appear-
ance, their interactions with other characters, their behavior at ¢
ments of the action, and so on.

5

[

Francis Bacon 1685
WRITING TO EVALUATE A LITERARY WORK

Critical evaluation mvolves making judgments abour literary works, When we
evaluate a literary work, we consider and assess the values (social, moral,
cultural) expressed in it. To engage in this kind of evaluation, however, we must
interpret the work and be satisfied with our understanding of it. Evaluation is
grounded in interpretation; our conclusions about what texts mean affect how
we evaluate them.

When we cvaluate any literary work we generally do two things: (1) we
assess its aesthetic merit or achievement; (2) we argue for or against its moral
and cultural values. Since our experience and interpretation of the work affec
our evaluation of it, those aspects of our reading may abso be brought into a
discussion of our evaluation. We will evaluate two works, the first from the
standpoint of aesthetic value, the second from that of cultural values.

Read the following cssay by Francis Bacon and the discassion that follows ir.

FRANCIS BACON
[1561-1626)

Of Youth and Age

A man that 1s young in years may be old in hours, if he have lost no time. But that
happeneth rarely. Generally youth is like the first cogitations, not so wisc as the second.
For there is a youth in thoughts, as well as in ages. And yet the invention of young
men is more lively than that of old, and imaginations stream into their minds better,
and as it were more divinely. Naturcs that have much heat and great and violent desires
and perturbations are not ripe for action till they have passed the meridian of their years,
as it was with Julius Cazsar and Septimius Severus. OF the latter of whom it is said
Juventutem egit erroribus, imo furoribus, plenam.® And yet he was the ablest emperor,
almost, of all the Jist. But reposed natures may do well in youth. As it is seen in Augustus
Casar, Cosmus, Duke of Florence, Gaston de Fois and others. On the other side, hear
and vivacity in age is an exeellent composition for business. Young men are fitter to
invent than to judge, fitter for exccution than for counsel, and fitter for new projects

than for settled business. For the experience of age, in things that fall within the compass
of it, directeth them, but in new things abuseth them. The errors of young men are
the ruin of business; but the errors of aged men amount but to this, that more might
have been donc, or sooner. Young men in the conduct and manage of actions embrace

Juventutem . .. plenam  He spent o youth full of errors end wadness.
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more than 1t

can hold; stir more than they can quicy; fiy o the end, without

consideration of the means and degrees; pursue some few principles which they have
ced upon absurd]

/i care not to innovate which draws unknown inconveniences;
at first; and that which doubleth all errors, will not acknowledge
or reiract them, ke an unready horse that will neither stop nor turn. Men of age object
00 much, consult wo long, adventure oo litle, repent too soon, and seldom drive
business home to the full period, but content themselves with a mediocrity of success.
Certainly it is good to compound employments of both: for that will be good for the
present, because the virtues of either age may correct the defects of both; and good for
saccession, that young men may be learners, while men in age are actors; and, lastly,
good for extern accidents, because authority followeth old men, and favoar and

char

use extreme remedie

popularity youth. But for the mortal part, perhaps youth will have the preeminence,
as age hath for the politic. A certain rabbin, upon the text, Your peung men shall see
ons, and your old men shail dream dreams, inferreth that young men are admitted nearer

to God than old, because vision is a clearer revelation than a dream. And certainly the
wore 4 man drinketh of the world, the more it intoxicateth, and age doth profit rather
in the powers of understanding than in the virtues of the will and affections. There be

some have an over-carly ripeness in their years, which fadeth betimes. These are, first,
such as have brittle wits the edge whereof is soon turned, such as was Hermogenes the
rhetorician, whose books are exceeding subtle, who afterwards waxed stupid, A second
sort is of those that have some natural dispositions which have better grace in youth
than in age, such as is a fluent and luxuriant speech, which becomes youth well, but
not age; so Tully saith of Hortensius, Jdom manehar, neque idem decebar.” The third is

of such as take too high 3 strain at the fiss, and are magnanimous more than tract of

years can uphold. As was Scipio Afticanus, of whom Livy saith in offece, Uliipa primis
codebant.”

Considering Values

The title of Bacon’s essay leads us to expect a more ot less straightforward
comparison and congrast between aspects of youth and age. We very likely
expect from such an approach that Bacon will advocate one state or the other,
But instead he makes reading “Of Yourh and Agc” an exercise in qualification,
in hesitation, perbaps even in frustration. His point of view shifts frequently and
is signaled by the use of “but,” “ver,” “if,” “on the other side.” He avoids
transitions as he moves from youth to age and back again, Our experience of
the essay would differ considerably had Bacon organized it in a more conven-
tional manner, one that allowed us to discern a clear-cut position on the subject
developed within a recognizable organizational patcern.

When we finish reading the essay as it stands, we may not have a clear idea
just what Bacon’s point is, for he doesn’s allow us time o relish the advantages
of age over youth, or vice versa, We may decide, however, that this is precisely
Bacon’s point—-that each age has specific assets and Habiliies, that each time we

Tdem .. decebat He remained the same when the some was nos suiable. Ultima . . . cedebant His

fedl shors of diiv first.
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say something positive or negative about one side it can be countered with an
opposite and equally valid claim from the other. Young readers may favor one
side of the argument; older readers may favor the other. But there is really no
way to grant supremacy to cither position. Perhaps there never will be—or ever
should be.

1f we consider the paragraph above as a provisional interpretation of Bacon’s
essay, then we still have to consider how to evaluate his idea {or at least our
interpretation of it). We can see, first of all, that our experience of Bacon's essay
has a lot to do with both our lifc experience and our experience reading literary
works, Our experience or inexperience as readers of Literature (and as readers
of Bacon’s essays) will affect our evaluation of Bacon’s “Of Youth and Age.”
Our own cultural values will complicate matters. We may see the qualities of
age or of youth as more important and more necessary for success or happiness
in life—depending largely on how old or young we are.

As far as our literary evaluation is concerned, we may sec Bacon's essay as
a failed attempt to take a stand on the apparent subject. On the other hand, we
may sce this lack of a firm pesition on the advantages of age over youth or youth
over age as a more complex, subtle, and honest representation of the intricacy
of the topic. We could argue that Bacon's complex double perspective and the
way he presents it is what makes his essay successful as a work: of literary art.
Instead of a simplistic approach, Bacon offers a realistic accounting of the
complex issucs. Morcover, he creates a literary work with designs on ust a work
that compels us to experience the double perspective he dramatizes rather than
expounds. As a result, we may rate his literary achievement very high indeed.

In our discussion of the evaluation of poetry we raised some questions about
cultural values in Adrienne Rich’s poem, “Aunt Jennifer's Tigers.” Return to
the poem and those questions (see pages 419-420); then consider the comments
that follow as a further invitation to think about the importance of cultural
values in literary works. The poem is reprinted here for convenience.

ADRIENNE RICH
(b 1929}

Aunt Jennifer’s Tigers

Aunt Jennifer’s tigers prance across a screen,

Bright topaz denizens of a world of green.
They do not fear the men beneath the tree;
They pace in sleek chivalric certainty.

Aunt Jennifer’s fingers futtering through her wool
Find cven the ivory needle hard to pull.
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T
Sits heavily upon Aunt Jennifer's hand.

he massive weight of Uncle's wedding band

When Aunt 15 dead, her terrified hands will lie
Still ringed with ordeals she was mastered by. ©
The tigers in the panel that she made

Will go on prancing, proud and unafraid.

Whatever our initial impresstons of the poem’s language and sitaation, even-
tually we will ascertain that the speaker is 2 woman {possibly the poet herself)
who' values her aunt’s needlepoint or embroidered tigers very much. We may
or may not feel pity, anger, or sympathy toward Aunt Jenmifer; we may or may
not think much about the nameless “Uncle” whose wedding ring is such 2
burden for her. But we certainly must respond to the speaker’s celebration of
the tigers—“Aunt Jennifer’s tigers.” In fact, part of our challenge in reading the
poem is to decide just how far and in what ways they are indecd her tigers.

