<

licy Laladll Ads
QENA FACULTY OF ARTS

Dept. of English

Methods of Research
(English Studies)

Gy alia [k

day) ) 43 4l

gole dolopd « ) Bal) M
A 5y 43l - acdl)
KPP

2024-2023p  ; alad) alal)


AMEL
Text Box
   2024-2023م

AMEL
Text Box
أ.م.د.أمل عبادي


dala) il

Ay ALY

day)l) <4881

Ay lad) 48l 1 (amddl)
raladall dae

LAY AS [ A0 AR ad : ) Ral) AD aglil) sl


AMEL
Text Box


dadiiall §gayl)

Saaliall g E

Byl ool il TR

%

A by
b

LI ]y il AL



Contents

Chapter 1: Writing Research Papers P.5
Chapter 2: The Writing Process P.25

Chapter 3: MLA & APA Style Guide P.112



Writing Research Papers:

W A research paper differs from other papers that deal
with literary topics in two ways. First, its purpose is not
simply to convey your interpretation of the work but also to
present ideas and data from others. (This material is called a
secondary source.) Second, because it will be presented as
academic discourse, the style will be more formal than that
of some other work you have done.

Many of the conventions that you follow will depend on
your instructor. Although some general guidelines almost
always apply, be sure that you understand and use those
provided for your particular assignment. The guidelines
may vary somewhat from the suggestions that follow. You
will enjoy the project more if you choose a topic that
interests you. Because you will be spending many hours
working with it, you will not want to suffer through dealing

with a subject you find boring or irrelevant.
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With all the work you put into a research paper, it should
be more than a scrapbook of other people’s ideas. It should
reflect your own thinking. If you begin to feel that you have
nothing to contribute to the rich critical dialogue that has
preceded your study, you can use several strategies to find
your own opinions. First, remember that you can argue with
other critics. If you disagree with the conclusions drawn by
one of your secondary sources, you have the basis for critical
argument. Another way to find your own point of view is to
look at a work from a perspective that has not been
traditionally used. For example, feminist critics are
providing some surprising new readings of well known texts
by looking at them through women’s eyes. Finally, you can
interact with the work on a personal level by asking yourself
early on how you respond to it and why. Some
brainstorming on this topic may lead you to ideas that you
can then investigate and test by examining the ideas of other

critics.



m Your paper will probably run between five and fifteen
pages. Regardless of its length, in its final form it should

have an introduction, a well-developed discussion section, a

conclusion, and a list of sources cited. Not only should the

introduction announce the topic to be discussed, but it
should also provide an attractive, inviting beginning. The
discussion section—the heart of your explanation or
argument—should follow a clear plan of development, using
examples from the work itself and references to secondary
sources to strengthen your case. The conclusion need not be
long if you have been clear in the preceding sections. It
should simply provide a satisfying sense of completion to the
paper.

Today most readers who wuse biographical and
historical information to complement other methods of
analysis turn to more than a simple recitation of the facts of
an author’s life or of the publication of the text. They search
out the social and intellectual concerns of both the writer

and his or her society. They look for other works of the same



period with which they can draw comparisons regarding
themes, style, and genre. Sometimes they make comparisons
between a specific work and others by the same author.
Whether you are using a historical-biographical approach as
your sole perspective or using it to complement another
means of analysis, you will find the following questions to be

helpful aids to thinking and organizing your ideas.

m Where does this work fit into the chronology of the
author’s published works?

m Are the events of the plot based on the author’s own
experiences?

m How old was the author when the text was written?

m Is the setting (time and place) one in which the author
lived? If not, how did he or she become knowledgeable about
it? Through travel? Reading?Research?

m Are any of the characters based on people the author

knew?



m Is one of the characters based on the author him- or
herself?

m How do the issues addressed (or conflicts depicted)
reflect controversies, questions, and problems of the
author’s day?

m How does this work exemplify the definition of the
intellectual or literary period in which it was produced—for
example, classicism or romanticism?

m What are the author’s attitudes, either implied or
explicit, about the central concerns of the text? Why does he
or she have them?

m Does the language include words with archaic
meanings? If so, what did they mean when the author used
them?

m What writers and texts can be said to have influenced
the writing of the work under consideration?"

When analyzing a work of art, literary critics ask basic
guestions concerning the philosophical, psychological,

functional, and descriptive nature of a text. Since the time of



the Greek philosophers Plato and Aristotle, the answers to
these questions have been seriously debated. By asking
guestions of Twain's or any other text, and by contemplating
answers, we too can become participants in this debate.

As a result, the hard part for many people is getting
started, as where to begin isn’t always obvious. To gain some
control over the process, you can use several fairly simple
techniques to help make your initial approach. They take
little time but can pay big dividends later. The techniques
suggested as starting points here involve connecting reading
and writing so that you can discover what you have to say.

They include making marginal notations, keeping a reading

log, and using prewriting strateqies.

Adding Marginal Notations

One reason that reading and writing seem to be two
parts of a whole is that they sometimes take place at the
same time. During the first reading of a work, for example,

you may find yourself underlining sentences, putting
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question marks or checks in the margins, highlighting
passages, or circling words that you don’t understand.

You may not think of such cryptic markings as writing
at all, but they are, in fact, representations of what you think
and feel as you go through a text. And because nobody
completely takes in a work the first time through, these
markings can serve as starting points for the next reading.
They will help you find those passages and ideas that you
wanted to think about some more or perhaps didn’t
understand at all. You will be glad when you return to a
work to find that you left some footprints to follow. Look at
how a first-time reader responded to Robert Frost’s poem

“Nothing Gold Can Stay.”

More examples on P.23 NOTHING GoLD CAN STAY

Nature’s first green is gold, ftow can green bo gold?
Her hardest hue to hold.

Her Ldr]}‘ leaf’s a flower; Lt Uj

Something. “subsides” But only so an hour. f““ﬂ;,c, D
fo ifeelfd  Then leaf subsides to leaf, !
S‘t@ sank to grief,

Wt t*“f S0 dawn goes down to day.
wwf\’\::w ? Nothing gold can stay.

|
0 &ﬂq' i

DF&ﬂrlr‘g Cound¢
5:;1‘ r&PwM too.

11


AMEL
Text Box
More examples on P.23


The advantage of marginal notations is that they don’t
interrupt your reading very much. They are, however,
usually too terse and superficial to serve as the basis of a
full-scale analysis. Several other techniques that will connect
your reading with your writing in more substantive ways
include keeping a reading log and using prewriting
strategies.

If you do make marginal and textual notes while you
read, you will have the rough beginnings of a reading log. A
log amplifies the process and thus requires a separate
notebook for your comments. You may even want to skip the
marginal markings and use the notebook from the
beginning. Several kinds of information, depending in part
on how familiar you are with a work, will be appropriate for
your reading log. When you read something for the first
time, you are likely to make notes about relatively basic

information.
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If you are reading a narrative, for example, you may

want to answer such questions as the following:

m Where is the action happening?

m What are the relationships of the characters?

m Which character(s) do I find to be the most interesting?

m Which one(s) do I care for most?

m Which one(s) do I dislike the most?

You might even want to pause in the middle of your
reading to speculate about the following:

m What do | want to happen?

m What am | afraid will happen? What do | think will
happen?

m What have | read that prompted the answers to these
guestions?

If you are reading a poem, you may want to record answers
to questions like these:

m Who is the speaker of the poem? (Remember, the
speaker is not necessarily the poet.)

m What do | know about him or her?

13



m What is his or her occasion for saying it?

m Where does the poem take place?

m Who is listening?

m Which lines seem to be the most important?

m Which words resonate powerfully with me?

m Do they give me insight into the poem as a whole?

Another way of beginning to think about a work is to

jot down questions, memories it has called up, arguments
with the ideas, or speculations about how the author came to
write it. These considerations will help you connect with
what you have read, not simply focus your attention on the
text itself. They will make it more meaningful to you as an

individual.

References:

- Jane Straus. The Blue Book of Grammar and Punctuation. San
Francisco: Wiley, Year: 2008. Print.

14



Oliver Strunk. The Elements of Style. 4th ed. New York:
Pearson Education Company. 2000.
Susan Thurman. The Only Grammar Book you'll Ever Need: A

One-Stop Source for Every Writing Assignment. Avon: Adams
Media, 2003.

Adrian Wallwork. English for Academic Correspondence and
Socializing. Springer, 2011.

15



ed., Boston: Pearson, 2016.

The following part is excerpted from:Johnson-Sheehan. Writing Today, 3rd _

== Starting Your Research Process

A reliable research process, as shown in Figure 24.1, is “recursive,” which means the develop your
researcher collects evidence and then repeatedly tests it against a working thesis. This own dependable

cyclical process ends when the working thesis fits the evidence you collected. vﬁiaerlcphyzr:’ic:éz irt:at

into topics that interest

Step One: Define Your Research Question you.

Your research question identifies specifically what you want to discover about your
topic. Name your topic and then write down a question your research will try to answer:
Topic: The anti-vaccine movement in the United States.

Research Question: Why are some people, including celebrities, choosing not to
vaccinate their kids against common illnesses like measles, mumps, and
whooping cough?

Electronic and Print
Online Sources Sources

TNO
Yes Empirical
— Sources

FIGURE 24.1 Following a Research Process

A reliable research process will save you time and energy. Each source you collect will lead you
to other sources. Keep looping until you collect the evidence you need to draft your paper.

16



AMEL
Text Box
The following part is excerpted from:Johnson-Sheehan. Writing Today, 3rd ed., Boston: Pearson, 2016.

AMEL
Text Box
16

AMEL
Stamp

AMEL
Stamp


Starting Your Research

Topic: The oddity of wearing shorts and flip-flops in wintertime.

Research Question: Why do some college students wear shorts and flip-flops in
the middle of the winter?

Once you have drafted a research question, you should spend some time
sharpening it to a topic that you can answer in a college-length paper. The research
questions mentioned above, for example, are too broad for a typical college paper.
Here are sharper versions of those questions:

Is the anti-vaccine movement a real national threat, or is it primarily a problem
for people who live in places like California with dense populations and many
unvaccinated people?

Why do some students at Falls County Community College always wear shorts
and flip-flops, even in the middle of the winter?

Step Two: Develop a Working Thesis

After defining your research question, you should then develop a working thesis,
which is also called a “hypothesis” in some fields. Your working thesis is your best
guess at this moment about the answer to your research question.

Try to boil your thesis statement down to one sentence. For example, here are
some working theses based on the research questions above:

Even here in northern Michigan, vaccinations are still critical for all children
because illnesses spread quickly over the winter since we spend more time
indoors in confined spaces.

Some Falls County Community College students wear shorts and flip-flops in the
winter because they prefer light, comfortable clothing, and they can keep warm
by staying inside and walking from building to building across campus, but
others do it just because it's fashionable and cool.

Asyou do your research, it is likely your working thesis will change. Eventually, it
will become the main claim for your project. If possible, boil your working thesis
down to one sentence. If you require two or three sentences to state your working
thesis, your topic may be too complex or broad.

Step Three: Devise a Research Plan

Before you begin collecting evidence to test your working thesis, take some time to
sketch out your research plan. Your plan should describe the kinds of evidence,
including sources, you will need to answer your research question. Your plan should
also describe how you are going to collect this evidence along with your deadlines for
finding sources. A typical research plan has these elements:

® Research question
® Working thesis
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Assessing a Source’s Reliability

e Description of available sources about the topic, including print and electronic
sources

¢ Schedule for conducting and completing the research

¢ Bibliography

Creating a research plan will save you time by helping you identify the evidence
you need and streamline your research.

Doing Start-Up Research

Now that you have figured out your research question, working thesis, and research
plan, you're ready to start tracking down evidence and collecting sources. Some
researchers find it helpful to begin by doing an hour of “start-up” research. This kind
of research will help you to gain an overall view of the topic, figure out its various
sides, and identify the kinds of sources available.

In Chapter 25, “Finding Sources and Collecting Evidence,” we will talk about
doing formal research, which is much more targeted and structured than start-up
research. For now, though, let’s look at some good ways to do start-up research:

Search the Internet. Put your research question or its keywords into Google,
Yahoo!, Bing, or Ask.com. See what pops up. Jot down notes about the kinds of evi-
dence you find. Identify some of the major issues and people involved with your topic
and take note of any key sources of evidence that you might want to look up later.
Bookmark any Web sites that seem especially useful.

Look Through Online Encyclopedias. Major online encyclopedias include Wikipedia,
MSN Encarta, and Encyclopaedia Britannica Online. Again, note the major issues and peo-
ple involved with your topic. Identify key terms and any controversies about your topic.
One note: Professors probably won'tlet you cite online encyclopedias like Wikipedia
or Encyclopaedia Britannica as authoritative sources, because the entries are often writ-
ten anonymously or by non-experts. Nevertheless, online encyclopedias are useful for
gaining a quick overview of your topic and finding sources that are authoritative.

Search Your Library’s Catalog. Use the online catalog to search for materials available
in your campus library. Write down the names of any authors and titles that look like they
might be helpful. In some cases, your library’s catalog can e-mail your selections to you.

Start-up research should take you an hour or less. Your goal is to gain an overall
sense of your topic, not form your final opinion. Keep your options open and don'’t
become too occupied by one source or perspective.

Assessing a Source’s Reliability

All information is not created equal. Some people who claim to be “authorities” can assess whether
be wrongheaded or even dishonest. In some situations, people who have agendas or sources are reliable and
biases stretch the truth or selectively use facts to support their positions. To assess the  "4S™othY-
reliability of your sources, consider these questions:
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Starting Your Research

FIGURE 24.2 8 0 0/ @ ras Avour Flip-ops | ¢ % ) (1 |
Using Online Sources € 5 C i | [ www.chow.com/info_8353316_flipflops.html @ = |
for Start-Up Research

Even though popular Web

. . Food Tech
sites like eHow are not always

authoritative, they are helpful . :
for start-up research because Facts About Flip-Flops

By Grace Riley. eHow Contributor

they can help you understand |

trends, identify different [ Share |

SldeS Ofthe Lssue, and locate Flip-flops are ubiguitous footwear in warm-weather

soureces. months, They consist of a flat sole held onto the foot by a y-
shaped thong that runs between the big toe and second toe.
Flip-flops come in a wide range of materials, but most are
rubber, plastic or another synthetic material. They are
inexpensive, comfortable to wear and open to a high level
of customization, all of which have led to their boundless 50N
popularity. ; i |

Other People Are Reading [

[l History of Flip Flop Sandals " Hazards of Flip-Flop Shoes |

History

The flip-flop became popular in American culture in the 1950s.
However, its origin dates back thousands of years before its
emergence in culture, Archaeologists have found artifacts
of these sandals or artwork depicting them in sites from Africa to
Asia. Ancient Egyptians made their sandal from papyrus, while the
ancient Chinese made theirs from rice straw. American troops
stationed in Japan during World War 11 took kord, the
contemporary Japanese sandal, home as souvenirs. The trend
continued in the 19508 when troops stationed in Korea returned
home with similar sandals. The introduction of these Asian
variations of thong sandals inspired American footwear
manufacturers to begin making their own version of the product.

Is the Source Credible?

To determine whether a source’s author and publisher are trustworthy, you should use
an Internet search engine to check out their backgrounds and expertise. If you cannot
find further information about the author or publisher—or if you find questionable
credentials or reputations—you should look for other sources that are more credible.

Is the Source Up to Date?

Depending on your topic, sources can quickly become obsolete. In some fields, like
cancer research, a source that is only a few years old might already be out of date. In
other fields, like geology or history, data that is decades old might still be relevant
today. So pay attention to how rapidly the field is changing. Consult your professor or
aresearch librarian about whether a source should be considered up to date.
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Managing Your Research Process

How Biased Are the Author and the Publisher?

All sources have some bias because authors and publishers have their own ideas and
opinions. When you are assessing the bias of a source, consider how much the author
or publisher wants the evidence to be true. If it seems like the author or publisher
would only accept one kind of answer from the outset (e.g., “climate change is a lib-
eral conspiracy”), the evidence should be considered too biased to be reliable. On the
other hand, if the author and publisher were open to a range of possible conclusions,
you can feel more confident about using the source.

Can You Verify the Evidence in the Source?

You should be able to confirm your source’s evidence by consulting other, independ-
ent sources. If just one source offers a specific piece of evidence, you should treat it as
unverified and use it cautiously, if at all. If multiple sources offer the same or similar
kinds of evidence, then you can rely on those sources with much more confidence.

How Biased Are You?

As aresearcher, you need to keep your own biases in mind as you assess your sources.
Try viewing your sources from alternative perspectives, even perspectives you disa-
gree with. Knowing your own biases and seeing the issue from other perspectives will
help you gain a richer understanding of your topic.

Evaluating Your Sources: A Checklist

O Is the source reliable and credible?

O Is the source up to date?

O How biased are the author and the publisher?

O Canyou independently verify the evidence in the source?

0 How biased are you?

Managing Your Research Process

When you finish your start-up research, you should have enough information to
finalize a schedule for completing your research. At this point, you should also start a
bibliographic file to help keep track of your sources.

Finalizing a Research Schedule

You might find “backward planning” helpful when finalizing your research schedule.
Backward planning means working backward from the deadline to today, filling in all
the tasks that need to be accomplished. Here’s how to do it:

1. On your screen or a piece of paper, list all the tasks you need to complete.

2. On your calendar, mark a final deadline for finishing your research. Then, fill in
your deadlines for drafting, designing, and revising your project.

devise a

“research plan” for your
project that allows you
to stay on schedule and
keep track of sources
and evidence.
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Starting Your Research

Check the last
chapter in your

textbook, P.

3. Work backwards from your research deadline, filling in the tasks you need to
accomplish and identifying the days on which each task needs to be completed.

Online calendars like those from Google, Mozilla, or Yahoo! are great tools for cre-
ating research schedules. A low-tech paper calendar still works well, too.

Starting Your Bibliography File
One of the first tasks on your research schedule should be to set up a file on your
computer that holds a working bibliography of the sources you find. Each time you
find a useful source, add it to your bibliography file.

Asyou collect each source, record all the information for a full bibliographic cita-

tion (you will learn how to cite sources in Chapters 27, “Using MLA Style,” and 28,
“Using APA Style”).

Following and Modifying Your Research Plan

You should expect to modify your research plan as you move forward with the pro-
ject. In some cases, you will find yourself diverted from your research plan by inter-
esting facts, ideas, and events that you didn’t know about when you started. That’s
fine. Let the facts guide your research, even if they take you in unexpected directions.

Also, check in regularly with your research question and working thesis to make
sure you are not drifting too far away from your original idea for the project. In some
cases, you might need to adjust your research question and working thesis to fit some
of the sources or new issues you have discovered.

When Things Don’t Go as Expected

Research is a process of inquiry—of exploring, testing, and discovering. You are going to
encounter ideas and issues that will require you to modify your approach, research ques-
tion, or working thesis. Expect the unexpected, make the changes, and then move forward.

Roadblocks to Research. You may not be able to get access to all the sources you
had planned on using. For example, you might find that the expert you wanted to in-
terview is unavailable, or that the book you needed is checked out or missing from
the library, or that you simply cannot find the data or evidence you expected to find.
Don’t give up. Instead, modify your approach and move around the roadblock.

Evidence and Ideas That Change Your Working Thesis. You might find something
unexpected that completely changes how you view your topic. For instance, the evidence
you collect might not support your working thesis after all. Or, you might find that a differ-
ent, more focused working thesis is more interesting to you or relevant for your audience.
Rather than getting distracted or disappointed, consider this an opportunity to discover
something new. Modify your research question or working thesis and move forward.

These temporary roadblocks can be frustrating, but following unexpected paths can
also make research fun. They can lead you to new breakthroughs and exciting innovations.
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Let’s get started. Use these guidelines to begin your research process.

UNDERSTAND Why Writers Do Research

Keep in mind that the purpose of research is to inform and support your ideas.
Research is not just a regurgitation of others’ ideas.

DE FINE vour Research Question

Name your topic and state your research question as specifically as possible.
Improve the efficiency of your research by sharpening that research question as
much as possible.

DEVELOP a Working Thesis

In a single sentence, write down your working thesis. This is your best guess, or
“hypothesis,” for what you think will be your main claim.

DO some “Start-Up” Research

Take half an hour to an hour to scan the kinds of sources available and get an overall
sense of the various views on your research question.

ASSESS the Reliability of Your Sources

Determine whether the sources you have collected are credible, up to date, and
reasonably unbiased. Also, verify the evidence behind each source.

DEV'SE Your Research Plan

Avoid the temptation to just dive in. Take a little time to make a written plan that
describes your research question, working thesis, start-up research results, schedule,
and an early bibliography.

CREATE aschedule

Use “backward planning” to break your research into manageable chunks. After
listing all the tasks you will need to complete, work backward from your deadline,
filling in the tasks and the days they need to be completed.

@)
=
O
A\
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_|
x>
X
_|
o
=
O
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KEEP a Bibliography File
Keep a computer file of your working bibliography and maintain it. Your readers will
need this bibliographic information to see where your sources can be found.

EXPECT the Unexpected

As you find new evidence, you will want to modify your research approach, research
question, and working thesis. This is all part of the research process.



AMEL
Text Box
22

AMEL
Stamp


Research Papers

=
* Research papers can be organized a variety of ways. These models show two basic patterns that
' " you can adjust to fit your topic, angle, purpose, readers, and context.

Effective research papers use sources to explain an issue or argue for a position. They
tend to have the following major features:

* Anintroduction that identifies the research paper’s topic and purpose, while
clearly stating a thesis or main point that you will support or prove; the
introduction should offer background information and explain why the topic
is important.

® Body paragraphs that use an issue-by-issue or chronological pattern to present the
results of your research; the body is divided into sections with headings.

® A conclusion that restates the thesis or main point of the research paper and
summarizes your major points.

® A References or Works Cited section that includes a list of references or works cited
in a standardized citation style (usually MLA or APA style).

23
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The following part is quoted from: Bullock& Goggin. The Norton
Field Guide to Writing with Readings and Handbook, 2019. O

Generating Ideas and Text g

All good writing revolves around ideas. Whether you're writing a job-
application letter, a sonnet, or an essay, you'll always spend time and
effort generating ideas. Some writers can come up with a topic, put their
thoughts in order, and flesh out their arguments in their heads; but most
of us need to write out our ideas, play with them, tease them out, and
examine them from some distance and from multiple perspectives. This
chapter offers activities that can help you do just that. Freewriting, looping,
listing, and clustering can help you explore what you know about a subject;
cubing and questioning nudge you to consider a subject in new ways; and
outlining, letter writing, journal keeping, and discovery drafting offer ways to
generate a text.

= Freewriting
= An informal method of exploring a subject by writing about it, freewriting
(“writing freely”) can help you generate ideas and come up with materials
for your draft. Here’s how to do it:

1. Write as quickly as you can without stopping for 5 to 10 minutes (or
until you fill a screen or page).

2. If you have a subject to explore, write it at the top and then start writing
about it, but if you stray, don’t worry—just keep writing. If you don’t
have a subject yet, just start writing and don'’t stop until the time is up.
If you can’t think of anything to say, write that (“I can’t think of anything
to say”) again and again until you do—and you will!

3. Once the time is up, read over what you've written, and underline or
highlight passages that interest you.

25
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4. Write some more, starting with one of those underlined or highlighted
passages as your new topic. Repeat the process until you've come up
with a usable topic.

Looping

Looping is a more focused version of freewriting; it can help you explore
what you know about a subject. You stop, reflect on what you've written,
and then write again, developing your understanding in the process. It's
good for clarifying your knowledge and understanding of a subject and
finding a focus. Here’s what you do:

1. Write for 5 to 10 minutes on whatever you know about your subject.
This is your first loop.

2. Read over what you wrote, and then write a single sentence summariz-
ing the most important or interesting idea. You might try completing one
of these sentences: “I guess what I was trying to say was . . . ” or “What
surprises me most in reading what I wrote is . . .” This will be the start
of another loop.

3. Write again for 5 to 10 minutes, using your summary sentence as your
beginning and your focus. Again, read what you've written, and then
write a sentence capturing the most important idea—in a third loop.

Keep going until you have enough understanding of your topic to be
able to decide on a tentative focus—something you can write about.

Listing
Some writers find it useful to keep lists of ideas that occur to them while
they are thinking about a topic. Follow these steps:

1. Write a list of potential ideas about a topic. Don’t try to limit your
list—include anything that interests you.
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2. Look for relationships among the items on your list: what patterns do
you see? If other ideas occur to you, add them to the list.

3. Arrange the items in an order that makes sense for your purpose and
can serve as the beginning of an outline for your writing.

I Clustering or Mapping Ideas

Clustering (also called idea mapping) is a way of generating and connecting
ideas visually. It’s useful for seeing how various ideas relate to one another
and for developing subtopics. The technique is simple:

1. Write your topic in the middle of a sheet of paper and circle it.

2. Write ideas relating to that topic around it, circle them, and connect
them to the central circle.

health

instead of
milk, juices
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3. Write down examples, facts, or other details relating to each idea, and
join them to the appropriate circles.

4. Keep going until you can’t think of anything else relating to your topic.

You should end up with various ideas about your topic, and the clusters
will allow you to see how they relate to one another. In the example cluster
on the topic of “soft drinks” on the previous page, note how some ideas
link not only to the main topic or related topics but also to other ideas.

