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For decades now, it seems, I have been saying, “These are exciting times for writ-
ers and teachers of writing” And they have been exciting. But today, the word
exciting scarcely begins to convey the wealth of opportunities at hand. Student
writers are engaging with new literacies and with multimodality, creating argu-
ments not simply as academic essays but as documentaries, videos, podcasts,
visual collages, and much, much more. In fact, many teachers and researchers
today regard all writing as multimodal: even a print text that relies only on words
engages not only that linguistic mode but also the visual mode through layout,
fonts, use of white space, and so on. Colleges and universities increasingly reflect
this focus on multimodality, as Writing Centers become Writing and Speaking
Centers or Writing, Media, and Speaking Centers. And writing teachers are
working with a whole new range of media and genres as well, learning how to
teach and assess the products of “new literacies” — while still holding on to the
best of the “old” literacy, with its emphasis on carefully structured argument and
analysis, academic essays, and traditional print texts.

Are student writers and their teachers up to the challenges and opportuni-
ties offered today? Absolutely. Research I (and lots of others) have done shows
that student writers are already far ahead of us in terms of engaging new lit-
eracies outside of school, that they are thinking in sophisticated ways about the
worldwide audiences they may now address, and that they are keenly aware of
the need to adjust their messages according to audience, purpose, and context.
In such an atmosphere of excitement and change, taking a rhetorical perspective
is particularly important. In the first place, rhetoric has always been a multi-
modal art, one that attended to speaking as well as writing, to body language and
illustration. In addition, a rhetorical perspective is particularly important today
because it rejects either/or, right/wrong, black/white approaches to writing in
favor of asking what choices will be most appropriate, effective, and ethical in
any given writing situation, using any genre, any medium, any mode.

The St. Martin's Handbook has always taken such a perspective, and the numer-
ous changes to the eighth edition reflect this tradition. Throughout, this book
invites student writers to take each choice they make as an opportunity for critical
engagement with ideas, audiences, texts, media, and genre. But as I've incorpo-
rated new material, I've been careful not to lose sight of the mission of any hand-
book: to be a relevant and accessible reference for students and instructors alike.

Research for The St. Martin’s Handbook

From the beginning, The St. Martin's Handbook has been informed by research
on student writing. The late Robert J. Connors and I first began work on The

\'
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St. Martin’s Handbook in 1983, when we realized that most college handbooks
were based on research into student writing conducted almost fifty years ear-
lier. Our own historical studies had convinced us that student writing and what
teachers think of as “good” writing change over time, so we began by gathering
a nationwide sample of more than twenty-one thousand marked student essays
and carefully analyzing a stratified sample to identify the twenty surface errors
most characteristic of contemporary student writing.

Our analysis of these student essays revealed the twenty errors that most
troubled students and teachers in the 1980s (spelling was by far the most preva-
lent error then) as well as the organizational and other global issues of greatest
concern to teachers. Our findings on the twenty most common errorsled to sec-
tions in The St. Martin’s Handbook that attempt to put error in its place, present-
ing the conventions of writing as rhetorical choices a writer must make rather
than as a series of rules that writers must obey.

Every subsequent edition of The St. Martin’s Handbook has been informed
by research, from a national survey of student writers on how they are using
technology, to a series of intensive interviews with students and focus group ses-
sions with first-year writing instructors, to a nationwide study for which Karen
Lunsford and I replicated the research Connors and I did twenty-five years ago.
Our ““Mistakes Are a Fact of Life’: A National Comparative Study” appeared
in the June 2008 issue of College Composition and Communication. In sum, this
study found that students are writing much longer essays than they were twenty-
five years ago; that they are tackling more cognitively demanding topics and
assignments, usually focusing on argument; and that the ratio of errors per one
hundred words has not gone up but has remained almost constant during the
last one hundred years (according to every national study we could find). While
students are not making more mistakes, however, we found that they are mak-
ing different ones — especially having to do with the use of and documenta-
tion of sources. And in an ironic note, we found that while spelling errors have
decreased dramatically with the use of spell checkers, the number of “wrong
word” mistakes has risen — partly because of spell checkers suggesting that
wrong word! Finally, in the midst of national hand-wringing over the damage
texting, chatting, and blogging are doing to writing, our study showed that stu-
dents in first-year writing classes, at least, know perfectly well when to write
“LOL” or “GTG” or a host of other shortcuts and when such Internet lingo is
inappropriate for their audience, purpose, and context. (You can find articles
detailing my research with Bob Connors and with Karen Lunsford in From
Theory to Practice: A Selection of Essays by Andrea A. Lunsford, available free
from Bedford/St. Martin’s.)

These findings are borne out by a five-year longitudinal study of both in-class
and out-of-class writing (in any medium or genre) I have conducted, analyzing
the writing of 189 writers. Again I saw longer pieces of writing and more analyti-
cal topics along with extracurricular writing of all kinds, from blog postings and
emails to multimedia presentations and even a three-hour “hip-hopera.” These
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student writers were aware of themselves as writers and rhetors, conscious that
they could reach worldwide audiences at the click of a mouse; intrigued by new
concepts of textual ownership and knowledge production brought about by
collaborative programs like Google Docs and file sharing of all kinds; and con-
vinced that good writing is, as they told me over and over, “writing that makes
something happen in the world.” They see writing, then, as active and performa-
tive, as something that gets up off the page or screen and marches out into the
world to do some good. In addition, they report that their best breakthroughs in
terms of writing development tend to occur during what researcher Paul Rogers
calls “dialogic interaction.” That is, they learned most and best from interactions
with knowledgeable others, whether peers, parents, or instructors — in the kind
of give-and-take during which they could talk through ideas and get an immedi-
ate response.

In my most recent research project, I surveyed writing teachers across the
country, asking them whether they gave multimodal writing assignments and,
if so, what they were like. Some 80 percent of the teachers surveyed said that
they do give multimodal assignments, and they sent in a dizzying array of such
projects, from blogs to vlogs and everything in between: wikis, illustrated story-
books, podcasts and other audio essays, video, film, Twitter contests, animated
smartphone mini-lessons, “pitch” proposals for new apps, PechaKuchas, and
digital research projects, to name just a few. So while traditional academic print
texts are probably still the most common assignment across the disciplines on
college campuses today, that scene is rapidly changing.

So today, nearly thirty years after I started working on The St. Martin's
Handbook, I am more optimistic about students and student writing than ever.
That optimism and the findings of my most recent research inform this eighth
edition of the text. As always, this book seeks to serve students as a ready refer-
ence that will help them make appropriate grammatical, syntactical, and rhe-
torical choices. Beyond this immediate goal, though, I hope to guide students
in understanding and experiencing for themselves the multiple ways in which
truly good writing always means more than just following any set of rules. Truly
good writing, as the students in the longitudinal study of writing insisted, means
applying those rules in specific rhetorical situations for specific purposes and
with specific audiences in ways that will bring readers and writers, teachers
and students, to spirited conversation as well as to mutual understanding and
respect.

New to this edition

A new approach to U.S. academic English. International students and
Generation 1.5 English speakers aren’t the only students puzzled by English
structures and academic genres. Following best practices in the field of com-
position and rhetoric, coverage of these topics in The St. Martin's Handbook is
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integrated throughout this edition so that the information is accessible to stu-
dents from all language and educational backgrounds. Students can benefit from
learning more about academic genres and formal English structures, and from
understanding more about other Englishes used by their classmates, co-workers,
and neighbors. The advice for multilingual writers comes from expert contributors
Paul Kei Matsuda and Christine Tardy. Look for the “Multilingual” icon to find

7 MuLTI-] content of particular use to multilingual writers, or see the directory
on p. 814.

An awareness that today’s academic writing goes beyond print. My
conversations with instructors nationwide show that students engage eagerly
with the many new kinds of academic projects they are asked to create — from
blogs and wikis to presentations and PechaKuchas — but that they still need
help composing such work for academic audiences. Advice in The St. Martin’s
Handbook never assumes that students are producing only traditional print proj-
ects for their coursework. Updated chapters (in the new part “Designing and
Performing Writing”) help students make decisions about design, functional-
ity, and style to create rhetorically effective multimodal texts. Model student
writing in the print book and in the accompanying LaunchPad media includes
presentations, Web pages, essays with live links, and other digital-first texts as
well as print-based genres such as essays, research projects, and analyses.

An explicit focus on reflection to make learning stick. Most chapters
begin with a “Connect, Create, Reflect” box that teachers can incorporate into
their classroom activities or assignments and that students can use on their own.
In each box, the “Connect” question makes explicit connections between the
material in the chapter and material elsewhere in The St. Martin's Handbook,
encouraging students to become familiar with the handbook and use it to answer
their writing questions. The “Create” suggestion asks students to produce some
kind of text, and the “Reflect” prompt asks students to think about their own
writing processes. Most chapters also end with “Thinking Critically” exercises
that encourage additional reflection. And throughout the “Writing Process”
chapters (Chapters 1-6), I've included explicit reminders to reflect — see, for
instance, section 4m, “Reflecting on your writing,” on p. 92.

More help with academic reading. Because reading in print isn’t the same
as reading online, I've added a new section 7a, “Reading print and digital texts,”
to give students tools to understand and adapt to the differences. And because
reading scholarly work, such as an article in a journal, will be necessary for most
students throughout their academic years, I've worked with two students who
modeled the critical reading process — previewing, annotating, summarizing,
and analyzing an assigned journal article (7b-e).
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A focus on the “why"” as well as the "how"” of documenting sources. New
coverage of the basics of various documentation styles helps students under-
stand why academic work calls for more specific citation than popular writing,
how to tell the difference between a work from a database and a work online,
why medium matters, and more. And additional visual help (including color-
coding) with documentation models makes it easy to see what information writ-
ers should include in citations.

Integrated, interactive, assignable digital content. The LaunchPad for
The St. Martin’s Handbook takes advantage of all the Web can do. You'll find
videos of student writers talking about their work, with prompts asking students
to reflect on their own processes; texts by student writers in multiple genres
with activities for analysis and reflection; tutorials and visual exercises; and
LearningCurve adaptive quizzing activities that students can use to practice on
their own. LaunchPad for The St. Martin's Handbook is available free with the
purchase of a new book. See pp. xi—xiii for details.

Features of The St. Martin’s Handbook

Attention to good writing, not just to surface correctness. The St. Martin's
Handbook helps students understand that effective texts in every genre and me-
dium follow conventions that always depend on their audience, situation, and
discipline.

Help solving the most common writing problems. A nationwide study
that I conducted with Karen Lunsford — revisiting the original 1980s research
that Bob Connors and I did on student writing— shows the problems U.S.
college students are most likely to have in their writing today. In this book, a
special section on pp. 1-11 presents a quick guide to troubleshooting the Top
Twenty — with examples, explanations, and information on where to turn in
the book for more detailed information.

A focus on bridging social and academic writing. My recent research
shows that students today are writing more than any generation ever has, and
that they often make well-informed decisions in their social writing. The St.
Martin's Handbook helps students recognize and use the rhetorical strategies
that they employ in their extracurricular writing to create more effective aca-
demic writing,

A focus on helping students produce as well as consume texts. Many
students define good writing as active and participatory; they tell me that their
most important writing aims to “make something happen in the world.” Sample
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student writing in The St. Martin's Handbook reflects the writing students are
doing today, both in and out of class — from tweets and fundraising pages to
reports and literary analyses. And I encourage students throughout the book
to engage with issues and ideas that interest them and put their growing media
savvy and rhetorical smarts to good use!

Up-to-date advice on research and documentation. As best practices for
research continue to evolve, The St. Martin’s Handbook continues to offer excel-
lent coverage of library and online research to help students find authoritative
and credible information in any medium, plus advice on integrating sources,
avoiding plagiarism, and citing sources in MLA, APA, Chicago, and CSE docu-
mentation styles.

Comprehensive coverage of critical thinking and argument. Because
first-year writing assignments increasingly call for argument, The St. Martin’s
Handbook provides all the information student writers need to respond effec-
tively to their writing assignments, including practical advice on critical reading
and analysis of all kinds of texts, instruction on composing arguments, and two
complete student projects.

Essential help for writing in the disciplines. Student writers will find strat-
egies for understanding discipline-specific assignments, vocabulary, style, and
use of evidence, along with student writing assignments, including research
projects in MLA, APA, Chicago, and CSE styles; first-year writing assignments
in the humanities, social sciences, and natural sciences; and business docu-
ments, including traditional and creative résumés.

Unique coverage of language and style. Unique chapters on language
help students think about language in context and about the consequences that
language choices have on writers and readers. Boxed tips throughout the book
help students communicate effectively across cultures —and use varieties of
language both wisely and well.

A user-friendly, all-in-one index. Entries include both everyday words (such
as that or which) and grammatical terms (such as pronoun, which is defined in
the index), so students can find what they re looking for quickly and easily.

Get the most out of your course with
The St. Martin’s Handbook

Bedford/St. Martin’s offers resources and format choices that help you and your
students get even more out of your book and course. To learn more about or
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to order any of the following products, contact your Bedford/St. Martin’s sales
representative, email sales support (sales_support@bfwpub.com), or visit the
Web site at macmillanhighered.com/smh/catalog.

O LaunchPad for The St. Martin’s Handbook: Where
students learn

LaunchPad provides engaging media content and new ways to get the most out
of your course. Get an interactive e-book, and combine it with unique, book-
specific materials in a fully customizable course space; then assign and mix our
resources with yours.

« Multimedia selections. The St. Martin's Handbook offers videos of student
writers talking about their own processes, with reflective prompts for low-
stakes writing; student writing in many genres with activities; and tutorials
on topics like citing sources and using tools to create multimodal projects.

o Prebuilt units — including readings, videos, quizzes, discussion groups,
and more — are easy to adapt and assign by adding your own materials
and mixing them with our high-quality multimedia content and ready-made
assessment options, such as LearningCurve adaptive quizzing.

« LaunchPad also provides access to a gradebook that provides a clear win-
dow on the performance of your whole class, individual students, and even
individual assignments.

« A streamlined interface helps students focus on what’s due, and social
commenting tools let them engage with content, make connections, and
learn from each other. Use LaunchPad on its own or integrate it with your
school’s learning management system so that your class is always on the
same page.