The poem is titled “Aunt Jennifer’s Tigers™ the tigers somehow helong to
her. They “prance”; they also “pace,” and they are unafraid of “the men
(hunters pethaps) depicted beneath the tree on Aunt Jennifer’s needlework. The
tigers are portrayed bright colors; they appear as majestic creatures—vibrant,
strong, certain, and very much alive. ‘

In between the descriptions of her tigers are descriptions of Aunt Jennifer
herself. Aunt Jennifer scems, for example, to have difficalty making her s 1tches.
Her heavy wedding band impedes her, inhibiting and slowing her progress,
Erom the way the wedding band is described, we suspect that it is ymbolic, that
it represents the heaviness and oppressiveness of life married to “Upglc‘.” It is
the constraining forees of men and marriage that weigh Aunt ]enn}fcr doxfm,
keeping her in her place as she performs these womanly tasks in seeming
compliance, )

in death too, Aunt Jennifer will hie “ringed” with ordeals that oppressed her
in life. The implication here is that even in death there is no escape from the
stultifying effects of traditional sociosexual relationships. The rituals csmbhs}_led
for death have been sexually stereotyped, and the perceptions of Aunt Jennifer
by those who live on will be made in the context of her place as a woman and
c‘{pcci:xliy a5 the wife of “Uncle.” This is not to suggest that “Ul}dc" is sm’nclmw
the villain of the poem; he is most likely a decent enough fellow. But }}c is
clearly meant to represent an attitude, a way of living and being, that R}ch s
speaker considers destructive to the very being of Aunt ]cnni‘fer, And it is Vthat
larger social attitnde—with its implied way of seeing and valuing (or devaluing)
women—that the poem rebels against. )

Even though Aunt Jennifer maintains her place, and even though she remains
“Aunt Jennifer” in death, her tigers continue to prance. Thcx go on living, 2
product of her handiwork, representing an aspect of Aunt Jenniter that she could
not herself overtly display—freedom from male domination, freedom from fear.
Through her art Aunt Jennifer reflects a power and vitality she possessed only
in her imagination. Thus, in a way, even though Aunt Jennifer i mastered by
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her fate, she ultimately prevails through the imaginative vision displayed so
vibrantly in her bandiwork.

This is one way to read the poem. But to read it in this fashion presupposes
cextain ideological ideas, perspectives, and values. This reading sees Aunt Jennifer
as a heroine who resists the enemy in the only way she knows how (or at least
in the only way she can). Yet considering the poem’s cultural values, we need
to address questions about the power of men to control the lives of women, and
the power of women to subvert that power and control. We need to consider,
also, the presumed submission of women and the reasons for it. We may want
to shift perspective and not sec womanly submission at all but rather an accept-
ance of a natural and socially viable order. Although we need to consider the
values the speaker attaches to Uncle and to Aunt Jennifer, we might question
whether or not Aunt Jennifer and Uncle would ever see themselves the way the
speaker does, And we certainly need to examine the role and value of art or
craft for the speaker, for the poct, and for readers more generally. Such consider-
ations may lead us to examine the cultaral assumptions, sexual stercotypes, and
soctal dispositions suggested by the poem. They may lead to a consideration of
whether Aunt Jennifer’s needlework is truly 2 form of "art” at all (and an
implicit rebellion) or rather simply another example of how she (and women
in general) is a prisoner of her social and sexual stereotype, performing only
socially sanctioned acts in socially acceptable ways.

We can amplify our discussion of values, however, with reference to the
following texts, each of which displays strongly felt cultural dispositions and

moral values. The first is a brief interchapter from Ernest Hemingway’s fictional
work I Our Time ™

While the bombardment was knocking the trench to picces at
Fossalta, he lay very flat and sweated and prayed oh jesus christ
get me out of here. Dear jesus please ger me out. Christ please
please please chrise. If you'll only keep me from getting killed
'l do anything you say. I believe in you and T'll tell every one
in the world that you are the only onc that matters. Please please
dear jesus. The shelling moved further up the line. We went to
work on the wench and in the morning the sun came up and the
day was hot and muggy, and cheerful and quiet. The next night
back at Mestre he did not tell the gitl he went upstairs with at
the Villa Rossa about Jesus. And he never told anybody.

This text, though brief, is rich in cultural and moral implications. It assumes a
modest knowledge of war as it was fought in the early twentieth century. It
assumes, for example, that we know what trenches are, what shelling is, and also
that we can make sense of the soldier’s behavior. It also assumes some familiarity
with a soldier going “upstairs” with a “girl” at a place like the “Villa Rossa.”

The text, however, is reticent about these and other matters. It says little
directly. It’s close-mouthed and tight-lipped, in addition, about what it expects

*For the Hemingway and LeGuin examplos | am indebted to Robert Scholes's discussion in Textual Poiwer
(New Haven: Yale University Press, 1985).
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from us as readers——somewhat like the soldier who “never rold an ybody” about
his experience. But it makes 5 strong starement by implication, nonetheless,
about 1 three central subjects: love, war, and religion. And it does this Jargely

conventional expectations about these subjects. The soldier, for

by playing off
example, does not acquit himself heroically, Instead he eringes in the trenches
to avoid being hit by cnemy shells (though we may wonder what else he could
do). And he prays to a God he probably ignores under normal circumstances,
Moreover, his approach to prayer is to bargain with God: If you'll do this for
me, I'll do something else for you. But it’s a bargain he doesn’t keep, Our
respanse to this soldier’s language and behavior is influenced by the cultural
values we share and the moral dispositions we bring to both our reading and
our living,

Our evaluaton of him turns on considerations such as whether he really
believes in Jesus, and what such a belief inay mean, It turns on whether you think
the soldier’s prayer is “answered” by God ina providential intervention to move
the shelling “farther up the line,” or whether you see that as a coincidence,
attributable purely to luck. It turns also on whether his going to a house of
prostitution is something you can understand, sympathize with, and approve
of—or not; and whether his not telling the gitl or anybody else about Jesus is
a serious violation of a solemn vow, or an excusahle, perfectly understandable
response.

Besides evaluating the behavior of the soldier, we also make a judgment about
the values we think the text espouses. Does the author seem to display sympathy
for the soldier? Does he judge him harshly? The narrative voice is noncommittal,
concerned more with portraying a situation than with commenting on it. This
stance of objectivity 15 itself 2 “value,” an attitude or disposition we must
eventually assess, as we must also respond to the fact that the world depicted
is a man’s world, 2 world of war and violence, in which women {or girls as
the text stipulates them) figure only marginally, and then only as they can be
used by men. (We know, for example, what the man feels and fears, but we
are told nothing about the girl's thonghts and emotions.) Qur sexual identity
along with our religious disposition and cur general cultural awareness and
values will strongly influence what we make of and take from this text.

So too will these factors affect our response to the very different texe that
follows. 1f Hemingway's text can be described generally as “realistic,” then the
next one must be characterized as “fantastic,” or nonrealistic. It is excerpted from
a science fiction novel about an alien society whose most striking feature
comcerns the sexual identity of its inhabitanes: They possess the possibility of
becoming men or women interchangeably many times. As the text has it: “The
mother of several children may be the facher of several more.”

We are made aware of their condition in a report on these “Gethenians”
{inhabitants of Gethen) by a man from Farth who has traveled to their wintry
world. His report reveals that, strange as their sexuality is, it shares features with
our human sexuality and provokes us to realize how influential and affecting
3t is. Here is an excerpt from this report:

The sexual cyele averages 26 1o 28 da
it as

(they rend to speak of
appraximating it to the lunar cyele). For 21 or 22

26 days,
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days the individual is somer, sexually inactive, latenr. On about
the 18th day hormonal changes are initiated by the pituitary
comtrol and on the 22nd or 23rd day the individual enters kemmer,
estrus. In this first phase of kemmer (Karh. secher) he romuins
completely androgynous. Gender,

and potency, are not artained
in isolation. A Gethenian in first-phase kemmer, if kepe along or
with others not in kemmer, remains incapable of coirus. Yet the
sexual impulse is tremendously strong in this phase, controlling
the entire personality, subjecting all other drives to irs imperative.

When the individual first finds « parmor in kemmer, hormonal
secretion s further stimulated (most importantly by touch—
secretion? scent?) until in one partner cither a male or female
hormonal dominance is cstablished. The genitals engorge or
shrink accordingly, foreplay intensifies, and the partner, riggered
by the change, takes on the other sexual role {?withour exception?
If there are exeeptions, resulting in kemmer-partners of the same
sex, they are so rare as to be ignored). This second phase of
kemmer (Karh. thorharmen), the mutual process of establish

sexuality and potency, apparently occurs within a time-span of
two to twenty hours. If one of the partners is already in full
kemmer, the phase for the new partner is liable to be quite short;
if the two are entering kemmer together, it is likely ro take
longer. Notmal individuals have no predisposition to either sex-

ual role in kemmer; they do not know whether they will be the
male or the female, and have no choice in the matter.

The man who makes this report also presents these additional reflections on
sexual difference both as we know it in our lives as men and women, and as
he sees it in the lives of the androgynous Gethenians:

When you meet a Gethenian you cannor and must not do what
a bisexual naturally does, which s to cast him in the role of Man
ot Woman, while adopting towards bim a corresponding role
dependent on your expectations of the patterned or possible
wteractions between persons of the same or the opposite sex, (ur
entire pattern of socio-sexual interaction is nonexistent here.
They cannot play the game. They do not sce onc another as men
or women, This is almost impossible for our imagination o
ept. What is the first question we ask about a newborn baby?
A man wants his vinility regarded, a woman wants her
emininity appreciated, however indirect and subtle the indica~
tions of regard and appreciation. On Winter (Gethen) they will
not exist. One is respected and judged only a5 a human being, It
is an appalling experience.