Cubing

A cube has six sides. You can examine a topic as you might a cube, looking
at it in these six ways:

e DESCRIBE it. What’s its color? shape? age? size? What’s it made of?

* COMPARE it to something else. What is it similar to or different from?

e Associate it with other things. What does it remind you of?
What connections does it have to other things? How would you
CLASSIFY it?

e ANALYZE it. How is it made? Where did it come from? Where is it
going? How are its parts related?
e Apply it. What is it used for? What can be done with it?

e |ARGUE for or against it. Choose a position relating to your subject, and
defend it.

Questioning

It's always useful to ask QUESTIONS. One way is to start with What? Who?
When? Where? How? and Why? A particular method of exploring a topic is to
ask questions as if the topic were a play. This method is especially useful
for exploring literature, history, the arts, and the social sciences. Start with
these questions:
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e What? What happens? How is it similar to or different from other actions?

e  Who? Who are the actors? Who are the participants, and who are the
spectators? How do the actors affect the action, and how are they
affected by it?

e  When? When does the action take place? How often does it happen?
What happens before, after, or at the same time? Would it be different
at another time? Does the time have historical significance?

e  Where? What is the setting? What is the situation, and what makes
it significant?

e How? How does the action occur? What are the steps in the process?
What techniques are required? What equipment is needed?

e  Why? Why did this happen? What are the actors’ motives? What end
does the action serve?

Using Genre Features

Genres typically include particular kinds of information and organize it in
particular ways. One way to generate ideas and text, then, is to identify
the key features of the genre in which you're writing and use them to
guide you as you write. Of course, you may alter the genre’s features or
combine two or more genres in order to achieve your purpose, but the
overall shape and content of the genre can give you a way to develop and
organize your ideas and research.

Outlining

You may create an informal outline by simply listing your ideas and
numbering them in the order in which you want to write about them.
You might prefer to make a working outline, to show the hierarchy of
relationships among your ideas. While still informal, a working outline
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distinguishes your main ideas and your support, often through simple
indentation:

First main idea
Supporting evidence or detail
Supporting evidence or detail

Second main idea
Supporting evidence or detail
Supporting evidence or detail

A formal outline shows the hierarchy of your ideas through a sys-
tem of indenting, numbering, and lettering. Remember that when you
divide a point into more specific subpoints, you should have at least
two of them—you can’t divide something into only one part. Also, try
to keep items at each level parallel in structure. Formal outlines work
this way:

Thesis statement

L. First reason
A. Supporting evidence
1. Detail of evidence
2. Detail of evidence
B. Supporting evidence
II. Another reason

Here is a formal outline of the first part of the research report by
Dylan Borchers on pages 588-96, “Against the Odds: Harry S. Truman and
the Election of 1948,” that shows how he organized it:

L. Introduction: Outcome of 1948 election
II. Bad predictions by pollsters
A. Pollsters stopped polling.
B. Dewey supporters became overconfident.
C. Truman supporters were either energized or stayed home.
III. Dewey’s campaign overly cautious
A. He was overconfident.
B. His message was vague—he avoided taking stands.
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m Drafting

At some point, you need to write out a draft. By the time you begin drafting,
you've probably written quite a bit—in the form of notes, lists, outlines,
and other kinds of informal writing. This chapter offers some hints on how
to write a draft—and reminds you that as you draft, you may well need
to get more information, rethink some aspect of your work, or follow new
ideas that occur to you as you write.

Establishing a Schedule with Deadlines

Don’t wait until the last minute to write. Computers crash, printers jam.
Life intervenes in unpredictable ways. You increase your chances of suc-
cess immensely by setting and meeting DEADLINES: Research doneby ___;
rough draft done by ; revisions done by ; final draft edited, proof-
read, and submitted by ____. How much time you need varies with each
writing task—Dbut trying to compress everything into twenty-four or forty-
eight hours before the deadline is asking for trouble.

Getting Comfortable

When are you at your best? When do you have your best ideas? For major
writing projects, consider establishing a schedule that lets you write when
you stand the best chance of doing good work. Schedule breaks for exercise
and snacks. Find a good place to write, a place where you’'ve got a good
surface on which to spread out your materials, good lighting, a comfort-
able chair, and the right tools (computer, pen, paper) for the job. Often,
however, we must make do: you may have to do your drafting in a busy
computer lab or classroom. The trick is to make yourself as comfortable
as you can manage. Sort out what you need from what you prefer.
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Starting to Write

All of the above advice notwithstanding, don’t worry so much about the
trappings of your writing situation that you don’t get around to writing.
Write. Start by FREEWRITING, start with a first sentence, start with awful
writing that you know you’ll discard later—but write. That's what gets
you warmed up and going.

Write quickly in spurts. Write quickly with the goal of writing a complete
draft, or a complete section of a longer draft, in one sitting. If you need
to stop in the middle, make some notes about where you were headed
when you stopped so that you can easily pick up your train of thought
when you begin again.

Break down your writing task into small segments. Big projects can
be intimidating. But you can always write one section or, if need be, one
paragraph or even a single sentence—and then another and another. It’s
a little like dieting. If I think I need to lose twenty pounds, I get discour-
aged and head for the doughnuts; but if I decide that I'll lose one pound
and I lose it, well, I'll lose another—that I can do.

Expect surprises. Writing is a form of thinking; the words you write lead
you down certain roads and away from others. You may end up some-
where you didn’t anticipate. Sometimes that can be a good thing—but
sometimes you can write yourself into a dead end or out onto a tangent.
Just know that this is natural, part of every writer’s experience, and it’s
okay to double back or follow a new path that opens up before you.

Expect to write more than one draft. A first sentence, first page, or first
draft represents your attempt to organize into words your thoughts, ideas,
feelings, research findings, and more. It’s likely that some of that first try
will not achieve your goals. That’s okay—having writing on screen or on
paper that you can change, add to, and cut means you're part of the way
there. As you revise, you can fill in gaps and improve your writing and
thinking.
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Dealing with Writer’s Block

You may sit down to write but find that you can’t—nothing occurs to
you; your mind is blank. Don’t panic; here are some ways to get started
writing again:

Think of the assignment as a problem to be solved. Try to capture
that problem in a single sentence: “How do I explain the context for
my topic?” “What is the best way to organize my argument?” “What
am [ trying to do in the conclusion?”

Start early and break the writing task into small segments drafted over
several days. Waiting until the night before an assignment is due can
create panic—and writer’s block.

Stop trying: take a walk, take a shower, do something else. Come back
in a half hour, refreshed.

Open a new document on your computer or get a fresh piece of paper
and FREEWRITE, or try LOOPING or LISTING. What are you trying to say?
Just let whatever comes come—you may write yourself out of your box.

If you usually write on your computer, turn it off, get out paper and
pencil, and write by hand.

Try a graphic approach: try CLUSTERING, or draw a chart of what you
want to say; draw a picture; doodle.

Do some RESEARCH on your topic to see what others have said about it.

Talk to someone about what you are trying to do. If there’s a writing
center at your school, talk to a tutor: GET RESPONSE. If there’s no one
to talk to, talk to yourself. It’s the act of talking—using your mouth
instead of your hands—that can free you up.

IF YOU NEED MORE HELP

See Chapter 29 on GENERATING IDEAS AND TEXT if you find you need more
material. And once you have a draft, see Chapter 31 on ASSESSING YOUR OWN
WRITING and Chapter 32 GETTING RESPONSE AND REVISING for help evaluating
your draft.
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Assessing Your Own Writing ws

In school and out, our work is continually assessed by others. Teach-
ers determine whether our writing is strong or weak; supervisors decide
whether we merit raises or promotions; even friends and relatives size
up in various ways the things we do. As writers, we need to assess our
own work—to step back and see it with a critical eye. By developing stan-
dards of our own and being conscious of the standards others use, we can
assess—and shape—our writing, making sure it does what we want it to
do. This chapter will help you assess your own written work.

What we write for others must stand on its own because we usually
aren’t present when it is read —we rarely get to explain to readers why
we did what we did and what it means. So we need to make our writ-
ing as clear as we can before we submit, post, display, or publish it. It's
a good idea to assess your writing in two stages, first considering how
well it meets the needs of your particular rhetorical situation, then study-
ing the text itself to check its focus, argument, organization, and clarity.
Sometimes some simple questions can get you started:

What works?
What still needs work?
Where do | need to say more (or less)?

Considering the Rhetorical Situation

PURPOSE What is your purpose for writing? If you have multiple
purposes, list them, and then note which ones are the
most important. How well does your draft achieve your
purpose(s)? If you're writing for an assignment, what are

34
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the requirements of the assignment, and does your draft
meet those requirements?

To whom are you writing? What do those readers need
and expect, as far as you can tell? Does your draft answer
their needs? Do you define any terms and explain any
concepts they won’t know?

What is the genre, and what are the key features of that
genre? Does your draft include each of those features? If
not, is there a good reason?

Is your attitude toward your topic and your audience
clear? Does your language project the personality and
tone that you want?

What medium (print? spoken? electronic?) or combina-
tion of media is your text intended for, and how well
does your writing suit it? How well does the design of the
text suit your purpose and audience? Does it meet any
requirements of the genre or of the assignment, if you're
writing for one?

Examining the Text Itself

Look carefully at your text to see how well it says what you want it to say.
Start with its focus, and then examine its reasons and evidence, organi-
zation, and clarity, in that order. If your writing lacks focus, the revising
you’ll do to sharpen the focus is likely to change everything else; if it needs
more reasons and evidence, the organization may well change.

Consider your focus. Your writing should have a clear point, and every
part of the writing should support that point. Here are some questions
that can help you see if your draft is adequately focused:

e What is your THESIS? Even if it is not stated directly, you should be
able to summarize it for yourself in a single sentence.
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Is your thesis narrow or broad enough to suit the needs and expecta-
tions of your audience?

How does the BEGINNING focus attention on your thesis or main point?

Does each paragraph support or develop that point? Do any para-
graphs or sentences stray from your focus?

Does the ENDING leave readers thinking about your main point? Is there
another way of concluding the essay that would sharpen your focus?

Consider the support you provide for your argument. Your writing
needs to give readers enough information to understand your points, fol-
low your argument, and see the logic of your thinking. How much infor-
mation is enough will vary according to your audience. If they already
know a lot about your subject or are likely to agree with your point of
view, you may need to give less detail. If, however, they are unfamiliar
with your topic or are skeptical about your views, you will probably need
to provide much more.

What REASONS and EVIDENCE do you give to support your thesis?
Where might more information be helpful? If you're writing online,
could you provide links to it?

What key terms and concepts do you DEFINE? Are there any other
terms your readers might need to have explained? Could you do so
by providing links?

Where might you include more DESCRIPTION or other detail?

Do you make any COMPARISONS? Especially if your readers will not
be familiar with your topic, it can help to compare it with something
more familiar.

If you include NARRATIVE, how is it relevant to your point?

See Part 6 for other useful STRATEGIES.

Consider the organization. As a writer, you need to lead readers through
your text, carefully structuring your material so that they will be able to
follow your argument.
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Analyze the structure by OUTLINING it. An informal outline will do
since you mainly need to see the parts, not the details.

Is your text complete? Does your genre require an ABSTRACT, a
TWORKS-CITED LIST, or any other elements?

What TRANSITIONS help readers move from idea to idea and para-
graph to paragraph? Do you need more?

If there are no HEADINGS, would adding them help orient readers?

Check for clarity. Nothing else matters if readers can’t understand what
you write. Following are some questions that can help you see whether
your meaning is clear and your text is easy to read:

%*

academic
literacies

Does your TITLE announce the subject of your text and give some sense
of what you have to say? If not, would a more direct title strengthen
your argument?

Do you state your THESIS directly? If not, will readers easily under-
stand what your main point is? Try stating your thesis outright, and
see if it makes your argument easier to follow.

Does your BEGINNING tell readers what they need to understand your
text, and does your ENDING help them make sense of what they've
just read?

How does each paragraph relate to the ones before and after? Are
those relationships clear—or do you need to add TRANSITIONS ?

Do you vary your sentences? If all the sentences are roughly the same
length or follow the same subject-verb-object pattern, your text prob-
ably lacks any clear emphasis and might even be difficult to read.

Are VISUALS clearly labeled, positioned near the text they relate to,
and referred to clearly in the text?

If you introduce materials from other sources, have you clearly

distinguished QUOTED, PARAPHRASED, or SUMMARIZED ideas from

your own?

Do you DEFINE all the words that your readers may not know?
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¢ Does your punctuation make your writing more clear or less? Incorrect
punctuation can make writing difficult to follow or, worse, change the
meaning from what you intended. As a best-selling punctuation manual
reminds us, there’s a considerable difference between “eats, shoots,
and leaves” and “eats shoots and leaves.”

Thinking about Your Process

Your growth as a writer depends on how well you understand what you
do when you write so that you can build on good habits. After you finish
a writing project, consider the following questions to help you see the
process that led to its creation—and find ways to improve the process
next time:

» How would you tell the story of your thinking? Try writing these sen-
tences: “When I first began with my topic, I thought .
But as I did some thinking, writing, and research about the topic, my
ideas changed and I thought J

e At some point in your writing, did you have to choose between two
or more alternatives? What were they, and how did you choose?

¢ What was the most difficult problem you faced while writing? How
did you go about trying to solve it?

¢ Whose advice did you seek while researching, organizing, drafting,
revising, and editing? What advice did you take, and what did you
ignore? Why?

Assessing a Body of Your Work

If you are required to submit a portfolio of your writing as part of a class,
you will likely need to write a letter or essay that introduces the portfolio’s
contents and describes the processes that you used to create them and that
ASSESSES THE WRITING IN YOUR PORTFOLIO. See Chapter 34 for detailed
advice and a good example of a portfolio self-assessment.

O 361-70
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m Getting Response and Revising

If we want to learn to play a song on the guitar, we play it over and over
again until we get it right. If we play basketball or baseball, we likely spend
hours shooting foul shots or practicing a swing. Writing works the same
way. Making meaning clear can be tricky, and you should plan on revis-
ing and, if need be, rewriting in order to get it right. When we speak with
someone face-to-face or on the phone or text a friend, we can get immediate
response and restate or adjust our message if we’ve been misunderstood.
In most other situations when we write, that immediate response is miss-
ing, so we need to seek out responses from readers to help us revise. This
chapter includes a list of guidelines for those readers to consider, along with
various strategies for subsequent revising and rewriting.

Giving and Getting Peer Response

When you meet with other students in pairs or small groups to respond to one
another’s work, in class or online, you have the opportunity to get feedback
on your work from several readers who can help you plan revisions. At the
same time, you learn from reading others’ work how they approached the
writing task—you’re not writing in a vacuum. Some students wonder why
class time is being taken up by peer response, assuming that their instructor’s
opinion is the only one that counts, but seeing the work of others and learn-
ing how others see your work can help you improve the clarity and depth
of your writing. The key to responding effectively is to be as specific in your
response as possible and avoid being either too harsh or too complimentary.
These guidelines can help:

e Read your peer review partner’s draft first from beginning to end as
an interested reader, trying to understand the information and ideas.
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Don’t look for problems. In fact, a good rule of thumb is this: read your
partner’s drafts in the same spirit that you want yours to be read.

Before starting a second reading, ask your partner what questions they
have about the draft or if you should focus on a particular aspect or
part of the draft.

As you read the draft again, take notes on a separate sheet of paper.
Your notes might include positive comments (“I like the way you. . . . "),
negative comments (“This sentence seems out of place”; “Is
the best word to use?”), and questions (“I'm not sure
what you mean by ”; “Would this paragraph work bet-
ter on p. 2?”).
When you can, do more than identify issues. Offer suggestions or
possible alternatives.

When it’s your draft’s turn to be discussed, listen carefully to your
partner’s responses, take notes, and ask for clarification if necessary.
Do not take issue with your partner’s responses or argue over them;
even if you're sure that what you wrote is perfectly clear, it’'s worth
taking a second look if your partner has trouble understanding it.

Getting Effective Response

Ask your readers to consider some of the specific elements in the list below,
but don'’t restrict them to those elements. Caution: if a reader says nothing
about any of these elements, don’t be too quick to assume that you needn’t
think about them yourself.

What did you think when you first saw the TITLE? Is it interesting?
informative? appropriate? Will it attract other readers’ attention?

Does the BEGINNING grab your attention? If so, how does it do so?
Does it give enough information about the topic? offer necessary back-
ground information? How else might the piece begin?

Is there a clear THESIS? What is it?
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o Isthere sufficient SUPPORT for the thesis? Is there anywhere you’d like to
have more detail? Is the supporting material sufficiently DOCUMENTED?

e Does the text have a clear pattern of ORGANIZATION? Does each part
relate to the thesis? Does each part follow from the one preceding it?
Was the text easy to follow? How might the organization be improved?

e Is the ENDING satisfying? What did it leave you thinking? How else
might the piece end?

e Canyou tell the writer’s STANCE or attitude toward the subject and audi-
ence? What words convey that attitude? Is it consistent throughout?

e How well does the text meet the needs and expectations of its AUDIENCE?
Where might readers need more information, guidance, or clarifica-
tion? How well does it achieve its PURPOSE? Does every part of the text
help achieve the purpose? Could anything be cut? Should anything be
added? Does the text meet the requirements of its GENRE? Should
anything be added, deleted, or changed to meet those requirements?

e Do terms need DEFINING? Would examples, additional detail, explana-
tions, DIALOGUE, or some other strategies help you understand the
draft?

e Are CHARTS, GRAPHS, or TABLES clear and readable? If there are no
VISUALS, should there be?

e Are sentences complete and grammatical? Are TRANSITIONS helpful
or needed? Is the punctuation correct?

e Can any words or phrases be sharpened? Are verbs mostly active? Is
LANGUAGE THAT REFERS TO OTHERS appropriate? Are all words spelled
correctly?

Revising

Once you have studied your draft with a critical eye and, if possible, gotten
responses from other readers, it’s time to revise. Major changes may be
necessary, and you may need to generate new material or do some rewrit-
ing. But assume that your draft is good raw material that you can revise
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to achieve your purposes. Revision should take place on several levels,
from global (whole-text issues) to particular (the details). Work on your
draft in that order, starting with the elements that are global in nature and
gradually moving to smaller, more particular aspects. This allows you to
use your time most efficiently and take care of bigger issues first. In fact,
as you deal with the larger aspects of your writing, many of the smaller
ones will be taken care of along the way.

Give yourself time to revise. When you have a due date, set deadlines
for yourself that will give you time—preferably several days but as much
as your schedule permits—to work on the text before it has to be delivered.
Also, get some distance. Often when you’re immersed in a project, you
can’t see the big picture because you're so busy creating it. If you can, get
away from your writing for a while and think about something else. When
you return to it, you're more likely to see it freshly. If there’s not time to
put a draft away for several days or more, even letting it sit overnight or
for a few hours can help.

As you revise, assume that nothing is sacred. Bring a critical eye to
all parts of a draft, not only to those parts pointed out by your reviewers.
Content, organization, sentence patterns, individual words—all are sub-
ject to improvement. Be aware that a change in one part of the text may
require changes in other parts.

At the same time, don’t waste energy struggling with writing that simply
doesn’t work; you can always discard it. Look for the parts of your draft that
do work—the parts that match your purpose and say what you want to say.
Focus your efforts on those bright spots, expanding and developing them.

Revise to sharpen your FOCUS. Examine your THESIS to make sure it
matches your PURPOSE as you now understand it. Read each paragraph
to ensure that it contributes to your main point; you may find it helpful
to OUTLINE your draft to help you see all the parts. One way to do this is
to highlight one sentence in each paragraph that expresses the para-
graph’s main idea. Then copy and paste the highlighted sentences into a
new document. Does one state the thesis of the entire essay? Do the rest
relate to the thesis? Are they in the best order? If not, you need to either
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modify the parts of the draft that don’t advance your thesis or revise your
thesis to reflect your draft’s focus and to rearrange your points so they
advance your discussion more effectively.

Read your BEGINNING AND ENDING carefully; make sure that the first
paragraphs introduce your topic and provide any needed contextual infor-
mation and that the final paragraphs provide a satisfying conclusion.

Revise to strengthen the argument. If readers find some of your claims
unconvincing, you need to provide more information or more SUPPORT.
You may need to define terms you’ve assumed they will understand, offer
additional examples, or provide more detail by describing, explaining
processes, adding dialogue, or using some other STRATEGIES. Make sure
you show as well as tell—and don’t forget that you might need to do so
literally, with visuals like photos, graphs, or charts. You might try freewrit-
ing, clustering, or other ways of GENERATING IDEAS AND TEXT. If you need
to provide additional evidence, you might need to do additional RESEARCH.

Revise to improve the ORGANIZATION. If you've outlined your draft,
number each paragraph, and make sure each one follows from the one
before. If anything seems out of place, move it, or if necessary, cut it
completely. Check to see if you've included appropriate TRANSITIONS or
HEADINGS to help readers move through the text, and add them as needed.
Check to make sure your text meets readers’ expectations of the |GENRE
you're writing in.

Revise for CLARITY. Be sure readers will be able to understand what you're
saying. Look closely at your TITLE to be sure it gives a sense of what the
text is about and at your THESIS: will readers recognize your main point?
If you don’t state a thesis directly, consider whether you should. Provide
any necessary background information and DEFINE any key terms. Make
sure you've integrated any QUOTATIONS, PARAPHRASES, or SUMMARIES into
your text smoothly. Are all paragraphs focused around one main point?
Do the sentences in each paragraph contribute to that point? Finally, con-
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sider whether there are any data that would be more clearly presented in
a CHART, TABLE, or GRAPH.

One way to test whether your text is clear is to switch audiences: write
what you’re trying to express as if you were talking to an eight-year-old.
Your final draft probably won’t be written that way, but the act of explain-
ing your ideas to a young audience or readers who know nothing about
your topic can help you discover any points that may be unclear.

Revise VISUALS. Make sure images are as close as possible to the discus-
sion to which they relate and that the information in the visual is explained
in your text. Each image should be numbered and have a title or caption
that identifies it and explains its significance. Each part of a CHART, GRAPH,
or TABLE should be clearly labeled to show what it represents. If you didn’t
create the image yourself, make sure to cite its source, and if you're posting
your work online, obtain permission from the copyright owner.

Read and reread—and reread. Take some advice from writing theorist
Donald Murray:

Nonwriters confront a writing problem and look away from the text to
rules and principles and textbooks and handbooks and models. Writers
look at the text, knowing that the text itself will reveal what needs
to be done and what should not yet be done or may never be done.
The writer reads and rereads and rereads, standing far back and read-
ing quickly from a distance, moving in close and reading slowly line by
line, reading again and again, knowing that the answers to all writing
problems lie within the evolving text.

—Donald Murray, A Writer Teaches Writing
Rewriting
Some writers find it useful to try rewriting a draft in various ways or from

various perspectives just to explore possibilities. Try it! If you find that
your original plan works best for your purpose, fine. But you may find that
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another way will work better. Especially if you're not completely satisfied
with your draft, consider the following ways of rewriting. Experiment with
your rhetorical situation:

Rewrite your draft from different points of view, through the eyes of
different people perhaps or through the eyes of an animal or even
from the perspective of an object. See how the text changes (in the
information it presents, its perspective, its voice).

Rewrite for a different AUDIENCE. How might an email detailing
a recent car accident be written to a friend, an insurance agent, a
parent?

Rewrite in a different TONE. If the first draft was temperate and judi-
cious, be extreme; if it was polite, be more direct. If the first draft was
in standard English, rewrite it more informally.

Rewrite the draft in a different GENRE or MEDIUM. Rewrite an essay
as a letter, story, poem, speech, comic strip, PowerPoint presentation.
Which genre and medium work best to reach your intended audience
and achieve your purpose?

Ways of rewriting a narrative

Rewrite one scene completely in DIALOGUE.

Start at the end of the story and work back to the beginning, or start
in the middle and fill in the beginning as you work toward the end.

Ways of rewriting a textual analysis

%*

academic

literacies

COMPARE the text you're analyzing with another text (which may be in
a completely different genre—film, TV, song lyrics, computer games,
poetry, fiction, whatever).

Write a parody of the text you're analyzing. Be as silly and as funny
as you can while maintaining the structure of the original text. Alter-
natively, write a parody of your analysis, using evidence from the text
to support an outrageous analysis.
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Ways of rewriting a report

Rewrite for a different /AUDIENCE. For example, explain a concept to
your grandparents; describe the subject of a profile to a visitor from
another planet.

Be silly. Rewrite the draft as if for The Daily Show or the Onion, or
rewrite it as if it were written by Bart Simpson.

Ways of rewriting an argument

Rewrite taking another POSITION. Argue as forcefully for that posi-
tion as you did for your actual one, acknowledging and refuting your
original position. Alternatively, write a rebuttal to your first draft from
the perspective of someone with different beliefs.

Rewrite your draft as a STORY —make it real in the lives of specific
individuals. (For example, if you were writing about abortion rights,
you could write a story about a young pregnant woman trying to
decide what she believes and what to do.) Or rewrite the argument
as a fable or parable.

Rewrite the draft as a letter responding to a hostile reader, trying at
least to make them understand what you have to say.

Rewrite the draft as an angry letter to someone or as a table-thumping
dinner-with-the-relatives discussion. Write from the most extreme
position possible.

Write an ANALYSIS dof the topic of your argument in which you iden-
tify, as carefully and as neutrally as you can, the various positions
people hold on the issue.