To get the most out of your course, order LaunchPad for The St. Martin's Hand-
book packaged with the print book free for a limited time. (LaunchPad for The
St. Martin's Handbook can also be purchased on its own.) An activation code
is required. To order LaunchPad for The St. Martin’s Handbook with the print
book, use the following ISBN:

« with paperback book: ISBN 978-1-319-02137-5§
« with hardcover book: ISBN 978-1-319-02136-8

O LaunchPad media contents for The St. Martin’s
Handbook

To see a detailed list of the media activities that are available with this book, go
to macmillanhighered.com/smh8e, and click on the Resources tab.
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STUDENT WRITING MODELS
Annotated bibliography: Chan

Annotated bibliography
(reflective): Sriram

Annotations of scholarly article:
Sanchez and Lum

APA research project: Bell

Blog post: Nguyen

Chicago research project: Rinder
Close reading (literature): Sillay
Cover letter: Kung

Critical reading: Song

CSE research project: Hays
Early draft: Lesk

Final draft: Lesk

Lab report (chemistry):
Goldberg

VIDEOS OF STUDENT WRITERS

Brain mapping [on clustering]:
Nguyen

Correctness in context:
Bridgewater, Chen, Cuervels,
Murray, Quarta, Vanjani

Developing a sense of audience:
Chen, Garry, Harris, Lima,
Matalucci, McElligott, Murray,
Sherman, Vanjani

Facing a challenging argument:
Chilton

Filling in the gaps [on drafting]:
Chilton

Getting ideas from social media:
Chilton

If I were in the audience [on
presenting]: Chilton

MLA research project: Craig
Pitch package: Jane and Burke
Presentation: Song

Researched argument project:
Mercer-Golden

Résumés: Lange

Review of literature (biology):
Hays

Review of literature

(psychology): Redding

Review of literature (public
health): Bell

Rhetorical analysis: Ateyea
Synthesis project: Warner
Web site: Dart

Improving with practice: Ly
It’s hard to delete things: Song

Lessons from being a peer
reviewer: Edwards, Nguyen

Lessons from informal writing:
Edwards, Mercer-Golden

Lessons from peer review:
Mercer-Golden

Looking for the essential points
[on genres and media]: Song

Pay attention to what you're
interested in: Song

Presentation is performance:
Song

Researching something
exciting: Chilton
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Revision happens: Cuervels, Working with other people:
Diaz, Harris, Mackler, Edwards, Ly

Murray, Ramirez Writing for the real world: Song

Something to learn from each

Writing processes: Bridgewater,
other: Nguyen

Chen, Murray, Quarta,
This will take longer than Ramirez, Sherman, Vanjani
I thought [on planning]:

You just have to start: Nguyen
Mercer-Golden J sy

You want them to hear you [on

When to stop researching: slide design]: Song

Song

QUIZZES, VISUAL EXERCISES, TUTORIALS, AND LEARNINGCURVE
ADAPTIVE QUIZZING

Top Twenty contextualized editing quizzes

Storyboard visual exercises on rhetorical situations, creating a working
thesis, being a peer reviewer, getting help from peer reviewers, revising
and editing, critical reading, and synthesis

Tutorials on active reading, word processing, reading visuals, online
research tools, citation, presentations, audio editing, photo editing,
and job search

LearningCurve adaptive quizzing on twenty-nine topics (for a complete
list, see p. 818)

O Choose from alternative formats of
The St. Martin’s Handbook

Bedford/St. Martin’s offers a range of affordable formats, allowing students to
choose the one that works best for them. For details, visit macmillanhighered
.com/smh/formats.

« Hardcover or paperback. To order the paperback book with free LaunchPad
media access, use ISBN 978-1-319-02137-5. To order the hardcover book
with free LaunchPad media access, use ISBN 978-1-319-02136-8. (If you
prefer the paperback without free LaunchPad access, use ISBN 978-1-4576-
6726-8; for the hardcover without LaunchPad, use ISBN 978-1-4576-6724-4.)

« Bedford e-Book to Go. A portable, downloadable e-book is available at
about half the price of the print book.

« Other popular e-book formats. For details, visit macmillanhighered
.com/ebooks.
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O Instructor resources

You have a lot to do in your course. Bedford/St. Martin’s wants to make it easy
for you to find the support you need — and to get it quickly.

Teaching with Lunsford Handbooks is available as a PDF that can be down-
loaded from the Bedford/St. Martin’s online catalog at macmillanhighered
.com/smh/catalog. In addition to chapter overviews and teaching tips, the
instructor’s manual includes several sample syllabi, correlations to the Council
of Writing Program Administrators’ Outcomes Statement, and classroom activi-
ties. If you prefer a print copy, use ISBN 978-1-4576-8170-7.

Teaching Central offers the entire list of Bedford/St. Martin’s print and
online professional resources in one place. You'll find landmark reference works,
sourcebooks on pedagogical issues, award-winning collections, and practical
advice for the classroom — all free for instructors. Visit macmillanhighered
.com/teachingcentral.

O Be a part of Andrea’s teaching community

« Andrea Lunsford’s “Teacher to Teacher” channel on the award-
winning Bits blog brings you new suggestions for the classroom and
invites you to discuss ideas and events that are important to teachers of
writing. When classes are in session, look for multimodal composition
ideas on Andrea’s “Multimodal Mondays” channel. Join the Bits com-
munity to discuss revision, research, grammar and style, technology, peer
review, and much more. Take, use, adapt, and pass the ideas around. Then
come back to the site to comment or share your own suggestion. Visit
bedfordbits.com.

« Andrea is on Twitter! Follow @Lunsfordhandbks to keep up with Andrea’s
tweets.

« Andrea Lunsford’s author page on Facebook also offers regular updates and
links. Find Andrea at facebook.com/AndreaALunsford.

Acknowledgments
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est sense of the word. For this edition, I am enormously indebted to Carolyn
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Ryan Sullivan has managed the entire book from manuscript to bound book
with skill and grace — and together with Steve Cestaro has made an enormously
complex project run smoothly. Wendy Polhemus-Annibell, the Handbook’s tal-
ented copyeditor, and Allison Hart, the new media production editor, have also
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has offered advice on the media content and developed tutorials, and to Leah
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indebted to Claire Seng-Niemoeller; for the cool cover, to William Boardman;
for the endlessly fascinating part opener images, to photographer Mike Enright
and photo stylist Barbara Lipp; and for sage advice on all design-related mat-
ters, to Anna Palchik. I am fortunate indeed to have had Jane Helms and Emily
Rowin on the marketing team; in my experience, they set the standard. And, as
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For this edition, I owe special thanks to Keith Walters and to Christine Tardy,
both of whom provided extremely helpful advice on integrating the content for
multilingual writers. Special thanks also go to Alyssa O’Brien, Lisa Dresdner, and
Michael Moore for their work on Teaching with Lunsford Handbooks; to Mike
Hennessy for his tutorial in the Handbook; to Adam Banks, with whom I taught a
course at Bread Loaf during summer 2014 that taught me as much as it did our stu-
dents; and to Karen Lunsford, Paul Rogers, Jenn Fishman, Laurie Stapleton, Erin
Krampetz, and Warren Liew, my partners in ongoing research on student writing,
As always, I am extremely fortunate to have had the contributions of very fine
student writers, whose work appears throughout this text or in its accompanying
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native and carefully researched essay appears in Chapters 2-6, and to Shugiao
Song, whose essay and multimedia presentation on Alison Bechdel’s Fun Home
enliven Chapters 7 and 16. And for this edition, I am also indebted to students
who agreed to talk on video about their writing processes: Jamie Bridgewater,
Yishi Chen, Cyana Chilton, Matteo Cuervels, Ayadhiri Diaz, Halle Edwards, John
Garry, Ashley Harris, Isaias Lima, Brandon Ly, Keith Mackler, Luisa Matalucci,
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O Reviewers

For The St. Martin’s Handbook, we have been blessed with a group of very special
reviewers whose incisive comments, queries, criticisms, and suggestions have
improved this book immeasurably: Joann Allen, Oral Roberts University; Shan
Ayers, Berea College; Paul Baggett, South Dakota State University; Rachael
Bailey, Purdue University; Paula Barnes, Hampton University; Andrew Baskin,
Berea College; Tanya Bennett, University of North Georgia; Curtis Bobbitt,
University of Great Falls; Michelle Boucher, Southwestern College; Erin Breaux,
South Louisiana Community College; Ellie Bunting, Florida SouthWestern
State College; Mary Jo Caruso, Manhattanville College and Vaughn College
of Aeronautics and Technology; P.J. Colbert, Marshalltown Community Col-
lege; Rick Cole, Boston University; Elizabeth Devore, Kent State University
at Ashtabula; Lisa Diehl, University of North Georgia; Dianne Donnelly,
University of South Florida; Darrell Fike, Valdosta State University; Nathan
Fink, DePaul University; Sherry Forkum, Santa Rosa Junior College; Wanda
Fries, Somerset Community College; Chad Fulwider, Centenary College of
Louisiana; Royce Grubic, Western New Mexico University; Jeff Harris, Somerset
Community College; Holly French Hart, Bossier Parish Community College;
Deana Holifield, Pear] River Community College; Matt Hurwitz, University of
Massachusetts Lowell; Lutfi Hussein, Mesa Community College; Guillemette
Johnston, DePaul University; Jean-Marie Kauth, Benedictine University; Casey
Kayser, University of Arkansas; Michael Keller, South Dakota State University;
Marsha Kruger, University of Nebraska Omaha; Alexander Kurian, North
Lake College; Susan Lang, Texas Tech University; John Levine, University of
California-Berkeley; Brooke Lopez, University of Texas at San Antonio; Kevin
Lyon, DePaul University; Cynthia Marshall, Wright State University; Angela
Miss, Belmont Abbey College; Dhrubaa Mukherjee, Texas A&M University;
Courtney Mustoe, University of Nebraska Omaha; Beverly Neiderman, Kent
State University; William Quirk, Rider University; Matthew Parfitt, Boston
University; Charlene Pate, Point Loma Nazarene University; Sabrina Peters-
Whitehead, University of Toledo; Karen Roop, University of North Georgia;
Nathan Serfling, South Dakota State University; Marilyn Seymour, Newberry
College; Erin Smith, University of Arkansas; Jimmy Smith, Union College;
Wes Spratlin, Motlow State Community College; Matthew Stewart, Boston
University; Linda Van Buskirk, Cornell University; Bobby Vasquez, University
of Nebraska Omaha; and Nicole Wilson, Bowie State University.

Finally, I wish to offer very special thanks to the extraordinary community
of teacher-researchers at the Bread Loaf Graduate School of English, whose
responses to this text have helped to shape and refine its goals.

I could go on and on in praise of the support and help I have received, for
I am fortunate to be part of a unique scholarly community, one characterized
by compassion as well as passionate commitment to students and to learning,. I
remain grateful to be among you.

Andrea A. Lunsford
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USE THIS BOOK

The main goal of The St. Martin’s Handbook is to help you become a more effec-
tive writer, throughout and beyond your student years. To reach that goal, take a
few minutes to learn what’s in your handbook and how to find it quickly. If you
learn to use this tool, it will serve you well any time you need reliable answers to
your questions about writing for years to come.

Finding help

Depending on what information or advice you're looking for, you may want to
consult any or all of the following:

« BRIEF CONTENTS Inside the front cover is a brief table of contents, which lists
general contents. Start here if you're looking for advice on a broad topic, and
then just flip to the chapter. The tabs at the top of each page tell you where
you are.

« CONTENTS Ifyou're looking for specific information, the detailed table of
contents inside the back cover lists chapter titles and major headings.

o THE TOP TWENTY On pp. 1-11 is advice on the twenty common problems
teachers are most likely to identify in academic writing by first-year stu-
dents. The Top Twenty provides examples and brief explanations to guide
you toward recognizing, understanding, and editing these common errors.
Cross-references point to other places in the book where you’ll find more
detailed information.

« MEDIA CONTENT In the preface and in the directory at the back of the book,
you can find a list of all the integrated media — videos about writing issues,
exercises, adaptive quizzing, student writing models, tutorials, and more.
Cross-references at the bottom of a page direct you to macmillanhighered
.com/smh8e for media content related to that section of the book.

« DOCUMENTATION NAVIGATION Each documentation section has its own
color-tabbed pages; look for directories within each section to find models
for citing your sources. Color-coded source maps walk you through the pro-
cess of citing sources.

« GLOSSARY OF USAGE This glossary, on the pages before the index, gives help
with commonly confused words.

« GLOSSARY/INDEX The index lists everything covered in the book. You can
find information by looking up a topic or, if you're not sure what your topic
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is called, by looking up the word you need help with. The index doubles as a
glossary that defines important terms.

DIRECTORY The directory at the end of the book (after the index) lists types
of content you may need to find quickly in the print book and identifies the

complete contents of the digital media for The St. Martin's Handbook.

FOR CONTENT IN THE PRINT BOOK FOR CONTENT IN LAUNCHPAD MEDIA
For Multilingual Writers model student writing with
content (boxed tips and activities

sections of special interest to
multilingual students)

Talking the Talk boxes

Considering Disabilities boxes

videos of student writers
tutorials

quizzes and visual exercises
LearningCurve adaptive quizzing

REVISION SYMBOLS The symbols at the end of the directory can help you
understand markings an instructor or a reviewer may make on your draft.

Page navigation help

These descriptions correspond to the numbered elements on p. xix.

GUIDES ON EVERY PAGE Headings on the left-hand page tell you what part
and chapter you're in, while headings on the right identify the section. Red
tabs identify the chapter number and section letter. The page number
appears at the outside edge of the page.

MULTILINGUAL WRITERS ICONS Help for speakers of all kinds of English,

and from all educational backgrounds, is integrated throughout the book.
Content that may be of particular interest to international students and other
English language learners is identified with the “Multilingual” icon. Boxed
tips for multilingual writers set off additional help. A directory to all con-
tent for multilingual writers appears on p. 814.

HAND-EDITED EXAMPLES Example sentences are hand-edited in blue, allow-
ing you to see an error or nonstandard usage and its revision at a glance.
Pointers and boldface type make examples easy to spot on the page.

QUICK HELP AND BOXED TIPS Many chapters include Quick Help content
that provides an overview of important information. Look under “Quick
Help” in the index to find a list. Talking the Talk boxes offer help with aca-
demic language and concepts. Considering Disabilities boxes offer tips on
making your work accessible to audiences with different abilities.

CROSS-REFERENCES TO MEDIA CONTENT Cross-references at the end of a page
point to videos, LearningCurve quizzing, student writing models, and more.
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564 GRAMMAR  Nouns and Noun Phrases } Using aticles 565
« all, both, cach, v either, no, neith Iy (a) few, If you want to speak of an indefinite quantity rather than just one indefinite
(a) little, several, enough thing, use some or any with a noncount noun or a plural count noun. Use any in
+ the numerals one, fwo, etc. negative sentences and questions.

. . . . © This stew needs some more salt.
0 Using determiners with singular count nouns

Every singular count noun must be preceded by a determiner. Place any adjec-
tives between the determiner and the noun.

© This stew doesn't need any more salt.