Such a conception is staggering, for it lies outside the realm of possibility for
us, while striking at the heart of our tendency to establish polarized categories
that include but also extend beyond man-woman and male-female. These cato-
gorics also include (and we probably and inevitably judge the Gethenians
according to them): normal-abnormal, right-wrong, familiar-strange, us-them.
Throughout her novel, Ursula LeGuin repeatedly invites us to consider the
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pernicious consequences of making judgments according to values uoundcd in
such polar oppositions. Her book, 1/1« Left Hand of Darkness, while requiring
us to r z‘spond according o the culrural dlspmmom and values we have inherited,
simultaneously Imcti us to transcend them.

WRITING THE PAPER

Onee you have arrived at a tentative subject and an angle of approach you are
ready to write a rough draft of your paper. The purpose of this dratt is s1mp1v
to write down your 1deas and to sce how they can be developed and supported.

Think of the rough draft as an oppomxmtv to discover what you think about
the subject and to test and refine your ideas. Don’t worry about having 2 clearly
defined thesis or main idea for your paper before 'hu‘ummiﬂ to write it. Instezd
use your initial draft to discover an idea, to find a thesis and shupm it so that
your idea-thesis becomes clear, first to you and then o your readers.

In drafting your paper, consider your purpose. Are you writ 15 0 provide
information and make observations about the work? Are you writing o argue
for 2 pqmcumr way to interpret it? Ultimately, of course, all (Aphmmom of
erary works are interpretations, and all mcupmntmnx are forms of argument.
That i 15, Lht\ are pcrau%wc tncmpts to see the lzrtmrv text one way rather than
in other ways, When you write about a hramrv work you will often attempt
o convinee othus tha( what you see and say about it makes sense. In doing so,
you will be arguing for the Vandm' of your way of seeing, not mcc%mly )
the exclusion n( all’ orlmr Ways, but to demonstrate that your understanding of
the work is reasonable and valuable. Morcover, since your readers will respond
as much to how you suppors your arguments as fo your ideas themselves, you
will need o concentrate on pmvxdm evidence for your ideas carefully and
tharoughly. Most often this evidence will come in the f form of rextual support—
derails of zction, dialogue, imagery, description, language, and seructure. Addi-
tional evidehee may come from se condary sources, from the comments of
experie nced readers “whose abservations and interpretations may influence and
support your own thinking. In marshalling evidence for your ideas from the
work itself and from se ccondary sources, however, keep the h)llowmg guidelines

in mind:

i

{. Be fairminded. Avoid oversimplifying or distorting cither the work or what
others have written about it.

2. Bé cautious. Qualify your claims. Limit your discussion to what you feel
confident you can reasonably demonstrate.

3. Be logical. Sec that the various elements of your argument fit together and
that one part of your approach doesn’t contradict another,

4. Be accurate. if you present facts, details, or quotations, present them accu-
ratcly.

5. Be confident. You should believe inn your ideas and present them with
conviction.
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After writing the draft, try to forget it for a while-—for at least a day or two,
longer if possible. When you return to it, assess whether what you are saying
makes sense, whether you have provided enough examples to clarify your ideas
and presented sufficient evidence to make them persuasive. Read the draft
critically, asking yoursclf what is convincing and what is not, what nakes sense
and what does not. Consider whether the draft centers on a single idea and stays
on track. If the first draft accomph%hcs these things, you can begin thinking
about how to tighten the paper’s organization and pohsh its style. If, on the other
hand, the draft contains frequent Changes of direction and a numbtr of different
and unrelated ideas, then you will need to decide what to salvage and how to
focus the paper more sharply. (This second scenario, by the way, is not uncom-
mon in writing. It simply represents the way first efforss often begin: in some
degree of confusion that eventually is dispelled with the emergence of a focus
and the development of form.)

When you have written an acceptable draft, you are ready to view its
organization moze critically. A genual organizational framework usually re-
veals an introductory section that clarifies your purpose and intention; a set of
successive paragraphs that develop, explore, and explain your ideas; and a
conclusion that rounds off the discussion. Within that framework, consider
whether your ideas and examples have been arranged in 2 coherent and logical
manner. Ask yourself whether the structure of your paper will be clear to
readers. Consider also whether sufficient space (or pcrhaps w00 much space) has
been allotted to Lhn!vmg, and supporting your views. Ask someone to read your
paper with an eye to its organization and structure. ’

Perhaps the most important aspect of organization is that you have a clear
sense yourself of just how you are setting up the pwpu. You should be able to
1d¢rmfv cach part aud explain how the parts are related. You should also be able

to cxplain why you put them in the order you did. Consider the following
example. :

STEPHEN CRANE
[1871~1900]

War Is Kin

Do not weep, maiden, for war is kind.

Because your lover threw wild hands toward the sky

And the affrighted steed ran on alone,

Do not weep.

War is kind. 5

Hoarse, booming drums of the regiment,
Little souls who thirst for fight,
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These men were born to drill and die.
The unexplained glory flics above dhem,

Great is the battle god, grear, and his kingdom B
A field where a thousand corpses lic.
Do not weep, babe, for war is kind.
Because your father tumbled in the yellow trenches,
Raged at his breast, gulped and died,
Do net weep. 15
War ts kind.
Swift blazing flag of the regiment,
Fagle with crest of red and gold,
These men were born to drill and dic.
Point for them the virtue of slaughter, 20
Make plain to them the excellence of killing
And a ficld where a thousand corpses lie.
Mother whose heart hung humble a5 2 button
On the brighe splendid shroud of vour son,
2

Do not weep.
War is kind.

In discussing the ironic tone of “War is Kind” you might focus on three or four
details. You might decide to discuss first the ironic quality of the tide. The word
kind s not usually associated with war; war is associated instead with suffering,
waste, death, and destruction. The title, then, cannot be taken literally. Next you
might decide to include the speaker’s advice to the lover, child, and mother of a
slain soldier not to cry, since war is “kind.” (These examples too will have to be
arranged i a sequence that makes sese to you.) And you will probably want ta
comment on how details such as the “field where a thousand corpses lie” and the
soldier wha “tunbled in the yellow trenches™ can stand alongside the more
seemingly patriotic images of the regimental flag and thundering drums.

Whatever details vou ultimately select, and however many you include, you
will need to decide on a particular order in which to present them. Ask yourself
how the ironic aspects of the poem can be relared. Consider what these details
contribute to the poem. You will probably see some details as more important
than others; you may thus be able to subdivide and pair your examples, and
perhaps contrast them. Or you may decide to consider them in order of increas-
ing complexity, emotion, or importance. It is necessary, though, to devise an
organizational plan that makes sense to you and that will seem natural and
sensible to your readers. For example, if you decided to write a comparison, your
outline might look like this

Tronic Contrasts in Crane’s “War is Kind”

1. Advice to maiden

A, Exg

rion: Sympathy for loss
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B. Reality: Command not to weep
1. details horrible-—not comforting
a. “wild hands”
b. “affrighted stecd”
cpetition of “war is kind”

a. emphasizes irony
b. leads to stanza two, details of war
H. Advice 1o babe
A, Expectation: Commentary on sorrow
B. Reality: Command not to weep
{. details ngly-—-not noble

a. “yellow trenches™
b. “raged . . . gulped and died”
2. vepetition of “war is kind”
a. emphasizes irony
b, Jeads to stanza thee, details of war
NI Advice to mother
A. Bxpectation: Empathy with bereavement
B. Reatity: Command not o weep
1. details highlight ironic contrast
a. mother’s fove 15 “humble as a burton”
b. son’s shroud (furnished by military) is “bright™ and
“splendid”
. repetition of “war is kind”
a. emphasizes irony
b ties together the three civilians who have suffercd
deep losses from “kind” war

1o

On the other hand, you might want examine the relationship of stanzas 1
3, and 5 to stanzas 2 and 4. In that case, your outline might look like this:

War at Flome and on the Battlefield

I Repetition
A. Stapzas 1, 3, 5 repeat “war is kind”
1. represents the politic lies told o k
2. provides ironic contrast with detal

p survivors guict

Is

B. Stanzas 2, 4 repeat A ficld where a thousand corpses lie”

1. emphasizes the enormous losses of war

2. contrasts with the “war is kind” lie told to those at
home

3. suggests that for everyone of the thousand corpses a

“maiden,” “babe,” or “mother” mourns.
11 Images: Bffects of War
Al

tanzas 1,3,5 show the sorrow of those left behind

1. images suggest reality of death in war “threw wild
hands”; “rumbled in the yellow trenches” which those
at home must picrure

2

images suggest all that is left to those at home are empry
symbols: “bright splendid shroud”

B. Sta
contrasts with its reality
1. propaganda: “unexplained glory flies above them™

zas 2, 4 images show how the propaganda of war

s
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“Great is the battle god”; “Switt blazing flag of the

ment”
“drill and di

f
ey die

“a thowsand e

ality:

Besides deciding on the order of ideas and examples in the paper and the
amount of space allotted to each, you must consider how to move from one
example to another. You will need to link the sections of your discussion so
that the writing flows smoothly. Generally, you can create transitions with
phrases and sentences at the beginnings of paragraphs. (Examples include such
words and phrases as “first, . . . second, . . .”; “on the other hand, . . 7 %in
addition to . .. “another way in which . . .”). Sometimes, however, such
explicit marks of transition from one point to another will not be necessary:
careful ordering of the details that support your argument will be evidence
enongh of how one paragraph follows from and is related to another.