Once you've rewritten a draft in any of these ways, see whether there’s
anything you can use. Read each draft, considering how it might help
you achieve your purpose, reach your audience, and convey your stance.
Revise your actual draft to incorporate anything you think will make your
text more effective, whether it’s other genres or a different perspective.
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Your ability to produce clear, error-free writing shows something about
your ability as a writer and also leads readers to make assumptions
about your intellect, your work habits, even your character. Readers of
job-application letters and résumeés, for example, may reject applications
if they contain a single error, for no other reason than it’s an easy way
to narrow the field of potential candidates. In addition, they may well
assume that applicants who present themselves sloppily in an application
will do sloppy work on the job. This is all to say that you should edit and
proofread your work carefully.

Editing

Editing is the stage where you work on the details of your paragraphs,
sentences, words, and punctuation to make your writing as clear, precise,
correct—and effective—as possible. Your goal is not to achieve “perfection”
(whatever that may be) so much as to make your writing as effective as
possible for your particular purpose and audience. Consult a good writ-
ing handbook for detailed advice, but use the following guidelines to help
you check your drafts systematically for some common errors with para-
graphs, sentences, and words:

Editing paragraphs

¢ Does each paragraph focus on one point? Does it have a TOPIC SENTENCE
that announces that point, and if so, where is it located? If it’s not the
first sentence, should it be? If there’s no clear topic sentence, should
there be one?
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Does every sentence relate to the main point of the paragraph? If any
sentences do not, should they be deleted, moved, or revised?

Is there enough detail to develop the paragraph’s main point? How is the
point developed —with narrative? definition? some other STRATEGY?

Where have you placed the most important information—at the
beginning? the end? in the middle? The most emphatic spot is at
the end, so in general that’s where to put information you want
readers to remember. The second most emphatic spot is at the
beginning.

Are any paragraphs especially long or short? Consider breaking long
paragraphs if there’s a logical place to do so—maybe an extended
example should be in its own paragraph, for instance. If you have
paragraphs of only a sentence or two, see if you can add to them or
combine them with another paragraph, unless you're using a brief
paragraph to provide emphasis.

Check the way your paragraphs fit together. Does each one follow
smoothly from the one before? Do you need to add any TRANSITIONS?
Do the BEGINNING paragraphs catch readers’ attention? In what other
ways might you begin your text?

Do the final paragraphs provide a satisfactory ENDING? How else
might you conclude your text?

Editing sentences

Is each sentence COMPLETE? Does it have someone or something (the
subject) performing some sort of action or expressing a state of being
(the verb)? Does each sentence begin with a capital letter and END
with a period, question mark, or exclamation point?

Check your use of the PASSIVE VOICE. Although there are some rhe-
torical situations in which the passive voice (“The prince was killed
by a rival”) is more appropriate than the active voice (“A rival killed
the prince”) because you want to emphasize an action rather than
who performed it, you’ll do well to edit it out unless you have a good
reason for using it.
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Check for PARALLELISM. Items in a list or series should be parallel
in form—all nouns (lions, tigers, bears), all verbs (hopped, skipped,
jumped), all clauses (he came, he saw, he conquered), and so on.

Do many of your sentences begin with IT or THERE? Too often these
words make your writing wordy and vague or even conceal needed
information. Why write “There are reasons we voted for him” when
you can say “We had reasons to vote for him”?

Are your sentences varied? If they all start with the subject or are the
same length, your writing might be dull and maybe even hard to read.
Try varying your sentence openings by adding TRANSITIONS, introduc-
tory phrases or clauses. Vary sentence lengths by adding detail to
some or combining some sentences.

Make sure you've used COMMAS correctly. Is there a comma after each
introductory element? (“After the lead singer quit, the group nearly dis-
banded. However, they then produced a string of hits.”) Do commas set
off nonrestrictive elements—parts that aren’t needed to understand the
sentence? (“The books I read in middle school, like the Harry Potter series,
became longer and more challenging.”) Are compound sentences con-
nected with a comma? (“I'll eat broccoli steamed, but I prefer it roasted.”)

Editing words
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Are you sure of the meaning of every word? Use a dictionary; be sure to
look up words whose meanings you’re not sure about. And remember
your audience—do you use any terms they’ll need to have defined?

Is any of your language too GENERAL or vague? Why write that you com-
peted in a race, for example, if you could say you ran the 4 x 200 relay?
What about the TONE? If your stance is serious (or humorous or critical
or something else), make sure that your words all convey that attitude.

Do any pronouns have vague or unclear ANTECEDENTS? If you use
“he” or “they” or “it” or “these,” will readers know whom or what the
words refer to?

Have you used any CLICHES —expressions that are used so frequently
that they are no longer fresh? “Live and let live,” avoiding something
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“like the plague,” and similar expressions are so predictable that your
writing will almost always be better off without them.

e Be careful with LANGUAGE THAT REFERS TO OTHERS. Make sure that
your words do not stereotype any individual or group. Mention age,
gender, race, religion, sexual orientation, and so on only if they are
relevant to your subject. When referring to an ethnic group, make
every effort to use the terms members of the group prefer.

e Edit out language that might be considered sexist. Have you used
words like manpower or policemen to refer to people who may be female?
If so, substitute less gendered words such as personnel or police officers.
Do your words reflect any gender stereotypes—for example, that all
engineers are male, or all nurses female? If you mention someone’s
gender, is it even necessary? If not, eliminate the unneeded words.

¢ How many of your verbs are forms of BE and DO? If you rely too much
on these words, try replacing them with more specific verbs. Why
write “She did a proposal for” when you could say “She proposed”?

¢ Do you ever confuse ITS and IT’S? Use it’s when you mean it is or it
has. Use its when you mean belonging to it.

Proofreading

Proofreading is the final stage of the writing process, the point where
you clean up your work to present it to your readers. Proofreading is like
checking your appearance in a mirror before going into a job interview:
being neat and well groomed looms large in creating a good first impres-
sion, and the same principle applies to writing. Misspelled words, missing
pages, mixed-up fonts, and other lapses send a negative message about
your work—and about you. Most readers excuse an occasional error, but
by and large readers are an intolerant bunch: too many errors will lead
them to declare your writing—and maybe your thinking—flawed. There
goes your credibility. So proofread your final draft with care to ensure that
your message is taken as seriously as you want it to be.
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Up to this point, you've been told not to read individual words on the
page and instead to read for meaning. Proofreading demands the opposite:
you must slow down your reading so that you can see every word, every
punctuation mark.

Use your computer’s grammar checker and spelling checker, but only
as a first step, and know that they’re not very reliable. Computer pro-
grams don’t read writing; instead, they rely on formulas and banks of
words, so what they flag (or don’t flag) as mistakes may or may not
be accurate. If you were to write, “My brother was diagnosed with a
leaning disorder,” leaning would not be flagged as misspelled because
itis a word (and might even be a disorder), even though it’s the wrong
word in that sentence.

To keep your eyes from jumping ahead, place a ruler or piece of paper
under each line as you read. Use your finger or a pencil as a pointer.

Some writers find it helpful to read the text one sentence at a time,
beginning with the last sentence and working backward.

Read your text out loud to yourself—or better, to others, who may
hear problems you can’t see. Alternatively, have someone else read
your text aloud to you while you follow along on the screen or page.

Ask someone else to read your text. The more important the writing
is, the more important this step is.

If you find a mistake after you’ve printed out your text and are unable
to print out a corrected version, make the change as neatly as possible
in pencil or pen.
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m Guiding Your Reader
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Traffic lights, street signs, and lines on the road help drivers find their way.
Readers need similar guidance—to know, for example, whether they're
reading a report or an argument, an evaluation or a proposal. They also
need to know what to expect: What will the report be about? What per-
spective will it offer? What will this paragraph cover? What about the next
one? How do the two paragraphs relate to each other?

When you write, then, you need to provide cues to help your readers
navigate your text and understand the points you're trying to make. This
chapter offers advice on guiding your reader and, specifically, on using
titles, thesis statements, topic sentences, and transitions.

Titles

A title serves various purposes, naming a text and providing clues to the
content. It also helps readers decide whether they want to read further,
so it’s worth your while to come up with a title that attracts interest. Some
titles include subtitles. You generally have considerable freedom in choos-
ing a title, but always you’ll want to consider the RHETORICAL SITUATION
to be sure your title serves your purpose and appeals to the audience you
want to reach.
Some titles simply announce the subject of the text:

“Black Men and Public Space”

The Pencil

“Why Colleges Shower Their Students with A’s”
“Does Texting Affect Writing?”
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Some titles provoke readers or otherwise entice them to read:

“Kill ‘Em! Crush ‘Em! Eat ‘Em Raw!"”
“Thank God for the Atom Bomb”
“What Are Homosexuals For?”

Sometimes writers add a subtitle to explain or illuminate the title:

Aria: Memoir of a Bilingual Childhood
“It's in Our Genes: The Biological Basis of Human Mating Behavior”
“From Realism to Virtual Reality: Images of America’s Wars”

Sometimes when you're starting to write, you’ll think of a title that helps
you generate ideas and write. More often, though, a title is one of the last
things you’ll write, when you know what you’ve written and can craft a
suitable name for your text.

Thesis Statements

A thesis identifies the topic of your text along with the claim you are
making about it. A good thesis also helps readers understand an essay by
forecasting its overall shape. In fact, some instructors call thesis state-
ments forecasting statements. Working to create a sharp thesis can help
you focus both your thinking and your writing. Here are three steps for
moving from a topic to a thesis statement:

1. State your topic as a question. You may have an idea for a topic,
such as “gasoline prices,” “analysis of ‘real women’ ad campaigns,” or
“famine.” Those may be good topics, but they’re not thesis statements,
primarily because none of them actually makes a statement. A good way
to begin moving from topic to thesis statement is to turn your topic into
a question:

What causes fluctuations in gasoline prices?
Are ads picturing “real women” who aren’t models effective?

What can be done to prevent famine in East Africa?
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2. Turn your question into a position. A thesis statement is an asser-
tion—it takes a stand or makes a claim. Whether you're writing a report
or an argument, you are saying, “This is the way I see . . .,” “My research
shows . . .,” or “This is what I believe about . . .” Your thesis statement
announces your position on the question you are raising about your topic,
so a relatively easy way of establishing a thesis is to answer your own
question:

Gasoline prices fluctuate for several reasons.

Ads picturing “real women” instead of models are effective because
women can easily identify with them.

The most recent famine in Somalia could have been avoided if certain
measures had been taken.

3. Narrow your thesis. A good thesis is specific, guiding you as you write
and showing your audience exactly what your essay will cover, often in the
same order you will cover it. The preceding thesis statements need to be
qualified and focused—they need to be made more specific. For example:

Gasoline prices fluctuate because of production procedures, consumer
demand, international politics, and oil companies’ policies.

Dove's “Campaign for Self-Esteem” and Cover Girl's ads featuring
Queen Latifah work because consumers can identify with the women'’s
bodies and admire the women’s confidence in displaying them.

The 2017 famine in Somalia could have been avoided if farmers had
received training in more effective methods and had planted drought-
resistant crops and if other nations had provided more aid more quickly.

A good way to narrow a thesis is to ask QUESTIONS about it: Why do gaso-
line prices fluctuate? How could the Somalia famine have been avoided?
The answers will help you craft a narrow, focused thesis.

4. Qualify your thesis. Sometimes you want to make a strong argument
and to state your thesis bluntly. Often, however, you need to acknowledge
that your assertions may be challenged or may not be unconditionally true.
In those cases, consider limiting the scope of your thesis by adding to it
such terms as may, probably, apparently, very likely, sometimes, and often.
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36 /Guiding Your Reader

Gasoline prices very likely fluctuate because of production procedures,
consumer demand, international politics, and oil companies’ policies.
Dove’s and Cover Girl's ad campaigns featuring “real women” may work
because consumers can identify with the women’s bodies and admire the
women’s confidence in displaying them.

The 2017 famine in Somalia could probably have been avoided if farm-
ers had received training in more effective methods and had planted
drought-resistant crops and if other nations had provided more aid
more quickly.

Thesis statements are typically positioned at or near the end of a text’s
introduction, to let readers know at the outset what is being claimed
and what the text will be aiming to prove. While a thesis often forecasts
your organization, it doesn’t necessarily do so; the organization may be
more complex than the thesis itself. For example, Notre Dame University
student Sarah Dzubay’s essay, “An Outbreak of the Irrational,” contains
this thesis statement:

The movement to opt out of vaccinations is irrational and dangerous
because individuals advocating for their right to exercise their personal
freedom are looking in the wrong places for justification and ignoring
the threat they present to society as a whole.

The essay that follows includes discussions of herd immunity; a socioeco-
nomic profile of parents who choose not to vaccinate their children; outlines
of the rationales those parents use to justify their choice, which include fear
of autism, fear of causing other health problems, and political and ethical
values; and a conclusion that parents who refuse to vaccinate their children
are unreasonable and selfish. The paper delivers what the thesis promises
but includes important information not mentioned in the thesis itself.

Topic Sentences

- Just as a thesis statement announces the topic and position of an essay,
a topic sentence states the subject and focus of a paragraph. Good para-
graphs focus on a single point, which is summarized in a topic sentence.
Usually, but not always, the topic sentence begins the paragraph:
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Graduating from high school or college is an exciting, occasionally even
traumatic event. Your identity changes as you move from being a high
school teenager to a university student or a worker; your connection to
home loosens as you attend school elsewhere, move to a place of your
own, or simply exercise your right to stay out later. You suddenly find
yourself doing different things, thinking different thoughts, fretting
about different matters. As recent high school graduate T. J. Devoe
puts it, “l wasn't really scared, but having this vast range of opportu-
nity made me uneasy. | didn't know what was gonna happen.” Jenny
Petrow, in describing her first year out of college, observes, “It's a
tough year. It was for all my friends.”

—Sydney Lewis, Help Wanted: Tales from the First Job Front

Sometimes the topic sentence may come at the end of the paragraph
or even at the end of the preceding paragraph, depending on the way the
paragraphs relate to one another. Other times a topic sentence will sum-
marize or restate a point made in the previous paragraph, helping readers
understand what they’ve just read as they move on to the next point. See
how the linguist Deborah Tannen does this in the first paragraphs of an

article on differences in men’s and women’s conversational styles:
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I was addressing a small gathering in a suburban Virginia living room—a
women’s group that had invited men to join them. Throughout the
evening, one man had been particularly talkative, frequently offering
ideas and anecdotes, while his wife sat silently beside him on the couch.
Toward the end of the evening, | commented that women frequently
complain that their husbands don’t talk to them. This man quickly
concurred. He gestured toward his wife and said, “She’s the talker in
our family.” The room burst into laughter; the man looked puzzled
and hurt. “It's true,” he explained. “When | come home from work |
have nothing to say. If she didn’t keep the conversation going, we'd
spend the whole evening in silence.”

This episode crystallizes the irony that although American men
tend to talk more than women in public situations, they often talk less
at home. And this pattern is wreaking havoc with marriage.

—Deborah Tannen, “Sex, Lies, and Conversation:
Why Is It So Hard for Men and Women to Talk to Each Other?”
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Transitions

Transitions help readers move from thought to thought—from sentence
to sentence, paragraph to paragraph. You are likely to use a number of
transitions as you draft; when you’re EDITING, you should make a point O 35659
of checking transitions. Here are some common ones:

e To signal causes and effects: accordingly, as a result, because, conse-
quently, hence, so, then, therefore, thus

e To signal comparisons: also, in the same way, like, likewise, similarly

e To signal changes in direction or expections: although, but, even though,
however, in contrast, instead, nevertheless, nonetheless, on the con-
trary, on the one hand . . . on the other hand, still, yet

e To signal examples: for example, for instance, indeed, in fact, such as

e To signal sequences or similarities: again; also; and; and then; besides;
finally; furthermore; last; moreover; next; too; first, second, third, etc.

e To signal time relations: after, as soon as, at first, at the same time,
before, eventually, finally, immediately, later, meanwhile, next, simul-
taneously, so far, soon, then, thereafter

e To signal a summary or conclusion: as a result, as we have seen, finally,
in a word, in any event, in brief, in conclusion, in other words, in
short, in the end, in the final analysis, on the whole, therefore, thus,
to summarize

IF YOU NEED MORE HELP

creating visual signals for your readers.

See also Chapter 58 on USING VISUALS, INCORPORATING SOUND for ways of 653-63
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Analyzing causes helps us think about why something happened, whereas
thinking about effects helps us consider what might happen. When we
hear a noise in the night, we want to know what caused it. Children poke
sticks into holes to see what will happen. Researchers try to understand
the causes of diseases. Writers often have occasion to consider causes
or effects as part of a larger topic or sometimes as a main focus: in a
PROPOSAL, we might consider the effects of reducing tuition or the causes
of recent tuition increases; in a MEMOIR, we might explore why the person
we had a date with failed to show up.

Usually we can only speculate about probable causes or likely effects.
In writing about causes and effects, then, we are generally ARGUING for
those we consider plausible, not proven. This chapter will help you ana-
lyze causes and effects in writing—and to do so in a way that suits your
rhetorical situation.

Determining Plausible Causes and Effects

What causes ozone depletion? Sleeplessness? Obesity? And what are their
effects? Those are of course large, complex topics, but whenever you have
reason to ask why something happened or what could happen, there will
likely be several possible causes and just as many predictable effects.
There may be obvious causes, though often they will be less important
than others that are harder to recognize. (Eating too much may be an obvi-
ous cause of being overweight, but why people eat too much has several
less obvious causes: portion size, advertising, lifestyle, and psychological
disorders are only a few possibilities.) Similarly, short-term effects are
often less important than long-term ones. (A stomachache may be an
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effect of eating too much candy, but the chemical imbalance that can
result from consuming too much sugar is a much more serious effect.)
LISTING, CLUSTERING, and OUTLINING are useful processes for analyzing
causes. And at times you might need to do some RESEARCH to identify pos-
sible causes or effects and to find evidence to support your analysis. When
you've identified potential causes and effects, you need to analyze them.
Which causes and effects are primary? Which seem to be secondary? Which
are most relevant to your PURPOSE and are likely to convince your AUDIENCE?
You will probably have to choose from several possible causes and effects
for your analysis because you won’t want or need to include all of them.

Arguing for Causes or Effects

Once you've identified several possible causes or predictable effects, you
need to ARGUE that some are more plausible than others. You must pro-
vide convincing support for your argument because you usually cannot
prove that x causes y or that y will be caused by z; you can only show,
with good reasons and appropriate evidence, that x is likely to cause y
or that y will likely follow from z. See, for example, how an essay on the
psychological basis for risk taking speculates about two potential causes
for the popularity of extreme sports:

Studies now indicate that the inclination to take high risks may be
hardwired into the brain, intimately linked to arousal and pleasure
mechanisms, and may offer such a thrill that it functions like an addic-
tion. The tendency probably affects one in five people, mostly young
males, and declines with age. It may ensure our survival, even spur our
evolution as individuals and as a species. Risk taking probably bestowed
a crucial evolutionary advantage, inciting the fighting and foraging of
the hunter-gatherer. . . .

As psychologist Salvadore Maddi, PhD, of the University of Cali-
fornia at Davis warns, “High-risk takers may have a hard time deriv-
ing meaning and purpose from everyday life.” Indeed, this peculiar
form of dissatisfaction could help explain the explosion of high-risk
sports in America and other postindustrial Western nations. In unstable
cultures, such as those at war or suffering poverty, people rarely seek
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out additional thrills. But in a rich and safety-obsessed country like
America, land of guardrails, seat belts, and personal-injury lawsuits,
everyday life may have become too safe, predictable, and boring for
those programmed for risk taking. — Paul Roberts, “Risk”

Roberts suggests that genetics is one likely cause of extreme sports and
that an American obsession with safety is perhaps a cause of their growing
popularity. Notice, however, that he presents these as likely or possible,
not certain, by choosing his words carefully: “studies now indicate”; “the
inclination to take high risks may be hardwired”; “[r]isk taking probably
bestowed a crucial evolutionary advantage”; “this . . . dissatisfaction could
help explain.” Like Roberts, you will almost always need to qualify what you
say about causes and effects—to say that something could explain (rather
than saying it “explains”) or that it suggests (rather than “shows”). Causes
and effects can seldom be proved definitively, so you need to acknowledge
that your argument is not the last word on the subject.

Ways of Organizing an Analysis of Causes and Effects

Your analysis of causes and effects may be part of a proposal or some
other genre of writing, or you may write a text whose central purpose is
to analyze causes or speculate about effects. While there are many ways
to organize an analysis of causes and effects, three common ways are to
state a cause and then discuss its effects, to state an effect and then discuss
its causes, and to identify a chain of causes and effects.

Identify a cause and then discuss its effects. If you were writing about
climate change, you might first show that many scientists fear it will have
several effects, including more violent storms, the extinction of various
kinds of plants, and elevated sea levels.
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Identify an effect and then trace its causes. If you were writing about
school violence, for example, you might argue that it is a result of sloppy
dress, informal teacher-student relationships, low academic standards,
and disregard for rules.

results from

Identify a chain of causes and effects. You may sometimes discuss a
chain of causes and effects. If you were writing about the right to privacy,
for example, you might consider the case of Megan’s law. A convicted
child molester raped and murdered a girl named Megan; the crime caused
New Jersey legislators to pass the so-called Megan’s law (an effect), which
requires that convicted sex offenders be publicly identified. As more states
enacted versions of Megan’s law, concern for the rights of those who are
identified developed—the effect became a cause of further effects.

fi hich Continue
First cause »-| leads to > i | e > pext =3 the chain as
effect, leads to effect.
need be.

Considering the Rhetorical Situation

As a writer or speaker, you need to think about the message that you want
to articulate, the audience you want to reach, and the larger context you
are writing in.

PURPOSE Your main purpose may be to analyze the causes and
effects of something. But sometimes you’ll have another
goal that calls for such analysis — a business report, for
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example, might need to explain what caused a decline
in sales.

Who is your intended audience, and how will analyzing
causes help you reach them? Do you need to tell them
why some event happened or what effects resulted?

Does your genre require you to analyze causes? Propos-
als, for example, often need to consider the effects of a
proposed solution.

What is your stance, and could analyzing causes or effects
show that stance? Could it help demonstrate your seri-
ousness or show that your conclusions are reasonable?

You can rely on words to analyze causes, but sometimes
a drawing will help readers see how causes lead to effects.

IF YOU NEED MORE HELP

See also the PROCGESSES chapters for help generating ideas, drafting, and so on if
you need to write an entire text whose purpose is to analyze causes or speculate

about effects.
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Basketball fans argue about who’s better, LeBron James or Steph Curry.
Political candidates argue that they have the most experience or best judg-
ment. A toilet paper ad argues that “you deserve a little luxury in your
life, and so does your bottom.” As you likely realize, we are surrounded
by arguments, and much of the work you do as a college student requires

you to read and write arguments. When you write a LITERARY ANALYSIS, 211-23
for instance, you argue for a particular interpretation. In a PROPOSAL, you 24655
argue for a particular solution to a problem. Even a PROFILE argues that 23345

a subject should be seen in a certain way. This chapter offers advice on
some of the key elements of making an argument, from developing an
arguable thesis and identifying good reasons and evidence that supports
those reasons to building common ground and dealing with viewpoints
other than your own.

Reasons for Arguing

We argue for many reasons, and they often overlap: to convince others
that our position on a subject is reasonable, to influence the way they
think about a subject, to persuade them to change their point of view or
to take some sort of action. In fact, many composition scholars and teachers
believe that all writing makes an argument.

As a student, you'll be called on to make arguments continually: when
you participate in class discussions, when you take an essay exam, when you
post a comment to an online discussion or a blog. In all these instances,
you are adding your opinions to some larger conversation, arguing for what
you believe—and why.
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Arguing Logically: Claims, Reasons, and Evidence

The basic building blocks of argument are CLAIMS, REASONS, and EVIDENCE
that supports those reasons. Using these building blocks, we can construct
a strong logical argument, also known as logos.

Claims. Good arguments are based on arguable claims—statements that
reasonable people may disagree about. Certain kinds of statements can-
not be argued:

e Verifiable statements of fact. Most of the time, there’s no point in arguing
about facts like “the earth is round” or “George H. W. Bush was America’s
forty-first president.” Such statements contain no controversy, no poten-
tial opposition —and so no interest for an audience. However, you might
argue about the basis of a fact. For example, until recently it was a fact
that our solar system had nine planets, but when further discoveries led
to a change in the definition of planet, Pluto no longer qualified.

e Issues of faith or belief. By definition, matters of faith cannot be proven
or refuted. If you believe in reincarnation or don’t believe there is an
afterlife, there’s no way I can convince you otherwise. However, in a
philosophy or religion course you may be asked to argue, for example,
whether or not the universe must have a cause.

e Matters of simple opinion or personal taste. If you think cargo pants are
ugly, no amount of arguing will convince you to think otherwise. If you've
downloaded every Taylor Swift album and think she’s the greatest singer
ever, you won’t convince your Nirvana-loving parents to like her, too. If
matters of taste are based on identifiable criteria, though, they may be
argued in an EVALUATION, where “Tom Cruise is a terrible actor” is more
than just your opinion —it’s an assertion you can support with evidence.