°c ister o Using the

he Use the definite article the with both count and noncount nouns whose identity
© growing population. is known or is about to be made known to readers. The necessary information

- for identification can come from the noun phrase itself, from elsewhere in the
text, , from I knowledy from ati

that
© old neighborhood

T Duinell

© Let’s meetat foumain in front of Dwinelle Hall.
o Using determiners with plural nouns or noncount nouns "

Noncount and plural nouns sometimes have determiners and sometimes do . . ) N
not. For example, This research is important and Research is important are both ° it anearby
acceptable but have different meanings. .  aithoogh damage.

T by the, which d
the previous sentence, where the store is irst identified.

38c Using articles
es (4 an, and the) are a type of determiner.In English, choosing A
article touse— it “The context shows that she
there are exceptions, the following general gmdslmes can help. ) The pope

Popeis expected to visit Africa in October.

the
© She asked him to shut door when he left her office.

sreferring to her office door.

0 Using a or an There isonly one living pope.

Use the indefinite articles a and an with
a consonant sound (a car) and an before a v n the choir.
sound rather than spelling: a house, an hour:

+ Quotti s the noun singer
Aor antells readers they do not have enoug 716 PUNCTUATION * Quotation Marks b '8

cally what the noun refers to. Compare these s{ 4

© Ineedanew coat for the winter. |4
© Tsawa coat that Iliked at Dayton's, but

QUOTATION MARKS. nouns can be used without an article when making

enlunhgmy X English (*")
Th h French,f !
- certain but death and taxes.
nite to the writer and the reader, it is used witl{ i cmmn, quotations take ‘p‘ﬂ level marks (»"). 4 __BENJAMIN FRANKLIN
refers to an actual coat, but since the writer c
which one, it is used with a rather than the, icular death or specific taxes but to death and taxes in

with death or with fases.

177 story)

Making emotional appeals
[he Denial Twist.”

y

CONSIDERING DISABILITIES | DESCRIPTION tion.”

dass &
ng N |z describes his

A s ivory

subjected to danger), decide which emotions the intended audience would be

jsion series, books,

language
208 RESEARCH + Conducting Research AN Usingprepostionsdomaticaly 621
| 4 In some other languages (Spanish, for instance), these sentences might all use
TALKING THE TALK | WIKIS AS SOURCES ith prep . prep
vikeds 2 Wikis ae sites erhand, the wrie sitions in another language will help in English.
1 et and the negative on
oy i I true that Wikipedi o e s o the writer gmigjr © 1s thata ruby ring in your inger?
Butyou can never be hatinrs There is no easy solution to the challenge of using English prepositions idio-
‘matically. However, th ke learning idi
’ alls on you to con.
P alls on prepositions less troublesome.
youfind there. y stick to standar
4 o the universiy
Strategies for learning prepositions idiomatically

and media conten

1. Keep in mind typical examples of each preposition.
audiences will se
Some scholarly journals (such as those from Berkeley Electronic Press) e Wil N The peaches are in the refrigerator.

and general-interest magazines (including Slate and Salon) are published only There are still some pickles n the jr.

read your witing| The book you are looking for is i the bookcase.

land people whos Here the object of the preposition in is a container that encloses some-
ument public, tak thing,

pop!
available free on the Web.

L ur appeals fir ang
11e Conducting field research like Facebook, asH
ch those you mos

ON The peaches are on the table.

There are still some pickles on the plate.
For many research projects, you will need to collect field data. The “field” may The book you are looking for is on the top shelf.
be many things —a classroom, a church, a laboratory, or the corner grocery

store. As student David Craig discovered, it may even be a collection of instant Hare the object of the praposition ans a horizontal surface that supports

something with which it is in direct contact.

messages from the Inernet. As 2 feld rescarcher, then, you need to discover e ortios nd
find i rovide earn other exampl similarities an

the best information. P an argument. Tc in meaning.

If you decide to conduct field research, check with your instructor about m‘f"h}r o ":"’ IN You shouldn't drive in a snowstorm.

appeal. Consider]
whether your school has a review board that will need to approve your data- o artanned by Here there is no container, but like a container, the falling snow surrounds
gathering plan. 8 the driver. The preposition in is used for other weather-related expressions
as well: in a tornado, in the sun, in the rain.

o Conducting interviews ON I that a diamond ring on your finger?
Some information s best obtained by interviewing — asking direct questions The preposition on i used to describe things we wear: the hat on his head,
of other people. If you can talk with an expert in person, on the telephone, or the shoes an her feet, the tattoo on his bact
online, you might get information you could not have obtained through any 3. Use your imagination to create mental images that can help you
other kind of research. remember figurative uses of prepositions.

Your firststep s to find i N Michael s in love.

names of people you might contact directly? Brainstorm for additional names,
looking for authorities on your topic and people in your community, such as
faculty members, war veterans, or food pantry volunteers. Once you identify
some promising possibilities, write, telephone, or email them to see whether
You can arrange an interview.

The preposition ini often used to describe a state of being: in love, in
pain, in a panic. As a way to remember this, you might imagine the person
immersed in this state of being >

macmillanhighered.com/smh
¥4 43, repostions > LeaingCurve > rpesiions for mulingul wrers

XiX
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A tutorial on using The St. Martin’s Handbook,
Eighth Edition
For this book to serve you well, you need to get to know it — to know what’s

inside and how to find it. The following tutorial is designed to help you familiar-
ize yourself with The St. Martin’s Handbook.

GETTING STARTED WITH THE ST. MARTIN’S HANDBOOK

1. Where will you find advice on identifying the top twenty issues that instructors
are most likely to consider problems in student writing?

2. Where will you find advice on revising a rough draft of an essay?
3. Where can you find out what a comma splice is and how to fix one?

4. Where will you find guidelines on how to include quotations in your project
without plagiarizing?

PLANNING AND DRAFTING

5. Where in the Handbook can you find advice on brainstorming to explore a topic?
6. Where can you find general guidelines for developing effective paragraphs?

7. Your instructor wants you to adapt your print essay into a multimodal presenta-
tion. Where would you find an example of this kind of presentation?

DOING RESEARCH

8. You have a topic for your research project, but your instructor asks you to
narrow it down. What help can you find in the Handbook?

9. Your midterm assignment is a group research project, and you've been
assigned to a group with students who have very different majors and live on
and off campus. Where in your handbook can you find advice for planning and
conducting research as a group?

10. What information can you find in the Handbook for keeping track of your
research?

11. Your instructor has reviewed your bibliography and has asked you to replace
some popular sources with scholarly sources, but you're not sure how to iden-
tify the differences. Where can you find help in distinguishing them?

12. You are unsure whether you need to cite a paraphrase from a magazine article.
Where can you find the answer in the Handbook?

13. Your instructor has asked you to use MLA style. Where can you find guidelines
for documenting information from an article on a Web site?

XXi



xxii How to Use This Book

REVIEWING, REVISING, AND EDITING

14.

15.

16.

17.

18.

Your instructor asks your class to work in small groups to review each others’
drafts of a writing project. You aren’t sure where to begin or what kinds of
issues to comment on. Where can you find guidelines for peer review?

You need advice on using appropriate prepositions in academic writing—either
because you grew up speaking a language other than English at home or
because you are used to different informal idioms. Where can you look?

Your instructor has written wrdy next to this sentence: The person who wrote
the article is a scientist who makes the argument that it seems as though the
scientific phenomenon of global warming is becoming a bigger issue at this
point in time. Where do you look in your handbook for help responding to your
instructor’s comment?

As you edit a final draft, you stop at the following passage: Because the actor
had a reputation for delivering Oscar-worthy performances. He received the
best roles. How do you find out if this is a sentence fragment and what you
should do if it is?

You have finished your essay and decide to use an unusual font to make your
essay more visually appealing. Is it a good idea to use this font? What informa-
tion does the Handbook provide?

MEETING YOUR INSTRUCTOR’S EXPECTATIONS

19.

20.

21.

22.

You are required to turn in a portfolio of writing samples at the end of the
semester, but you're not sure what to include. What advice can your handbook
give you about building a portfolio?

Your instructor returns a draft to you and says that your paper contains mostly
summary and that you need to do more critical thinking and analysis. Where
can you look for information on how to read and write critically?

You've learned a lot by looking at the samples of good writing that your
instructor has shared with the class. Where in the Handbook can you find more
sample student work?

Your professor has created a blog with a discussion forum, and you are
required to comment on the week’s discussion topic. You're not sure how to
write online as part of a class requirement. Where in the Handbook can you
look for help?

WRITING IN ANY DISCIPLINE

23.

You need to write a paper for your sociology class, but you've never written
a sociology paper before, and you're unsure what kind of evidence to use.
Where can you look for help in the Handbook?
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24. For a chemistry course, you're writing a lab report, and your instructor wants
you to include a table to detail the results of your experiment. Where can you
look in your handbook for help incorporating visuals?

25. You're used to writing online for social media sites, but you aren’t sure what
“normal” academic writing should look like. Where can you look in your hand-
book to help you figure out how to write for an academic audience?

USING MULTIMEDIA RESOURCES IN YOUR LAUNCHPAD

26. The tutor at your school’s writing center suggested that you work on using
active verbs in your writing. Where can you find quizzes that will help you?

27. Your instructor assigned a research project, but you can’t decide on a topic.
Where can you find a video that might help you figure out what topic would
work for you?

28. Before you write a research essay, you want to see how another student has
incorporated sources. Where can you find an interactive activity that will help
you analyze how a student uses evidence?
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Answer key

. “The Top Twenty” on pp. 1-11.
(Searching for common errors in the
index also points students toward
“The Top Twenty”)

. Chapter 4, “Reviewing, Revising,
Editing, and Reflecting””

. Chapter 46, “Comma Splices and
Fused Sentences” (comma splice in the
index also helps you find this infor-
mation quickly). Or look at “The
Top Twenty” — “comma splice” is
item 16.

. Chapter 13, on integrating sources
into your writing, gives advice on
how to use quotations correctly to
strengthen your writing. Chapter 14
focuses on using sources ethically and
avoiding plagiarism.

. Looking up brainstorming in the index
leads you to section 3a, on exploring a
topic. A cross-reference in this section
directs you to videos of students talking
about their writing processes, accessible
by logging in at macmillanhighered
.com/smhS8e.

. Looking up paragraphs in the index
leads you to Chapter 5, on developing
paragraphs. (Check the Quick Help
box at the beginning of the chapter
for a list of questions that will help
you compose effective paragraphs
and direct you to other sections in
Chapter S where you can get more
help.)

. Looking for presentations in the index
will lead you to Chapter 17 on pre-
sentations. The LaunchPad media at
macmillanhighered.com/smh8e
includes both the print essay Shugiao
Song wrote about Fun Home and the
multimodal presentation she created
from her essay.

. Searching for narrowing a topic in the
index will lead you to 3b, “Narrowing
a topic.”

10.

11.

12.

13.

14.

. Chapter 6, “Working with Others,”

can help you plan collaborative proj-
ects in college, divide work effectively,
and accommodate your group mem-
bers’ talents and needs.

Skimming the brief table of contents
under the header “Doing Research
and Using Sources” leads you to
Chapter 12; section 12c explains how
to keep a working bibliography, and
12g covers taking notes and annotat-
ing sources.

Consulting the index under either
popular sources or scholarly sources
leads you to 11a, “Differentiating
kinds of sources,” where you can find
information on identifying the two
types of sources.

For guidance on whether to cite

the article, use the index to find
acknowledgment required for under
paraphrases, which points you to sec-
tion 14b, “Knowing which sources

to acknowledge.” To be sure you've
paraphrased acceptably, look under
paraphrases in the index for acceptable
and unacceptable. This will lead you
to section 12g, which shows you how
to paraphrase without inadvertently
plagiarizing your source.

The table of contents leads you to

the green-tipped pages in Chap-

ter 32, which provide a full discussion
of MLA documentation conventions.
The directory to MLA style for a list
of works cited in 32d points you to
the models for documenting Web site
sources on a works-cited page. The
source map on pp. 432-33 provides a
visual guide to locating the informa-
tion you need.

Looking up peer review in the index
will lead you to the Quick Help box
in 4b that provides guidelines for
reviewers.



15.

16.

17.

18.

19.

20.

In Chapter 43, “Prepositions and
Prepositional Phrases,” a Quick

Help box gives strategies for using
prepositions idiomatically. A cross-
reference in Chapter 43 also lets you
know that there is a LearningCurve
activity on prepositions for multilin-
gual writers at macmillanhighered
.com/smh8e. To find help especially
suited for multilingual writers, consult
the directory of content for multilin-
gual writers at the back of the book.

Alist of revision symbols appears
in the directory at the back of the
Handbook. Consulting this list tells
you that wrdy refers to “wordy” and
that wordy writing is addressed in
Chapter 50, on conciseness.

The table of contents leads you to
Chapter 47, “Fragments,” where you
will find examples of sentence frag-
ments and several options for revising
them.

Looking up fonts or type in the index
will take you to an entry on choos-
ing appropriate formats in 16¢, on
formatting print and digital texts. The
information under “Choosing type
sizes and fonts” in section 16¢ points
out that most college writing requires
a standard font and that unusual fonts
may be difficult to read.

Scanning the table of contents or
searching for portfolios in the index
will lead you to Chapter 25, which
includes information on creating
portfolios as well as examples of a
student’s portfolio cover letter and a
student’s portfolio home page.

Part 2 (Chapters 7-9) addresses
critical thinking and argument, and
Chapter 7, “Reading Critically,”
includes sections on summarizing
texts (7d) and analyzing texts (7e).
These include instructions and
student writing samples to help you
distinguish between summarizing and
analyzing.

21.

22.

23.

24.

2S.
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Student writing is listed in small
capital letters in the table of contents.
Searching for student writing in the
index will also lead you to the direc-
tory of student writing in the back of
your book. This lists all the samples
you can find in your text, as well as
those available in the LaunchPad
media at macmillanhighered.com
/smh8e.

Chapter 1, “Expectations for College
Writing,” has helpful advice you

can use for any college writing. In
particular, section 1f on using media
effectively provides guidelines for
writing in online discussion lists,
forums, and comments.

Part S (Chapters 19-26) covers writ-
ing in the disciplines. Section 19f
focuses on using appropriate evidence
in all academic work, and Chapter 21
is dedicated to writing for the social
sciences. Searching for social sciences
in the index will also lead you to this
chapter. Check the orange-tipped
pages of Chapter 33 for instruction

in using APA style, which includes
examples of the types of evidence you
might cite in a social science project.

Check the index for tables or visuals
and media to find section 16d on con-
sidering visuals and media. A Quick
Help box in this section will remind
you to check Chapters 32-35 on
documentation. Chapter 35 gives you
guidelines for using tables and other
visuals in a CSE-style formatted doc-
ument. In addition, the LaunchPad
media at macmillanhighered.com
/smh8e includes a student’s chem-
istry lab report that can serve as a
model for your own writing.
Browsing the table of contents, you’ll
see that Chapter 1 covers expecta-
tions for college writing — section

la discusses moving between social
and academic writing. For more

help thinking about writing for a
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26.