Revising the Paper: Adjusting Thought, Structure, and Style

Revision is not something that occurs only once, at the end of the writing
process. Redrafting your paper to consider the ordering of paragraphs and the
use of examples is itself a significant act of revision. So too is rereading the work
and thinking about it a second or third time. Revision occurs throughout the
entire span of reading and writing. It requires you to reconsider your writing
and your thinking not once, but several imes. This reconsideration is made on
three levels: conceptual, organizational, and stylisti

Coneeprual revision involves reconsidering your ideas. As you write a first
or second draft, your understanding of the work and what you plan 1o say about
it may change. While accumulating textual evidence in support of one interpre-
tation of the work, you may discover stronger evidence for a contrasting view.
When this happens, you may need to go back to the note-taking stage to explore
your revised vision of the work. You will then need to make major changes
in the original draft. You may end up discarding much of it and beginning again
with a stronger conviction about a different approach or a revised idea. In
writing about Crane’s “War is Kind,” for example, you may have started out
with a literal interpretacion, arguing that the poem is patriotic rather than tronic.
Developing your idea, however, you may have become uneasy with certain
details thae run counter to your interpretation and that prompt you to change
your mind about what the poem means. In that case, you revise your idea and
begin again.

Organization or structural revision involves asking yourself whether the
arrangement best presents your line of thinking. Is the organizational framework
readily discernible? Does it make sense? Have you written an introduction that
clarifies your topic and intention? Have you organized your supporting details
in a sensible and logical manner? Does your conclusion follow logically from
your discussion and bring it to a satisfying close? Again, taking Crane’s poem
as an example, you might begin by identifying its general subject—war~—and
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move toward suggesting that even though the poem contains some language that
idealizes war, its details and its tone undermine a romanticized concept{on‘ From
there you would move to the body of your argument, in which you would
present details that appear supportive of war’s glory and show how other details
of incident and language contradict them. Capping your argument/interprera-
tion would be a precise analysis of the poem’s ironies. In your conclusion, you
would repeat your main point, perhaps responding personally to the poem as
you understand it. You could also relate the poem to some other work you've
read (by Crane or by another writer), and perhaps include an apt quotation that
sums up your sense of the work’s significance.

However you choose to end your paper, remember that your conclusion
should answer the question: “So what?” for your reader. Even though you have
presented details, reasons, and examples to support your views, your reader will
still expect you to explain their significance.

Stylistic revision concerns smaller-scale details, such as matters of syntax
(word order), diction {word choiec), tone, imagery, and rhythm. Even though
you may think about these things in early drafts, it is better to defer critical
attention to them undl after writing a final draft, largely because such stylistic
considerations may undergo significant alteration as you rethink and reorganize
your paper.

To help you focus on aspects of style that may require revision, use the
following questions as a guide.

1. Are your sentences concise and clear?

2. Can you climinate words that are not doing their job?

3. Are your tone and voice consistent? {For example, you should eliminate shifts
from a formal to an informal, even colloquial, style.)

4. Is your level of language appropriate for the subject of your paper?

5. Do your words and sentences say what you want them to? Do they say
anything you don’t want them to? o

6. Are there any grammatical errors: inconsistencies in verb tenses, problems
with subject-verb agreement, run-on sentences, fragments, and the like?

7. Are there any errors in spelling and punctuation?

As a fmal step, proofread the paper, and make sure it conforms o your instruce
tor’s guidelines on manuscript form.

WRITING WITH OUTSIDE SOURCES
Responding to the Ideas of Others

While you will certainly want to generate original responses to the literature
you read, you may also be interested in what others who have read the same
works have to say. Using The Humanities Index or the MLA International
Bibliography, you will be able to locate articles about many of the selections in
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this book. You may also usc The New Vork Times Index to locate teviews of
collections of short stories, ¢ssays, pocms, of plays.

Locate several articles or reviews and, as you read them, notice when you have
ularly strong reaction. You may disagree with what you tead, you may
be surpris y a new point of view, or you may find your own opinions
reinforced in 3 way you had not cxpected. Write down your response, noting
carefully the source to which you are reacting.

After you have collected several responses, decide which might Jead 1o a fully
developed essay in which you would explain your views. Your instructor may
ask you to atrach a photocopy of the original review or article.

The following essay, “The Prodigal Daughter in Alice Walker's ‘Everyday
Use,” was discovered by Lucienne Retelle, a student who wanted £o read what
others had to say about Walker's story. When Lucienne found this article, she
remembered reading “The Prodigal Son™ in Chapter One of this text and
became intrigued with the idea of relationships between “Bveryday Use” and
the biblical parable. You may want to toread Walker's story (p. 393-399) as
well as “The Prodigal Son” (p. 3-4). Then read Patricia Kane’s article and finally
Lucienne Retelle’s evaluation of that article. How convincing do you find
Kane's argumonts? Retelle’s responding argument? How do you think Kane
might answer Retelle?

The Prodigal Daughter in Alice Walker's “Everyday
Use”

weryday Use,” Alice Walker's variation on the archetypal prodigal child story not
only amuses with its deft humor, it also pleases by ending with the cquivah‘nt of the
fatted calf remaining widh the stay-at-home. Walker's tale, one of those collected in
Tt Lowe and
in the retarning dmghtcr’a new appreciation of the mother’s tealm and the cveryday
worth of hee younger daughter. The reversals and variations from the Biblical prodigal
son story suggest that wrhen women make the choices, the tale expresses different values.

rouble, displays a world in which a mother comes to see both the funmbug

The story, parrated by the mother, begins as she awaits a visit from her older

er, Do, Immediately her tone establishes the values of her realm as she declares

daugh
that the swept yard in which she sies is “more comforeable than most people know”

 As she sits comfortably in her yard, she muscs on her daughters. Dee, older, beteer
vday world of rural blacks and

looking, and brighter than Maggie, scorned the ¢

went away to school. Maggic, s arred in a fire Dee may have set to destroy a howse
she hated, witl nmrry 3 local man and remain in the familiar life. When the mother
describes her life and work, including killing hogs and calves, she picrares a realm in
which any special meals to mark reconciliation will be more personal than those
provided through the orders of the Biblical father.

«cred, and the returned Dee now finds

Prodigal children value what they once
her scorned past to be fashionable. Her mother, though bemused by her exclabming over
chitling and other familiar food, agrees to Tet her rake the butter churn to use for a

centerpiece. She humors her wish to be known as Wangero atthough she reminds Dee
that she was named for her aunt and grandmothc‘r, not any Oppressor. The clements
of the familiar story seem to be in place. Although chitlins have replaced the calt at
the meal, the butter churn evokes calves, and Dee/ Wangero scems to now appreciate
her mother’s world. The matter of the name, however, which shows the mother
confident of who she is while Wangero/Dec takes her sense of style from others,
provides a variation in the theme and foreshadows the central scene.

Wangero[Dee claims two quilts handmade by her grandmother and earmarked for
Maggie on her marriage. Wangero/Dee, who refused a quilt when she went away to
college because they were out of style, proclaims these to be priceless. She will value
ther, she says, by hanging them whereas Maggic would “be backward cnough to put
them to everyday use” (57} Maggic, although this was “her portion, responds by
agrecing to let her sister have the quilts because such “was the way she knew God to
work” (58).

God, however, in the person of the mother, suddenly feels something like she does
when the spirit of God touches her in church. She hugs Maggic for the first time and
returns her portion to her. Realizing not only the worth of her daughter of everyday
use, but also that even if her use of the quiles will wear them out, their value lies 11/1
use not display, she bestows the riches of her domestic kingdom not on the prodigal
but on the familiar daughter. Maggic is the now-embraced Tost child of this ale.