You may begin with an opinion: “I think wearing a helmet makes riding a
bike more dangerous, not less.” As it stands, that statement can’t be con-
sidered a claim —it needs to be made more reasonable and informed. To do
that, you might reframe it as a question — “Do bike riders who wear helmets
get injured more often than those who don’t?” —that may be answered as
you do research and start to write. Your opinion or question should lead
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you to an arguable claim, however, one that could be challenged by another
thoughtful person. In this case, for example, your research might lead you
to a focused, qualified claim: Contrary to common sense, wearing a helmet while
riding a bicycle increases the chances of injury, at least to adult riders.

Qualifying a claim. According to an old saying, there are two sides to
every story. Much of the time, though, arguments don’t sort themselves
neatly into two sides, pro and con. No matter what your topic, your argument
will rarely be a simple matter of being for or against; in most cases, you'll
want to qualify your claim—that it is true in certain circumstances, with
certain conditions, with these limitations, and so on. Qualifying your claim
shows that you're reasonable and also makes your topic more manageable
by limiting it. The following questions can help you qualify your claim.

e Can it be true in some circumstances or at some times but not others?
For example, freedom of speech should generally be unrestricted, but
individuals can sue for slander or libel.

9. . . . .. .
b’ e Can it be true only with certain conditions? For instance, cell phones and

computer monitors should be recycled, but only by licensed, domestic
recyclers.

e Can it be true for some groups or individuals but not others? For example,
nearly everyone should follow a low-carb diet, but some people, such
as diabetics, should avoid it.

SOME WORDS FOR QUALIFYING A CLAIM

sometimes nearly it seems/seemingly
rarely usually some

in some cases more or less perhaps

often for the most part possibly

routinely in many cases in most cases

Drafting a thesis statement. Once your claim is focused and appropri-
ately qualified, it can form the core of your essay’s THESIS STATEMENT,
which announces your position and forecasts the path your argument will
follow. For example, here is the opening paragraph of an essay by the
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executive director of the National Congress of American Indians arguing
that the remains of Native Americans should be treated with the same
respect given to others. The author outlines the context of her argument
and then presents her thesis (here, in italics):

What if museums, universities and government agencies could put your
dead relatives on display or keep them in boxes to be cut up and
otherwise studied? What if you believed that the spirits of the dead
could not rest until their human remains were placed in a sacred area?
The ordinary American would say there ought to be a law—and there
is, for ordinary Americans. The problem for American Indians is that
there are too many laws of the kind that make us the archeological
property of the United States and too few of the kind that protect us
from such insults. —Susan Shown Harjo, “Last Rites for Indian Dead:

Treating Remains Like Artifacts Is Intolerable”

Reasons. Your claim must be supported by reasons that your audience
will accept. A reason can usually be linked to a claim with the word because:

CLAIM + BECAUSE + REASON

College students because they will earn far more
should strive over their lifetimes

to graduate than those who do not.

Keep in mind that you likely have a further reason, a rule or principle
that underlies the reason you link directly to your claim. In this argument,
the underlying reason is that isolation from other people is bad. If your
audience doesn’t accept that principle, you may have to back it up with
further reasons or evidence.

To come up with good reasons, start by stating your position and then
answering the question why?

CLAIM: College students should strive to graduate. Why?

REASON: (Because) They will earn far more over their lifetimes than
those who do not. Why?

UNDERLYING REASON: The economy values college graduates and pays

them more.
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As you can see, this exercise can continue indefinitely as the underlying
reasons grow more and more general and abstract. You can do the same
with other positions:

CLAIM: Smoking should be banned. Why?
REASON: (Because) It is harmful to smokers and also to nonsmokers.

UNDERLYING REASON: People should be protected from harmful substances.

Evidence. Evidence to support your reasons can come from various
sources. In fact, you may need to use several kinds of evidence to per-
suade your audience that your claim is true. Some of the most common
types of evidence include facts, statistics, examples, authorities, anecdotes,
scenarios, case studies, textual evidence, and visuals.

Facts are ideas that are proven to be true. Facts can include observations
or scholarly research (your own or someone else’s), but they need to be
accepted as true. If your audience accepts the facts you present, they can
be powerful means of persuasion. For example, an essay on junk email
offers these facts to demonstrate the seasonal nature of spam:

The flow of spam is often seasonal. It slows in the spring, and then, in the
month that technology specialists call “black September” —when hun-
dreds of thousands of students return to college, many armed with new
computers and access to fast Internet connections—the levels rise sharply.

—Michael Specter, “Damn Spam”

Specter offers this fact with only a general reference to its origin (“tech-
nology specialists”), but given what most people know—or think they
know—about college students, it rings true. A citation from a study pub-
lished by a “technology specialist” would offer even greater credibility.

Statistics are numerical data, usually produced through research, surveys,
or polls. Statistics should be relevant to your argument, as current as pos-
sible, accurate, and from a reliable source. An argument advocating that
Americans should eat less meat presents these data to support the writer’s
contention that we eat far too much of it:
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Americans are downing close to 200 pounds of meat, poultry, and
fish per capita per year (dairy and eggs are separate, and hardly insig-
nificant), an increase of 50 pounds per person from 50 years ago.
We each consume something like 110 grams of protein a day, about
twice the federal government’'s recommended allowance; of that,
about 75 grams come from animal protein. (The recommended level
is itself considered by many dietary experts to be higher than it needs
to be.) It's likely that most of us would do just fine on around 30 grams
of protein a day, virtually all of it from plant sources.

—NMark Bittman, “Rethinking the Meat-Guzzler”

Bittman’s statistics demonstrate the extent to which Americans have
increased their meat consumption over the last half century, the propor-
tion of our diets that comes from meat, and, by comparison, how much
protein our bodies require—and summarize the heart of his argument in
stark numeric terms.

Examples are specific instances that illustrate general statements. In a
book on life after dark in Europe, a historian offers several examples to
demonstrate his point that three hundred years ago, night—without arti-
ficial lighting—was treacherous:

Even sure-footed natives on a dark night could misjudge the lay of
the land, stumbling into a ditch or off a precipice. In Aberdeenshire,
a fifteen-year-old girl died in 1739 after straying from her customary
path through a churchyard and tumbling into a newly dug grave. The
Yorkshireman Arthur Jessop, returning from a neighbor’s home on a
cold December evening, fell into a stone pit after losing his bearings.

—A. Roger Ekirch, At Day’s Close: Night in Times Past

Ekirch illustrates his point and makes it come alive for readers by citing
two specific individuals’ fates.

Authorities are experts on your subject. To be useful, authorities must be
reputable, trustworthy, and qualified to address the subject. You should
EVALUATE any authorities you consult carefully to be sure they have the
credentials necessary for readers to take them seriously. When you cite
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experts, you should clearly identify them and the origins of their authority
in a SIGNAL PHRASE, as does the author of an argument that deforested
land can be reclaimed:

Reed Funk, professor of plant biology at Rutgers University, believes
that the vast areas of deforested land can be used to grow millions
of genetically improved trees for food, mostly nuts, and for fuel. Funk
sees nuts used to supplement meat as a source of high-quality protein
in developing-country diets.

—Lester R. Brown, Plan B 2.0: Rescuing a Planet
under Stress and a Civilization in Trouble

Brown cites Funk, an expert on plant biology, to support his argument that
humans need to rethink the global economy in order to create a sustain-
able world. Without the information on Funk’s credentials, though, readers
would have no reason to take his proposal seriously.

Anecdotes are brief NARRATIVES that your audience will find believable
and that contribute directly to your argument. Anecdotes may come
from your personal experience or the experiences of others. In an essay
arguing that it’s understandable when athletes give in to the temptation
to use performance-enhancing drugs, sports blogger William Moller uses
an anecdote to show that the need to perform can outweigh the potential
negative consequences of using drugs:

I spent my high school years at a boarding school hidden among the
apple orchards of Massachusetts. Known for a spartan philosophy
regarding the adolescent need for sleep, the school worked us to the
bone, regularly slamming us with six hours of homework. | pulled a
lot more all-nighters (of the scholastic sort) in my years there than |
ever did in college. When we weren't in class, the library, study hall,
or formal sit-down meals, we were likely found on a sports field. We
also had school on Saturday, beginning at 8 a.m. just like every other
non-Sunday morning.

Adding kindling to the fire, the students were not your laid-back
types; everyone wanted that spot at the top of the class, and social life
was rife with competition. The type A’s that fill the investment banking,
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legal, and political worlds—those are the kids | spent my high school
years with.

And so it was that midway through my sophomore year, | found
myself on my third all-nighter in a row, attempting to memorize his-
torically significant pieces of art out of E. H. Gombrich’s The Story of
Art. | had finished a calculus exam the day before, and the day before
that had been devoted to world history. And on that one cold night
in February, | had had enough. | had hit that point where you've had
so little sleep over such a long time that you start seeing spots, as if
you'd been staring at a bright light for too long. The grade | would
compete for the next day suddenly slipped in importance, and | began
daydreaming about how easy the real world would be compared to
the hell | was going through.

But there was hope. A friend who | was taking occasional study
breaks with read the story in the bags beneath my eyes, in the slump
of my shoulders, the nervous drumming of my fingers on the chair as
we sipped flat, warm Coke in the common room. My personal deus ex
machina,* he handed me a small white pill.

| was very innocent. | matured way after most of my peers, and
was probably best known for being the kid who took all the soprano
solos away from the girls in the choir as a first-year student. | don’t
think | had ever been buzzed, much less drunk. I'd certainly never
smoked a cigarette. And knowing full well that what | was doing
could be nothing better than against the rules (and less importantly,
illegal) I did what | felt | needed to do, to accomplish what was
demanded of me. And it worked. | woke up and regained focus like
nothing I'd ever experienced. Unfortunately, it also came with serious
side effects: | was a hypersensitized, stuffed-up, sweaty, wide-eyed
mess, but | studied until the birds started chirping. And | aced my
test.

Later | found out the pill was Ritalin, and it was classified as a
class 3 drug.t | did it again, too—only a handful of times, as the side
effects were so awful. But every time it was still illegal, still against

*Deus ex machina: In ancient Greek and Roman drama, a god introduced into the
plot to resolve complications.
tClass 3 drug: Drug that is illegal to possess without a prescription.
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the rules. And as emphasized above, | was much more worried about
the scholastic consequences if | were discovered abusing a prescription
drug than the fact that | was breaking the law. Though | was using it
in a far different manner than the baseball players who would later
get caught with it in their systems, it was still very clearly a “performance-
enhancing drug.”

Just like every other person on this planet, | was giving in to the
incentive scheme that was presented to me. The negative of doing
poorly on the test was far greater than the negative of getting caught,
discounted by the anesthetic of low probability.

—William Moller, “We, the Public,
Place the Best Athletes on Pedestals”

Moller uses this anecdote to demonstrate the truth of his argument, that
given the choice between “breaking the rules and breaking my grades” or
“getting an edge” in professional sports, just about everyone will choose
to break the rules.

Scenarios are hypothetical situations. Like anecdotes, “what if” scenarios
can help you describe the possible effects of particular actions or offer new
ways of looking at a particular state of affairs. For example, a mathemati-
cian presents this lighthearted scenario about Santa Claus in a tongue-
in-cheek argument that Christmas is (almost) pure magic:

Let's assume that Santa only visits those who are children in the eyes
of the law, that is, those under the age of 18. There are roughly
2 billion such individuals in the world. However, Santa started his
annual activities long before diversity and equal opportunity became
issues, and as a result he doesn’t handle Muslim, Hindu, Jewish and
Buddhist children. That reduces his workload significantly to a mere
15% of the total, namely 378 million. However, the crucial figure is
not the number of children but the number of homes Santa has to
visit. According to the most recent census data, the average size of
a family in the world is 3.5 children per household. Thus, Santa has
to visit 108,000,000 individual homes. (Of course, as everyone knows,
Santa only visits good children, but we can surely assume that, on


AMEL
Text Box
71


526-38

STRATEGIES

an average, at least one child of the 3.5 in each home meets that
criterion.)

—Keith Devlin, “The Mathematics of Christmas”

Devlin uses this scenario, as part of his mathematical analysis of Santa’s
yearly task, to help demonstrate that Christmas is indeed magical —because
if you do the math, it’s clear that Santa’s task is physically impossible.

Case studies and observations feature detailed reporting about a subject.
Case studies are in-depth, systematic examinations of an occasion, a per-
son, or a group. For example, in arguing that class differences exist in the
United States, sociologist Gregory Mantsios presents studies of three “typi-
cal” Americans to show “enormous class differences” in their lifestyles.
Observations offer detailed descriptions of a subject. Here’s an obser-
vation of the emergence of a desert stream that flows only at night:

At about 5:30 water came out of the ground. It did not spew up, but
slowly escaped into the surrounding sand and small rocks. The wet
circle grew until water became visible. Then it bubbled out like a small
fountain and the creek began.

—Craig Childs, The Secret Knowledge of Water

Childs presents this and other observations in a book that argues (among
other things) that even in harsh, arid deserts, water exists, and knowing
where to find it can mean the difference between life and death.

Textual evidence includes QUOTATIONS, PARAPHRASES, and SUMMARIES.
Usually, the relevance of textual evidence must be stated directly, as
excerpts from a text may carry several potential meanings. For example,
here is an excerpt from a student essay analyzing the function of the raft
in Huckleberry Finn as “a platform on which the resolution of conflicts is
made possible”:

[Tlhe scenes where Jim and Huck are in consensus on the raft contain
the moments in which they are most relaxed. For instance, in chapter
twelve of the novel, Huck, after escaping capture from Jackson’s
Island, calls the rafting life “solemn” and articulates their experience
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This sample is quoted from: Mays, The Norton Introduction to
Literature, 13th ed., 2019

SAMPLE WRITING: ANNOTATION
AND CLOSE READING

Close reading, with an eye toward setting or any other element, demands careful
attention to detail. That process often begins with annotation—underlining sig-
nificant details in a text and making notes in the margins, which you can then
draw on to formulate arguments.

Below, you will find an annotation of the first paragraph of James Joyce’s ArRABY,
followed by a paragraph of analysis written in response to the following prompt:

The first paragraph of Joyce’s story focuses entirely on setting. What tone is estab-
lished here? How do specific details of setting and the diction used to describe them
create tone?

As you read and compare the annotation and the analysis, notice how the ana-
lytical paragraph both elaborates on certain aspects of the annotation and ignores
others (especially the references to religion) in order to stay focused exclusively on
the claim about tone with which it opens (its topic sentence).

Repetition like school is
literally, “dead end” a prison?

North Richmond Street, being was a quié.f"-street except
at the hour when the Christian Brothers School set the: boys

........................................................................................ educaﬁon rel|g|on
An uninhabited house of two storeys stood at the enc‘l_,_..A - respectability

detached from its neighbours in a square. ground:’ The other

houses of the street, of decent lives within them
at one another with brown 1mperturbable

personification

The first paragraph of James Joyce's story “Araby” is solemn and emotionless
or even depressing in tone. The street is called “blind” twice, meaning that it is
literally a dead-end street, a kind of prison from which there is no exit. It also
seems a pretty lifeless, stifled and stifling place—"quiet” all but one “hour” of
the day, when the boys are “set . . . free,” implying that they are imprisoned the
rest of the time, too. The only individual house described here is “uninhabited,”
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ANNOTATION AND CLOSE READING |74

without any life inside; “detached from its neighbours,” disconnected and alone;
and itself trapped “in a square ground.” Though the other houses do have “lives
within them,” those are only “decent”—not joyful or even sad, just “decent” or
respectable. All the houses are personified: the uninhabited one has
“neighbours” (which at first suggests people rather than houses), and these have
“faces,” are “conscious,” and “gazle| at one another.” But the terms of the
personification only make these houses seem more, not less, lifeless: their
“imperturbable faces” lack emotion or movement, and they are “brown,” the
bland color of mud or dirt rather than of the things that live and grow in it. This
street is a dead end in more ways than one, as living on it must feel a little like
being dead or at least deadened.
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Inventing Your Research Paper’s Content

It’s no secret that your professor wants you to use sources that back up your claims
and statements. She or he does not want to you to simply write your opinion and then
sprinkle in a few citations to make it look like you did research. Professors will know
the difference between a research paper that is grounded in solid research and one
that merely mentions a few sources.

Inquiring: Defining Your Topic, Angle, Purpose

Your first task is to figure out what kind of research paper you are being asked to write.
There are two major types of research papers:

Expository Research Paper—expository means to “exhibit” or “explain.
Expository research papers explain an issue, event, or trend, without making
an overt argument for one side.

Argumentative Research Paper—argumentation involves choosing one side
of the issue and using your research to support your side while challenging
opposing views.

If it’s not clear whether you are explaining something (exposition) or arguing a point
(argumentation), you should ask your professor to clarify the assignment.

Then, define your topic and figure out your angle. Your professor probably
assigned you a specific topic or a range of topics on which to do research. For exam-
ple, let’s say you are studying the causes of the American Revolutionary War in a
sophomore-level history course. Let’s imagine your professor has asked you to write a
ten-page research paper in which you explain how and why the war began.

Topic: The Main Causes of the American Revolutionary War

Possible Angles: Financial pressures on British colonies; overtaxation or
perceived overtaxation; governance without representation; political miscal-
culations by King George III; French interference in British colonies; British
military abuses of colonists

Obviously, a topic like the American Revolutionary War is too large to be handled in a
ten-page research paper. So, you need to choose an angle that will help you narrow
the topic. Choosing an angle will also help you write your purpose statement. Here is
a possible purpose statement:

My purpose is to demonstrate that the American Revolutionary War was the
result of several key political miscalculations by King George III and the British
government.

Researching: Finding Out What Others Know

Chapter 24 goes over the research process in depth, so here is a brief review that is
targeted toward the needs of research papers.

Bl j—

invent the

content of your
research paper with a
wide range of sources.
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Library Research. Use your library’s electronic catalog, usually available through its
Web site, to search for books on your topic. Similarly, if you find an academic journal
article about your topic through a journal database, look at its Works Cited or
References list to see if there are other articles and books that might be useful to you.

Internet Research. Be careful about the online sources you collect, especially for
research papers. Wikipedia and similar Web sites can be helpful for gaining an overall
understanding of your topic, but Wikipedia is not an authoritative and citable source.
After all, just about anyone can write or alter an entry on Wikipedia. So, when collect-
ing sources from the Internet, you should thoroughly check the background of the
organization that offers the information.

Empirical Research. On campus and in your community, you can find experts on
your topic. You should set up interviews with these experts or send them questions
via e-mail. Depending on your topic, you might also want to do some field observa-
tions that will help you confirm or challenge the information you found in print
sources and electronic sources.

Organizing and Drafting Your Research
Paper

When you begin the drafting phase, your first task is to figure out which issues you
want to cover and how you want to organize your research paper.

The Introduction

Your research paper needs an engaging introduction that will clearly identify your
topic, purpose, and main point (thesis). A solid introduction will typically make most
or all of the following five opening moves.

Identify Your Topic. Indicate to your readers what your research paper is about and
perhaps what it is not about. For example,

History textbooks tend to explain the Revolutionary War from an American-
centric perspective. The Patriots were noble heroes and the British were ham-
fisted villains. The real story, especially when told from the British and Canadian
perspective, is much more complex.

State Your Purpose. In one sentence, tell your readers what you are trying to dem-
onstrate or prove. You can be straightforward with this statement.

In this research paper, I will argue that King George III was not the inept mon-
arch described in many history books, but his economic miscalculations and his
strict code of values added fuel to a growing independence movement in the
American colonies.
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State Your Main Point or Thesis Statement. In a research paper, your main point
or thesis should be clearly stated somewhere in the introduction.

Weak: King George III's mistakes were partially responsible for the American
Revolutionary War.

Stronger: The United States would have eventually gained its independence
through peaceful means, but King George III's ill-conceived economic sanc-
tions sparked a violent revolt among the American colonists, igniting an ex-
pensive and humiliating war for the British Empire.

Offer Background Information on the Topic. Give the readers just enough histori-
cal information or factual evidence to familiarize themselves with the topic.

Stress the Importance of the Topic to the Readers. Briefly mention why this topic is
significant, especially to the readers. You might also consider using a grabber or alead to
catch the readers’ attention at the beginning of your research paper. In Chapter 20, you
can learn more about using grabbers or leads to spark the readers’ interest in your topic.

These five introductory moves can be made in almost any order. Many research
papers, for example, start out with some background information to catch the readers’
attention. Others begin by identifying the topic and stressing its importance. If you
make these five moves, you will probably have a good start to your research paper.

The Body

The body of your research paper can be organized in a variety of ways. Here are a few
common ways to organize your draft:

Issues Divide your information into two to five major issues that you want to
discuss in your research paper. Specifically, pay attention to issues on which
people tend to disagree. List the major points that people often discuss when
they consider this topic.

Chronological Divide your information into two to five historical time peri-
ods (e.g., 1980s, 1990s, 2000s; or before the event, start of the event, during
the event, end of the event, aftermath of the event). Then, arrange your infor-
mation by sorting out what happened in each of those time periods.

Argumentation Divide your information into three categories: Review of the
facts; discussion of how others, especially people with opposing views, inter-
pret the facts; discussion of how you and people who agree with you interpret
the facts.

Carving the Body into Sections. Each section in your research paper can follow a
variety of patterns. The following organizational strategies can be helpful for arrang-
ing the material in each section:
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Narrative Description Cause and Effect Classification Comparison and
Set the Scene Overall View What Happened DA T i
PP Whole Group Description of Items
Being Compared

FIGURE 14.1 Organizing Sections in a Research Paper

Each section in your research paper should have its own organization. These diagrams show a few possibilities.

Narrative—Use true stories and anecdotes to illustrate your points in a
chronological way.

Description—Divide something into its major parts and describe them
separately.

Cause and Effect—Explain the causes of a problem and the effects.
Classification—Divide something into major and minor categories.

Comparison and Contrast—Identify similarities and differences between two
things.

Figure 14.1 shows some models for how sections might be organized.

Using and Citing Your Sources. While drafting the body of your research paper, you need
to carefully quote and thoroughly cite your sources.

In-Text Parenthetical Citations—Each time you take an idea or quote from a text,
you need to use an in-text citation to signal where it came from. Chapters 27 and
28 on using MLA and APA styles will show you how to use in-text citations.

Quotations—Using quotes from experts is encouraged in research papers.
Brief quotations can appear within a sentence and are marked off by quota-
tion marks. Longer quotations (more than three lines of text) should be put
into block quotes that are indented.

Paraphrasing and Summarizing—You can also paraphrase or summarize
your sources. When paraphrasing, you should follow the structure of the
source, putting the ideas or information in your own words. When
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summarizing, you should re-organize the information from most important
to least important, using your own words.

The Conclusion

The conclusion of your research paper should be similar in many ways to your intro-
duction. When concluding, you should restate your main point (thesis) and stress the
importance of your subject one final time. You should also briefly discuss the future
of your topic.

Your research paper’s conclusion should make up to five moves:

e Make an obvious transition from the body to the conclusion.

e State your main point, or thesis statement.

e Stress again the importance of the topic to the readers.

e (Call your readers to action (in an argumentative research paper).

e Briefly discuss the future of this topic.

The transition to your conclusion should be obvious to the readers. A heading
like “Conclusion: A New Nation Is Born” will signal that you are concluding.
Otherwise, you can start your conclusion with a transitional phrase like “In conclu-
sion,” “In summary,” or “In closing” to signal that you are making your final points.

Your main point or thesis statement should be similar to the sentence you used
in your introduction, but not exactly the same. State your main point in different
words, perhaps with a little more emphasis.

Finally, you should end your research paper by discussing the future of the topic.
If you're arguing for a specific point, call the readers to action (e.g., “Now is the time
to do something about this problem”). You can also discuss what you think will hap-
pen in the near future. If you're writing an expository research paper, you can briefly
discuss what happened next with this topic (e.g., “The American Revolution sparked
a wave of revolutions throughout the world”).

Your conclusion should be brief, perhaps one or two paragraphs. Once you signal
that you are concluding, your readers will expect you to wrap up in a short amount of time.

Works Cited or References

The final page(s) of your research paper will be your list of Works Cited (MLA) or
References (APA). You should turn to Chapter 27, “Using MLA Style,” or Chapter 28,
“Using APA Style,” to determine how to format your list of sources.

Choosing an Appropriate Style

Expository research papers tend to be written in the plain style, while argumentative
research papers use both plain and persuasive styles. The plain style is especially helpful for
explaining the facts about your topic and discussing what happened. The persuasive style
should be used when you are trying to influence the readers to accept your point of view.

m determine
whether a plain or
persuasive style is best
to achieve your
purpose.
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Use Doers as the Subjects of Your Sentences. When drafting a research paper,
writers tend to use passive voice (e.g., “In a 2011 study, brain-enhancing drugs were
given by scientists to 200 college students”). When revising, change this kind of sen-
tence into active voice by moving the doers into the subject of your sentence (e.g., “In
a 2011 study, scientists gave brain-enhancing drugs to 200 college students”). Active
voice will make your research paper sound more authoritative.

Avoid Weak Sentence Constructions. Where possible, avoid starting sentences

with “Itis ..., “There are...,” and “Thisis . ... You can strengthen these sentences
by using real subjects and active verbs, such as “Students know . . . ” “Researchers
discovered ..., and “This experiment demonstrated. . . ”

Keep Sentences Breathing Length. Research papers are often plagued with long,
overly complex sentences that are difficult to read. As you revise, look for sentences
that are longer than breathing length. Then, cut them down or divide them into two
sentences.