27.

specific audience, check the index for
audience.

Check the directory at the back of
the book to find a list of topics for
LearningCurve adaptive quizzes
(you can also look in the Resources
tab of the LaunchPad media at
macmillanhighered.com/ smh8e).
The LearningCurve activities on
“Active and passive voice” and “Verbs”
can both help you practice.

If you navigate to LaunchPad at
macmillanhighered.com/smh8e,
clicking on the Resources tab and
then on “Content by type” will lead
you to a list of videos of student

writers discussing relevant topics,
including “Pay attention to what
you're interested in” and “Researching
something exciting.” In the print
Handbook, topics with accompanying
videos are indicated with a cross-
reference at the bottom of the page.

. Go to macmillanhighered.com

/smh8e, and look for student writing
in the Resources tab. You'll find sev-
eral models that ask you to consider
a student research project, including
an analysis activity that allows you to
evaluate Benjy Mercer-Golden’s use
of sources in his argument paper.
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A Quick Guide to

Troubleshooting Your
Writing

ALTHOUGH MANY PEOPLE THINK of correctness as absolute, based on
unchanging rules, instructors and students know that there are rules,
but they change with time. “Is it okay to use I in essays for this class?” asks
one student. “My high school teacher wouldn’t let us.” In the past, use of first
person was discouraged by instructors, sometimes even banned. But today,
most fields accept such usage in moderation. Such examples show that rules
clearly exist but that they are always shifting and that they thus need our
ongoing attention.

The conventions involving surface errors— grammar, punctuation, word
choice, and other small-scale matters — are a case in point. Surface errors don't
always disturb readers. Whether your instructor marks an error in any particular
assignment will depend on his or her judgment about how serious and distract-
ing it is and what you should be giving priority to at the time. In addition, not all
surface errors are consistently viewed as errors: some of the patterns identified in
the research for this book are considered errors by some instructors but as stylistic
options by others.

Shifting standards do not mean that there is no such thing as correctness in
writing — only that correctness always depends on some context. Correctness is not
so much a question of absolute right or wrong as of the way the choices a writer
makes are perceived by readers. As writers, we all want to be considered compe-
tent and careful. We know that our readers judge us by our control of the conven-
tions we have agreed to use, even if the conventions change from time to time.

To help you in producing writing that is conventionally correct, you
should become familiar with the twenty most common error patterns among
U.S. college students today, listed on the next page in order of frequency.
These twenty errors are the ones most likely to result in negative responses
from your instructors and other readers. A brief explanation and examples
of each error are provided in the following sections, and each error pattern is

1
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cross-referenced to other places in this book where you can find more detailed
information and additional examples.

E The Top Twenty

. Wrong word

. Missing comma after an introductory element
. Incomplete or missing documentation

. Vague pronoun reference

. Spelling (including homonyms)

. Mechanical error with a quotation

. Unnecessary comma

. Unnecessary or missing capitalization

NV 00 N O 1 A W N -

. Missing word

Y
o

. Faulty sentence structure

-
-

. Missing comma with a nonrestrictive element

=
N

. Unnecessary shift in verb tense

=
w

. Missing comma in a compound sentence

-
H

. Unnecessary or missing apostrophe (including its/it’s)

=
o

. Fused (run-on) sentence

-
o

. Comma splice

-
N

. Lack of pronoun-antecedent agreement

=
]

. Poorly integrated quotation

-
0

. Unnecessary or missing hyphen

N
o

. Sentence fragment

1 Wrong word

precedence
© Religious texts, for them, take prescience over other kinds of sources.

A
Prescience means “foresight,” and precedence means “priority of importance.”

allergy
© The child suffered from a severe allegery to peanuts.
A

Allegory, which refers to a symbolic meaning, is a spell checker’s replacement for a
misspelling of allergy.

of
© The panel discussed the ethical implications en the situation.
A
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Wrong-word errors can involve using a word with the wrong shade of meaning,
aword with a completely wrong meaning, or a wrong preposition or word in an
idiom. Selecting a word from a thesaurus without being certain of its meaning
or allowing a spell checker to correct your spelling automatically can lead to
wrong-word errors, so use these tools with care. If you have trouble with prepo-
sitions and idioms, memorize the standard usage. (See Chapter 30 on choosing
the correct word, 31f on using spell checkers wisely, and Chapter 43 on using
prepositions and idioms.)

2 Missing comma after an introductory element
© Determined to get the job done, we worked all weekend.

© In German, nouns are always capitalized.
A

Readers usually need a small pause between an introductory word, phrase,
or clause and the main part of the sentence, a pause most often signaled by
a comma. Try to get into the habit of using a comma after every introduc-
tory element. When the introductory element is very short, you don’t
always need a comma after it. But you're never wrong if you do use a comma.

(See 54a.)

3 Incomplete or missing documentation

© Satrapi says, “When we're afraid, we lose all sense of analysis and
63).
reflection/”
A
The writer is citing a print source using MLA style and needs to include the page
number where the quotation appears.

© According to one source, James Joyce wrote two of the five best novels

(“100 Best Novels”).
of all time/

A
The writer must identify the source. Because “100 Best Novels” is an online source,
no page number is needed.

Be sure to cite each source as you refer to it in the text, and carefully follow
the guidelines of the documentation style you are using to include all the infor-
mation required (see Chapters 32-35). Omitting documentation can result in
charges of plagiarism (see Chapter 14).
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4 Vague pronoun reference

POSSIBLE REFERENCE TO MORE THAN ONE WORD

© Transmitting radio signals by satellite is a way of overcoming the

the airwaves
problem of scarce airwaves and limiting how they are used.

A
Doses they refer to the signals or the airwaves? The editing clarifies what is being limited.

REFERENCE IMPLIED BUT NOT STATED
a policy
© The company prohibited smoking, which many employees resented.

A
What does which refer to? The editing clarifies what employees resented.

A pronoun — a word such as she, yourself, her, it, this, who, or which— should refer
clearly to the word or words it replaces (called the antecedent) elsewhere in the
sentence or in a previous sentence. If more than one word could be the ante-
cedent, or if no specific antecedent is present in the sentence, edit to make the
meaning clear. (See 41h.)

Spelling (including homonyms)

bear
No one came forward to bare witness to the crime.
A
Reagan

5
[>)
© Ronald Regan won the election in a landslide.
[>)
[>)

A
Everywhere
we went, we saw crowds of tourists.
A
until
The wolves stayed untill the pups were able to leave the den.
A

The most common kinds of misspellings today are those that spell checkers can-
not identify. The categories that spell checkers are most likely to miss include
homonyms (words that sound alike but have different meanings); compound
words incorrectly spelled as two separate words; and proper nouns, particularly
names. Proofread carefully for errors that a spell checker cannot catch — and be
sure to run the spell checker to catch other kinds of spelling mistakes. (See 31f.)

6 Mechanical error with a quotation

O “Igrew up the victim of a disconcerting confusion,”/Rodriguez says (249).
A

The comma should be placed inside the quotation marks.
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“

O Captain Renault (Claude Rains) says that he is shocked — shocked!

to find gambling going on in here” (Casablanca).

Both the beginning and the end of the quotation (from the film Casablanca) should
be marked with quotation marks.

Follow conventions when using quotation marks with commas (54i), semico-
lons (55¢), question marks (56b), and other punctuation (58e). Always use
quotation marks in pairs, and follow the guidelines of your documentation style
for block quotations and poetry (58a). Use quotation marks to mark titles of
short works (58b), but use italics for titles of long works (62a).

7 Unnecessary comma

BEFORE CONJUNCTIONS IN COMPOUND CONSTRUCTIONS THAT ARE NOT
COMPOUND SENTENCES

© This conclusion applies to the United States/and to the rest of the world.

same verb, applies.

WITH RESTRICTIVE ELEMENTS

© Many parents/ of gifted children/do not want them to skip a grade.

No comma is needed to set off the restrictive phrase of gifted children; it is necessary
to indicate which parents the sentence is talking about.

Do not use commas to set off restrictive elements — those necessary to the mean-
ing of the words they modify. Do not use a comma before a coordinating conjunc-
tion (and, but, for, nor, or, so, yet) when the conjunction is not joining two parts of
a compound sentence. Do not use a comma before the first or after the last item
in a series, and do not use a comma between a subject and verb, between a verb
and its object or complement, or between a preposition and its object. (See 54k.)

8 Unnecessary or missing capitalization

traditional medicines ephedra
© Some Traditional Chinese Medicines containing Ephedra remain legal.
A A A

Capitalize proper nouns and proper adjectives, the first words of sentences, and
important words in titles, along with certain words indicating directions and
family relationships. Do not capitalize most other words, and proofread to make
sure your word processor has not automatically added unnecessary capitalization
(after an abbreviation ending with a period, for example). When in doubt, check
a dictionary. (See Chapter 60.)
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9 Missing word

against
© Thesite foreman discriminated women and promoted men with less
A

experience.

s0
© Christopher’s behavior becomes bizarre that his family asks for help.

Be careful not to omit little words, including prepositions (43a), parts of two-
part verbs (43b), and correlative conjunctions (36g). Proofread carefully for
any other omitted words, and be particularly careful not to omit words from
quotations.

10 Faulty sentence structure

High
O Theinformation-whichhigh school athletes are presented with mainly
A they
includes information on what credits needed to graduate, and thinkingabout

colleges to try A how to
thecollege which athletesare trying to play for, and apply.

and
© People who use marijuana may build up a tolerance for it will want a

stronger drug.

When a sentence starts out with one kind of structure and then changes to
another kind, it confuses readers. If readers have trouble following the meaning
ofyour sentence, read the sentence aloud and make sure that it contains a subject
and averb (37a and b). Look for mixed structures (49a), subjects and predicates
that do not make sense together (49b), and comparisons with unclear mean-
ings (49e). When you join elements (such as subjects or verb phrases) with a
coordinating conjunction — and, but, for, nor, or, so, or yet — make sure that the
elements have parallel structures (45b).

11 Missing comma with a nonrestrictive element

© Marina, who was the president of the club, was first to speak.

A A
The reader does not need the clause who was the president of the club to know the
basic meaning of the sentence: Marina was first to speak.

A nonrestrictive element is not essential to the basic meaning of a sentence.
If you remove a nonrestrictive element, the sentence would still make sense.
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Use commas to set off any nonrestrictive elements from the rest of a sentence.

(See 54d.)

12 Unnecessary shift in verb tense

© Afew countries produce almost all of the world’s illegal drugs, but

affects
addiction affected many countries.

A

slipped _fell
© Priya was watching the great blue heron. Then she slips and falls into

the swamp.

Verb tenses tell readers when actions take place: saying Ron went to school in-
dicates a past action whereas saying he will go indicates a future action. Verbs
that shift from one tense to another with no clear reason can confuse readers.
(See 44a.)

13 Missing comma in a compound sentence

© The words “I do” may sound simple, but they mean a life commitment.
A

© Meredith waited for Samir, and her sister grew impatient.

A
Without the comma, a reader may think at first that Meredith waited for Samir and
her sister.

A compound sentence consists of two or more parts that could each stand alone
as a sentence. When the parts are joined by a coordinating conjunction — and,
but, so, yet, or, nor, or for— use a comma before the conjunction to indicate a
pause between the two thoughts. In very short sentences, the comma is optional
if the sentence can be easily understood without it. Including the comma, how-
ever, will never be wrong. (See S4c.)

14 Unnecessary or missing apostrophe
(including its/ it’s)

child’s
© Overambitious parents can be very harmful to a ehilds well-being.
A
Mets’
© Matt Harvey has been one of the Met’s most electrifying pitchers.

A
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s

ts
Its a white 2004 Passat.

A

its
© The car is lying on it’s side in the ditch.
A

hers.
© She passed the front runner, and the race was her’s:

A
To make a noun possessive, add either an apostrophe and an -s (Ed’s book) or an
apostrophe alone (the boys’ gym). Do not use an apostrophe with the possessive
pronouns ours, yours, hers, its, and theirs. Use its to mean belonging to it; use it’s
only when you mean it is or it has. (See Chapter 57.)

15 Fused (run-on) sentence

He
© The current was swift. he could not swim to shore.
A
but
© Klee’s paintings seem simple, they are very sophisticated.
A
Although she
© She doubted the value of meditation, she decided to try it once.

A A
A fused sentence (also called a run-on sentence) is created when clauses that
could each stand alone as a sentence are joined with no punctuation or words
to link them. Fused sentences must either be divided into separate sentences or
joined by adding words, punctuation, or both. (See Chapter 46.)

16 Comma splice

© Westward migration had passed Wyoming by/; even the discovery of gold

in nearby Montana failed to attract settlers.

for
© Iwasstrongly drawn to her, she had special qualities.

that
© We hated the meat loaf/ the cafeteria served it every Friday.

A
A comma splice occurs when only a comma separates clauses that could each
stand alone as a sentence. To correct a comma splice, you can insert a semicolon
or period, connect the clauses clearly with a word such as and or because, or
restructure the sentence. (See Chapter 46.)
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17 Lack of pronoun-antecedent agreement

its
© Each of the puppies thrived in their new home.

A

Many indefinite pronouns, such as everyone and each, are always singular.

her
© Either Nirupa or Selena will be asked to give their speech to the graduates.

When antecedents are joined by or or nor, the pronoun must agree with the
closer antecedent.

their
© The team frequently changed its positions to get varied experience.
A

A collective noun can be either singular or plural, depending on whether the
people are seen as a single unit or as multiple individuals.

orher
© Every student must provide his own uniform.
A

With a singular antecedent that can refer to either a man or a woman, you can
use his or her, he or she, and so on. You can also rewrite the sentence to make the
antecedent and pronoun plural or to eliminate the pronoun altogether.

Pronouns must agree with their antecedents in gender (for example, using
he or him to replace Abraham Lincoln and she or her to replace Queen Elizabeth)
and in number. (See 41f.)

18 Poorly integrated quotation

showed how color affects taste:
© A 1970s study of what makes food appetizing “Once it became apparent
A

that the steak was actually blue and the fries were green, some people

became ill” (Schlosser 565).

According to Lars Eighner,
© “Dumpster diving has serious drawbacks as a way of life” (Eighner 383).

Finding edible food is especially tricky.

Quotations should fit smoothly into the surrounding sentence structure.
They should be linked clearly to the writing around them (usually with a sig-
nal phrase) rather than dropped abruptly into the writing. (See 13b.)
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19 Unnecessary or missing hyphen

© This paper looks at fictional and real-life examples.

A
A compound adjective modifying a following noun may require a hyphen.