After the prodigal child leaves, the mother and Maggie sit in the yard “just enjoying”
(59) in the realm of everyday use. ‘ ‘ )

Patricia Kane
St. Paul, Minnesota

Work cited:

Walker, Alice. “Bveryday Use.” In fn Love & Trouble: Storics of Black Women, New York: Harvest,
nd. 47-59.
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Patricia Kane, in her response 1o Alice Walker's
"Everyday Use,” states ithat this story is a
variation on the theme of the Bibblical story,
“The Prodigal Son.” She proposes that tne mot
in Alice Walker’s story is the feminine
egquivalent to the father of the Prodigal Son, and
as such, they both represent God. Kane suggests
however, that the male and female express
different values, and that when God 15
represented as female, he/sne makes different
choices. Kane concludes that Walker exemplifies
this through Mama who yltimately “bestows the
riches of her domestic kingdom not on the
prodigal but on the familiar daughter,” and
Magoie beccomes the embraced lost child.

Patricia Kane, in relating the story tc the
Biblical Prodigal Son, shows thoughtfulness and
insight; however, in her eagerness to expose what
she sees as differences in male/female values
che demonstrates a superficial understand
rhe Gospel parable and misses the ¢ ntral
message: one of "GQQRYQHCG and forgiveness.

At first glance Kane’'s thesis is appealing and
perhaps convinpcing; but when you compare ihe two
stories carefully, the actiens and responses of
hoth parents have baslic simitarities in both
stories, the mother and father freely give their
children their “portion” as they need and/ar
reguest it. The Biblical father 25 his young
son his portion of properiy whnich enables him to
go off to a distant place to live as he wishes
Mama, in “Everyday Use” works hard to ralse money
from her church which enables her daughter, Dee
to go away 1o school; and she offers her a cuilt
a5 well. The father is vich and the mother i3
poor, but the portions they give are relatively
equal based upon thelr mean

The Prodigal Son rejects b
as Dee rejects part of her
hecause at the time it held
Both the Prodigal Son and Dee,
dauvghter, repudiate the values of their parents,
and they leave home 1o pursue their own way of
Tife.

«
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Muzher’g 5

children when the back are

character: the fat s fully ope

receiving, while the mother is somewhat reticent

Wh)s i aot, as Kane suggests because they have
if

response

w

ferent values, but hecause the children come
bauk for different reasons and under different
circumstances. The prod]gal son has not bheen
successful in his worldly ife, and comes back
weary and destitute 10ﬂg1ng for the comforts of
his fatheV's home n contrast, Dee comes back
Flaunting her success and new worldly values. She
is elaborately dressed while the son is probably

i

in rags. He comes back humbly, hoping to be
received; she comes back confidently, intending
to take.

Wnile their actual responses may be different

in character, Mama and Biblical father both
demonstrate similar parental desires and f ings
for their “lost” children. The father waits for
his son., sees him a long way off and is deeply
moved at his return They greet warmly and the
father has no words of reproach. He immediately
orders the cooking of a fatted calt by way of
celebration. Similarly, Mama also “waits.” She
has a recurring dream in which she

5
f

and Dee
nublicly reunite with arms around each other, Dee
with tears in her eyes, grateful to her mother
saving she couldn’'t have done anything without
ner mother’'s heip. But thetr rewunion doesn’t
happen.as it does in Mama’'s dream. Dee arrives
with haughty airs, gives her mother a perfunctory
greeting, and xmmedxateiy busies herself with her
Nevertheless, Mama has prepared to
celebrate. She has made her vard clean and wavy
and preparves the 'f1 ted calf” represented by
pork, collards, chitlins, and corn bread.
Kane ohserves that because the biblical father
wrders sthers to do the coeking while Mama
prepares her own, the mother’'s feasi is more
perscnal, suggesting that a woma s mark of
tation is “better” or has a higher value

reconct
than the male’s, This judgment is irrelevant to
the message: both parents demonstrate rc@atance

and desire for reconcilation through t
WEIC<m@ and through offering the celeby

at
meal. Their different styles of doing so,

ion
whether

Wriing with Luisiae Sources

due to ma‘P/!vm leness, lifestyles, or pe
habits, do not alter the gquality of the
reconciliation. Their messages are the same; the
setting and cultures are different

A secondary theme of the Prodigal Son parable
is the attitude of the older brother who stayed
at home with his father. Kane does not address
this theme, nor does she make a comparison
hetween this brother and Maggie, which is
critical if we are to understand more fully
Mama’'s behavior

In the Biblical story, the older brother 1is
angry and resentful at his father’s lavish
display of welcome for his returning brother. The
father pleads with him to join in the celebration
and reassures his son by saying the older son is
always with him and everything the father has 15
also the son’s

In contrast, Maggie is shy and cowers in the
presence of her returning sister. No anger or
resentfulness is implied on her part. [n her own
way snhe is present and participates in the
celebration. Moreover, she does not show
resentfulness, and when Dee demands the quilts
Maggie tells her she can have them. The qualit
of Maggie’'s generosity 1s great, consicering her
comparative lack of life’'s gifts. She is nelther
as intelligent, nor as attractive, nor as well
educated as Dee.

Just as the biblical father reassured his oider
son, Mama has a protective attitude toward
Maggie; she takes back the quilts from Dee, and
hugs Maggie to her. Mama has already given Dee
the butter churner, which in its own way is just
as impertant and symboilic a portion. it too has
intrinsic, sentimental and "everyday use” value.

Both parents demonstrate love for their "lost”
children, both waited for their return, ang both
celebrated. The fact that Mama gives Maggie the
quilts does not take away from Dee: Dee ieng ago

ejecied this portion, so it became Maggie s

Finally, to approach the two stories as an 10
toto variation on the theme of the biblical
story, based on differences in male/female values
as Kane has done, 1s inappropriate, for two
reasons: first, as previously described, the
stay~at-—home children are very different from one
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Developing a Critical Perspective

This approach is especially useful when writing papers that require the use ‘of
sutside critical sourees. Let us say, for ¢ mph\ that you are 1‘<th{1rcd to write
2 five- or six-page paper analyzing and interpreting a pAﬂ,icr{lﬂr literary work.
Let us speeulate further that you are required to read and cite in your paper two
or three ouside sources. And let us also imagine that you have been asked to
select critical sources that provide different tnterpretive perspectives on the \y{»rk
vou will be writing about. What will you do? How will you go about writing

th

5 paper

Hil:rc}‘ is where annotation and the double-entry notebook are particularly
helpful. Let’s assme that you have found the relevant articles or sections of
tf?()\‘?kﬁ you HL\L‘K%. {f‘ YOU can p{‘:{\‘fﬂ(\“{)y d](‘ JPPI‘OPI&TIU‘ PZ\gUS, di;\' thﬁt ThCﬂ
annotate those pages the same way you annotated the htc*mry work ltsc‘lfh
{Before you actually read any eriticism, however, do some preliminary writ-
annotating, lsting, Jourml kc«‘pingu) o your journal o notebook summa-
vize i a few sentences the thesis or main idea of each source. Opposite yous
summarics, jot down a set of responses. When you record your summaries of
the articles and your responses leave plenty of room, as you will want to add
other things that vou notice on rereading them.

Stifl another techuique useful for writing critical papers is quoting key
passages and commenting on their significance or validity. In writlng a paper
about “Hemingway's “The Short Happy Life of Franci Macomber,” for exam-
ple, you could (and perbaps should) quote a bit of the story directly. You }mght
select a descriptive passage about the bon or a snatch of dialogue between Francis
and Margot Macomber. Ot you might select a few such passages for direct
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quotation, Of more fmportance than your apt sclection of such passages, how-
LVer, 1 ﬂ)f‘ V\/ay y()u r(',lat(z thCTn in Ynur comments L‘Xpﬂiain;mg t}?(’ir Slgniﬁ(:ﬂnciﬂ
The place to get a start on this crucial process is in your reading journal or
double-entry notebook, where you can record the relevant passages verbatim
and practice commenting on their significance. These comments will provide the
germ from which your paper will grow.

In using outside critical sources you will find yourself usually doing one of
two things. Either you will agree with the critic and use his or her comments
to bolster your interpretation. Or you will disagree and ke cxception 1o the
Cl"‘,tic 5 ldt?:ls by L’L]’guing Jg?&inSf d]cﬂ] in 'f()ur pﬂPCrA BD{Z] are élCC(‘pf&b}C VVJ,YS
w0 proceed. In fact, given a requirement to include more than two sourees, it
is highly unlikely that you will agree entirely with the positions taken in all
of them. Thus even if you agree in part, you will need to make distinctions and
to express qualified approval as you modify their viewpoints and express the
reservations necessary to make them congruent with your own ideas.

For some small-scale practice in trying out these techniques, read the follow-
ing comments on lbsen’s A Doll House, all of which have been excerpted from
fonger essays. Annotate each and provide a set of double-entry notes for cach.
You can agree and disagree with the critical views expressed, challenge, question,
or dispute them. You can compare and contrast them, relate them one to another.
In your notes, though, try to summarize their pomnts of view and to quote,
however briefly, from each one.