Use Similes and Analogies to Explain Difficult Concepts. If you are trying to
explain something complicated to your readers, try using a simile or analogy. For
example, you might use a simile like “After the skirmish at Concord, the American
Revolution spread like a wildfire throughout the colonies.” You could also use analo-
gies, such as “Using brain-enhancing drugs to study for an exam is like putting rocket
fuel in your car. The benefits are noticeable but also short-lived and dangerous.”

Designing Your Research Paper

More than likely, your professor will give you specific guidelines about how the
research paper should be formatted. In some cases, your professor may ask you to fol-
low MLA or APA style, which are the formats spelled out in the MLA Handbook for
Writers of Research Papers or the Publication Manual of the American Psychological
Association. These handbooks, which should be available at your library or on the
Internet, offer clear guidelines about how to format research papers.

You should also look carefully at the assignment sheet to determine exactly what
kind of design or format your professor requires. Part of your grade, after all, may be
based on whether you followed the assignment’s formatting directions. If your pro-
fessor does not spell out a specific format or design, you should ask for some
guidance.

If you are given flexibility to choose your own design, here are some design
features you might consider:

Include a Cover Page. A cover page, like the one shown in Figure 14.2, can add a
professional touch to your research paper. Your cover page should include the title of
your paper, your name, your professor’s name, and the date the research paper was
submitted. An appropriate image on the cover can also set a specific tone for the

paper.
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The Fog Revolution: How King George IlI
Misunderstood the Conflict in the American
Colonies

The Fog Revolution: How King sara Rodriguez

Clear title George lll Misunderstood the Conflict When schoolchildren in the United States learn about the
in the American Colonies American Revolutionary War, they often hear a sanitized
version that is heavily shaped by lore and legend. Today,
the textbook images of the Founding Fathers make them
seem more like superheroes than the fallible men who
actually founded the country. Similarly, Britain’s King
George lll is often portrayed as a kind of supervillian,
scheming and manipulating behind a line of ruthless Red

|mage that sets Coats and cruel Hessian soldiers. In this research paper,
atone my aim is to show that King George Ill was acting as a
typical sovereign at that time. After all, no king would
willingly give up such large territories without some kind
of fight (Hibbert, 145; Cannon and Griffiths, 510). His
missteps in the war, | will show, were primarily due to his
misunderstanding of the nature of the American
Sara Rodriguez Revolution. He found himself lost in the fog of war.
Professor Gina Jenkins
Name and other . History306 Troubles in London, 1773
Arizona State University
information November 15,2014 In 1773, the main issue on King George’s mind was not the

discontent in the American Colonies. In fact, the protests
and skirmishes in places like Boston or New York probably
seemed like the typical happenings in a large and
complex empire. Interestingly, the main issue on King
George's

1 S. Rodriguez

FIGURE 14.2 Designing a Research Paper

Even a traditional design for a research paper, like the one shown here, can be attractive.

Use Meaningful Headings. The headings in your research paper should be descrip-
tive and accurate but not boring. For example, instead of “Start of Revolutionary War,’
you might use “The Shot Heard Around the World.” Your headings should offer the read-
ers an overall view of your paper, while giving them good reasons to read each section.

Add in Graphs, Charts, and Images. Look for ways to use graphs and charts to
reinforce your major points. Photographs and other images can also enhance the
readers’ understanding and add some visual appeal.

Use Page Numbers and Perhaps a Header or Footer. All multi-page documents
should have page numbers, but this guideline is especially true with research papers.
Due to their length, research papers need page numbers to make them easier to dis-
cuss. You might also consider adding in a footer or header that includes your name.

Pay Attention to Paragraph Length. In a research paper, you don’t want your
paragraphs to be too short or too long. Short, choppy paragraphs (only two or three
lines) signal to your readers that your topic sentences probably lack sufficient sup-
port. Long paragraphs (over one page) can signal a tendency toward rambling or a
lack of focus. In some cases, short or long paragraphs are appropriate, but you should
make sure they are necessary.

7 o

Title and name
on first page

A-Heading

Footer with page
number
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Literary Analyses

These diagrams show two possible basic organizations for a literary analysis, but other
arrangements will work, too. You should adjust these organizational patterns to fit your topic,
angle, purpose, readers, and context.

Literary analyses have these features:

® Anintroduction that identifies the literary work you are analyzing and its back-
ground. It should also state your interpretive question about the text and a main
point (thesis statement) that answers the question.

¢ Targeted summaries or descriptions of the text that focus only on the events or
features that play a key role in your interpretation.

® Quoted material taken directly from the text that moves your interpretation forward
and illustrates your points.

® Support for your interpretation that shows how your interpretation makes sense
and offers fresh insights into the interpretive question.

® A conclusion that discusses the significance of the interpretation.
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ONE STUDENT’S WORK

Literary Analyses

é")) Visit MyWritingLab to explore an
interactive version of this essay.

Chalina Peina
Professor John Kutz
English 250
November 20, 2014

Making “The Story of an Hour” Make Sense

Surely, only a sick, ungrateful, and selfish person would ever find “monstrous
joy” upon hearing about a loved one’s death. In Kate Chopin’s “The Story of an

. . . . . Begins with an
Hour,” however, protagonist Louise Mallard is transformed, in the space of sixty 9

intriguing feature of
minutes and few hundred words of narration, from a person who publicly experi- the work.

ences a “storm of grief” (128) to a person who alone in a room feels a “feverish
triumph ... like a goddess of Victory” (129). The shortness of Chopin'’s short story

. . - | h k
makes this transformation all the more surprising (and perhaps for some read- haaandietig

and author with a
ers unrealistic), but it also invites us to read the work again and again, and then very brief plot

again. Some readers may find a simple, satisfying message to take away, but summary.
others will scour the story for answers that would explain why the transformation

occurs. Is Louise is a monster or a reasonable and sane person, perhaps even a

person like ourselves? Each time through the story, readers will recognize new

details and clues, and perhaps will form new insights. However, with no com-

pletely satisfying answer emerging, many readers will ask, why would Chopin

choose to offer readers a narrative that clearly has a climax but no real resolution

to the question about the main character? Now, 120 years after its publication, the

story still has the power to disturb us into considering the ways we judge and

understand others and how we judge and understand ourselves.

., . . States th
If seen as a mere sequence of events, Chopin’s story is pretty simple. A atesthe

interpretive question

family friend and her sister Josephine understand Louise’s frailty. Therefore, and places thesis
they try to break the news of her husband'’s death with care and tenderness. She statement at the
reacts initially “not with a paralyzed inability to accept” things but with a “storm ::jagfrggfmﬁm

of grief” and an anguished “sudden, wild abandonment.” Louise then retires

upstairs alone and ponders the news, first sobbing “as a child who has cried itself
asleep,” then experiencing an “exalted perception” of newfound freedom to “live
for herself” and “drinking in the very elixir of life” (129). Having composed herself,

continued
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she returns downstairs and with the others only to experience another shock: Her
husband has not died; he walks unaware through the front door. Then, she falls
dead herself! For the characters in the story, the story is poignant but uncompli-
cated: “she had died of heart disease—of joy that kills” (129).

Readers, however, having witnessed the transformation process and know-
ing there’s more to this story, try to find a reasonable interpretation. They know a
“joy that kills” does not really explain what has occurred. But how do we explain
what has occurred? We examine the story again to find an explanation that
makes sense. This is something each of us human beings does when encoun-
tering a mystery: We try to figure out, for instance, why would a good and kind
friend be unkind to you? Why did an international atrocity occur? Or, why does
a character in a short story realize that her husband’s death is a good thing? In
fact, as brain scientist David Eagleman explains, we humans are hardwired to feel
uncomfortable until we find explanations that makes sense.

Minds seek patterns. ... [Human beings] are driven to “patternicity”—
the attempt to find structure in meaningless data. Evolution favors
pattern seeking, because it allows the possibility of reducing mysteries
to fast and efficient programs in neural circuitry. . . . [We are skilled] at
spinning a single narrative from a collection of random threads. . . even
in the face of thoroughly inconsistent data. (139-140)

Of course, Chopin knew nothing about the discoveries made by modern scien-
tists, but she did understand human nature and how we are driven to search
for meaning. | think she understood that even our own actions and motivations
don’t always make sense to us.

In our class discussions, many of my classmates hazarded interpretations
that would make sense, but for some of us none of them was adequate. One
classmate solved the mystery with “Chopin is just a lousy writer. She can’t write a
story that makes sense.” Others concluded that Louise is an “ungrateful person
...a horrible person. | hated her!” Still others suggested her transformation made
perfect sense in the context of 1894: “In those days, women had no freedom
and had to do whatever their husbands demanded. Of course women back
then would want freedom from their husbands.” “In those days,” “back then"?
More than a hundred years may have passed since this story was published, but
human beings are still pretty much the same. We still strive to make sense of
mysteries.

In fact, Louise herself struggles to understand what has happened to her.
Her transformation comes from out of the blue. Even the narrator can’t say what
the “something” is that captures her:
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There was something come to her and she was waiting for it, fearfully.
What was it? She did not know; it was too subtle and elusive to name.
But she felt it, creeping out of the sky, reaching toward her through the
sounds, the scents, the color that filled the air... .. She was beginning to
recognize this thing that was approaching to possess her, and she was
striving to beat it back with her will. (128-29)

Once captured by “this thing,” Louise tries to understand what has happened
to her. In her mind, she debates whether the “monstrous joy that held her” is
justified, first acknowledging that her husband’s face had “never looked [upon
her] save with love upon her.” In the end, though, she “abandons herself” to this
mysterious feeling, not knowing and, it seems, not caring whether “this thing”
comes from goodness and justice or ingratitude and selfishness. Louise, like the
reader, has to figure that out.

A close reading of the story leaves us with no easy answers, and perhaps
that is what Chopin wanted readers to ponder and remember from this vividly
told and haunting story. As we try to make sense of others’ motivations—
whether close friends or figures in the news across the world—we are driven, as
Eagleman explains, toward “spinning a single narrative” that will make sense. The
same is true when we strive to understand our own private motivations and ac-
tions. Like Louise, | think, we are all “possessed,” at least occasionally, by “some-
things” that come from nowhere. We should search for answers, but Chopin’s
story reminds us that the things that motivate us are sometimes just mysterious.

Works Cited

Chopin, Kate. “The Story of an Hour.” Writing Today. 3rd ed., by Richard
Johnson-Sheehan and Charles Paine, Pearson, 2016, pp. 128-129.
Eagleman, David M. Incognito: The Secret Life of the Brain. Pantheon, 2011.

Inventing Your Literary Analysis'’s
Content

The first challenge in writing a literary analysis is coming up with an interesting inter-
pretive question about the work. As you read and research the text, look for evidence
that might lead to insights that go beyond the obvious.

Authors want their literary works to affect readers in a specific way. They rarely
present straightforward simple lessons, but they do want to influence the way readers

Integrates quoted
text and uses literary
present tense.

Concludes by
restating the thesis
and then addressing
broader issues that
arise from her
interpretation.

Includes a Works
Cited that identifies
the sources she has
consulted.
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view the world. So as you are exploring the text from different angles, try to figure out
what message or theme the author is trying to convey.

Read, Reread, Explore

If the literary work is a short story or novel, read it at least twice. If it is a poem, read
it again and again, silently and aloud, to get a sense of how the language works and
how the poem makes you feel. As you read the text, mark or underline anything that
intrigues or puzzles you. Write observations and questions in the margins.

Inquiring: What's Interesting Here?

As you are reading and exploring the text, try to come up with a few interesting
questions that focus on the work’s genre, plot, characters, or use of language. The
goal is to develop your interpretive question, which will serve as your angle into
the text.

Explore the Genre. In your literature classes, your professors will use the term
genre somewhat differently than it is used in this book. Literary works fall into four
major genres: fiction, poetry, drama, and literary nonfiction.

Literary Genre Subgenres

Fiction short stories, novellas, novels,
detective novels, science fiction,
romance, mysteries, horror, fantasy,
historical fiction

Poetry limericks, sonnets, ballads, epic
poems, haikus, ballads, villanelle,
odes, sestinas, open verse

Drama plays, closet dramas, comedies,
tragedies, romances, musicals, operas

Literary nonfiction memoirs, profiles (of people, places,

(or nonfiction prose) events), biographies, histories, essays,

nature writing, sports writing,
religion, politics

While examining the text, ask yourself why the author chose this genre or sub-
genre of literature and not another one. Why a poem rather than a story? Why a short
story rather than a novel?

Also, look for places where the author follows the genre or strays from it. How
does the genre constrain what the author can do? How does she or he bend the genre
to fit the story that he or she wants to tell? How does the author use this genre in a
unique or interesting way?


AMEL
Text Box
93


Inventing Your Literary Analysis's Content

Explore the Complication or Conflict. In almost every literary work, a key compli-
cation or conflict is at the center of the story. What are the complications or conflicts
that arise from the narrative? How do the characters react to the complications? And
how are these complications and conflicts resolved? Keep in mind that conflicts often
arise from characters’ values and beliefs and from the setting in which the characters
reside. What conflicts do you sense in the story as you read? Are there conflicts be-
tween characters, between characters and their surroundings, between characters’
aspirations, or between competing values and beliefs?

Explore the Plot. Plot refers not just to the sequence of events but also to how the
events arise from the main conflict in the story. How do the events in the story un-
fold? Why do the events arise as they do? Which events are surprising or puzzling?
Where does the plot seem to stray from a straight path? When studying the plot, pay
special attention to the climax, which is the critical moment in the story. What hap-
pens at that key moment, and why is this moment so crucial? How is the conflict
resolved, for better or worse?

Explore the Characters. The characters are the people who inhabit the story or
poem. Who are they? What kinds of people are they? Why do they act as they do?
What are their values, beliefs, and desires? How do they interact with each other, or
with their environment and setting? You might explore the psychology or motives of
the characters, trying to figure out the meaning behind their decisions and actions.

Explore the Setting. What is the time and place of the story? What is the broader
setting—culture, social sphere, historic period? Also, what is the narrow setting—the
details about the particular time and place? How does the setting constrain the char-
acters by influencing their beliefs, values, and actions? How does the setting become
a symbol that colors the way readers interpret the work? Is the setting realistic, fan-
tastical, ironic, or magical?

Explore the Language and Tone. How does the author’s tone or choice of words
color your attitude toward the characters, setting, or theme? What feeling or mood
does the work’s tone evoke, and how does that tone evolve as the story or poem
moves forward?

Explore the Use of Tropes. Also, pay attention to the author’s use of metaphors,
similes, and analogies. How does the author use these devices to deepen the meaning
of the text or bring new ideas to light? What images are used to describe the charac-
ters, events, objects, or setting? Do those images become metaphors or symbols that
color the way readers understand the work, or the way the characters see their world?

Researching: What Background Do You Need?

While most literary analyses focus primarily on the literary text itself, you can also re-
search the historical background of a work and its author. The Internet and print
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sources are good places to find relevant facts, information, and perspectives that will
broaden your understanding.

Research the Author. Learning about the author can often lead to interpretive in-
sights. The author’s life experiences may help you understand his or her intentions.
You might study the events that were happening in the author’s time because the
work itself might directly or indirectly respond to them.

Research the Historical Setting. You could also do research about the text’s his-
torical setting. If the story takes place in a real setting, you can read about the histori-
cal, cultural, social, and political forces that were in play at that time and in that place.

Research the Science. Human and physical sciences can often give you insights
into human behavior, social interactions, or natural phenomena. Sometimes addi-
tional research into psychology, sociology, biology, and other sciences can give you
interesting insights into characters and events.

Organizing and Drafting
Your Literary Analysis

So far, you have read the literary work carefully, taken notes, done some research,
and perhaps written one or more responses. Now, how should you dive in and begin
drafting? Here are some ideas for getting your ideas down on the page.

The Introduction: Establish Your Interpretive Question

Introductions in literary analyses usually contain a few common features:

Include Background Information That Leads to Your Interpretive Question.
Draw your reader into your analysis by starting with an intriguing feature of the work.
You can use a quote from the work or author, state a historical fact that highlights
something important, or draw attention to a unique aspect of the work or author.

State Your Interpretive Question Prominently and Clearly. Make sure your
reader understands the question that your analysis will investigate. If necessary,
make it obvious by saying something like, “This analysis will explore why . . ..” That
way, your readers will clearly understand your purpose.

Place Your Thesis Statement at or Near the End of the Introduction. Provide a
clear thesis that answers your interpretive question. Since a literary analysis is aca-
demic in nature, your readers will expect you to state your main point or thesis state-
ment somewhere near the end of the introduction. Here are examples of a weak
thesis statement and a stronger one:

Weak: Jane Austen’s Emma is a classic early nineteenth-century novel that has
stood the test of time.
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Stronger: Jane Austen’s Emma is especially meaningful now, because Emma
herself is a complex female character whose passion for matchmaking resonates
with today’s socially networked women.

The Body: Summarize, Interpret, Support

In the body paragraphs, you should take your reader through your analysis point by
point, showing them why your interpretation makes sense and leads to interesting
new insights.

Summarize and Describe Key Aspects of the Work. You can assume that your
readers will be familiar with the literary work, so you don’t need to provide a com-
plete summary or fully explain who the characters are. But you should describe the
aspects of the work that are crucial to your analysis and that need to be brought to
your readers’ attention. You may wish to focus on a particular scene, or on certain
features, such as a character, interactions between characters, setting, language,
symbols, plot features, and so forth. Discuss only those aspects of the work that lay
the foundation for your analysis.

Build Your Case, Step by Step. Keep in mind that the goal of a literary analysis is
not to prove that your interpretation is correct but to show that it is plausible and
leads to interesting insights into the text and related matters. Take your readers
through your analysis point by point. Back up each key point with reasoning and
evidence, and make connections to your interpretive question and thesis statement.

Cite and Quote the Text to Back Up and lllustrate Your Points. The evidence for
your interpretation should come mostly from the text itself. Show your readers what
the text says by quoting and citing it, or by describing and citing key scenes and events.

Include Outside Support, Where Appropriate. Other scholars have probably of-
fered their own critical remarks on the text. You can use their analyses to support
your own interpretations, or you can work against them by arguing for a different or
new perspective. Make sure you cite these sources properly. Do not use their ideas
and phrasings without giving them credit or quoting them. (Your professor, who is an
expert in these literary works, will know what others have said about them.)

The Conclusion: Restate Your Thesis

Your conclusion should bring your readers’ attention back to the thesis that you
expressed in the introduction. Your conclusion should also point the reader in new
directions. Up to this point in the literary analysis, your readers will expect you to
closely follow the text. In the conclusion, though, they will allow more leeway. In a
sense, you've earned the right to speculate and consider other ideas.

So, if you want, take on the larger issues that were dealt with in this literary work.
What conclusions or questions does your analysis suggest? What challenges does the
author believe we face? What is the author really trying to say about people, events,
and the world we live in?
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Choosing an Appropriate Style

Literary analyses invite readers into a conversation about a literary work. Therefore,
the style should be straightforward but also inviting and encouraging.

Use the “Literary Present” Tense

Describe the text, what happens, and what characters do as though the action is tak-
ing place at the present moment. Here are two examples that show how the literary
present should be used:

Louise Mallard is at first grief stricken by the news of her husband’s death, but
her grief fades and turns into a sense of elation.

Many of Langston Hughes's poems recount the struggles of African Americans
but are often tinged with definite optimism and hope.

When discussing the author historically, however, use the past tense.

0f course, Chopin knew nothing about the discoveries made by modern
scientists, but she did understand human nature and how we are driven to
search for meaning.

Langston Hughes was well known in his time as a Harlem Renaissance poet. He
often touched on themes of equality and expressed a guarded optimism about
equality of treatment for all races.

Integrate Quoted Text

Weave words and ideas from the literary text in with your words and ideas, and avoid
quotations that are not directly related to your ideas. For example, you can include a
quotation at the end of your own sentence:

Louise reacts initially with an immense grief that conforms to what might
be socially expected from any person who has just learned the death of a
loved one: “She wept at once, with sudden wild abandonment, in her sister’s
arms” (652).

You could also take the same sentence from the story and weave a “tissue” of
quotations into your words:

Although Richards is “careful” and “tender” as when he “break[s] to her as
gently as possible the news of her husband’s death,” Louise weeps “with
sudden, wild abandonment,” a reaction that conforms to society’s expectations
(69).
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Make sure any sentences that include quotations remain grammatically correct.
When you omit words from your quotation, use ellipses. Also, whenever you take a
quote from the text, explain how the quotation supports the point you are trying to
make. Don’t leave your readers hanging with a quotation and no commentary. Tell
them what the quote means.

Move Beyond Personal Response

Literary analyses are always partly personal, but your personal response is not
enough. While your professor may encourage you to delve into your personal reac-
tions in your response papers, your literary analysis should move beyond that per-
sonal response to a discussion of the literary work itself. In other words, describe
what the text does, not just how you personally react to it.

Keep in mind that literary analyses are interpretive and speculative, not absolute
and final. When you want your readers to understand that you are interpreting, use

words and phrases such as “seems,” “perhaps,” “it could be,” “may,” “it seems clear
that,” and “probably.”

Louise seems to realize that her newly realized “exalted perception” would
appear to others as “monstrous joy.” That is why, perhaps, she chooses to
remain behind closed doors until she can compose herself before opening
“the door to her sister’s importunities” to once again face her friends and
family (653).

Designing Your Literary Analysis

Typically, literary analyses use a simple and traditional design, following the MLA
format for manuscripts: double-spaced, easy-to-read font, one-inch margins, MLA
documentation style (see Chapter 27). Always consult with your professor about which
format to use.

Headings and graphics are becoming more common in literary analyses. Before
you use headings or graphics, ask your professor if they are allowed for your class.
Headings will help you organize your analysis and make transitions between larger
sections. In some cases, you may want to add graphics, especially if the literary work
you are analyzing uses illustrations or if you have a graphic that would illustrate or
help explain a key element in your analysis.

Design features like headers and page numbers are usually welcome, because
they help professors and your classmates keep the pages in order. Also, if you are
asked to discuss your work in class, page numbers will help the class easily find what
is being discussed.

X ceatean
appropriate design by
following formatting
requirements and
adding visuals.
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Literary Analyses

Literary analyses are essays that examine literary texts closely to under-
stand their messages, interpret their meanings, appreciate their tech-
niques, or understand their historical or social contexts. Such texts
traditionally include novels, short stories, poems, and plays but may also
include films, TV shows, videogames, music, and comics. You might read
Macbeth and notice that Shakespeare’s play contains a pattern of images
of blood. You could explore the distinctive point of view in Ambrose
Bierce’s story “An Occurrence at Owl Creek Bridge.” Or you could point out
the differences between Stephen King’s The Shining and Stanley Kubrick’s
screenplay based on that novel. In all these cases, you use specific ana-
lytical techniques to go below the surface of the work to deepen your
understanding of how it works and what it means.

You may be assigned to analyze works of literature in courses in English,
film, drama, and many other subjects. Here is a poem by the twentieth-
century American poet Robert Frost, followed by a student’s analysis of it
written for a literature course at the University of South Dakota and chosen
as a winner of the 2017 Norton Writer’s Prize.

ROBERT FROST
The Road Not Taken

Two roads diverged in a yellow wood,
And sorry | could not travel both
And be one traveler, long | stood
And looked down one as far as | could

To where it bent in the undergrowth; 5

&
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Then took the other, as just as fair,

And having perhaps the better claim,
Because it was grassy and wanted wear;
Though as for that the passing there

Had worn them really about the same,

And both that morning equally lay

In leaves no step had trodden black.
Oh, | kept the first for another day!
Yet knowing how way leads on to way,

| doubted if | should ever come back.

I shall be telling this with a sigh
Somewhere ages and ages hence:

Two roads diverged in a wood, and |—
| took the one less traveled by,

And that has made all the difference.

MATTHEW MILLER

Frost’s Broken Roads

“The Road Not Taken” by Robert Frost is arguably one of the most
popular poems ever written. Read at graduations, eulogies, even
in movies and car commercials, it is often interpreted as an ode to
individualism. Frost’s image of the road “less traveled” has become
synonymous with daring life choices that make “all the difference” in
living a fulfilling life (lines 19-20). Some may latch on to this as the
poem’s deeper meaning. However, this convenient conclusion ignores
several conflicting, yet beautiful, details that lead the poem down a
path of broken metaphor and temporal inconsistency. To truly recog-
nize what Frost is building in this poem, a few nagging inconsistencies

must be considered.
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In the first line of the poem, the traveler is depicted hiking in a
“yellow wood” wherein he finds a fork in his path (1). This setting is the
foundation of a common metaphor, but transposing familiar notions
of a figurative fork in the road onto Frost’s poem requires acceptance
of the traveler’'s metaphoric natural world and its “temporal scheme,”
or some form of unified movement through time, as the critic Cleanth
Brooks describes it in his classic book on poetic structure, The Well
Wrought Urn (203). If the path that is covered “[i]n leaves no step had
trodden black” (12) makes “all the difference” (20) in a life, common
sense indicates the decision to choose that path has to occur early
enough during a lifetime to properly affect its outcome. The speaker/
traveler affirms this, telling the reader that he “shall be telling” them
the story of his decision “with a sigh / Somewhere ages and ages hence”
(16-17). In other words, the traveler must be fairly young, otherwise
he wouldn’t have “ages and ages” (17) left to tell his story. It may not
be apparent at a surface level, but this complicates our understanding
of the poem’s implicit story.