© Some of the soldiers were only eleven/years/old.

A complement that follows the noun it modifies should not be hyphenated.

© The buyers want to fix/up the house and resell it.
A two-word verb should not be hyphenated.

A compound adjective that appears before a noun often needs a hyphen (63a).
However, be careful not to hyphenate two-word verbs or word groups that serve
as subject complements (63c).

20 Sentence fragment

NO SUBJECT

© Marie Antoinette spent huge sums of money on herself and her favorites.
Her extravagance
And helped bring on the French Revolution.

A

NO COMPLETE VERB

was
© The old aluminum boat sitting on its trailer.

A
Sitting cannot function alone as the verb of the sentence. The auxiliary verb was
makes it a complete verb.

BEGINNING WITH A SUBORDINATING WORD

where
© Wereturned to the drugstore/, Where we waited for our buddies.

A
A sentence fragment is part of a sentence that is written and punctuated as if it
were a complete sentence. A fragment may lack a subject, a complete verb, or
both. Fragments may also begin with a subordinating word (such as because)
that makes the fragment depend on another sentence for its meaning. Reading

macmillanhighered.com/smh
Top Twenty > Editing quiz 1
Top Twenty > Editing quiz 2
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your draft out loud, backwards, sentence by sentence, will help you spot sen-
tence fragments easily. (See Chapter 47.)

Taking a writing inventory

One way to learn from your mistakes is to take a writing inventory. It can help
you think critically and analytically about how to improve your writing skills.

1.

Collect two or three pieces of your writing to which either your instructor
or other students have responded.

Read through this writing, adding your own comments about its strengths
and weaknesses. How do your comments compare with those of others?

Group all the comments into three categories—broad content issues

(use of evidence and sources, attention to purpose and audience, overall
impression), organization and presentation (overall and paragraph-level
organization, sentence structure and style, formatting), and surface errors
(problems with spelling, grammar, punctuation, and mechanics).

Make an inventory of your own strengths in each category.

Study your errors. Mark every instructor and peer comment that suggests
or calls for an improvement and put them all in a list. Consult the relevant
part of this handbook or speak with your instructor if you don’t understand
a comment.

Make a list of the top problem areas you need to work on. How can you
make improvements? Then note at least two strengths that you can build
on in your writing. Record your findings in a writing log that you can add to
as the class proceeds.
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Expectations for
College Writing

YOU MAY HAVE THOUGHT of college primarily as a step on the way to a
career, but in today’s unpredictable working world, learning the specific
skills you need to get a particular job may be less useful than acquiring a wide
range of abilities that will serve you well in any position you hold. The abilities
a college education can help you develop—such as critical reading and writing
and effective speaking—will help you succeed in college and beyond, no matter
where your career path leads.

Making your expectations for your college education match up with what
your instructors expect of you will be one of your most significant challenges
in college. Your college instructors—as well as your future colleagues and
supervisors—will expect you to demonstrate your ability to think critically, to
consider ethical issues, to find as well as solve problems, to do effective research,
to work productively with people of widely different backgrounds, and to pre-
sent the knowledge you construct in a variety of ways and in a variety of genres
and media. Your success will depend on communicating clearly and on making
appropriate choices for the context.

CONNECT: How does your academic work relate to writing you want to
do? 1a, Chapter 26

CREATE: Make a written or video response to Exercise 1.1.

REFLECT: Go to macmillanhighered.com/smh, and respond to
1. Expectations > Video > Lessons from informal writing.

1a Moving between social and academic writing

As Clive Thompson noted in Wired magazine in 2009, “Before the Internet
came along, most Americans never wrote anything, ever, that wasn’t a school

14
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assignment. Unless they got a job that required producing text. .., they’d leave
school and virtually never construct a paragraph again.” Times have indeed
changed. Digital tools have ensured that writing is not only important for
school, but it is also essential for most jobs and (thanks to texting and social
media) is a key part of social life for most people, a way to share information
with everyone from close friends to total strangers. Social connection today
involves so much writing that you probably write more out of class than in
class. In fact, social writing has opened doors for writers like never before.
Writing on social networking sites allows writers to get almost instant feed-
back, and anticipating responses from an audience often has the effect of
making online writers very savvy: they know the importance of analyzing the
audience and of using an appropriate style, level of formality, and tone to suit
the online occasion.

Writers on Twitter, for example, compose in short bursts of no more than
140 characters. By tagging content, tweeting at groups and individuals, and
pointing toward links, they can start discussions, participate in ongoing con-
versations, and invite others to join in. Here are two representative tweets from
the Twitter feed of Stephanie Parker, a college student whose interests include
technology and Korean pop culture.

sparker2
Rain’s over, going to Trader Joe’s to buy some healthy stuff to fight this
cold... suggestions?

Watching Queen Seon Duk/4H0i on @dramafever, love it so far!
http://www.dramafever.com/drama/56/ #nowplaying

In these tweets, Stephanie shows a keen awareness both of the audiences she
is trying to reach on Twitter and of two very common purposes for this kind
of informal writing—to seek information (in the first tweet, about foods to
fight off a cold) and to share information (in the second tweet, about her
view of a popular Korean drama, with a link so readers can check it out for
themselves).

Like Stephanie, many young writers today are adept at informal social writ-
ing across a range of genres and media. You may not think consciously about the
audience you’ll reach in a Facebook post or a tweet, or about your purpose for
writing in such spaces, but you are probably more skilled than you give your-
self credit for when it comes to making appropriate choices for your informal
writing.

Of course, informal writing is not the only writing skill a student needs to
master. You'll also need to move back and forth between informal social writing
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and formal academic writing, and to write across a whole range of genres and
media. Take time to reflect on your informal writing: What do you assume
about your audience? What is your purpose? How do you achieve a particular
tone? In short, why do you write the way you do in these situations? Analyzing
the choices you make in a given writing context will help you develop the ability
to make good choices in other contexts as well—an ability that will allow you to
move between social and academic writing.

A EXERCISE 1.1

Choose a sample of your own informal writing from a social networking site to reflect
on: a status update, text message, or tweet, for example. Why did you write the
post? What did you assume about your readers, and why? Why did you choose the
words, images, links, or other parts of the text, and how do these choices contribute
to the way the writing comes across to an audience? Does the writing do what you
want it to do? Why, or why not?

1b Preparing to meet expectations for U.S.
academic writing

If you're like most students, you probably have less familiarity with academic
writing contexts than you do with informal contexts. You may not have writ-
ten formal academic papers much more than five pages long before coming to
college, and you may have done only minimal research. The contexts for your
college writing will require you to face new challenges and even new definitions
of writing; you may be asked, for example, to create a persuasive Web site or to
research, write, and deliver a multimedia presentation. If you grew up speak-
ing and writing in other languages, the transition to producing effective college
work can be especially complicated. Not only do you have to learn new informa-
tion and new ways of thinking and arguing in unfamiliar rhetorical situations,
but you also have to do it in a language that may not come naturally to you.
Instructors sometimes assume that students are already familiar with their
expectations for college writing. To complicate the matter further, there is no
single “correct” style of communication in any country, including the United
States. Effective oral styles differ from effective written styles, and what is consid-
ered good writing in one field of study is not necessarily appropriate in another.
Within a field, different rhetorical situations and genres may require different
ways of writing. In business, for example, memos are usually short and simple,
while a market analysis report may require complex paragraphs with tables,
graphs, and diagrams. Even the variety of English often referred to as “standard”

macmillanhighered.com/smh

1. Expectations > Video > Lessons from informal writing
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TALKING THE TALK | CONVENTIONS

“Aren’t conventions just rules with another name?” Not entirely. Conventions—
agreed-on language practices of grammar, punctuation, and style—convey
shorthand information from writer to reader. In college writing, you will generally
want to follow the conventions of standard academic English unless you have a good
reason to do otherwise. But unlike hard and fast rules, conventions are flexible; a
convention appropriate for one time or situation may be inappropriate for another.
You may also choose to ignore conventions at times to achieve a particular effect.
(You might, for example, write a sentence fragment rather than a full sentence, such
as the Not entirely at the beginning of this box.) As you become more experienced
and confident in your writing, you will develop a sense of which conventions to
apply in different writing situations.

covers a wide range of styles (see Chapter 29). In spite of this wide variation,
several features are often associated with U.S. academic English in general:

« conventional grammar, spelling, punctuation, and mechanics

« organization that links ideas explicitly (4g)

o an easy-to-read type size and typeface, conventional margins, and double spacing

« explicitly stated claims supported by evidence (Chapter 9)

« careful documentation of all sources (Chapters 32-35)

« consistent use of an appropriate level of formality (27c and 30a)

« conventional use of idioms (Chapter 43)

« use of conventional academic formats, such as literature reviews, research

essays, lab reports, and research proposals

This brief list suggests features of the genre often described as U.S. academic
writing. Yet these characteristics can lead to even more questions: What does
conventional mean? How can you determine what is appropriate in any given
rhetorical situation? New contexts often require the use of different sets of con-
ventions, strategies, and resources, so ask your instructor for advice, or check
with your writing center, local library, or friends for examples of the kind of text
you need to create.

1c Positioning yourself as an academic writer
O Establishing authority

In the United States, most instructors expect student writers to begin to estab-
lish their own authority—to become constructive critics who can analyze and
interpret the work of others and can eventually create new knowledge based on
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their own thinking and on what others have said. But what does establishing
your authority mean in practice?

« Assume that your opinions count (as long as they are informed rather than
tossed out with little thought) and that your audience expects you to pres-
ent them in a well-reasoned manner. In class discussion, for example, you
can build authority by stating an opinion clearly and then backing it up with
evidence.

« Draw conclusions based on what you have heard, observed, and read, and
then offer those conclusions in a clear and straightforward way.

« Build your authority by citing the works of others, both from the reading
you have done for class and from good points your instructor and classmates
have made.

O Being direct

Your instructors will often expect you to get to your main point quickly and
to be direct throughout your project. Good academic writing prepares readers
for what is coming next, provides definitions, and identifies clear topics and
transitions. Research for this book confirms that readers depend on writers to
organize and present their material in ways that aid understanding. To achieve
directness in your writing, try the following strategies:

« State your main point early and clearly; don’t leave anything to the reader’s
imagination.

« Avoid overqualifying your statements. Instead of writing I think the facts
reveal, come right out and say The facts reveal.

« Avoid digressions. If you use an anecdote or example from personal experi-
ence, be sure it relates directly to your main point.

o Make sure to use examples and concrete details to help support your main
point. Choose evidence that helps readers understand and offers proof that
what you are saying is sensible and worthy of attention (9f).

« Make your transitions from point to point obvious and clear. The first sen-
tence of a new paragraph should reach back to the paragraph before and then
look forward to what is to come (5f).

o Guide readers through your writing by using effective and varied sentences
that link together smoothly (Chapters 50-53).

« Ifyour project is long or complex, consider brief summary statements
between sections, but be careful to avoid unnecessary repetition.

« Design the project appropriately for the audience and purpose you have in
mind (Chapter 16).
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1d Becoming an engaged reader and active
listener

Expect to engage actively with the texts you read and with the people in your
class, whether you meet in person or online.

O Reading actively

Your instructors expect you to offer informed opinions in response to your read-
ing. Keep in mind that instructors are not asking you to be negative or com-
bative; rather, they want to know that you are engaged with the text and with
the class. Here are some expectations many instructors have about what good
readers do:

« Carefully note the name of the author or creator and the date and place
of publication; these items can give you clues to purpose, audience, and
context.

« Understand the overall content of a piece, and be able to summarize it in
your own words.

« Formulate informed and critical questions about the text.

o Understand each sentence, and make direct connections among sentences

and paragraphs.

« Keep track of the use of sources as well as of repeated themes or images, and
figure out how they contribute to the entire piece.

« Note the creator’s attitude toward and assumptions about the subject. Then
you can speculate on how the attitude and assumptions may have affected
the creator’s thinking.

« Distinguish between the creator’s stance and how the creator reports on the
stances of others. Keep an eye open for the key phrases a writer uses to signal
an opposing argument: while some have argued that, in the past, and so on.

For more detailed advice on reading critically, see Chapter 7.

O Participating actively in class

Speaking up in class is viewed as inappropriate or even rude in some cultures.
In U.S. academic settings, however, doing so is expected and encouraged.
Indeed, some instructors assign credit for participation in class discussions.
The challenge is to contribute without losing track of the overall conversation
or aims of the class and without monopolizing the discussion. These guide-
lines can help:
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« Listen purposefully, jotting down related points and following the flow of
the conversation.

« Ifyou think you might lose track of your ideas while speaking, jot down key
words to keep you on track.

« Make your comments count by asking a key question to clarify a point, by
taking the conversation in a more productive direction, or by analyzing or
summarizing what has been said.

« Respond to questions or comments by others as specifically as possible ( The
passage on p. 42 supports your point rather than I agree).

o Ifyyou have trouble participating in class discussions, try making one
comment a day. You might also speak with your instructor about ways to
contribute to the conversation.

« Remember that there is no direct correlation between talking in class and
being intellectually engaged: many students are participating actively,
whether or not they are speaking.

1e Preparing for college research

The reading and writing you do in college are part of what we broadly think of as
research. In fact, much of the work you do in college may turn an informal search
into various kinds of more formal research: you might start by wondering how
many students on your campus are vegetarians, for example, and end up with a
research project for your sociology class that then becomes part of a multimedia
presentation for a campus organization.

Many of your writing assignments will require extensive or formal research
with a wide range of print, online, and media sources as well as information
drawn from observations, interviews, or surveys. Research can help you find
important information you didn’t know, even if you know a topic very well.
And no matter what you discover, your research will be an important tool for
establishing credibility with your audience members and thus gaining their
confidence in you as a writer. Often, what you write will be only as good as the
research on which it is based. (For more on research, see Chapters 10-185.)

1f Using media effectively

Increasingly, your instructors may expect you to produce texts using a variety of
media. You may be asked to create Web content; post your work to course man-
agement systems, lists, blogs, wikis, or social networking sites; and respond to

macmillanhighered.com/smh

1. Expectations > Video > Something to learn from each other
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the work of others on such sites. In addition, you will probably write email and
text messages to your instructors and other students. You may use sound, video,
or other multimedia content as part or all of the texts you create. As always, in
writing such texts, remember to consider your audience and your context in
deciding what is appropriate. Research for this book indicates that many student
writers are already adept at making such calls: you probably know, for example,
that using informal Internet abbreviations and emoticons in academic writing is
seldom appropriate. But because electronic communication is so common, it’s
easy to fall into the habit of writing very informally. If you forget to adjust style
and voice for different occasions and readers, you may undermine your own
intentions.