1 thank you for the i but must disclaim the honor of
having comsciowsly worked for the women’s rights mov
. Trne cnovgh, it is ¢

SN

sirable to solve the woman problem,
along with all the others; but that has not been the whale purpose.
My task has been the deseription of humanity. {Henrik
thsen, Letters)

Nora is . . . an irrestibly bewieching piece of formininity, an
extravagant poet and romancer, uteerly lacking in sense of face,
and endowed with a natural gift for pla

cting which makes her
instinetively dramatize her experiences: how can the settlement
fait of a fundameneally comic appeal? {Hermann W, i

nd,
The Moders hsen: 4 Reconsideration.

In leaving her husband Nora is secking a fuller life as a human
being. She

emancipating herself, Yer the secking itself is also
a renunciation, a kind of death—"1 must stand alone. .. " She
i as broken ag Torvald in the end: but she is a strong character
and he is 2 weak one.

.. Tt should be remembered, too, that the
seriousness of the step she takes is Tost on the present generation,
She was putting herself outside society, nviting insule, destiea
tion and loneliness. She went out into a very dark night.
(Muriel Bradbrook, Ihsen: The Nerwegian))

A Dell House is not about Everybody's struggle w0 find hime
or berself but, according to it author, shout Everywoman's
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struggle agamst Everyman, A Doll Heuse is a navural develop-
went of the play Hosen had jusc written, the nnabashedly fominise
Pillars o

cioty; both plays reflect Thsen’s extromely privileged
education, . . . (Joan Templeton, “The Doll House

Backlash: Criticism, Feminism, and Ibsen” PMLA 1989).

fomnin

The superstructure of Torvald's conseience, his sense of right
and wrong, is founded on the formulation: “the most important
thing is chat 1 be a success; all clse will follow from that.” Nora's
moral sense, o the other hand, is that “the most important thing
i that we live in, and out of, the truth of our feelings; all clse
will follow from that” What is at seake is nothing less than the
respective definitions that the society allows of a man and a

woman. . . . The unenlightened struggle of Torvald and Nora to
Jefine themselves along separate paths ievitably brings them into
conflict. . . . His {bsen’s] intercst centers on Nora because, in her

own terms, she internalizes the conflict, which Thsen designates
i his notes as “aatural feeling on the one hand and belief in
authority on the other.” (From Rolfe Fielde, Foreword to Ibsen:
Four Major Plays, volume 1.}

Documenting Sources

1f you incorporate the work of others into your paper, it will be necessary to
credit your sources through documentation. You should always provide source
credit when quoting directly, paraphrasing (rewriting a passage in your own
words), borrowing ideas, or picking up facts that aren’t general knowledge.

By crediting your soutces, you arc par cipating honestly and correctly In
shared intellectual activity. You are showing your reader that your knowledge
of & text includes some insights into what others have thought and said about
it. And you are assisting your reader, who may want to consult the sources that
you found valuable.

In literary study most writers follow the documentation style recommended
by the Modern Language Association of America (MLA). The MLA guidelines
have changed recently, so that the association now endorses a parenthetical
citation and reference list form over its carlier raised number and footnote-or-
endriote form, Since both forms are still in use, they are both illustrated on the
following pages. You can find a complete guide to the new MLA style in Joseph
Gibaldi and Walter S. Achwert’s MLA Handhook for Writers of Research Papers,
Second Edition.

NEW MLA STYLE AND ALTERNATE MLA STYLE

In the new MLA style, parenthetical citations within the text indicate that a
source has been used. These citations refer the reader to a reference list, which
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should start on a new page at the end of the paper. In the “alternate”™ or “old”
MLA style, references are marked by raised numbers in the text that corre-
spond to numbered notes cither at the foot of the page {foomotes) or the end
of the paper {endnotes). Both the reference list and the endnotes and footmotes
contain bibliographic information about the sources; however, the arrange-
ment, punctuation, and capitalization of the sources differs between the two
reference styles.

New MLA Style: Parenthetical Citations Paired with a Reference List

When you refer to a specific section of a work in the body of your paper,
provide your reader with the author and page numbers of your source. Place

ic page nurnbers in parentheses, and add the author’s name if it isn’t contained
m Y()Ur sentence.

According to Lawrence Lipking (30-39), a poet’s life involves
much more than his or her literal biography.

A recent critic argues that a poet’s life involves much more than
his or her lieral biography (Lipking 30-39).

’\If your paper includes two or more works by the same author, add the tide
of the \A{ork before the page number(s). The following are examples of other
kinds of citations commonly found m literature papers.

A work in an anthology:

Bacon’s “Of Revenge” affords us a glimpse at his view of human
nature: “There is no man doth a wrong for the wrong’s sake, but
thereby to purchase himself profir, or pleasure, or ]m’nm, or the
like” (DiYanni, Literature 2nd ed. 1565-1566),

" s
{The editor’s name and the page number of the quotation appear in parentheses.)
A classic verse play or pocm: ’

“She loved me for the dangers T had passed,” recounts Othello,
“And ¥ loved hee that she did pity them” {Lii.166-167).

(Act, scenc, and line numbers are used instead of page numbers. Arabic numbers
may also be used for the act and scene.)

Tennyson's Ulysses compares a dull existence to 2 dull sword
when he says: “How dull it is to pause, to make an end, / To rust
anburnished, not to shine in usel” (22-23).

(Line numbers are used instead of page numbers. Note the use of a slash [[] to
indicate the end of a line.) )
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eference List

The irerns i a reference list should be alpha
are typical kinds of entrics for a literature paper.
A book by a single author:

Lipking, Lawrence
Poctic Carerrs. {

(The sccond line is indented five spaces.}
An article i1 a book:

“The Black Musician: The Black Hero
ction of Critical
fewood Cliffs, NJ:

Essays, Ed. Kenneth Kinnamon, En
Prentice-Hall, 1974, 14715

« “147-154” refer to the entire article. References to specific

(The page numb
pages would appear in parenthetical citations.)
A journal article:

‘Walker, Janct. “Hardy's Somber Lyrics” Poetry 17 (197
39,

(The article appeared in issue 17 of the journal Poctry. The page numbers refer
o the entire article.)
A work i an anthology:

o, Peciry,
¢ DiYanni,

" Litcrature: Reading I
say, 2nd ed. Bd Rob
P, 1990, 1565-

(The page numbers refer to the entire v} ‘ )

Cite the anthology itsclf if you are using more than one sclection from it.
The sclections can simply be cited without repeating the anthology title and
publication data.

Racon, Francis, "Of Re
Dranig, and the
New York: McGra

v

DiVanni, Robert, ed. Literature: Reading Fiction, Poctry, Drama,
i od. New York: M w-Hill, 1990,
“Ulysses.” DiYanni. 649650

and the Essay.

Tenmyson, Alfred, L
A multivolume work; a second edidon:

Draiches, David ol Histery of English Literature, 2nd ed.
2 vols. New York: Ronald, 1970.

Writing with Qutside Sources 1709

A translation:

Auerbach, Erich. Mimesis: The Representation of Reality in Western
Literature. Trans, Willard Trask, Princeton: Princeton
UP, 1953,

ALTERNATE MLA STYLE: NOTE NUMBERS PAIRED WITH
ENDNOTES/FOOTNOTE

Using Note Numbers

Raised note numbers, in consecutive order, follow the quotation or information
being cited. They belong affer all punctuation, except a dash.

“She toved me for the dangers | had passed,” recounts Othello,
“And 1 loved her that she did pity them.”

If you include several quotations from the same text in your paper, you may
switch to parenthetical citations after the first note. This will reduce the number
of footnotes or endnotes.

Emilia tells Desdemona that jealousy is “a monster begot npon
iself, born on itselt” (ITLiv.155-156).

Using Endootes/Footnotes

Each raised note number corresponds to a footnote or endnote. The only
difference between footnotes and endnotes is their placement in the paper.
Footnotes appear at the bottom of the page on which the reference occurs:
quadruple-space between the last line of text and the furst note. Endnotes are
grouped together on a separate page immediately following the last page of text.

The following are the same sources given on pages 0000-0000, now in
endnote form. Note that specific page references are given for each entry; these
page references would be contained in parentheses in new MLA style,

Wawrence Lipking, The Life of the Poct: Beginning and Ending
Poesic Careers {Chicago: U of Chicago P, 1981) 30-39.

2Sherley Anme Williams, “The Black Musician: The Bl
Hero as Light Bearer,” in James Baldwin: A Collection of C
Essays, od. Kenneth Kinnamon (Englewood Cliffs, NJ.: Pren-
uece-Hall, 1974) 147,

3fanet Watker, “Hardy's Somber Lyrics,” Poetry 17 (1976): 35.