It is common knowledge that morning, the beginning of the day,
is often paralleled figuratively with the beginning of other things
(e.g. “the dawn of civilization”). In this sense, the setting helps to
solidify the poem'’s established temporal sense; the earliness of the
day—"morning” (16)—parallels the early point in life when the
traveler makes his life-altering decision. However, the description of
the scene, the “yellow wood” (1) where the ground “lay / In leaves”
(11-12), indicates that late autumn has set in around the forest. Paral-
lels between seasonal progression and the human life cycle saturate
literature and art with such metaphors as the “springtime of youth”
and the "hoary winter of old age” (Kammen 23). With that in mind,
the end of autumn represents the bitter end of productive years and
the first step into the cold and death of winter. So, embedded in the
poem is a temporal inconsistency; the traveler is young, with “ages
and ages” (17) yet to live, but the autumn setting implies his world is
quickly coming to an end.

Another question that complicates a traditional understanding of
the poem is that of identity. The narrator claims he is “sorry” he “could
not travel both” paths “and be one traveler” (2-3). For him to stray off
his path would equal becoming a different person; he “could not travel
both / And be one traveler” (2-3, emphasis added). However, one person
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can easily be two different travelers in a lifetime (i.e. one person can take
both a cruise vacation and a backpacking trip: two very different travel-
ing styles). The traveler/speaker even admits this is possible by saying he
could keep “the first for another day” (13). His excuse for not traveling
both paths was not that it was impossible but rather that “knowing how
way leads on to way, / | doubted if | should ever come back” (14-15).
Although he believes one of the paths has “the better claim, / Because
it was grassy and wanted wear” (7-8), in practically the same breath he
casts doubt on the claim that it is “less traveled” (19), admitting other
travelers have worn down the two trails “really about the same” (10).
The speaker in this poem is not Emerson’s self-reliant transcendentalist,
who can “speak what [he] think[s] to-day in words as hard as cannon
balls, and to-morrow speak what to-morrow thinks in hard words again,
though it contradict every thing [he] said to-day” (214).

Frost’s syntax and punctuation add even more nuance. The poem
consists of one sentence that takes up the first two stanzas and part
of the third, in which our traveler deliberates and, eventually, makes
his decision; and the three sentences of the third and fourth stanzas,
in which our traveler lives with his choice. As the poem progresses to
the point where our traveler makes his decision, we see punctuation
that is irregular when compared with the rest of the poem: an exclama-
tion point when the traveler finally makes a decision (possibly showing
excess emotion); an em dash (—) followed by a repeated word when
re-telling his story that functions almost like a stutter, possibly showing
regret/lack of confidence in his choice. With this in mind, it seems as
though our traveler had a tough time making his decision, and after-
ward, there is no obvious approval or happiness with it, only that it
“made all the difference” (20), which could be positive or negative.

Placing the poem in its historical context further complicates these
questions. According to an article written for the Poetry Foundation
by the poet Katherine Robinson, “The Road Not Taken” was actually
written “as a joke for a friend, the poet Edward Thomas.”

Indeed, when Frost and Thomas went walking together, Thomas
would often choose one fork in the road because he was convinced it
would lead them to something, perhaps a patch of rare wild flowers
or a particular bird’s nest. . . . In a letter, Frost goaded Thomas, saying,
“No matter which road you take, you’ll always sigh, and wish you'd
taken another” (Robinson, emphasis added).
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Introducing the poet’s biography might be considered by many
a sin against the work, especially for those espousing Cleanth Brooks’
celebration of poetic unity and universal meaning. However, know-
ing this information fills in several gaps about the poem; instead of
confusing inconsistencies and paradoxical meanings, the poem can
now be viewed—at least partly—as teasing from a friend. It is easy
to imagine an indecisive Thomas, standing and staring down the fork
in the path, afraid of what he’ll miss if he picks the wrong trail, and
then on the way home “telling” Frost, “with a sigh” (16), about all he
swore he missed on the road he didn’t take (16). This being said, Frost
published this work knowing full well of its depth and epistemological
possibilities, saying in a letter, “My poems . . . are all set to trip the
reader head foremost into the boundless” (gqtd. in Robinson).

Frost's timeless poem is an elegant narrative, filled with serene
imagery and laced with layers of mystery. Readers of this canonical
work can easily find themselves slipping into the easy, traditional
reading of an ode to individualism. Upon closer inspection, there is
only one thing clear about “The Road Not Taken,” which is said best
in words Frost loved to tell his readers regarding his classic poem:
“[Y]ou have to be careful of that one; it's a tricky poem—uvery tricky”
(gtd. in Robinson).
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Miller focuses his analysis on “tricky” aspects of Frost’s poem. In addition, he
uses aspects of Frost’s biography and letters to resolue some of the seeming
contradictions and tensions in the poem.

Key Features / Literary Analyses

An arguable thesis. Aliterary analysis is a form of argument; you are argu-
ing that your analysis of a literary work is valid. Your thesis, then, should be
arguable, as Miller’s is: “To truly recognize what Frost is building in this poem,
a few nagging inconsistencies must be considered.” A mere summary—
“Frost writes about someone trying to decide which road to take”—would
not be arguable and therefore is not a good thesis.

Careful attention to the language of the text. The key to analyzing a
text is looking carefully at the language, which is the foundation of its
meaning. Specific words, images, metaphors—these are where analysis
begins. You may also bring in contextual information, such as cultural,
historical, or biographical facts, or you may refer to similar texts. But the
words, phrases, and sentences that make up the text you are analyzing
are your primary source when dealing with texts. That’s what literature
teachers mean by “close reading”: reading with the assumption that every
word of a text is meaningful.

Attention to patterns or themes. Literary analyses are usually built
on evidence of meaningful patterns or themes within a text or among
several texts. These patterns and themes reveal meaning. In Frost’s poem,
images of diverging roads and yellow leaves create patterns of meaning,
while the regular rhyme scheme (wood/stood/could, both/undergrowth) cre-
ates patterns of sound and structure that may contribute to the overall
meaning.

A clear interpretation. A literary analysis demonstrates the plausibility
of its thesis by using evidence from the text and, sometimes, relevant
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contextual evidence to explain how the language and patterns found there
support a particular interpretation. When you write a literary analysis, you
show readers one way the text may be read and understood; that is your
interpretation.

MLA style. Literary analyses usually follow MLA style. Miller’s essay
includes a works-cited list and refers to line numbers using MLA style.

A BRIEF GUIDE TO WRITING LITERARY ANALYSES

Considering the Rhetorical Situation

What do you need to do? Show that you have examined
the text carefully? Offer your own interpretation? Dem-
onstrate a particular analytical technique? Or some com-
bination? If you're responding to an assignment, does it
specify what you need to do?

What do you need to do to convince your readers that
your interpretation is plausible and based on sound anal-
ysis? Can you assume that readers are already familiar
with the text you are analyzing, or do you need to tell
them about it?

How can you see your subject through interested, curi-
ous eyes—and then step back in order to see what your
observations might mean?

Will your analysis focus on an essentially verbal text or
one that has significant visual content, such as a graphic
novel? Will you need to show visual elements in your
analysis? Will it be delivered in a print, spoken, or elec-
tronic medium? Are you required to follow MLA or some
other style?

W 5556
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Generating Ideas and Text

Look at your assignment. Does it specify a particular kind of analysis?
Does it ask you to consider a particular theme? To use any specific criti-
cal approaches? Look for any terms that tell you what to do, words like
analyze, compare, interpret, and so on.

Study the text with a critical eye. When we read a literary work, we
often come away with a reaction to it: we like it, we hate it, it made us cry
or laugh, it perplexed us. That may be a good starting point for a literary
analysis, but to write about literature you need to go beyond initial reac-
tions, to think about HOW THE TEXT WORKS: What does it say, and what
does it do? What elements make up this text? How do those elements work
together or fail to work together? Does this text lead you to think or feel
a certain way? How does it fit into a particular context (of history, culture,
technology, genre, and so on)?

Choose a method for analyzing the text. There are various ways to
analyze your subject. Three common focuses are on the text itself, on
your own experience reading it, and on other cultural, historical, or liter-
ary contexts.

e The text itself. Trace the development and expression of themes, char-
acters, and language through the work. How do they help to create
the overall meaning, tone, or effect for which you're arguing? To do
this, you might look at the text as a whole, something you can under-
stand from all angles at once. You could also pick out parts from the
beginning, middle, and end as needed to make your case, DEFINING
key terms, DESCRIBING characters and settings, and NARRATING key
scenes. Miller’s essay about “The Road Not Taken” offers a text-based
analysis that looks at Frost’s treatment of time in the poem. You might
also examine the same theme in several different works.

* Your own response as a reader. Explore the way the text affects you or
develops meanings as you read through it from beginning to end. By
doing such a close reading, you're slowing down the process to notice
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how one element of the text leads you to expect something, confirming
earlier suspicions or surprises. You build your analysis on your experi-
ence of reading the text—as if you were pretending to drive somewhere
for the first time, though in reality you know the way intimately. By
closely examining the language of the text as you experience it, you
explore how it leads you to a set of responses, both intellectual and
emotional. If you were responding in this way to the Frost poem, you
might discuss how the narrator keeps trying to assert that one road is
preferable to another but admits that both are the same, so that his
willful assertion that one is “less traveled by” and that his choice “made
all the difference” is no difference at all.

e Context. Analyze the text as part of some LARGER CONTEXT —as part
of a certain time or place in history or as an expression of a certain
culture (how does this text relate to the time and place of its cre-
ation?), as one of many other texts like it, a representative of a genre
(how is this text like or unlike others of its kind? how does it use,
play with, or flout the conventions of the genre?). A context-based
approach to the Frost poem might look at Frost’s friendship with
another poet, Edward Thomas, for whom Frost wrote the poem, and
its influence on Thomas’s decision to enlist in the army at the start
of World War 1.

Read the work more than once. Reading literature, watching films, or
listening to speeches is like driving to a new destination: the first time
you go, you need to concentrate on getting there; on subsequent trips, you
can see other aspects—the scenery, the curve of the road, other possible
routes—that you couldn’t pay attention to earlier. When you experience
a piece of literature for the first time, you usually focus on the story, the
plot, the overall meaning. By experiencing it repeatedly, you can see how its
effects are achieved, what the pieces are and how they fit together, where
different patterns emerge, how the author crafted the work.

To analyze a literary work, then, plan to read it more than once, with
the assumption that every part of the text is there for a reason. Focus on
details, even on a single detail that shows up more than once: Why is it
there? What can it mean? How does it affect our experience of reading or

427
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studying the text? Also, look for anomalies, details that don’t fit the pat-
terns: Why are they part of the text? What can they mean? How do they
affect the experience of the text? See the READING IN ACADEMIC CONTEXTS
chapter for several different methods for reading a text.

Compose a strong thesis. The THESIS of a literary analysis should be
specific, limited, and open to potential disagreement. In addition, it should
be analytical, not evaluative: avoid thesis statements that make overall
judgments, such as a reviewer might do: “Virginia Woolf’s The Waves is a
failed experiment in narrative” or “No one has equaled the achievement
of The Lego Movie.” Rather, offer a way of seeing the text: “The choice
presented in Robert Frost’s ‘The Road Not Taken’ ultimately makes no
difference”; “The plot of The Lego Movie reflects contemporary American
media culture.”

Read the text carefully. When you analyze a text, you need to find spe-
cific, brief passages that support your interpretation. Then you should
interpret those passages in terms of their language, their context, or your
reaction to them as a reader. To find such passages, you must read the
text closely, questioning it as you go, asking, for example:

e What language provides evidence to support your thesis?
e What does each word (phrase, passage) mean exactly?

e  Why does the writer choose this language, these words? What are the
implications or connotations of the language? If the language is dense
or difficult, why might the writer have written it that way?

e What images or metaphors are used? What is their effect on the
meaning?

e What patterns of language, imagery, or plot do you see? If something
is repeated, what significance does the repetition have?

e How does each word, phrase, or passage relate to what precedes and
follows it?

e How does the experience of reading the text affect its meaning?
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e What words, phrases, or passages connect to a larger CONTEXT? What
language demonstrates that this work reflects or is affected by that
context?

¢ How do these various elements of language, image, and pattern sup-
port your interpretation?

Your analysis should focus on analyzing and interpreting your sub-
ject, not simply summarizing or paraphrasing it. Many literary analyses
also use the strategy of COMPARING two or more works.

Find evidence to support your interpretation. The parts of the text you
examine in your close reading become the evidence you use to support
your interpretation. Some think that we’re all entitled to our own opinions
about literature. And indeed we are. But when writing a literary analysis,
we're entitled only to our own well-supported and well-argued opinions.
When you analyze a text, you must treat it like any other ARGUMENT:
you need to discuss how the text creates an effect or expresses a theme,
and then you have to show EVIDENCE from the text—significant plot or
structural elements; important characters; patterns of language, imagery,
or action—to back up your argument.

Pay attention to matters of style. Literary analyses have certain conven-
tions for using pronouns and verbs.

¢ In informal papers, it’s okay to use the first person: “I believe Frost’s
narrator has little basis for claiming that one road is ‘less traveled.””
In more formal essays, make assertions directly; claim authority to
make statements about the text: “Frost’s narrator has no basis for
claiming that one road is ‘less traveled.””

e Discuss textual features in the PRESENT TENSE even if quotations
from the text are in another tense: “When Nick finds Gatsby’s body
floating in the pool, he says very little about it: ‘the laden mattress
moved irregularly down the pool.’” Describe the historical context of
the setting in the PAST TENSE: “In the 1920s, such estates as Gatsby’s
were rare.”

10-32

424-31

397-417

401-8

HB-12-14

HB-12-14
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ma548-96 @ Cite and document sources appropriately. Use MLA citation and docu-
_ 52831 mentation style unless told otherwise. Format QUOTATIONS properly, and
_ 535-38 use SIGNAL PHRASES to introduce quoted material.

_ 65052 Think about format and design. Brief essays do not require HEADINGS;
_ @ text divisions are usually marked by TRANSITIONS between paragraphs. In

longer papers, though, headings can be helpful.

Organizing a Literary Analysis

[Of a single text]

Introduce the .
text you're Cite passages from the text, Sum up your
one by one, explaining how interpretation Document
analyzing, [ y © 9 | interp: >
e G each one supports your in light of your sources.
. thesis and your interpretation. your analysis.
your thesis.

[Comparing two texts]

Introduce the Give your first supporting Give your next supporting
text you're ana- o | reason, and provide evi- o | reason, and provide evi-
lyzing, and state " | dence for it from text no. " | dence for it from text no.
your thesis. 1 and text no. 2. 1 and text no. 2.

!

Continue this pattern as needed, discussing
reasons and evidence for them one by one.

Y

Sum up your interpretation | Document
>
in light of your analysis. your sources.
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53 Documentation

In everyday life, we are generally aware of our sources: “I read it on Megan
McArdle’s blog.” “Amber told me it’s your birthday.” “If you don’t believe
me, ask Mom.” Saying how we know what we know and where we got our
information is part of establishing our credibility and persuading others
to take what we say seriously.

The goal of a research project is to study a topic, combining what we
learn from sources with our own thinking and then composing a writ-
ten text. When we write up the results of a research project, we cite
the sources we use, usually by quoting, paraphrasing, or summarizing,
and we acknowledge those sources, telling readers where the ideas came
from. The information we give about sources is called documentation,
and we provide it not only to establish our credibility as researchers and
writers but also so that our readers, if they wish to, can find the sources
themselves.

Understanding Documentation Styles

The Norton Field Guide covers the documentation styles of the Modern
Language Association (MLA) and the American Psychological Association
(APA). MLA style is used chiefly in the humanities; APA is used in the
social sciences, sciences, education, and nursing. Both are two-part sys-
tems, consisting of (1) brief in-text parenthetical documentation for quo-
tations, paraphrases, or summaries and (2) more-detailed documentation
in a list of sources at the end of the text. MLA and APA require that the
end-of-text documentation provide the following basic information about
each source you cite:
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e author, editor, or creator of the source

e title of source (and of publication or site where it appears)
e place of publication (for print sources; APA only)

e name of publisher

e date of publication

e retrieval information (for online sources)

MLA and APA are by no means the only documentation styles. Many
other publishers and organizations have their own style, among them the
University of Chicago Press and the Council of Science Editors. We focus
on MLA and APA here because those are styles that college students are
often required to use. On the following page are examples of how the two
parts—the brief parenthetical documentation in your text and the more
detailed information at the end—correspond in each of these systems.

The examples here and throughout this book are color-coded to
help you see the crucial parts of each citation: tan for author and editor,
yellow for title, and gray for publication information: place of publica-
tion, name of publisher, date of publication, page number(s), and so on.

As the examples of in-text documentation show, in either MLA or APA
style you should name the author either in a signal phrase or in paren-
theses following the source information. But there are several differences
between the two styles in the details of the documentation. In MLA, the
author’s full name is used in a signal phrase; in APA, only the last name
is used. In APA, the abbreviation p. is used with the page number, which
is provided only for a direct quotation; in MLA, a page number (if there is
one) is always given, but with no abbreviation before it. Finally, in APA the
date of publication always appears just after the author’s name.

Comparing the MLA and APA styles of listing works cited or references
also reveals some differences: MLA includes an author’s first name while
APA gives only initials; MLA puts the date near the end while APA places it
right after the author’s name; APA requires the place of publication while
MLA usually does not; MLA capitalizes most of the words in a book’s title
and subtitle while APA capitalizes only the first words and proper nouns
and proper adjectives in each.

113
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MLA Style

IN-TEXT DOCUMENTATION

As Lester Faigley puts it, “The world has become a bazaar from which to
shop for an individual ‘lifestyle’” (12).

As one observer suggests, “The world has become a bazaar from which

to shop for an individual ‘lifestyle’” (Faigley 12).
WORKS-CITED DOCUMENTATION

Faigley, Lester. Fragments of Rationality: Postmodernity and the Subject
of Composition. U of Pittsburgh P, 1992.

APA Style

IN-TEXT DOCUMENTATION

As Faigley (1992) suggested, “The world has become a bazaar from
which to shop for an individual ‘lifestyle’” (p. 12).

As one observer has noted, “The world has become a bazaar from which
to shop for an individual ‘lifestyle’” (Faigley, 1992, p. 12).

REFERENCE-LIST DOCUMENTATION

Faigley, L. (1992). Fragments of rationality: Postmodernity and the

subject of composition. Pittsburgh, PA: University of Pittsburgh
Press.

author title publication
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Some of these differences are related to the nature of the academic
fields in which the two styles are used. In humanities disciplines, the
authorship of a text is emphasized, so both first and last names are
included in MLA documentation. Scholarship in those fields may be sev-
eral years old but still current, so the publication date doesn’t appear
in the in-text citation. In APA style, as in many documentation styles
used in the sciences, education, and engineering, emphasis is placed
on the date of publication because in these fields, more recent research
is usually preferred over older studies. However, although the elements
are arranged differently, both MLA and APA—and other documentation
styles as well—require similar information about author, title, and pub-
lication.
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116

The authorised MLA website is: https://style.mla.org &

MLA style calls for (1) brief in-text documentation and (2) complete bib-
liographic information in a list of works cited at the end of your text. The
models and examples in this chapter draw on the eighth edition of the
MLA Handbook, published by the Modern Language Association in 2016. For
additional information, visit style.mla.org.

A DIRECTORY TO MLA STYLE

In-Text Documentation 551

W N WD e

Author named in a signal phrase 551
Author named in parentheses 552

Two or more works by the same author 552
Authors with the same last name 552

Two or more authors 553

Organization or government as author 553
Author unknown 553

Literary works 554

Work in an anthology 554

Encyclopedia or dictionary 555

. Legal and historical documents 555

Sacred text 555

. Multivolume work 556
. Two or more works cited together 556

Source quoted in another source 556

. Work without page numbers 556
. An entire work or a one-page article 557
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One author 561

Two authors 561

Three or more authors 561
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Author and editor or translator 562
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ARTICLES AND OTHER SHORT WORKS 563

Document Map: Article in a Print Journal 564
Document Map: Article in an Online Magazine 567

Document Map: Journal Article Accessed through a Database 568
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22.
23.
24.
25.
26.
27.
28.
29.

Graphic narrative 575

Sacred text 575

Edition other than the first 575

Republished work 575

Foreword, introduction, preface, or afterword 576
Published letter 576

Paper at a conference 576

Dissertation 577

WEBSITES 577

Document Map: Work on a Website 578

30.
31
32.
33.

Entire website 577

Work on a website 579

Blog entry 579

Wiki 579

PERSONAL COMMUNICATION AND SOCIAL MEDIA 579

34.
35.
36.
37.
38.

Personal letter 579

Email 579

Text message 580

Post to an online forum 580

Post to Twitter, Facebook, or other social media 580

AUDIO, VISUAL, AND OTHER SOURCES 581

39.
40.
41.
42.
43.
44.
45.
46.
47.
48.

Advertisement 581

Art 581

Cartoon 582

Supreme Court case 582
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Interview 583
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Musical score 583
Online video 583

Oral presentation 584
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49. Podcast 584

50. Radio program 584
51. Sound recording 584
52. TV show 585

53. Video game 585

Formatting a Research Paper 586
Sample Research Paper 587

Throughout this chapter, you'll find models and examples that are color-
coded to help you see how writers include source information in their texts
and in their lists of works cited: tan for author, editor, translator, and other
contributors; yellow for titles; gray for publication information—date of
publication, page number(s) or other location information, and so on.

IN-TEXT DOCUMENTATION

Brief documentation in your text makes clear to your reader what you
took from a source and where in the source you found the information.

In your text, you have three options for citing a source: QUOTING,
PARAPHRASING, and SUMMARIZING . As you cite each source, you will need
to decide whether or not to name the author in a signal phrase—“as Toni
Morrison writes”—or in parentheses— “(Morrison 24).”

The first examples below show basic in-text documentation of a work
by one author. Variations on those examples follow. The examples illus-
trate the MLA style of using quotation marks around titles of short works
and italicizing titles of long works.

1. AUTHOR NAMED IN A SIGNAL PHRASE

If you mention the author in a SIGNAL PHRASE, put only the page number(s)
in parentheses. Do not write page or p.

McCullough describes John Adams’s hands as those of someone used to

manual labor (18).

© 526-38

© 535-38
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2. AUTHOR NAMED IN PARENTHESES

If you do not mention the author in a signal phrase, put their last name
in parentheses along with the page number(s). Do not use punctuation
between the name and the page number(s).

Adams is said to have had “the hands of a man accustomed to pruning
his own trees, cutting his own hay, and splitting his own firewood"
(McCullough 18).

Whether you use a signal phrase and parentheses or parentheses only, try
to put the parenthetical documentation at the end of the sentence or as
close as possible to the material you've cited—without awkwardly inter-
rupting the sentence. Notice that in the example above, the parenthetical
reference comes after the closing quotation marks but before the period
at the end of the sentence.

3. TWO OR MORE WORKS BY THE SAME AUTHOR

If you cite multiple works by one author, include the title of the work you
are citing either in the signal phrase or in parentheses. Give the full title
if it's brief; otherwise, give a short version.

Kaplan insists that understanding power in the Near East requires
“Western leaders who know when to intervene, and do so without
illusions” (Eastward 330).

Put a comma between author and title if both are in the parentheses.

Understanding power in the Near East requires “Western leaders who
know when to intervene, and do so without illusions” (Kaplan,
Eastward 330).

4. AUTHORS WITH THE SAME LAST NAME

Give the author’s first and last names in any signal phrase, or add the
author’s first initial in the parenthetical reference.

author title publication
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Imaginative applies not only to modern literature but also to writing of

all periods, whereas magical is often used in writing about Arthurian

romances (A. Wilson 25).

5. TWO OR MORE AUTHORS

For a work with two authors, name both, either in a signal phrase or in
parentheses.

Carlson and Ventura's stated goal is to introduce Julio Cortazar,
Marjorie Agosin, and other Latin American writers to an audience of

English-speaking adolescents (v).
For a work by three or more authors, name the first author followed by et al.

One popular survey of American literature breaks the contents into

sixteen thematic groupings (Anderson et al. A19-24).

6. ORGANIZATION OR GOVERNMENT AS AUTHOR

Acknowledge the organization either in a signal phrase or in parentheses.
It’s acceptable to shorten long names.

The US government can be direct when it wants to be. For example, it
sternly warns, “If you are overpaid, we will recover any payments not

due you” (Social Security Administration 12).

7. AUTHOR UNKNOWN

If you don’t know the author, use the work’s title or a shortened version
of the title in the parenthetical reference.

A powerful editorial in last week’s paper asserts that healthy liver donor
Mike Hurewitz died because of “frightening” faulty postoperative care

(“Every Patient’s Nightmare”).
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8. LITERARY WORKS

When referring to literary works that are available in many different edi-
tions, give the page numbers from the edition you are using, followed by
information that will let readers of any edition locate the text you are citing.

NOVELS. Give the page and chapter number, separated by a semicolon.

In Pride and Prejudice, Mrs. Bennet shows no warmth toward Jane and
Elizabeth when they return from Netherfield (105; ch. 12).

VERSE PLAYS. Give act, scene, and line numbers, separated with periods.
Macbeth continues the vision theme when he says, “Thou hast no

speculation in those eyes / Which thou dost glare with” (3.3.96-97).