O Following best practices for formal messages
and posts

When writing most academic and professional messages, or when posting to a
public list that may be read by people you don’t know well, follow the conven-
tions of standard academic English (1b), and be careful not to offend or irritate
your audience—remember that jokes may be read as insults and that ALL CAPS
may look like shouting. Finally, proofread to make sure your message is clear and
free of errors, and that it is addressed to your intended audience, before you hit
send.

DISCUSSION LISTS, FORUMS, AND COMMENTS

« Avoid unnecessary criticism of others’ spelling or language. If a message is
unclear, ask politely for a clarification. If you disagree with an assertion, offer
what you believe to be the correct information, but don’t insult the writer.

« Ifyou think you've been insulted, give the writer the benefit of the doubt.
Replying with patience establishes your credibility and helps you appear
mature and fair.

« For email discussion lists, decide whether to reply off-list to the sender of
a message or to the whole group, and be careful to use REPLY or REPLY ALL
accordingly to avoid potential embarrassment.

o Keep in mind that more people than you think may be reading your
messages.
EMAIL
« Use a subject line that states your purpose clearly.
+ Use a formal greeting and closing (Dear Ms. Aulie rather than Hey).
« Keep messages as concise as possible.
« Conclude your message with your name and email address.

o Ask for permission before forwarding a sensitive message from someone else.
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« Consider your email messages permanent and always findable, even if you
delete them. Many people have been embarrassed (or worse, prosecuted)
because of email trails.

« Make sure that the username on the email account you use for formal mes-
sages does not present a poor impression. If your username is Party2Nite,
consider changing it, or use your school account for academic and profes-
sional communication.

O Following best practices for informal situations

Sometimes audiences expect informality. When you write in certain situa-
tions—Twitter posts, for example, and most text messages—you can play with
(orignore) the conventions you would probably follow in formal writing. Many
people receiving text messages expect shorthand such as u for “you,” but be cau-
tious about using such shortcuts with an employer or instructor. You may want
to stick to a more formal method of contact if your employer or instructor has
not explicitly invited you to send text messages—or texted you first. And if you
initiate a text conversation with someone you don’t know well, be sure to iden-
tify yourself in your first message!

Even when you think the situation calls for an informal tone, be attuned to
your audience’s needs and your purpose for writing. And when writing for any
online writing space that allows users to say almost anything about themselves
or to comment freely on the postings of others, bear in mind that anonymity
sometimes makes online writers feel less inhibited than they would be in a face-
to-face discussion. Don’t say anything you want to remain private, and even if
you disagree with another writer, avoid personal attacks.

THINKING CRITICALLY ABOUT YOUR EXPECTATIONS
FOR COLLEGE WRITING

How do you define good college writing? Make a list of the characteristics you come
up with. Then make a list of what you think your instructors’ expectations are for
good college writing, and note how they may differ from yours. (Research suggests
that many students today define good writing as “writing that makes something hap-
pen in the world.” Would that match your definition or that of your instructors?) What
might account for the differences—and the similarities—in the definitions and lists?
Do you need to alter your ideas about good college writing to meet your instructors’
expectations? Why, or why not?
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Rhetorical Situations

WHAT DO A DOCUMENTED ESSAY on global warming research, a
Facebook post objecting to a change in the site’s privacy policy, a tweet
to other students in your sociology class, a comment on a blog post, a letter to
the editor of your local newspaper, and a Web site about energy conservation
all have in common? To communicate successfully, the writers of all these
texts must analyze their particular rhetorical situation and then respond to it in
appropriate ways.

CONNECT: How can you reach audiences beyond your teacher? 2e,
9f-h on argument, 17a on presentations

CREATE: Make a written or video response to Exercise 2.3.

REFLECT: Go to macmillanhighered.com/smh, and respond to
2. Rhetorical Situations > Video > Developing a sense of audience.

2a Making good choices for your situation

A rhetorical situation is the full set of circumstances surrounding any communi-
cation. To communicate effectively, you need to make careful choices about all
of the elements of your situation.
The rhetorical situation is often
depicted as a triangle to present the
idea that three important elements
are closely connected — your text,
including your topic and the mes-
sage you want to convey (20); your
role as the communicator, includ-
ing your purpose and stance, or
attitude toward the text (2d); and
your audience (2e). If all the pieces
making up the larger triangle don’t
work together, the communication
will not be effective. But important

23
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as these elements are, they are connected to a context that shapes all the angles of
the triangle. Considering context fully requires you to answer many other ques-
tions about the rhetorical situation, such as what kind of text you should create
(2f) and what conventions you should follow to meet audience expectations for
creating and delivering the text (2g).

O Looking at the big picture

As the triangle suggests, you'll benefit from thinking about audience, topic, and
purpose together — as part of a whole — rather than as separate parts. Although
one context may require you to begin by analyzing your audience, another may
work better if you start by picking a topic or considering your purpose. The
important point is that wherever you begin, you need to make all the elements
of your rhetorical situation fit together into a comprehensible big picture.

O Deciding to write

Because elements of the rhetorical situation are such important considerations
in effective writing, you should start thinking about them at an early stage, as
soon as you make the decision to write. In a general sense, of course, this deci-
sion is often made for you when employers and instructors set deadlines and
due dates. But even in such situations, consciously deciding to write is impor-
tant. Experienced writers report that making up their minds to begin a writing
task represents a big step toward getting the job done.

0 Considering informal and formal rhetorical situations

You may well be accustomed to writing in some rhetorical situations that you
don’t analyze closely. When you post something on a friend’s Facebook page,
for example, you probably spend little time pondering what your friend values
or finds amusing, how to phrase your words, which links or photos would best
emphasize your point, or why you're taking the time to post.

However, academic and other formal rhetorical situations may seem con-
siderably less familiar than the social writing you share with friends. Until you
understand clearly what such situations demand of you, you should allow addi-
tional time to analyze the topic, purpose, audience, and other elements of your
context with care.

O Seizing the opportune moment

In ancient Greece, Kairos (youngest son of Zeus), the god of opportunity, was
depicted as running, with a prominent lock of hair on his forehead but a bald
head in back. Seizing the opportune moment meant grabbing the hair as Kairos

macmillanhighered.com/smh

E 2. Rhetorical Situations > Exercise > Storyboards on rhetorical situations
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approached; once he passed, the opportune moment was gone. Considering
rhetorical situations means thinking hard about kairos, the appropriate time and
the most opportune ways to get your point across. Just as you understand that
re-tweeting should happen soon after the original tweet or not at all, take advan-
tage of kairos to choose appropriate timing and current examples and evidence
for your rhetorical situation.

2b Understanding academic assignments

Most formal on-the-job writing addresses specific purposes, audiences, and top-
ics: a nurse documents patient care for other members of a health care team; an
accountant creates a plain-English summary of the pros and cons of an invest-
ment option; a team of psychologists prepares video scripts to help companies
deal with employee stress. These writers all have one thing in common: specific
goals. They know why, for whom, and about what they are writing.

College writing assignments, in contrast, may seem to appear out of the
blue, with no specific purpose, audience, or topic. In extreme cases, they may
be only one word long, as in a theater examination that consisted of the word
Tragedy! At the opposite extreme come the fully developed, very specific cases
often assigned in business and engineering courses. In between the one-word
exam and the fully developed case, you may get assignments that specify pur-
pose but not audience — to write an essay arguing for or against Internet censor-
ship, for example. Or you may be given an organizational pattern to use — say,
to compare and contrast two novels read in a course — but no specific topic.
Make every effort to comprehend an assignment accurately and fully so you can
respond to it successfully.

L QUICK |

Analyzing an assignment

What exactly does the assignment ask you to do? Look for such words as
analyze, classify, compare, contrast, describe, discuss, define, explain, and
survey. Remember that the meaning of these words may differ among
disciplines— analyze might mean one thing in literature, another in biology.
What knowledge or information do you need? What kinds of research or
exploration will you need to do, and where are you most likely to find the
information you need? (3a and d)

Do you need to find or create visual or media content? What purpose should
it serve? (3d and e)

How can you limit—or broaden—the topic or assignment to make it more
interesting? Do you have interest in or knowledge about any particular
aspect of the topic? Be sure to check with your instructor if you wish to
redefine the assignment. (3b)

What problem(s) does the topic suggest to you? How might the problem(s)
give you an interesting angle on the topic? (2c) >
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Analyzing an assignment, continued

What are the assignment'’s specific requirements? Consider genre, length,
format, organization, and deadline—all of which will help you know the
scope expected. If no length is designated, ask for guidelines. (2b)

What is your purpose? Do you need to demonstrate knowledge of certain
material, or show your ability to express certain ideas clearly? (2d)

Who is the audience for this writing? Does the task imply that you will
assume a particular readership besides your instructor? (2e)

Emily Lesk’s assignment

In this and the next several chapters, you can follow the writing process of Emily
Lesk as she developed an essay for her first-year English course. Her class was
given the following assignment:

Explore the ways in which one or more media (television, print advertising,
and so on) have affected an aspect of American identity, and discuss the
implications of your findings for you and your readers.

Emily saw that the assignment was broad enough to allow her to focus on some-
thing that interested her, and she knew that the key word explore invited her to
examine — and analyze — an aspect of American identity that was of special
interest to her. Her instructor said to assume that she and members of the class
would be the primary audience for this essay. Emily felt comfortable having her
instructor and classmates as the primary audience: she knew what their expecta-
tions were and how to meet those expectations. But Emily also hoped to post
her essay on the class Web site, thus reaching a wider audience —in fact, her
essay might be read by anyone with access to the Internet. With this broad and
largely unknown audience in mind, Emily determined to be as clear as possible

TALKING THE TALK | ASSIGNMENTS

“How do instructors come up with these assignments?” Assignments, like other
kinds of writing, reflect particular rhetorical contexts that vary from instructor to
instructor, and they change over time. The assignment for an 1892 college writing
contest was to write an essay “On Coal’; in research conducted for this textbook

in the 1980s, the most common writing assignment was a personal narrative.
Assignments also reflect changing expectations for college students and the needs of
society. Competing effectively in today’s workforce calls for high-level thinking, for
being able to argue convincingly, and for knowing how to do the research necessary
to support a claim. It’s no surprise, then, that a recent study of first-year college writ-
ing in the United States found that by far the most common assignment today asks
students to compose a researched argument. (See Chapters 8 and 9.)
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and to take nothing for granted in terms of explaining her point of view and sup-
porting her thesis.

A EXERCISE 2.1

The following assignment was given to an introductory business class: “Discuss in
an essay the contributions of the Apple and Microsoft companies to the personal
computing industry.” What would you need to know about the assignment in order
to respond successfully? Using the questions in the Quick Help box on pp. 25-26,
analyze this assignment.

A EXERCISE 2.2

Think back to a recent academic writing assignment. What helped you finally decide
to write? Once you made that decision, what exactly did you do to get going? In a
paragraph or two, describe your situation and answer these questions. Then com-
pare your description with those of two or three classmates.

2c Thinking about your topic and message

When a topic is left open, many writers put off getting started because they
can’t decide what to write about. Experienced writers say that the best way
to choose a topic is literally to let it choose you. The subjects that com-
pel you— that confuse, puzzle, irritate, or in some way pose a problem for
you — are likely to engage your interests and hence evoke your best writing.
You can begin to identify a topic or problem by thinking through the follow-
ing questions:

« What topics do you wish you knew more about?

« What topics are most likely to get you fired up?

« What about one of these topics is most confusing to you? most exciting?
most irritating? most tantalizing?

« What person or group might this topic raise problems for?

Deciding on a broad topic is an essential step before beginning to write, but
you need to go further than that to decide what you want to say about your
topic and how you will shape what you want to say into a clear, powerful mes-
sage. Remember that regardless of the topic you choose, it must be manage-
able for the time you have to write and the constraints of your project (length
limits, expectations of audience, and so on). For help with limiting a topic, see
3b and 10c.

macmillanhighered.com/smh

@ 2. Rhetorical Situations > Video > Pay attention to what you're interested in
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2d Considering your purpose and stance
as a communicator

In ancient Rome, the great orator Cicero noted that a good speech generally
fulfills one of three major purposes: to delight, to teach, or to move. Today, our
purposes when we communicate with one another remain pretty much the
same: we seek to entertain (delight), to inform or explain (teach), and to persuade
or convince (move).

Whether you choose to communicate for purposes of your own or have that
purpose set for you by an instructor or employer, you should consider the pur-
pose for any communication carefully. For the writing you do that is not con-
nected to a class or work assignment, your purpose may be very clear to you: you
may want to convince neighbors to support a community garden, get others in
your office to help keep the kitchen clean, or tell blog readers what you like or
hate about your new phone. Even so, analyzing what you want to accomplish
and why can make you a more effective communicator.

O Considering purposes for academic writing

Academic work requires particular attention to your reasons for writing. On
one level, you are writing to establish your credibility with your instructor, to
demonstrate that you are a careful thinker and an effective communicator. On
another level, though, you are writing to achieve goals of your own, to say as
clearly and forcefully as possible what you think about a topic.

For most college writing, consider purpose in terms of the assignment, the
instructor’s expectations, and your own goals.

« What is the primary purpose of the assignment — to entertain? to explain?
to persuade? some other purpose? What does this purpose suggest about the
best ways to achieve it? If you are unclear about the primary purpose, talk
with your instructor. Are there any secondary purposes to keep in mind?

« What are the instructor’s purposes in giving this assignment — to make sure
you have read certain materials? to determine your understanding? to evalu-
ate your thinking and writing? How can you fulfill these expectations?

« What are your goals in carrying out this assignment — to meet expectations?
to learn? to communicate your ideas? How can you achieve these goals?

O Considering your rhetorical stance

Thinking about your own position as a communicator and your attitude toward
your text— your rhetorical stance— has several advantages. It will help you
examine where your opinions come from and thus help you address the topic
tully; it will help you see how your stance might differ from the stances held
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by members of your audience; and it will help you establish your credibility
with that audience. This part of your rhetorical stance — your ethos or credibil-
ity — helps determine how well your message will be received. To be credible,
you will need to do your homework on your subject, present your information
fairly and honestly, and be respectful of your audience.

A student writing a proposal for increased services for people with disabili-
ties, for instance, knew that having a brother with Down syndrome gave her an
intense interest that her audience might not have in this topic. She needed to
work hard, then, to get her audience to understand — and share — her stance.

« What is your overall attitude toward the topic? How strong are your
opinions?

« What social, political, religious, personal, or other influences have contrib-
uted to your attitude?

« How much do you know about the topic? What questions do you have
about it?

« What interests you most about the topic? Why?

« What interests you least about it? Why?

« What seems important — or unimportant — about the topic?
« What preconceptions, if any, do you have about it?

« What do you expect to conclude about the topic?

« How will you establish your credibility (ethos)? That is, how will you show
that you are knowledgeable and trustworthy? (See 8d and 9e.)