‘Francis Bacon, “Of Revenge,” Literature: Reading Fiction,
Poetry, Drama, and the Fssay, 2nd ed., ed. Robert DiYanni
(New York: McGraw-Hill, 1990) 1565-1566.
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David Daiches, A Critical History of English Literarare, nd
2 vols. {(New York: Ronald, 1970) 2:530.

rich Auerbach, Mimesis: The Representation of Reality in
Westorn Literasure, trans. Willard Tr (Princeton: Princeton

U 7

ed.,

L1953y 77,

Noring Subsequent References

It is usually enough simply to list the authot’s name and the appropriate page(s)
in subscquent references 0 a SOUTCE.

“Lipking 98

|

L

Allegory A symbolic narmative in which the surface details imply 2 secondary e
Allegory often tak

Hing.

s the form of a story in which the characrers represent moral quai-

e

Alliteration ‘The repetition of consonant sounds, especially at the beginning of words.

Anapest Two unaceented syllables followed by an accented one as in compréhend or Hieer-

vere.

Antagonist A character or force againse which a main character struggles.

Argumentative essay  An o

y that puts forth a claim direetly and exp

dy supports it with

evidence

Aside  Words spoken by an actor directly t the audience, which are not “heard” by the other
actors on stage.

Assonance The repetiion of similar vowel sounds in a scntence ot a line of poetry as in ‘1
rose and teld him of my woc.”

Aubade A love lyric in which the speaker complains about the arrival of the dawn, when
be must part from his lover.

Ballad A narrative poem written in four-line stanzas, characicrized by swift action and
narrated in a direct style.
Blank verse A line of poeory or prose in unrhymed lambic pentameter,

Caesura A strong pause within a line of verse.
Catastrophe  The action at the end of a tragedy that initiates the denouement.

1751




image28.tiff
i GLOSSARY

Catharsis  The purging of the feelings of pity and fear th

, according to Aristotle, occur in
the audienee of tragic drama.

Character  Anim

ginary porson that lives in a literary work. Literary characters may be major

ot minor, static or dynamic,

Characterization  The means by which writers present and roveal character.
Chorus A group of characters in Greek ragedy who commient on the action of 2 play without
participating in it, Their leader is the choragos.

Climax  The trning poine of the action in the plot of a play or story. The climax represents

sn in the work.

the point of greatest tor

Closed form A type of form or structure in poetry characterized by regalarity and consis
ency in such clements as thyme, line length, and metrical pattern.

Comedy A type of drama in which the characrers experience reversals of fortune, wsually for

the hetter. In comedy things work out happily i the end. Comic drama may be cither

romantic-—characterized by 2 tone of tolerance and gentality—or satiric. Saricic plays offer

4 darker vision of buman miture, one that ridicules human folly.

Comic relicf  The use of a comic scone to terrupt a succession of intensely tragic dramatic

moments. The comedy of scencs offering comic relicf typically parallel the tragic action
chey nterrupt,

Complication  An intensification of the conflict in a swory or pla

Conflict A struggle between opposing forees in a story or play, usually resolved by the end

of the work,

Conmotation  The personal and emational associations called up by @ word that go beyond
its dictionary meanng.

Convention A customary feature of a lirerary work sueh as the use of a choras in Greek
tragedy or an explicit moral in o fable.

Couplet A pair of thymed lines that may or muy not constitute a separate stanza in & poerm.

Daceyl As
Trenotation  The dictionary meaniug of 2 word.

ssed syllable followed by two unsiressed ones as in fit-tér-ing or blite-bér-+y.

Denouernent  The resolution of the plot of a fiterary work.
Deus ex mathing A god who resolves the entanglements of a play by bis supernatural
jal device used to resolve a

intervention (Titerally, a god from the machine) or any arti

plot.

Dialogue The conversarion of characters in a lirerary work.

cegion of wo

Diction  The s ds i a Jiverary work.

Dramatic monologue A type of posm ip which a speaker addresses a silent listener.

Drawmatis Personac  The characters or persans of the play.

Elegy A lyric poem that laments the dea

Blision The om ceve the meter of a line of

sion of an unstressed vowel or syllable to p
poctry.

Enjambment A run-on line of poetyy in which logical and grammatical sense carries over

3 stopped line in which

from one line into the pext. An enjambed tine differs from an e
the grammatical and logical sense is completed within the line. In the opening lines of
Robert Browning's “My Last Duch

for example, the first line is end-stopped and the

second enparnbod:

Clossary 1713

That's my last Duchess painted on the wall,
Looking as if she were alive, T call
That picce a wonder, now. . . .

Epic A long narrative poem that records the adventures of a hero. Epies typically chronicle
the origing of a civilization and embody its central values.
Epigram A brief witty poem, often stirical.

Exposition The first stage of a fictional or dramatic plot in which necessary background
information is provided.
Expository essay  An essay that advances an idea in a direct manner. Its primary purpose is

to provide information.

Fable A bricf story with an explicit moral, often including animals as characters.

Falling action In the plor of a story or play the action following the climax of the work
that moves it towards resolution.

Falling meter  Poctic meters such as trochaic and dactylic that move or fall from a stressed
£ an unstr

Fiction An imagined story.

Figurative language A form of language wse in which wriers and speakers mean somethin
other than the literal meaning of their words. See hyperbol, wietaphor, metanyny, simile,
synocdoche, and understatement.

Flashback  An interruption of a work’s chronology to de

ribe or present an incident that
oceurred prior to the main time frame of the action.

Foil A character who contrasts and parallels the main character in a play or story.

Foot A metrical unit composed of stressed and unstressed syllables. For example, an jamb or

nted

fambic foor is represented by 7 7, that is, an unaccented syllable followed by an ac
< the chart on p. 483484,
Foreshadowing  Hints of what is to come in the action of a play or story.

one, $

Fourth wall The imaginary wall of the box theater setting, supposedly removed to allow
the audience to sce the action.

Free verse Poctry withous a regular pattern of meter or rhyme.

Gesture  The physical movement of a character during a play.

Hyperbole A figure of speech involving cxaggeration.

famb  An unstres

sed syllable followed by a stressed one, as in taddy.

fmage A concrete representation of a sense impression, a feeling, or an idea. Imagery refers
to the pattern of related details in a work.

Tmagery The pattern of related comparative aspecss of language in # literary work.

fromy A contrast or disorepancy between what is said and what is meant or berween what
happens and what is expected to happen. In verbal irony characters say the opposite of what
they mean. In irony of circumstance or sitwation the opposite of what is expected happens.
In dramatic itony a character speaks in ignorance of a situation or event known to the
audience or to other characters.
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Literal language A form of language in which writers and speakers mean exactly what their

wards devote.

Lyvic poem A type of poem chatacterized by brevity, compr

o1, expression of

fecling.

Jike or

Metaphor A comparison between esscrtially unlike things without a word such

5. An example: “My love is a red, red rose”

Meter The measured pattern of rhythmic accents i poems.

Metonymy A figure of speech in which 2 chosely related serm is substiuted foran object or

idea. An cxample: “We have always remained loyal to the crowa.”

Monologue A speech by one char

Narrative essay A type of es y or i series

of incidens,

Narrative poem sern that tells

er of 2 fictionsl work, to be distinguished from the

MNarrator  The voice and implied sp

actual fiving author.

Octave  An cight-line unit, which may constitute a stanza 0r 3 section of & poem, as i the

actave of a son

Ode  Alor

on an

(. starcly poen in stanzas of vasied length, meter, and form. Usually a serious pocm

Tted subject.

Onomatepocia  The use of words to imitate the sounds they describe. Words such as huzz

and crck are onomatopoctic.

Open form A type of structure or form in poctry characterized by freedomt from regularity

and consistency in such clements as thyme, tine length, and metrical pavtern,

Parable A bricf story that weaches a lesson often chical or spiritual.

Parody A humorous, mocking imitation of a lirerary wor

srimudates the audie

pathos A quality of a play’s action that co to feel pity for a character.

Personification  The endowment of manimate abjects or abstract concepts with animate or

Hving quatities. An oxample: “The yellow Teaves Baunted their color gaily in the wind.”
1 i J Bty

Plot  The miffed structure of incidents in a lierary wor

Point of view The angle of vision from which a story is narvared. See pp. 53-56.

Props  Asticles or objects thar appear on stage duting & play.

ork.

Protagenise  The main character af a Hrerary

Guatrain A fous-line stanzs in 4 poom.

anderstands his or her situation as it really is.

Recognition  The point at which a characeer

Reversal  The point at which the action of the plot tarns in an unexpected direction for the
protaganist.

¢ end of a drama or narrative.