POEMS. Give the part and the line numbers (separated by periods). If a poem
has only line numbers, use the word line(s) only in the first reference.

Whitman sets up not only opposing adjectives but also opposing nouns
in “Song of Myself” when he says, “I am of old and young, of the foolish

as much as the wise, /. . . a child as well as a man” (16.330-32).

One description of the mere in Beowulf is “not a pleasant place” (line
1372). Later, it is labeled “the awful place” (1378).

9. WORK IN AN ANTHOLOGY

Name the author(s) of the work, not the editor of the anthology—either
in a signal phrase or in parentheses.

"It is the teapots that truly shock,” according to Cynthia Ozick in her

essay on teapots as metaphor (70).

In In Short: A Collection of Creative Nonfiction, readers will find both an

essay on Scottish tea (Hiestand) and a piece on teapots as metaphors (Ozick).

author title publication
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10. ENCYCLOPEDIA OR DICTIONARY

Acknowledge an entry in an encyclopedia or dictionary by giving the
author’s name, if available. For an entry without an author, give the entry’s
title in parentheses. If entries are arranged alphabetically, no page number
is needed.

According to Funk & Wagnall’s New World Encyclopedia, early in his
career Kubrick’s main source of income came from “hustling chess

games in Washington Square Park” (“Kubrick, Stanley”).

11. LEGAL AND HISTORICAL DOCUMENTS

For legal cases and acts of law, name the case or act in a signal phrase or
in parentheses. Italicize the name of a legal case.

In 2005, the Supreme Court confirmed in MGM Studios, Inc. v. Grokster,

Ltd. that peer-to-peer file sharing is copyright infringement.
Do not italicize the titles of laws, acts, or well-known historical documents
such as the Declaration of Independence. Give the title and any relevant
articles and sections in parentheses. It’s fine to use common abbreviations
such as art. or sec. and to abbreviate well-known titles.

The president is also granted the right to make recess appointments

(US Const., art. 2, sec. 2).

12. SACRED TEXT

When citing a sacred text such as the Bible or the Qur’an for the first time,
give the title of the edition, and in parentheses give the book, chapter, and
verse (or their equivalent), separated by periods. MLA recommends abbrevi-
ating the names of the books of the Bible in parenthetical references. Later
citations from the same edition do not have to repeat its title.
The wording from The New English Bible follows: “In the beginning of
creation, when God made heaven and earth, the earth was without form
and void, with darkness over the face of the abyss, and a mighty wind

that swept over the surface of the waters” (Gen. 1.1-2).
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13. MULTIVOLUME WORK

If you cite more than one volume of a multivolume work, each time you
cite one of the volumes, give the volume and the page number(s) in paren-
theses, separated by a colon and a space.

Sandburg concludes with the following sentence about those paying last
respects to Lincoln: “All day long and through the night the unbroken

line moved, the home town having its farewell” (4: 413).
If your works-cited list includes only a single volume of a multivolume
work, give just the page number in parentheses.
14. TWO OR MORE WORKS CITED TOGETHER

If you're citing two or more works closely together, you will sometimes
need to provide a parenthetical reference for each one.

Tanner (7) and Smith (viii) have looked at works from a cultural perspective.

If you include both in the same parentheses, separate the references with
a semicolon.

Critics have looked at both Pride and Prejudice and Frankenstein from

a cultural perspective (Tanner 7; Smith viii).

15. SOURCE QUOTED IN ANOTHER SOURCE

When you are quoting text that you found quoted in another source, use
the abbreviation qtd. in in the parenthetical reference.

Charlotte Bronté wrote to G. H. Lewes: “Why do you like Miss Austen so

very much? | am puzzled on that point” (gqtd. in Tanner 7).

16. WORK WITHOUT PAGE NUMBERS

For works without page numbers, including many online sources, identify
the source using the author or other information either in a signal phrase
or in parentheses.

author title publication
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Studies show that music training helps children to be better at multitask-

ing later in life ("Hearing the Music”).

If the source has chapter, paragraph, or section numbers, use them with
the abbreviations ch., par., or sec.: (“Hearing the Music,” par. 2). Alternatively,
you can refer to a heading on a screen to help readers locate text.

Under the heading “The Impact of the Railroad,” Rawls notes that the

transcontinental railroad was called an iron horse and a greedy octopus.

For an audio or a video recording, give the hours, minutes, and seconds
(separated by colons) as shown on the player: (00:05-08:30).

17. AN ENTIRE WORK OR A ONE-PAGE ARTICLE

If you cite an entire work rather than a part of it, or if you cite a single-
page article, there’s no need to include page numbers.

Throughout life, John Adams strove to succeed (McCullough).

NOTES

Sometimes you may need to give information that doesn’t fit into the text
itself—to thank people who helped you, to provide additional details, to
refer readers to other sources, or to add comments about sources. Such
information can be given in a footnote (at the bottom of the page) or an
endnote (on a separate page with the heading Notes just before your works-
cited list). Put a superscript number at the appropriate point in your text,
signaling to readers to look for the note with the corresponding number.
If you have multiple notes, number them consecutively throughout your

paper.
TEXT
This essay will argue that small liberal arts colleges should not recruit

athletes and, more specifically, that giving student athletes preferential

treatment undermines the larger educational goals.’
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NOTE

1. | want to thank all those who have contributed to my thinking

on this topic, especially my classmates and my teacher Marian Johnson.

LIST OF WORKS CITED

A works-cited list provides full bibliographic information for every source
cited in your text. See page 587 for guidelines on formatting this list and
pages 595-96 for a sample works-cited list.

Core Elements

The new MLA style provides a list of “core elements” for documenting
sources, advising writers to list as many of them as possible in the order
that MLA specifies. We've used these general principles to provide tem-
plates and examples for documenting fifty-three kinds of sources college
writers most often need to cite and the following general guidelines for
how to treat each of the core elements.

AUTHORS AND OTHER CONTRIBUTORS
e If there is one author, list the name last name first: Morrison, Toni.

e If there are two authors, list the first author last name first and the
second one first name first: Lunsford, Andrea, and Lisa Ede. Put their
names in the order given in the work.

e If there are three or more authors, give the first author’s name followed
by et al.: Rose, Mike, et al.

¢ Include any middle names or initials: Heath, Shirley Brice; Toklas, Alice B.

e If you're citing an editor, translator, or others who are not authors,
specify their role. For works with multiple contributors, put the one
whose work you wish to highlight before the title, and list any others
you want to mention after the title. For contributors named before
the title, put the label after the name: Fincher, David, director. For

author title publication
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those named after the title, specify their role first: directed by David
Fincher.

TITLES

Include any subtitles and capitalize all the words in titles and subtitles
except for articles (a, an, the), prepositions (to, at, from, and so on), and
coordinating conjunctions (and, but, for, or, nor, yet)—unless they are
the first or last word of a title or subtitle.

Italicize the titles of books, periodicals, and other long whole works
(Pride and Prejudice, Wired), even if they are part of a larger work.
Enclose in quotation marks the titles of short works and sources that
are part of larger works: “Letter from Birmingham Jail.”

To document a source that has no title, describe it without italics or
quotation marks: Letter to the author, Review of doo wop concert.

PUBLICATION INFORMATION

Write publishers’ names in full, but omit words like Company or Inc.

For university presses, use U for “University” and P for “Press”
Princeton UP, U of California P.

DATES

Whether to give just the year or to include the month and day depends
on the source. Give the full date that you find there.

For books, give the year of publication: 1948. If a book lists more than
one date, use the most recent one.

Periodicals may be published annually, monthly, seasonally, weekly,
or daily. Give the full date that you find in the periodical: 2016, Apr.
2016, Spring 2016, 16 Apr. 2016.

Abbreviate the months except for May, June, and July: Jan., Feb., Mar.,
Apr., Aug., Sept., Oct., Nov., Dec.

Because online sources often change or even disappear, provide the
date on which you accessed them: Accessed 6 June 2017.
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If an online source includes the time when it was posted or modified,
include the time along with the date: 18 Oct. 2014, 9:20 a.m.

LOCATION

For most print articles and other short works, help readers locate the
source by giving a page number or range of pages: p. 24, pp. 24-35. For
those that are not on consecutive pages, give the first page number
with a plus sign: pp. 24+.

For online sources, give the URL, omitting http:// or https://. If a source
has a permalink, give that.

For sources found in a database, give the DOI for any that have one.
Otherwise, give the URL.

For physical objects that you find in a museum, archive, or some other
place, give the name of the place and its city: Menil Collection, Houston.
Omit the city if it’s part of the place’s name: Boston Public Library.

For performances or other live presentations, name the venue and its
city: Mark Taper Forum, Los Angeles. Omit the city if it’s part of the
place’s name: Berkeley Repertory Theatre.

PUNCTUATION

Use a period after the author name(s) that start an entry (Morrison,
Toni.) and the title of the source you’re documenting (Beloved.).

Use a comma between the author’s last and first names: Morrison, Toni.
Sometimes you'll need to provide information about more than one
work for a single source—for instance, when you cite an article from
a periodical that you access through a database. MLA refers to the
periodical and database (or any other entity that holds a source) as
“containers.” Use commas between elements within each container
and put a period at the end of each container. For example:

Semuels, Alana. “The Future Will Be Quiet.” The Atlantic, Apr. 2016,
pp. 19-20. ProQuest, search.proquest.com/docview/
1777443553?accountid+42654. Accessed 5 Apr. 2018.

author title publication
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The guidelines below should help you document kinds of sources
you're likely to use. The first section shows how to acknowledge authors
and other contributors and applies to all kinds of sources—print, online,
or others. Later sections show how to treat titles, publication information,
location, and access information for many specific kinds of sources. In
general, provide as much information as possible for each source—enough
to tell readers how to find a source if they wish to access it themselves.

Authors and Other Contributors

When you name authors and other contributors in your citations, you are
crediting them for their work and letting readers know who’s in on the con-
versation. The following guidelines for citing authors and other contribu-
tors apply to all sources you cite: in print, online, or in some other media.

1. ONE AUTHOR
Author’s Last Name, First Name. Title. Publisher, Date.
Anderson, Curtis. The Long Tail: Why the Future of Business Is Selling
Less of More. Hyperion, 2006.
2. TWO AUTHORS

1st Author’s Last Name, First Name, and 2nd Author’s First and Last
Names. Title. Publisher, Date.

Lunsford, Andrea, and Lisa Ede. Singular Texts/Plural Authors:
Perspectives on Collaborative Writing. Southern lllinois UP, 1990.
3. THREE OR MORE AUTHORS
1st Author’s Last Name, First Name, et al. Title. Publisher, Date.

Sebranek, Patrick, et al. Writers INC: A Guide to Writing, Thinking, and
Learning. Write Source, 1990.
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4. TWO OR MORE WORKS BY THE SAME AUTHOR

Give the author’s name in the first entry, and then use three hyphens in
the author slot for each of the subsequent works, listing them alphabeti-
cally by the first important word of each title.

Author’s Last Name, First Name. Title That Comes First Alphabetically.
Publisher, Date.

- - -. Title That Comes Next Alphabetically. Publisher, Date.

Kaplan, Robert D. The Coming Anarchy: Shattering the Dreams of the
Post Cold War. Random House, 2000.

- - -. Eastward to Tartary: Travels in the Balkans, the Middle East, and the
Caucasus. Random House, 2000.
5. AUTHOR AND EDITOR OR TRANSLATOR

Author’s Last Name, First Name. Title. Role by First and Last Names,
Publisher, Date.

Austen, Jane. Emma. Edited by Stephen M. Parrish, W. W. Norton, 2000.

Dostoevsky, Fyodor. Crime and Punishment. Translated by Richard Pevear
and Larissa Volokhonsky, Vintage Books, 1993.

Start with the editor or translator if you are focusing on their contribution
rather than the author’s.

Pevear, Richard, and Larissa Volokhonsky, translators. Crime and
Punishment. By Fyodor Dostoevsky, Vintage Books, 1993.
6. NO AUTHOR OR EDITOR
When there’s no known author or editor, start with the title.
The Turner Collection in the Clore Gallery. Tate Publications, 1987.

“Being Invisible Closer to Reality.” The Atlanta Journal-Constitution,
11 Aug. 2008, p. A3.

author title publication
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7. ORGANIZATION OR GOVERNMENT AS AUTHOR

Organization Name. Title. Publisher, Date.

Diagram Group. The Macmillan Visual Desk Reference. Macmillan, 1993.

For a government publication, give the name of the government first, fol-
lowed by the names of any department and agency.

United States, Department of Health and Human Services, National
Institute of Mental Health. Autism Spectrum Disorders.

Government Printing Office, 2004.

When the organization is both author and publisher, start with the title
and list the organization only as the publisher.

Stylebook on Religion 2000: A Reference Guide and Usage Manual.
Catholic News Service, 2002.

Articles and Other Short Works

Articles, essays, reviews, and other short works are found in journals, mag-
azines, newspapers, other periodicals, and books—all of which you may
find in print, online, or in a database. For most short works, you'll need
to provide information about the author, the titles of both the short work
and the longer work, any page numbers, and various kinds of publication
information, all explained below.

8. ARTICLE IN A JOURNAL
PRINT

Author’s Last Name, First Name. “Title of Article.” Name of Journal,

Volume, Issue, Date, Pages.
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Documentation Map (MLA)
Article in a Print Journal

Marge Simpson, Blue-Haired Housewife:

Defining Domesticity on The Simpsons

JESSAMYN NEUHAUS

ORE THAN TWENTY SEASONS AFTER ITS DEBUT AS A SHORT ON THE
I\ /I Tracy Ullman Show in 1989, pundits, politicians, scholars,
journalists, and critics continue to discuss and debate the
meaning and relevance of The Simpsons to American society. For
academics and educators, the show offers an especially dense pop cul-
ture text, inspiring articles and anthologies examining The Simpsons in
light of American religious life, the representation of homosexuality in
cartoons, and the use of pop culture in the classroom, among many
other topics (Dennis; Frank; Henry “The Whole World’s Gone Gay”;
Hobbs; Kristiansen). Philosophers and literary theorists in particular
are intrigued by the quintessentially postmodern self-aware form and
content of The Simpsons and the questions about identity, spectatorship,
and consumer culture it raises (Alberti; Bybee and Overbeck; Glynn;
Henry “The Triumph of Popular Culture”; Herron; Hull; Irwin et al.;
Ott; Parisi).

Simpsons observers frequently note that this TV show begs one of the
fundamental questions in cultural studies: can pop culture ever provide
a site of individual or collective resistance or must it always ultimately
function in the interests of the capitalist dominant ideology? Is The
Simpsons a brilliant satire of virtually every cherished American myth
about public and private life, offering dissatisfied Americans the op-
portunity to critically reflect on contemporary issues (Turner 435)? Or
is it simply another TV show making money for the Fox Network? Is
The Simpsons an empty, cynical, even nihilistic view of the world, lull-
ing its viewers into laughing hopelessly at the pointless futility of

( Volume )

\‘ Issue )

H The Journal of Popular Culture, Vol. 43, No. 4, 2010 Year
Name Of Journal © 2010, Wiley Periodicals, Inc. <_L)

563-71 O
for more Neuhaus, Jessamyn. “Marge Simpson, Blue-Haired Housewife: Defining
on citin

arﬁdegs Domesticity on The Simpsons.” The Journal of Popular Culture,
MLA style

vol. 43, no. 4, 2010, pp. 761-81.


AMEL
Text Box
132


Cooney, Brian C. “Considering Robinson Crusoe’s ‘Liberty of Conscience’

in an Age of Terror.” College English, vol. 69, no. 3, Jan. 2007,
pp. 197-215.

ONLINE

Author’s Last Name, First Name. “Title of Article.” Name of Journal,
Volume, Issue, Date, Pages (if any), URL. Accessed Day Month Year.

Gleckman, Jason. “Shakespeare as Poet or Playwright? The Player’'s Speech
in Hamlet." Early Modern Literary Studies, vol. 11, no. 3, Jan. 2006,
purl.oclc.org/emls/11-3/glechaml.htm. Accessed 31 Mar. 2018.

9. ARTICLE IN A MAGAZINE
PRINT

Author’s Last Name, First Name. “Title of Article.” Name of Magazine,

Date, Pages.

Neyfakh, Leon. “The Future of Getting Arrested.” The Atlantic, Jan.-Feb.
2015, pp. 26+.

ONLINE

Author’s Last Name, First Name. “Title of Article.” Name of Magazine,

Date on web, Pages (if any), URL. Accessed Day Month Year.

Khazan, Olga. “Forgetting and Remembering Your First Language.”
The Atlantic, 24 July 2014, www.theatlantic.com/international/
archive/2014/07/learning-forgetting-and-remembering-your-first
-language/374906/. Accessed 2 Apr. 2018.


http://www.theatlantic.com/international/archive/2014/07/learning-forgetting-and-remembering-your-first-language/374906/
http://www.theatlantic.com/international/archive/2014/07/learning-forgetting-and-remembering-your-first-language/374906/
http://www.theatlantic.com/international/archive/2014/07/learning-forgetting-and-remembering-your-first-language/374906/
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10. ARTICLE IN A NEWSPAPER

PRINT

Author’s Last Name, First Name. “Title of Article.” Name of Newspaper,
Date, Pages.

Saulny, Susan, and Jacques Steinberg. “On College Forms, a Question of
Race Can Perplex.” The New York Times, 14 June 2011, p. A1.
To document a particular edition of a newspaper, list the edition (late ed.,
natl. ed., and so on) after the date. If a section of the newspaper is num-
bered, put that detail after the edition information.
Burns, John F., and Miguel Helft. “Under Pressure, YouTube Withdraws

Muslim Cleric’s Videos.” The New York Times, 4 Nov. 2010, late ed.,
sec. 1, p. 13.

ONLINE

Author’s Last Name, First Name. “Title of Article.” Name of Newspaper,
Date on web, URL. Accessed Day Month Year.

Banerjee, Neela. “Proposed Religion-Based Program for Federal Inmates
Is Canceled.” The New York Times, 28 Oct. 2006, www.nytimes
.com/2006/10/28/us/28prison.html?_r=0. Accessed 4 Apr. 2018.

11. ARTICLE ACCESSED THROUGH A DATABASE

Author’s Last Name, First Name. “Title of Article.” Name of Periodical,

Volume, Issue, Date, Pages. Name of Database, DOI or URL.
Accessed Day Month Year.

Stalter, Sunny. “Subway Ride and Subway System in Hart Crane’s ‘The
Tunnel."” Journal of Modern Literature, vol. 33, no. 2, Jan. 2010,

pp. 70-91. JSTOR, doi: 10.2979/jm1.2010.33.2.70. Accessed 30 Mar.
2018.

author title publication


http://www.nytimes.com/2006/10/28/us/28prison.html?_r=0
http://www.nytimes.com/2006/10/28/us/28prison.html?_r=0
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54 /MLA Style

Documentation Map (MLA)
Article in an Online Magazine

Name of
magazine

Title of
article

\The Hit Book That Came From Mars

The Martian started as a self-published blog, and became a major motion picture.
sy mncwnst staa

<
cn 1 fit-book-t <
B8 napsiigoes-app.c- [ Nows - Saioncom 8 o Ly te B8 patant port

DONATE

76 Eoook > 7 Aasoucse B et o o yourca

£ issues sioc wewsierrer f W

NAUTILUS

\

Date

he story of Andy Weir is a strange mix of fact and fiction, There's the fairy tale success
of his book, The Martian, 3
fewthousand fans he'd accumulated over years of hobby writing, Some of those fans

wanted an electronic book version, which he made, and then a Kindle version, which he made too,

charging the minimum pr by “That's when |
reach is” Weir would later tell an audience. Within four months, The Martian had risen to the top

vith

spot fs scii best-seller lst, and

Random House’s Crown Publishing imprint and a movie deal with 2oth Century Fox. The book s

[y

currently number 10 on The New York Times'fiction best-sellr is. The motion picture, which stars

is

URL

577-79

Segal, Michael. “The Hit Book That Came from Mars.” Nautilus, 1P (R
8 Jan. 2015, nautil.us/issue/20/creativity/the-hit-book-that opkeiting
websites

-came-from-mars. Accessed 10 Oct. 2018.
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a

Documentation Map (MLA)
Journal Article Accessed through a Database

N _ FGEbook >~ FG Resources [ Get id of yourcabl:  (3) AirBn8 [ News - Salon.com »

New Search  Publications  Thesaurus  Cited References  More - Sgnin M Folder Preferences  Languages *  Help

Name of
Searching: SPORTDiscus with Full Text | Choose Databases ‘ﬂvers“ |Ibral’| es
(s jssamyn marge Bl s [ , Ve \ database

Basic Search  Advanced Search  Search History

Results may 3
Title of article
x T -~ -
%

[55] vetated Recora Marge Simpson, Blue-Haired Housewife: Defining Domesticity on The

"X POF Full Text (1141®) Simpsons. a
o Rterences 25 Authors: NEUHAUS JEsSAMYN' < sl ! Author ’
Source: Journalof Popular ulture Aug2010, Vol. 43 Issue 4, p761 21p. ‘\?:ie\
: Sbish B
” corsons. o v peomn

'WOMEN on television
@ Export

HOUSEWIVES
HOUSEKEEPING

NUCLEAR families

FAMILIES on television
ANIMATED television programs.

Volume,
issue, date

how "The

‘Simpsons.” The author ly
and ways it il i . The author
: g4 epsiimvind Qe

periodical

ty
embraces the centrality of female domesticity is examined.
Author Affliations: ! State University of New York, Plattsburgh

ISSN: 00223840

Document Publication Type: Article Update Code: 20100720
Information:

Accession Number: 52300944

Publisher Logo: WILEY Blackwell

Neuhaus, Jessamyn. “Marge Simpson, Blue-Haired Housewife: Defining
Domesticity on The Simpsons.” Journal of Popular Culture, vol. 43,
no. 4, Aug. 2010, pp. 761-81. SPORT Discus with Full Text, ezproxy
libraries.wright.edu/login?url=http://search.ebscohost.com/login.aspx?
direct=true&db=a9h&AN=52300944&site=ehost-live. Accessed 24 Mar.
2018.


http://search.ebscohost.com/login.aspx?direct=true&db=a9h&AN=52300944&site=ehost-live
http://search.ebscohost.com/login.aspx?direct=true&db=a9h&AN=52300944&site=ehost-live
http://search.ebscohost.com/login.aspx?direct=true&db=a9h&AN=52300944&site=ehost-live
AMEL
Text Box
136


12. ENTRY IN A REFERENCE WORK

PRINT

Author’s Last Name, First Name (if any). “Title of Entry.” Title of
Reference Book, edited by Editor’s First and Last Names (if any),

Edition number, Publisher, Date, Pages.

“California.” The New Columbia Encyclopedia, edited by William H.
Harris and Judith S. Levey, 4th ed., Columbia UP, 1975, pp. 423-24.

“Feminism.” Longman Dictionary of American English, Longman, 1983,
p. 252.

If there’s no author given, start with the title of the entry.

ONLINE

Document online reference works the same as print ones, adding the URL
and access date after the date of publication.

“Baseball.” The Columbia Electronic Encyclopedia, edited by Paul Lagassé,
6th ed., Columbia UP, 2012. www.infoplease.com/encyclopedia.
Accessed 25 May 2018.

13. EDITORIAL
PRINT
"Title of Editorial.” Editorial. Name of Periodical, Date, Page.

"Gas, Cigarettes Are Safe to Tax.” Editorial. The Lakeville Journal, 17 Feb.
2005, p. A10.


http://www.infoplease.com/encyclopedia
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ONLINE

“Title of Editorial.” Editorial. Name of Periodical, Date on web, URL.
Accessed Day Month Year.

“Keep the Drinking Age at 21.” Editorial. Chicago Tribune, 28 Aug.
2008, articles.chicagotribune.com/2008-08-26/news/0808250487
_1_binge-drinking-drinking-age-alcohol-related-crashes. Accessed
26 Apr. 2015.

14. LETTER TO THE EDITOR

Author’s Last Name, First Name. “Title of Letter (if any).” Letter. Name

of Periodical, Date on web, URL. Accessed Day Month Year.

Pinker, Steven. “Language Arts.” Letter. The New Yorker, 4 June 2012,
www.newyorker.com/magazine/2012/06/04/language-arts-2. Accessed
6 Apr. 2018.

15. REVIEW

PRINT

Reviewer’s Last Name, First Name. “Title of Review.” Review of Title, by

Author’s First and Last Names. Name of Periodical, Date, Pages.

Frank, Jeffrey. “Body Count.” Review of The Exception, by Christian
Jungersen. The New Yorker, 30 July 2007, pp. 86-87.

If a review has no author or title, start with what'’s being reviewed:

Review of Ways to Disappear, by Idra Novey. The New Yorker, 28 Mar.
2016, p. 79.

author title publication


http://www.newyorker.com/magazine/2012/06/04/language-arts-2
AMEL
Text Box
138


ONLINE

Reviewer’s Last Name, First Name. “Title of Review.” Review of Title,
by Author’s First and Last Names. Name of Periodical, Date, URL.
Accessed Day Month Year.

Donadio, Rachel. “Italy’s Great, Mysterious Storyteller.” Review
of My Brilliant Friend, by Elena Ferrante. The New York Review
of Books, 18 Dec. 2014, www.nybooks.com/articles/2014
/12/18/italys-great-mysterious-storyteller. Accessed 28 Sept. 2017.