Purpose and stance of visuals and media

Images and media you choose to include in your writing can help establish cred-
ibility. But remember that they, too, always have a point of view or perspective.
The postcard on p. 30, for example, illustrates two physical perspectives —a
photo of the Carquinez Bridge and a road map showing the bridge’s location. It
also shows a time perspective from 1927, when the bridge was new. This post-
card, captioned “America’s Greatest Highway Bridge,” presents the construction
of the bridge (now demolished) as a triumph of modern technology. So when
you choose an image, think hard about its perspective and about how well it fits
in with your topic and purpose. Does the image have an attitude — and does
that attitude serve the purpose of your writing?

Emily Lesk’s purposes

As she considered the assignment (see p. 26), Emily Lesk saw that her primary
purpose was to explain the significance and implications of her topic to herself
and her readers, but she recognized some other purposes as well. Because this
essay was assigned early in the term, she wanted to get off to a good start; thus,
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Consider the purpose and stance of each visual and media file you use.

one of her purposes was to write as well as she could to demonstrate her ability
to her classmates and instructor. In addition, she decided that she wanted to find
out something new about herself and to use this knowledge to get her readers to
think about themselves.

For the first draft of Emily Lesk’s essay, see 3g. For the final draft of her essay,
see 41.

2e Analyzing audiences

Every writer can benefit from thinking carefully about who the audience is, what
the audience already knows or thinks, and what the audience needs and expects
to find out. One of the characteristic traits of an effective writer is the ability to
write for a variety of audiences, using language, style, and evidence appropriate
to particular readers. The key word here is appropriate: just as you would be
unlikely to sprinkle jokes through a PTA presentation on child abuse, neither
would you post a detailed and academic argument in response to a blog filled
with funny cat pictures. Such behavior would be wildly inappropriate given the
nature of your audience.

Thinking systematically about your audience can help you make decisions
about a writing assignment. For example, it can help you decide what sort of
organizational plan to follow, what information to include or exclude, and even
what specific words to use. If you are writing an article for a journal for nurses
about a drug that prevents patients from developing infections from intravenous
teeding tubes, you will not need to give much information about how such tubes
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work or to define many terms. But if you are writing about the same topic in a
pamphlet for patients, you will have to give a great deal of background informa-
tion and define (or avoid) technical terms.

« What person or group do you most want to reach? Is this audience already
sympathetic to your views?

« How much do you know about your audience? In what ways may its mem-
bers differ from you? from one another? Consider education, geographic
region, age, gender, occupation, social class, ethnic and cultural heritage,
politics, religion, marital status, sexual orientation, disabilities, and so on.
(See Chapter 28.)

« What assumptions can you make about your audience members? What
might they value — brevity, originality, conformity, honesty, wit, seriousness,
thrift, generosity? What goals and aspirations do they have? Take special care
to examine whether distant readers will understand references, allusions, and
so on.

« What do members of the audience already know about your topic? Do you
need to provide background information or define terms?

« What kind of information and evidence will the audience find most
compelling — quotations from experts? personal experiences? photographs?
statistics?

« What stance do your audience members have toward your topic? What are
they likely to know about it? What views might they already hold?

« What is your relationship to the audience?

« What is your attitude toward the audience?

O Imagining audiences for informal writing

For some informal writing — a Facebook message to a friend, for example — you
know exactly who your audience is, and communicating appropriately may be a
simple matter. It’s still worth remembering that when you post informal writing
in a public space — whether on a friend’s Facebook page, in a blog’s comment
section, or on Twitter —you may not be aware of how large and varied your
online audience can be. Can your friend’s parents, or her employer, see your
posts? (The answer depends on how she manages her privacy settings.) Who'’s
reading the blogs you comment on or following your tweets?

In a famous cartoon by Peter Steiner, one dog tells another, “On the
Internet, nobody knows you're a dog.” However, as online privacy becomes less
common — and as online writers become more likely to grant large audiences
access to their thoughts, including everyone from old high school classmates
and former co-workers to beer buddies and members of their church — main-
taining distinct identities is more difficult. On the Internet today, some writers
have suggested, everyone knows you’re a dog, whether you want them to or not!
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O Imagining audiences for formal and academic writing

Even if you write with intuitive ease in tweets and texts to friends, you may
struggle when asked to write for an instructor or for a general audience. You
may wonder, for example, why you need to define terms in your writing that
your instructor has used in class, or what you can assume a general audience
knows about your topic. When you are new to academic writing, making such
assumptions can be tricky. If you can identify samples of writing that appeal to
an audience similar to the one you are writing for, look for clues about what
level of knowledge you can assume; if still in doubt, check with your instructor.

Members of your class will also usually be part of your audience, especially
if you are responding to one another’s drafts in peer review. You may also have a
chance to identify an audience for your assignment — perhaps a business pro-
posal addressed to a hypothetical manager or a Web presentation posted for
an online audience that is potentially global. In each case, it pays to consider
carefully how your audience(s) may respond to the words, images, and other
elements you choose.

A EXERCISE 2.3

Describe one of your courses to three audiences: your best friend, your parents,
and a group of high school students attending an open house at your college. Then
describe the differences in content, organization, and wording that the differences
in audience led you to make.

O Appealing to your whole audience

All writers need to pay very careful attention to the ways in which their writing
can either invite readers to be part of the audience or leave them out. Look at
the following sentence: As every schoolchild knows, the world is losing its rain for-
ests at the rate of one acre per second. The writer here gives a clear message about
who is — and who is not — part of the audience: if you don’t know this fact or
suspect it may not be true, you are not invited to participate and, as a result, may
teel insulted.

You can help make readers feel they are part of your audience. Be especially
careful with the pronouns you use, the assumptions you make, and the kinds of
support you offer for your ideas.

« Use appropriate pronouns. The pronouns you use (see Chapter 41)
can include or exclude readers. When bell hooks says “The most powerful
resource any of us can have as we study and teach in university settings is
full understanding and appreciation of the richness, beauty, and primacy of
our familial and community backgrounds,” she uses “us” and “we” to con-
nect with her audience — those who “study and teach in university settings.”
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VCONSIDERING DISABILITIES | YOUR WHOLE AUDIENCE

Remember that considering your whole audience means thinking about mem-

bers with varying abilities and special needs. If you are writing to veterans in a VA
hospital or to a senior citizens’ group, for example, you can be sure that many audi-

ence members will be living with some form of disability. But it’s very likely that

any audience will include members with disabilities — from anorexia to dyslexia,
multiple sclerosis, or attention deficit disorder — and that there may be significant
differences within disabilities. Approximately one in five Americans are living with

a disability. All writers need to think carefully about how their words reach out and
connect with such very diverse audiences. ‘

Using “us” and “we” to speak directly to your audience, however, can some-
times be dangerous: those who do not see themselves as fitting into the “we”
group can feel left out — and they may resent it. So take special care with the
pronouns you use to refer to your readers.

« Avoid unfounded assumptions. Be careful what you assume about your
readers and their views, and avoid language that may unintentionally exclude
readers. Use words like naturally and of course carefully, for what seems natu-
ral to you — that English should be the official U.S. language, for instance,
or that smoking should be outlawed — may not seem at all natural to some
members of your audience. Try to take nothing about your audience for
granted.

« Offer appropriate evidence. The evidence you use to support your argu-
ments can help draw in your readers. A student writing about services for
people with disabilities might ask readers who have no personal experience
with the topic to imagine themselves in a wheelchair, trying to enter a build-
ing with steps but no ramp. Inviting them to be part of her audience would
help them accept her ideas. On the other hand, inappropriate evidence can
leave readers out. Complex statistical evidence might well appeal to public-
policy planners but may bore or irritate ordinary citizens. (For more on
building common ground with readers, see Chapter 28.)

Emily Lesk’s audiences

In addition to her instructor, Emily Lesk’s audience included the members of
her writing class and her potential online readers. Emily saw that her classmates
were mostly her age, that they came from diverse ethnic backgrounds, and that
they came from many areas of the country. Her online readers could be almost

anyone.

macmillanhighered.com/smh

@ 2. Rhetorical Situations > Video > Developing a sense of audience
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2f Thinking about genres and media

You no doubt are familiar with the word genre in terms of movies (comedy,
action, horror) or music (hip-hop, folk, punk rock). But genre is also used to
describe forms of writing, such as research projects, personal narratives, and lab
reports. Genres and media are not the same — the genre of a research project
or promotional flyer might be created using either digital or print media, for
example — but some genres are tied closely to specific media, so the two cat-
egories are related.

O Understanding genre conventions

A genre is a form of communication used to achieve a particular purpose. An
annotated bibliography, for example, lists and comments on potential sources
for a research project. Over time, genres develop conventions—such as the
types of content, rhetorical strategies, and kinds of language used. Most audi-
ences begin to expect those conventional features in the genre. But genres are
not cookie-cutter templates. They are flexible and develop over time.

As an academic writer, you'll encounter genres both familiar and new. Even
when a genre at first seems familiar, you may find new expectations or conven-
tions at different levels of education, in different academic disciplines, or even in
different classrooms, so you'll want to look closely at any genre you are consider-
ing for a writing project.

A EXERCISE 2.4

Consider some of the genres that you have encountered as a student, jotting down
answers to the following questions and bringing them to class for discussion.

1. What are some genres that you read but don’t usually write?

2. What are some genres that you write for teachers?

3. What are some genres that you write to or with other students?
4

. What are some genres that you will likely encounter in your major or in your
career?

5. How are some of the genres you listed different from those you encountered in
high school?

O Analyzing features of genres

If you are not sure what kind of text you are supposed to write, ask your instruc-
tor for clarification and examples. (Some examples may also be available at your
school’s writing center.) You may want to find multiple examples so that you
can develop a sense of how different writers approach the same writing task.
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TALKING THE TALK | GENRE NAMES

“What does my instructor mean by ‘essay’?” Writing assignments often mention a
specific genre, such as essay or report, but genre names can be confusing. The same
genre may work differently in different contexts, or people may use the same term
in various ways. Depending on the field, an essay might be a personal narrative, a
critical analysis, or even a journal article. Even when the name of the genre sounds
familiar to you, look for specific instructions for each assignment or analyze exam-
ples provided by the instructor.

Another strategy is to discuss the assignment with a few classmates or a writ-
ing center tutor. You may find the help you need, and you may see that you are
not the only one struggling to understand the assignment. Look carefully at the
samples to make sure you understand the conventional expectations, and ask
questions like these about the genre’s typical features.

What does the genre look like? How is the text laid out? How are headings,
sidebars, footnotes, and other elements incorporated into the main text? If

visuals or media elements are included, how and why are they used? (See
Chapter 16.)

How long is typical work in this genre? How long is each paragraph or unit?
What topics are usually found in this genre? What type of content is rare?
How does the text introduce the topic? How and where does it present the
main point? Is the main point stated explicitly or implicitly?

How does each section contribute to the main point? How is the main point
of each section supported?

How are the key terms defined? How much and what kind of background
information is provided?

What kind of sentence structure is common in this genre? Are sentences
short, long, simple, complicated? Is passive voice common?

What is the level of formality? Does the text use contractions such as he’s and
can’tinstead of he is and cannot? (57¢)

Does the text take a personal stance (I, we), address the audience directly
(you), or talk about the subject without explicitly referring to the writer or
the reader?

Does the genre use technical terms (jargon)? If so, how common are they?
Does the genre use slang or other common conversational expressions?

How many sources are used in the text? How are they introduced? Are
sources mentioned in the text, cited in parentheses, or both? Which docu-
mentation style — such as MLA or APA — is followed (Chapters 32-35)?
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« What medium is typically used for this genre? Are visual images or audio
commonly used? If so, for what purposes?

« Who reads this genre, and why? Does the genre usually aim to inform, to
persuade, to entertain, or to serve some other purpose?

« How are the characteristics of the text similar to or different from similar
genres that you have encountered elsewhere?

« How much latitude do you have in ignoring or stretching some of the
boundaries of the genre?

O Preparing to work in a genre

Think carefully about what you’ll need to do to write successfully in this genre.
Plan ahead to allow the amount of time necessary for composing your text, and
make sure that you understand limitations — such as delivery time (for a pre-
sentation) or word count — for the length of the final product. Consider the
media you will need to use, and make sure you have access to any technology
required — and any training necessary to use it well. If the genre will require
you to conduct interviews, seek permissions, or otherwise contact or collabo-
rate with other people, allow time to find appropriate people and work with
them effectively. Do you need to make any other preparations to create a text
that fulfills the demands of the genre?

O Choosing multimodal genres and media
for academic work

Much college writing is still done on paper in traditional genres, but this is
changing. You may be asked, or may be able to choose, to create multimodal
writing using audio, video, images, and words as well as written-word projects.
When you are able to make decisions about media for a project, make sure that
your choices are appropriate for your topic, purpose, audience, and genre. You
may start off planning to write a traditional print-based academic essay and then
discover as you proceed that a different genre or medium may offer more effec-
tive ways to communicate your point. One student, Will Rogers, who had been
assigned to write an essay about something on campus that most students and
faculty took for granted, focused on a giant crane being used in the construction
of a new building complex. His research involved finding out all he could about
the crane. When he interviewed the crane’s operator, he got hooked: the opera-
tor was eighteen and had left his first year in college to take this job. The student
found the operator’s story so compelling that he decided that it would work
better — and be more powerful — as a video. That way, viewers could actually
see the crane operator and hear his voice as he described the decisions he had
made. The result: a three-minute documentary called “Crane Man” for which
the student did all the writing, filming, and editing.
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O Translating work from one genre or medium to another

You may be asked to create a work in one genre or medium, such as a print-based
research project, and translate it to another type of writing, such as a multimedia
presentation, podcast, or scrapbook. Such translations may not be as straight-
forward as they seem. Just as filmmakers may omit content, streamline plot, and
conflate characters when they create a movie version of a book, developing a
solid thesis and supporting it effectively may require different strategies if you
are turning a paper-based work into a video, a PowerPoint presentation, or some
digital form.

Go to macmillanhighered.com/smh and click on 17. Presentations >
Student Writing to see an essay converted into a multimedia presentation.

2g Considering language and style

Although most of your college writing will be completed in standard academic
English, some of it may demand that you use specialized occupational or profes-
sional varieties of English — those characteristic of medicine, say, or computer
science or law or music. Similarly, you may wish to use regional, communal,
or other varieties of English to connect with certain audiences or to catch the
sound of someone’s spoken words. You may even need to use words from a lan-
guage other than English —in quoting someone, perhaps, or in using certain
technical terms. In considering your use of language, think about what languages
and varieties of English will be most appropriate for reaching your audience and
accomplishing your purposes (see Chapter 29).