Resolution’ The sorting out or unraveling of « plot at i

Rhetorical question A guesiion to which an overt answer is not expected. Writers use

shetorical questions to sct up an explanation they arc about to provide and to trigger a

reader’s mental response,

-
i

Ristng action A set of conflicts and erises that consoute that part of a play’s plot leading
up to the climax.

Rising meter DPoctie meters such ay famhic and anapestic that move or ascend from an

unstressed to a stressed syllable.

Rhyme The matching of final vowel or consonant sounds in two or more words,

Rhythun  The recurrence of accent or stress in lines of verse.

Romance A type of narrative fiction or poem in which adventure is a central feature and

in which an idealized vision of reality is presented.

Satire A hiera

, work that criticizes human misconduct and ridicules vices, stupiditics, and

follies.
Sestet A
of an Ttalian sonnct.

six-line unit of verse constituting a SEanzi or st tion of a poem; the last six lines

Sestina A poem of thirty-nine lines written in lambic pentameter. Tis six-line stanzas repeat

in an intricate and prescribed order the six last words of cach line in the opening stanza.

Afier the sixeh stanza there is a three-fing envoi {or envoy) which uses the six repeating
words, two to 2 line.

Setting  The time and place of a literary work that establish its context.

hg ik

Simile A figure of speech involving a comparison between unlike things us

as thangh, An example: "My love is tike a red, red rose.”

3 is meant 1o be heard by the audience but not by other

Soliloquy A speech i a play whi
characters on the stage. If there are no other characters present the soliloguy represents the
character’s thinking aloud.

Sonnct A fourteen-line poem in iambic pentameter, The Shakes olish sonset 15

cqrean of

arranged as three quarrains and o couplet, rhyming abab cded ofef gg. The Petrarchan or

Tralian sonnet divides into two parts: an cight-line octave and a six-line sestet, thyming

abba abba cde ede or od od od.

Speculative essay & medisative oss

y gencrally loose in structure concerned with exploring

an idea, 2 perception, or a fecling.
Spondee A metrical foot represented by two stressed syllables such as knick-knack.
Stage direction A playwright's descriprive or interprotive comments that provide readers
{and actors) with inforoation about the dialogue, setting, and action of a play.
ositions of actors on

Staging 'The speciacte play presents in performance, including the

stage, the scenic background, the props and costumes, and the lighting and sound effe

Stanza A division or unit of a poem that is repeated in the same form—with similar ot
identical patterns of rhyme and meter.

Sepucture The design or fonm of a licerary work.

Style The way an author chooses words, arranges them in sentences or in fines of dialogue

or Vel

. and develops ideas and actions with description, imagery, and other litcrary
techniques.
Subject  What a story or play is aboug; to be distinguished from plot and theme.

Subplot A sabsidiary o subordinate or parallel plot in a play ot story that coexists with the

main plot.

Symbol An object or action in a Hicrary work that means more than itsclf, that stands for

something beyond itsclf.
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speech in which a part is substituted for the whole, An example:

of words m a sentence or line of

serse o dialogue.

racter.
Tempo The vatation in pace in which a scone §s acted.
Tercet A three-line

Theme The idea of a literary work abstraceed from its details of language, character, and
action, and cast in the form of a generalization,

Tone The imphed attitude of a writer toward the subject and characters of a work.

Tragedy A type of drama in which the characters experience reversals of fortune, usually far

the wosse. In tragedy catastrophe and suffering await many of the characrers, especially
the hero.
Tragic flaw A weakness or limitagon of character resulting in the fall of the tragic heres,
- flaw

Tragic hera A privileged, exaleed charscter of high repute, who by virtue of & tragi
and fate suffers a fall from glory into suffering.
tragicomedy A type of play that contains clements of both teagedy and comedy.

Understatement A fzure of speechs in whick a swriter or speaker says less than what he or

she means; the con

of exaggeration.

Unities  The idea established by Aristotle that 2 play shoald be limited to a specific time, place,

and story. The cvents of the plot should cocur within a twonty-four-honr period, should

cccur within a given geographic locale, and should tlf a single story.

Villanelle A nincteen-line Jyric poem that relies heavily on repetition. The first and third

sred in six stan five tercets and

fines alternate throughout the poem, which & struc

a fiml quatrain.
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An Approach to
Writing About

Literature

[ 8

REASONS FOR WRITING ABOUT LITERATURE

Why writc about literature? For many reasons. First, writing about a literary
work encourages us to read it attentively and notice things we might miss during
a more casual reading. Second, writing stimulates thinking, and enables us to
discover what we think about literary works, how we feel about them, and why.
Third, writing provides opportunities for us to state our views about the ideas
and values expressed in literary works. And finally, through writing about
liserary works we enhance our enjoyment of the many pleasures they offer and
deepen our appreciation of their artistic achievement,

Whatever our reasons for writing may be, a truly active engagement with
literarure mtelectually and emotionally will broaden our understanding of life
and language and will refine our aesthetic sensibilities. The literary works we
read carefully will become a meaningful part of our lives, absorbed nto our
storchouse of ]\'lmwh'dg(‘ nd experience to become part of who we are, how
we know, and whar we feel.

WAYS OF WRITING ABOUT LITERA TURE

Just as there are many reasons for writing about litcrature, there are many ways
to write about it. In this section we will explore a varicty of ways to write about
literary works. Our approach is divided into three parts:

s
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Writing to respord to a work {Writing about our experfence of Literature)

Writing to explain a work (Writing about our fnterpresation of Literature)

Writing to evaluate a work (Wiriting about our evaluation of Literature, specifi-
cally about its aesthetic, moral, and cultural values)

Each part concentrates on a different purpose for writing about a literary work;
each describes a variety of techniques and procedures for doing so; and each
offers different ways to write about lirerature.

When we write to respond to literary works, we are concerned primarily
with our experience of them. Qur emphasis is largely on the impressions we
form and the reactions we have to them, This type of writing is personal and
cxploratory. It can assume the forms of freewriting, annotating, listing, and
keeping a journal.

In writing to cxplain literary works, we are concerned largely with interpre-
rarion, with making mferences based on our observations about texts. Interpre-
tive writing tends to be more formal than informal, more public than private,
MOre Cxp]zmatmy than <’xpior;\r0r)‘.

In writing to evaluate literary works, we are concerned primarily with
measuring them against aesthetic criteria and with making judgments abour
moral and cultural values, Qur emphasis is on arriving at aesthetic judgments
about particalar literary works and assessing the various cultural values they
cxpres

WRITING TO RESPOND TO A4 LITERARY WORK

In writing to respond to literature, we attempt to open ourselves to it, allowing
the work to stimulate our feelings and our thoughts. Its purpose is not to offer
soteone else an explanation or o prosent an argument supporting our ideas.
Rather, it is an inttial, cxploratory writing that enables us to record our
impressions, both intellectual and emotional. Our writing toward a preliminary
understanding of any literary work should be free enough to allow us to
discover our feclings, explore our thoughts, and reflect on the connections
berween them.

Consider the tmplications of the following words, which serve as the title of

a p(»(‘lnl
Symptoms of Love

Before we read the poem itself, simply secing its titde evokes feelings and
thoughts about the experience of being in love, perhaps sbout falling in or out
of love. The words may suggest something about the nature of love as a disease,
for which there are recognizable physical and bebavioral symptoms. Pechaps the
title triggers memories of our own experience. Perhaps it reminds us of some-
thing we have seen, heard, read, or imagined.

Now here is the poem itself:

Writing 10 Respond to a Literary Work 1663

ROBERT GRAVES
[1895-1985

Symptoms of Love

Love is a universal migraine,
A bright stain on the vision
Blotting out reason.

Symptoms of erue love
Are leanness, jealousy, f
Laggard dawns;

Are omens and nightmares—
Listening for a knock,
Waiting for a sign:

For a touch of her fingers o
In a darkened room,
For a scarching look.

Take courage, lover!
Could you endure such pain
At any hand but hers? &

Freewriting
4

Graves’s poem offers an opportunity to do some focused freewriting, o kind of
relaxed, informal writing in which you allow your responsc to the su%jcct {love)
to develop without knowing beforchand just what that response will be or what
tgrm it will take. Your frecwriting ﬁ)r‘cxamplc, might explore your Impros-
sions of the lover. I might explore your thoughts about romantic love generally
or your feclings about the power of sexual attraction. You might find yourself
writing about your memoties, your experience, your fantasies. Or you might
write about the kind of love depicted in the poem as a particular kind that you
have strong opinions about. In the process you may wander from the niain
concerns of the poein proper. You may also discover thoughts and feelings you
didn'r‘know you had or of which you werc only dimly aware. The impi»ré(mt
thing is to l!SC.f ocused freewriting to get started writing honestly and responding
;mr?mlly to discover what feclings emerge, and to see where your thinking will
cad. ‘