16. COMMENT ON AN ONLINE ARTICLE

Commenter. Comment on “Title of Article.” Name of Periodical,

Date posted, Time posted, URL. Accessed Day Month Year.

Nick. Comment on “The Case for Reparations.” The Atlantic, 22 May
2014, 3:04 p.m., www.theatlantic.com/business/archive/2014/05
/how-to-comment-on-reparations/371422/#article-comments.

Accessed 8 May 2018.

Books and Parts of Books

For most books, you’ll need to provide information about the author, the
title, the publisher, and the year of publication. If you found the book
inside a larger volume, a database, or some other work, be sure to specify
that as well.


http://www.nybooks.com/articles/2014/12/18/italys-great-mysterious-storyteller
http://www.nybooks.com/articles/2014/12/18/italys-great-mysterious-storyteller
http://www.theatlantic.com/business/archive/2014/05/how-to-comment-on-reparations/371422/#article-comments
http://www.theatlantic.com/business/archive/2014/05/how-to-comment-on-reparations/371422/#article-comments
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Documentation Map (MLA)
Print Book

( Year of publication

For my parknts and James, naturally
( Title )

Copyright © 2013 by Amana Fontanella-Khan

All rights reserved
Printed in the United States of America
PINK SARI REVOLUTION <—
For i I to reps 1 from this book,

write to Permissions, W. W. Norton & Company, Inc.,
500 Fifth Avenue, New York, NY 10110

For information about special discounts for bulk purchases, please contact

'W. W. Norton Special Sales at or 80 )3-483
& TALEIOEWOMBREAND Subtltle ) Manufacturing by Courier Westford

Book design by Barbara M. Bachman
POWER IN INDIA Production manager: Anna Oler

Library of Congress Cataloging-in-Publication Data
Fontanella-Khan, Amana.
Pink sari revolution : a tale of women and power in Tndia / Amana Fontanella-Khan.
—First Edition.
pages cm
A M n " l F Il " 'l A " [ I.l Il A - K “ A " Includes bibliographical references and index.

ISBN 978-0-393-06297-7 (hardcover)

1 Ind 1 conditions. 2. W s h India, 3. Fe India.
4. Pal, Sampar, 1961- 1. Title.
H HQI743.F66 2013
Publisher H Author 305.4200594—dc23
2013018948
B
W NORTON & COMPANY ISBN 978-0-393-34947-4 pbk.

NEW YORK LONDON W. W. Norton & Company, Inc.

500 Fifth Avenue, New York, N.Y. 10110

Wwwawvwhorton.com

W. W. Norton & Company Led.
Castle House, 75/76 Wells Street, London W1T 3QT

1234567890

571-77 @
for more Fontanella-Khan, Amana. Pink Sari Revolution: A Tale of Women and
on g:gg Power in India. W. W. Norton, 2013.
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17. BASIC ENTRIES FOR A BOOK

PRINT

Author’s Last Name, First Name. Title. Publisher, Year of publication.

Watson, Brad. Miss Jane. W. W. Norton, 2016.

EBOOK

Document an ebook as you would a print book, but add information about
the ebook—or the type of ebook if you know it.

Watson, Brad. Miss Jane. Ebook, W. W. Norton, 2016.

Watson, Brad. Miss Jane. Kindle ed., W. W. Norton, 2016.

IN A DATABASE

Author’s Last Name, First Name. Title. Publisher, Year of publication.
Name of Database, DOI or URL. Accessed Day Month Year.

Anderson, Sherwood. Winesburg, Ohio. B. W. Huebsch, 1919.
Bartleby.com, www.bartleby.com/156/. Accessed 8 Apr. 2018.

18. ANTHOLOGY

Last Name, First Name, editor. Title. Publisher, Year of publication.

Hall, Donald, editor. The Oxford Book of Children’s Verse in America.
Oxford UP, 1985.

19. WORK(S) IN AN ANTHOLOGY

Author’s Last Name, First Name. “Title of Work.” Title of Anthology,

edited by First and Last Names, Publisher, Year of publication,
Pages.

Achebe, Chinua. “Uncle Ben’s Choice.” The Seagull Reader: Literature,
edited by Joseph Kelly, W. W. Norton, 2005, pp. 23-27.


http://www.bartleby.com/156/
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TWO OR MORE WORKS FROM ONE ANTHOLOGY

Prepare an entry for each selection by author and title, followed by the
anthology editors’ last names and the pages of the selection. Then include
an entry for the anthology itself (see no. 18).

Author’s Last Name, First Name. “Title of Work.” Anthology Editors’

Last Names, Pages.
Hiestand, Emily. “Afternoon Tea.” Kitchen and Jones, pp. 65-67.
Ozick, Cynthia. “The Shock of Teapots.” Kitchen and Jones, pp. 68-71.
20. MULTIVOLUME WORK

ALL VOLUMES

Author’s Last Name, First Name. Title of Work. Publisher, Year(s) of
publication. Number of vols.

Churchill, Winston. The Second World War. Houghton Mifflin, 1948-53.

6 vols.

SINGLE VOLUME

Author’s Last Name, First Name. Title of Work. Vol. number, Publisher,

Year of publication. Number of vols.

Sandburg, Carl. Abraham Lincoln: The War Years. Vol. 2, Harcourt, Brace
and World, 1939. 4 vols.

21. BOOK IN A SERIES

Author’s Last Name, First Name. Title of Book. Edited by First and Last
Names, Publisher, Year of publication. Series Title.

Walker, Alice. Everyday Use. Edited by Barbara T. Christian, Rutgers UP,
1994. Women Writers: Texts and Contexts.

author title publication
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22. GRAPHIC NARRATIVE

Author’s Last Name, First Name. Title. Publisher, Year of publication.

Bechdel, Alison. Fun Home: A Family Tragicomedy. Houghton Mifflin, 2006.

If the work has both an author and an illustrator, start with the one whose
work is more relevant to your research, and label the role of anyone who’s
not an author.

Pekar, Harvey. Bob & Harv’s Comics. Illustrated by R. Crumb, Running
Press, 1996.

Crumb, R., illustrator. Bob & Harv’s Comics. By Harvey Pekar, Running
Press, 1996.

23. SACRED TEXT

If you cite a specific edition of a religious text, you need to include it in
your works-cited list.

The New English Bible with the Apocrypha. Oxford UP, 1971.

The Torah: A Modern Commentary. Edited by W. Gunther Plaut, Union

of American Hebrew Congregations, 1981.
24. EDITION OTHER THAN THE FIRST

Author’s Last Name, First Name. Title. Name or number of edition,

Publisher, Year of publication.

Fowler, H. W. A Dictionary of Modern English. 2nd ed., Oxford UP, 1965.

25. REPUBLISHED WORK

Author’s Last Name, First Name. Title. Year of original publication.

Current publisher, Year of republication.

Bierce, Ambrose. Civil War Stories. 1909. Dover, 1994.
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26. FOREWORD, INTRODUCTION, PREFACE, OR AFTERWORD

Part Author’s Last Name, First Name. Name of Part. Title of Book,
by Author’s First and Last Names, Publisher, Year of publication,

Pages.
Tanner, Tony. Introduction. Pride and Prejudice, by Jane Austen, Penguin,
1972, pp. 7-46.
27. PUBLISHED LETTER

Letter Writer's Last Name, First Name. Letter to First and Last
Names. Day Month Year. Title of Book, edited by First and Last
Names, Publisher, Year of publication, Pages.

White, E. B. Letter to Carol Angell. 28 May 1970. Letters of E. B. White,
edited by Dorothy Lobarno Guth, Harper and Row, 1976, p. 600.

28. PAPER AT A CONFERENCE

PAPER PUBLISHED IN CONFERENCE PROCEEDINGS

Author’s Last Name, First Name. “Title of Paper.” Title of Published
Conference Proceedings, edited by First and Last Names, Publisher,

Year of publication, Pages.

Flower, Linda. “Literate Action.” Composition in the Twenty-first Century:
Crisis and Change, edited by Lynn Z. Bloom et al., Southern Illinois
UP, 1996, pp. 249-60.

PAPER HEARD AT A CONFERENCE

Author’s Last Name, First Name. “Title of Paper.” Title of Conference,
Day Month Year, Location, City.

Hern, Katie. “Inside an Accelerated Reading and Writing Classroom.”
Conference on Acceleration in Developmental Education, 15 June

2016, Sheraton Inner Harbor Hotel, Baltimore.

author title publication
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29. DISSERTATION

Author’s Last Name, First Name. Title. Diss. Institution, Year, Publisher,

Year of publication.

Goggin, Peter N. A New Literacy Map of Research and Scholarship in
Computers and Writing. Diss. Indiana U of Pennsylvania, 2000,

University Microfilms International, 2001.

For an unpublished dissertation, put the title in quotation marks, and end
with the institution and the year.

Kim, Loel. “Students Respond to Teacher Comments: A Comparison of
Online Written and Voice Modalities.” Diss. Carnegie Mellon U, 1998.

Websites

Many sources are available in multiple media—for example, a print peri-
odical that is also on the web and contained in digital databases—but
some are published only on websites. This section covers the latter.

30. ENTIRE WEBSITE

Last Name, First Name, role. Title of Site. Publisher, Date, URL.
Accessed Day Month Year.

Zalta, Edward N., principal editor. Stanford Encyclopedia of Philosophy.
Metaphysics Research Lab, Center for the Study of Language, Stanford
U, 1995-2015, plato.stanford.edu/index.html. Accessed 21 Apr. 2018.

PERSONAL WEBSITE

Author’s Last Name, First Name. Title of Site. Date, URL. Accessed Day
Month Year.

Heath, Shirley Brice. Shirley Brice Heath. 2015, shirleybriceheath.net.
Accessed 6 June 2018.
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Documentation Map (MLA)
Work on a Website
URL

CEN-A[
i apps > 1) Fa Ebook G wene

M Americas | @ Asia Pacific | @ Europe | M Foundation | @ Urban Land Magazine

Login | Join
Urban Land

ULl Insti —
. Institute =
Publisher AboutULI  PressRoom  Latest Posts  Career Center ~ Bookstore

e —— o2 S oo
™ Membership Councils Events Programs Research Publications Videos [ Support ULI
Home > Latest Posts > Building Healthy Places Initiative > Housing in America: Integrating Housing, | £]in] > 1) illi
Health, and Resillence in a Changing Environment g” ;I'er;mllﬁger i
enter for nousin R
9 Title of

Housing in America: Integrating Housing, Health, and Resilience in a
Changing Environment

Posted on August 28, 2014 by Molly Simpson

B Nows -Saioncom [ The Lynmar Ute B Patont Poral [ Foater rames - (8 modbo - Revro Mic

Title of site

work

Published: 2014
Authors: John Mcllwain, Molly Simpson, and Sara Hammerschmidt

Date Housin
d 9 Housing in America: Integrating Housing, Health, and Resilience in a Changing
oste Environment
p América
INTEGRATING HOUSING, HEALTH, AND Extreme weather events are becoming more frequent and causing more damage in
RESILIENCE IN A CHANGING ENVIRONMENT cities across the United States, which directly impacts the health and resilience of

individuals and entire communities. This report explores how households and
communities are responding to these impacts. Through lessons leamed from three

Gaso examples—in Greensburg, Kansas; San Diego, Calfornia; and Cedar Rapids
lowa—this report also shares key takeaways for creating and sustaining healthier

A :-. . M# and more resilient people, housing, and communities in the face of an evolving
climate.

-ﬂ,
*'F

This entry was posted in Building Healthy Places Initiative, Centers & Initiatives, News, Report, Senior Fellows by Molly Simpson. Bookmark
the permalink

Mcllwain, John, et al. “Housing in America: Integrating Housing, Health,
and Resilience in a Changing Environment.” Urban Land Institute,
Urban Land Institute, 28 Aug. 2014, uli.org/report/housing-in
-america-housing-health-resilience. Accessed 16 Nov. 2017.
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31. WORK ON A WEBSITE

Author’s Last Name, First Name (if any). “Title of Work.” Title of Site,
Publisher, Date, URL. Accessed Day Month Year.

“Global Minnesota: Immigrants Past and Present.” Immigration History
Research Center, U of Minnesota, 2015, cla.umn.edu.ihrc. Accessed
25 May 2018.

32. BLOG ENTRY

Author’s Last Name, First Name. “Title of Blog Entry.” Title of
Blog, Date, URL. Accessed Day Month Year.

Hollmichel, Stefanie. “Bringing Up the Bodies.” So Many Books, 10 Feb.
2014, somanybooksblog.com/2014/02/10/bring-up-the-bodies/.
Accessed 12 Feb. 2018.

Document a whole blog as you would an entire website (no. 30) and a
comment on a blog as you would a comment on an online article (no. 16).

33. WIKI

"Title of Entry.” Title of Wiki, Publisher, Date, URL. Accessed Day Month

Year.

"Pi." Wikipedia, Wikimedia Foundation, 28 Aug. 2013, en.wikipedia.org/
wiki/Pi. Accessed 25 Oct. 2018.

Personal Communication and Social Media

34. PERSONAL LETTER
Sender’s Last Name, First Name. Letter to the author. Day Month Year.
Quindlen, Anna. Letter to the author. 11 Apr. 2017.

35. EMAIL

Sender’s Last Name, First Name. “Subject Line.” Received by First and

Last Names, Day Month Year.
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Smith, William. “Teaching Grammar—Some Thoughts.” Received by
Richard Bullock, 19 Nov. 2018.

36. TEXT MESSAGE

Sender’s Last Name, First Name. Text message. Received by First and Last

Names, Day Month Year.

Douglass, Joanne. Text message. Received by Kim Yi, 4 June 2017.

37. POST TO AN ONLINE FORUM

Author. “Subject line” or “Full text of short untitled post.” Name of
Forum, Day Month Year, URL.

@somekiryu. “What's the hardest part about writing for you?” Redd!it,
22 Apr. 2016, redd.it/4fyni0.

38. POST TO TWITTER, FACEBOOK, OR OTHER SOCIAL MEDIA

Author. “Full text of short untitled post” or “Title” or Descriptive label.
Name of Site, Day Month Year, Time, URL.

@POTUS (Barack Obama). “I'm proud of the @NBA for taking a stand
against gun violence. Sympathy for victims isn't enough—change
requires all of us speaking up.” Twitter, 23 Dec. 2015, 1:21 p.m.,
twitter.com/POTUS/status/679773729749078016.

Black Lives Matter. “Rise and Grind! Did you sign this petition yet?
We now have a sign on for ORGANIZATIONS to lend their
support.” Facebook, 23 Oct. 2015, 11:30 a.m., www.facebook.com
/BlackLivesMatter/photos/a.294807204023865.1073741829.
180212755483311/504711973033386/?type=3&theater.

@quarterlifepoetry. Illustrated poem about girl at Target. Instagram,

22 Jan. 2015, www.instagram.com/p/yLO6fSurRH/.

author title publication


http://www.facebook.com/BlackLivesMatter/photos/a.294807204023865.1073741829.180212755483311/504711973033386/?type=3&theater
http://www.facebook.com/BlackLivesMatter/photos/a.294807204023865.1073741829.180212755483311/504711973033386/?type=3&theater
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Audio, Visual, and Other Sources

39. ADVERTISEMENT

PRINT
Name of Product or Company. Advertisement or Description of ad.
Title of Periodical, Date, Page.
Cal Alumni Association. Sports Merchandise ad. California, Spring 2018, p. 3.

AUDIO OR VIDEO

Name of Product or Company. Advertisement or Description of ad.
Date. Name of Host Site, URL. Accessed Day Month Year.

Chrysler. Super Bowl commercial. 6 Feb. 2011. YouTube,
www.youtube.com/watch?v=SKLZ254Y _jtc. Accessed 1 May 2018.

40. ART

ORIGINAL

Artist’s Last Name, First Name. Title of Art. Year created, Site, City.
Van Gogh, Vincent. The Potato Eaters. 1885, Van Gogh Museum, Amsterdam.

REPRODUCTION

Artist’s Last Name, First Name. Title of Art. Year created. Title of Book,
by First and Last Names, Publisher, Year of publication, Page.

Van Gogh, Vincent. The Potato Eaters. 1885. History of Art: A Survey of
the Major Visual Arts from the Dawn of History to the Present Day,
by H. W. Janson, Prentice-Hall/Harry N. Abrams, 1969, p. 508.

ONLINE
Artist’s Last Name, First Name. Title of Art. Year created. Name of Site,
URL. Accessed Day Month Year.

Warhol, Andy. Self-portrait. 1979. J. Paul Getty Museum, www.getty
.edu/art/collection/objects/10697 1/andy-warhol-self-portrait-
american-1979/. Accessed 20 Jan. 2018.


http://www.youtube.com/watch?v=SKLZ254Y_jtc
http://www.getty.edu/art/collection/objects/106971/andy-warhol-self-portraitamerican-1979/
http://www.getty.edu/art/collection/objects/106971/andy-warhol-self-portraitamerican-1979/
http://www.getty.edu/art/collection/objects/106971/andy-warhol-self-portraitamerican-1979/
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41. CARTOON

PRINT

Author’s Last Name, First Name. “Title of Cartoon.”Title of Periodical,

Date, Page.

Chast, Roz. “The Three Wise Men of Thanksgiving.” The New Yorker,
1 Dec. 2003, p. 174.

ONLINE

Author’s Last Name, First Name. “Title of Cartoon.” Title of Site,
Date, URL. Accessed Day Month Year.

Munroe, Randall. “Up Goer Five.” xkcd, 12 Nov. 2012, xkcd.com/1133/.
Accessed 22 Apr. 2018.

42, SUPREME COURT CASE

First Plaintiff v. First Defendant. United States Reports citation. Name of
Court, Year of decision, URL. Accessed Day Month Year.

District of Columbia v. Heller. 554 US 570. Supreme Court of the US, 2008,
www.lawcornell.edu/supct/html/07-290.ZS.html. Accessed 3 June 2018.

43. FILM

Name individuals based on the focus of your project—the director, the
screenwriter, the cinematographer, or someone else.

Title of Film. Role by First and Last Names, Production Studio, Date.
Breakfast at Tiffany’s. Directed by Blake Edwards, Paramount, 1961.
STREAMING

Title of Film. Role by First and Last Names, Production Studio,
Date. Streaming Service, URL. Accessed Day Month Year.

Interstellar. Directed by Christopher Nolan, Paramount, 2014. Amazon
Prime Video, www.amazon.com/Interstellar-Matthew-McConaughey/
dp/BOOTUQUFTS. Accessed 2 May 2018.

author title publication


http://www.lawcornell.edu/supct/html/07-290.ZS.html
http://www.amazon.com/Interstellar-Matthew-McConaughey/dp/B00TU9UFTS
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44. INTERVIEW
If the interview has a title, put it in quotation marks following the sub-

ject’s name.
BROADCAST
Subject’s Last Name, First Name. Interview or “Title of Interview.”
Title of Program, Network, Day Month Year.
Gates, Henry Louis, Jr. Interview. Fresh Air, NPR, 9 Apr. 2002.

PUBLISHED
Subject’s Last Name, First Name. Interview or “Title of Interview.” Title
of Publication, Date, Pages.

Stone, Oliver. Interview. Esquire, Nov. 2004, pp. 170-71.

PERSONAL
Subject’s Last Name, First Name. Personal interview. Day Month Year.

Roddick, Andy. Personal interview. 17 Aug. 2013.

45. MAP
“Title of Map.” Publisher, URL. Accessed Day Month Year.
“National Highway System.” US Department of Transportation Federal

Highway Administration, www.fhwa.dot.gov/planning/images/nhs.pdf.

Accessed 10 May 2018.

46. MUSICAL SCORE
Composer’s Last Name, First Name. Title of Composition. Year of
composition. Publisher, Year of publication.

Stravinsky, Igor. Petrushka. 1911. W. W. Norton, 1967.

47. ONLINE VIDEO
Author’s Last Name, First Name. Title. Name of Host Site, Date, URL.

Accessed Day Month Year.


http://www.fhwa.dot.gov/planning/images/nhs.pdf
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Westbrook, Adam. Cause/Effect: The Unexpected Origins of Terrible Things.
Vimeo, 9 Sept. 2014, vimeo.com/105681474. Accessed 20 Dec. 2017.

48. ORAL PRESENTATION

Presenter’s Last Name, First Name. “Title of Presentation.” Sponsoring

Institution, Date, Location.

Cassin, Michael. “Nature in the Raw—The Art of Landscape Painting.”
Berkshire Institute for Lifelong Learning, 24 Mar. 2005, Clark Art
Institute, Williamstown.

49. PODCAST

If you accessed a podcast online, give the URL and date of access; if you
accessed it through a service such as iTunes or Spotify, indicate that instead.

Last Name, First Name, role. “Title of Episode.” Title of Program,

season, episode, Sponsor, Date, URL. Accessed Day Month Year.

Koenig, Sarah, host. “DUSTWUN.” Serial, season 2, episode 1, WBEZ, 10 Dec.
2015, serialpodcast.org/season-two/1/dustwun. Accessed 23 Apr. 2018.

Foss, Gilad, writer and performer. “Aquaman’s Brother-in-Law.”

Superhero Temp Agency, season 1, episode 1, 16 Apr. 2015. iTunes.

50. RADIO PROGRAM

Last Name, First Name, role. “Title of Episode.” Title of Program, Station,
Day Month Year of broadcast, URL. Accessed Day Month Year.

Glass, Ira, host. “In Defense of Ignorance.” This American Life, WBEZ,
22 Apr. 2016, thisamericanlife.org/radio-archives/episode/585

/in-defense-of-ignorance. Accessed 2 May 2018.
51. SOUND RECORDING

ONLINE

Last Name, First Name. “Title of Work.” Title of Album, Distributor, Date.
Name of Audio Service.

author title publication
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Simone, Nina. “To Be Young, Gifted and Black.” Black Gold, RCA Records,
1969. Spotify.

cD
Last Name, First Name. “Title of Work.” Title of Album, Distributor, Date.
Brown, Greg. “Canned Goods."” The Live One, Red House, 1995.
52. TV SHOW
ORIGINAL BROADCAST

"Title of Episode.” Title of Show, role by First and Last Names,
season, episode, Network, Day Month Year.

“Stormborn.” Game of Thrones, written by Bryan Cogman, season 7,
episode 2, HBO, 23 July 2017.

DVD

“Title of Episode.” Broadcast Year. Title of DVD, role by First and Last
Names, season, episode, Production Studio, Release Year, disc number.

“The Pants Tent.” 2003. Curb Your Enthusiasm: Season One, performance
by Larry David, season 1, episode 1, HBO Video, 2006, disc 1.

ONLINE

"Title of Episode.” Title of Show, season, episode, role by First and Last
Names (if any), Production Studio, Day Month Year. Name of Host
Site, URL. Accessed Day Month Year.

“Shadows in the Glass.” Marvel’s Daredevil, season 1, episode 8, Netflix,
10 Apr. 2015. Netflix, www.netflix.com/watch/800181982trackld
=13752289&1tctx=0%2C7 %2Cbcfd6259-6e64-4d51-95ab
-2a9f747eabf0-158552415. Accessed 3 Nov. 2018.

53. VIDEO GAME

Last Name, First Name, role. Title of Game. Distributor, Date of release.

Gaming System or Platform.


http://www.netflix.com/watch/80018198?trackId=13752289&tctx=0%2C7%2Cbcfd6259-6e64-4d51-95ab-2a9f747eabf0-158552415
http://www.netflix.com/watch/80018198?trackId=13752289&tctx=0%2C7%2Cbcfd6259-6e64-4d51-95ab-2a9f747eabf0-158552415
http://www.netflix.com/watch/80018198?trackId=13752289&tctx=0%2C7%2Cbcfd6259-6e64-4d51-95ab-2a9f747eabf0-158552415
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Metzen, Chris, and James Waugh, writers. StarCraft II: Legacy of the
Void. Blizzard Entertainment, 2015. OS X.

FORMATTING A RESEARCH PAPER

Name, course, title. MLA does not require a separate title page. In the
upper left-hand corner of your first page, include your name, your professor’s
name, the name of the course, and the date. Center the title of your paper
on the line after the date; capitalize it as you would a book title.

Page numbers. In the upper right-hand corner of each page, one-half
inch below the top of the page, include your last name and the page num-
ber. Number pages consecutively throughout your paper.

Font, spacing, margins, and indents. Choose a font that is easy to read
(such as Times New Roman) and that provides a clear contrast between regu-
lar and italic text. Double-space the entire paper, including your works-
cited list. Set one-inch margins at the top, bottom, and sides of your text;
do not justify your text. The first line of each paragraph should be indented
one-half inch from the left margin.

Long quotations. When quoting more than three lines of poetry, more
than four lines of prose, or dialogue between characters in a drama, set
off the quotation from the rest of your text, indenting it one-half inch (or
five spaces) from the left margin. Do not use quotation marks, and put
any parenthetical documentation after the final punctuation.

In Eastward to Tartary, Kaplan captures ancient and contemporary

Antioch for us:
At the height of its glory in the Roman-Byzantine age, when it
had an amphitheater, public baths, aqueducts, and sewage pipes,
half a million people lived in Antioch. Today the population is
only 125,000. With sour relations between Turkey and Syria, and
unstable politics throughout the Middle East, Antioch is now a
backwater—seedy and tumbledown, with relatively few tourists.

| found it altogether charming. (123)
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