You will also want to think carefully about style: should you be casual and
breezy, somewhat informal, formal, or extremely formal? The style you choose
will call for certain kinds of sentence structures, organizational patterns, and
word choices. And your style will be important in creating the tone you want,
one that is appropriate to your assignment, audience, topic, purpose, and genre.

Style in visual and audio elements

Remember that visual and audio elements can influence the tone of your writing
as much as the words you choose. Such elements create associations in view-
ers’ minds: one reader may react much more positively than another to a rap or
heavy metal soundtrack, for example — and a presentation with a heavy metal
accompaniment will make a far different impression than the same presentation
with an easy-listening soundtrack. Writers can influence the way their work is
perceived by carefully analyzing their audience and choosing audio and visual
elements that set a mood appropriate to the point they want to make.

macmillanhighered.com/smh
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"
4 LINGUAL | | BRINGING IN OTHER LANGUAGES

If you are familiar with languages other than English, you may want or need to
include words, phrases, or whole passages in another language. When you do so,
consider whether your readers will understand that language and whether you need
to provide a translation, as in this example from John (Fire) Lame Deer’s “Talking to
the Owls and Butterflies”:

Listen to the air. You can hear it, feel it, smell it, taste it.

Woniya waken — the holy air — which renews all by its breath.

Woniya, woniya waken — spirit, life, breath, renewal — it means all that.

In this instance, translation is necessary because the phrase that Lame Deer is dis-
cussing has multiple meanings in English. (See 29e for more on bringing in other

languages.) A

A EXERCISE 2.5

Consider a writing assignment you are currently working on. What is its genre? What
medium or media does it use? How would you describe the style and tone? Finally,
what visuals are you going to include and how well do they work to create the appro-
priate style and tone?

THINKING CRITICALLY ABOUT RHETORICAL SITUATIONS

Reading with an eye for purpose, audience, and context

Advertisements provide good examples of writing that is tailored carefully for spe-
cific audiences. Find two ads for the same product in contexts that suggest that the
ads aim to appeal to different audiences—for example, men and women. What dif-
ferences do you see in the messages and photography? What conclusions can you
draw about ways of appealing to specific audiences?

Thinking about your own attention to purpose, audience, and context

Analyze a text you have written or are working on right now for an academic course.

e Can you state its purpose(s) clearly and succinctly? If not, what can you do to
clarify its purpose(s)?

* What other purposes for this piece of writing can you imagine? How would
fulfilling some other purpose change the writing?

e Can you tell from reading the piece who the intended audience is? If so, what
in your text clearly relates to that audience? If not, what can you add that will
strengthen your appeal to this audience?
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What other audiences can you imagine? How would the writing change if you
were to address a different audience? How would it change if you were writing
to a largely unknown audience, such as people on the Web?

What changes would you have to make to create the work in a different genre
or medium?

Does your writing follow the conventions of standard academic English—and
if not, should you revise it so that it will? Note your conclusions about purpose
and audience in your own writing.
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Exploring, Planning,
and Drafting

P ERHAPS, LIKE SOME WRITERS, you just plunge right into your work, think-
ing about and developing ideas as you go along. Or perhaps you find that
you can work more effectively by producing detailed blueprints or storyboards
before you ever begin drafting. You may even draw pictures to help you find
something new and compelling to say. If you haven't found an effective way to
get started, you may want to try out different methods.

( 2

CONNECT: What kind of thesis will your audience want or
need to see? 3¢, 10d-h

CREATE: Draft a thesis for a piece of writing that you are
doing either for school or for fun.

REFLECT: Go to macmillanhighered.com/smh, and
respond to 3. Exploring, Planning, Drafting > Exercise >
| Storyboards on working thesis.

3a Exploring a topic

The point is so simple that it’s easy to forget: you write best about topics you
know well. One of the most important parts of the entire writing process, there-
fore, is choosing a topic that will engage your strengths and your interests, sur-
veying what you know about it, and determining what you need to find out.

O Brainstorming

Used widely in business and industry, brainstorming involves tossing out your
ideas — either orally or in writing — to discover new ways to approach a topic.
You can brainstorm with others or by yourself.

1. Within five or ten minutes, list every word or phrase that comes to mind
about the topic. Jot down key words and phrases, not sentences. No one has

40
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VCONSIDERING DISABILITIES | FREESPEAKING

If you are better at talking out than writing out your ideas, try freespeaking. Begin by
speaking into a recording device or into a computer with voice-recognition software,
and just keep talking about your topic for at least seven to ten minutes. Say whatever
comes to your mind, and don’t stop talking. You can then listen to or read the results
of your freespeaking and look for an idea to pursue at greater length. A

to understand the list but you. Don’t worry about whether or not something
will be useful — just list as much as you can in this brief span of time.

2. Iflittle occurs to you, try calling out or writing down thoughts about the

opposite side of your topic. If you are trying, for instance, to think of reasons
to raise tuition and are coming up blank, try concentrating on reasons to
reduce tuition. Once you start generating ideas in one direction, you’ll find
that you can usually move back to the other side fairly easily.

3. When the time is up, stop and read over the lists you've made. If anything

else comes to mind, add it to the list. Then reread the list. Look for patterns
of interesting ideas or for one central idea.

Emily Lesk’s brainstorming

Emily Lesk, the student whose work appears in Chapters 2—4, did some brain-
storming with her classmates on the general topic the class was working on: an
aspect of American identity affected by one or more media. Here are some of the
notes Emily made during the brainstorming session:

O

“American identity” — Don’t Americans have more than one identity?

Picking a kind of media could be hard. | like clever ads. Maybe advertising and its
influence on us?

Wartime advertising; recruiting ads that promote patriotic themes.

Look at huge American companies like Walmart and McDonald’s and how their
ads affect the way we view ourselves. Not sure what direction to take. . . .

Freewriting and looping

Freewriting is a method of exploring a topic by writing about it for a period of
time without stopping.

1. Write for ten minutes or so. Think about your topic, and let your mind

m

wander freely. Write down everything that occurs to you — in complete

acmillanhighered.com/smh
3. Exploring, Planning, Drafting > Video > Writing processes
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sentences as much as possible — but don’t worry about spelling or grammar.
If you get stuck, write anything — just don’t stop.

2. When the time is up, look at what you have written. Much of this material
will be unusable, but you may still discover some important insights and
ideas.

If you like, you can continue the process by looping: find the central or
most intriguing thought from your freewriting, and summarize it in a single
sentence. Freewrite for five more minutes on the summary sentence, and then
find and summarize the central thought from the second “loop.” Keep this
process going until you discover a clear angle or something about the topic
that you can pursue.

Emily Lesk’s freewriting

Here is a portion of the freewriting Emily Lesk did to focus her ideas after the
brainstorming session:

Media and effect on American identity. What media do I want to
write about? That would make a big difference — television, radio,
Internet —they're all different ways of appealing to Americans. TV shows
that say something about American identity? What about magazine or TV
advertising? Advertising tells us a lot about what it means to be American.
Think about what advertising tells us about American identity. What ads
make me think “American”? And why?

O Clustering

Clustering is a way of generating ideas using a visual scheme or chart. It is espe-
cially helpful for understanding the relationships among the parts of a broad
topic and for developing subtopics. You may have a software program for clus-
tering. If not, follow these steps:

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

2. In aring around the topic circle, write what you see as the main parts of the
topic. Circle each part, and draw a line from it to the topic.

3. Think of more ideas, examples, facts, or other details relating to each main
part. Write each of these near the appropriate part, circle each one, and draw
aline from it to the part.

4. Repeat this process with each new circle until you can’t think of any more
details. Some trails may lead to dead ends, but you will still have many useful
connections among ideas.
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Emily Lesk’s clustering
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Emily Lesk’s clustering

When Emily Lesk asked herself what things made her think “American,” one of her
first answers was “Coca-Cola.” So later in her planning and exploring process, she
decided to work on the topic of Coca-Cola advertising and American identity (3b
and c). After finding a large Coca-Cola advertising archive, Emily used clustering
to help focus her emerging ideas. Her clustering appears here. (Remember that you
may want to explore aspects of your ideas more than once — and exploring may be

helpful at any stage as you plan and draft a piece of writing.)

O Drawing or making word pictures

If you're someone who prefers visual thinking, you might either create a
drawing about the topic or use figurative language — such as similes and
metaphors — to describe what the topic resembles. Working with pictures or

macmillanhighered.com/smh
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verbal imagery can sometimes also help illuminate the topic or uncover some
of your unconscious ideas or preconceptions about it.

1. If you like to draw, try sketching
your topic. What images do you
come up with? What details of the
drawing attract you most? What
would you most like to expand
on? A student planning to write
an essay on her college experience
began by thinking with pencils
and pen in hand. Soon she found
that she had drawn a vending
machine several times, with differ-
ent products and different ways of
inserting money to extract them
(one of her drawings appears
here). Her sketches led her to
think about what it might mean
to see an education as a product.
Even abstract doodling can lead you to important insights about the
topic and to focus your topic productively.

2. Look for figurative language — metaphors and similes — that your topic
resembles. Try jotting down three or four possibilities, beginning with “My
subject is ” or “My subject is like ” A student work-
ing on the subject of genetically modified crops came up with this simile:
“Genetically modified foods are like empty calories: they do more harm
than good.” This exercise made one thing clear to this student writer: she
already had a very strong bias that she would need to watch out for while
developing her topic.

Play around a bit with your topic. Ask, for instance, “If my topic were a food
(or a song or a movie or a video game), what would it be, and why?” Or write
a Facebook status update about your topic, or tweet a friend or an interested
group saying — within 140 characters — why this topic appeals to you. Such
exercises can get you out of the rut of everyday thinking and help you see your
topic in a new light.

O Looking at images and videos

Searching images or browsing videos may spark topic ideas or inspire questions
that you want to explore. If you plan to create a highly visual project — a video
essay or slide presentation, for instance — you will probably need to decide what
you want to show your audience before you plan the words that will accompany
the images.
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0 Keeping a reflective journal or private blog

Writers often get their best ideas by jotting down or recording thoughts that
come to them randomly. You can write in a notebook, record audio notes on a
phone, store pictures and video files on a private blog — some writers even keep
a marker and writing board on the shower wall so that they can write down the
ideas that come to them while bathing! As you begin thinking about your assign-
ment, taking time to record what you know about your topic and what still puz-
zles you may lead you to a breakthrough or help you articulate your main idea.

O Asking questions

Another basic strategy for exploring a topic and generating ideas is simply to ask
and answer questions. Here are several widely used sets of questions to get you
started, either on your own or with one or two others.

Questions to describe a topic
Originally developed by Aristotle, the following questions can help you explore
a topic by carefully and systematically describing it:
« Whatis it? What are its characteristics, dimensions, features, and parts?
What do your senses tell you about it?

« What caused it? What changes occurred to create your topic? How is it
changing? How will it change?

« Whatis itlike or unlike? What features differentiate your topic from oth-
ers? What analogies can you make about your topic?

« What larger system is the topic a part of 2 How does your topic relate to
this system?

« What do people say about it? What reactions does your topic arouse?
What about the topic causes those reactions?

Questions to explain a topic
The well-known questions who, what, when, where, why, and how, widely used by
news reporters, are especially helpful for explaining a topic.

« Who is doing it?

« What is at issue?

« When does it take place?

o Where is it taking place?

« Why does it occur?

« Howis it done?

macmillanhighered.com/smh
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V' MULTI-
| USING YOUR BEST LANGUAGE TO EXPLORE IDEAS

For generating and exploring ideas — the work of much brainstorming, freewriting,
looping, clustering, and questioning — consider using your best language; it may
help you come up with good ideas quickly and spontaneously. Later in the process
of writing, you can choose the best of these ideas and begin working with them in

English. ‘

Questions to persuade

When your purpose is to persuade or convince, the following questions, devel-
oped by philosopher Stephen Toulmin, can help you think analytically about
your topic (8e and 9j):

« What claim are you making about your topic?

« What good reasons support your claim?

« What valid underlying assumptions support the reasons for your claim?

« What backup evidence can you find for your claim?

« What refutations of your claim should you anticipate?

« In what ways should you qualify your claim?

O Consulting sources

At the library and on the Internet, browse for a topic you want to learn more
about. If you have a short list of ideas, follow links from one interesting article to
another to see what you can find, or do a quick check of reference works to get
overviews of the topics. You can begin with a general encyclopedia or a special-
ized reference work that focuses on a specific area, such as music or psychology
(11Db). You can also use Wikipedia as a starting point: take a look at entries that
relate to your topic, especially noting the sources they list. While you should
not rely on Wikipedia alone, it is a highly accessible way to begin your research.

O Collaborating

As you explore your topic, remember that you can gain valuable insights from
others. Many writers say that they get their best ideas in conversation with other
people. If you talk with friends or roommates about your topic, at the very least
you will hear yourself describe the topic and your interest in it; this practice will
almost certainly sharpen your understanding of what you are doing. You can
also seek out Facebook groups, Web forums, or other networking sites as places
to share your thinking on a topic and find inspiration.
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3b Narrowing a topic

After exploring ideas, you may have found a topic that interests you and would
also be interesting to your audience. The topic, however, may be too large to
be manageable. If this is the case, narrow your topic to focus on a more work-
able idea. You might consider your personal connections to the topic and why it
interests you, or think about the most controversial or intriguing aspects of the
topic. (For help crafting a thesis from your narrowed topic, see 3c.)

Emily Lesk’s work on narrowing her topic

Emily Lesk planned to discuss how advertising affects American identity, but
she knew that her topic was far too broad. She began to think about possible
types of advertising and then about products that are pitched as particularly
“American” in their advertising. When she got stuck, she posted a Facebook
status update asking her friends to “name products that seem super-American.”
She quickly got seventeen responses with answers ranging from Hummer and
Winchester rifles to “soft toilet paper,” Spam, Wheaties, and maple syrup. One
friend identified Coca-Cola and Pepsi-Cola, two products that Emily associated
with many memorable and well-documented advertising campaigns.

A EXERCISE 3.1

Choose a topic that interests you, and explore it by using two of the strategies
described in 3a. When you have generated some material, you might try comparing
your results with those of other members of the class to see how effective or helpful
each strategy was. If you have trouble choosing a topic, use one of the preliminary
working theses in Exercise 3.2.

3c Drafting a working thesis

Academic and professional writing in the United States often contains an ex-
plicit thesis statement. The thesis functions as a promise to readers, letting them
know what the writer will discuss. Your readers may (or may not) expect you to
craft the thesis as a single sentence near the beginning of the text. If you want to
suggest a thesis implicitly rather than stating one explicitly, if you plan to con-
vey your main argument somewhere other than in your introduction, or if you
prefer to make your thesis longer than a single sentence, consider whether the
rhetorical situation allows such flexibility. For an academic project, also consult
with your instructor about how to meet expectations.

Whether you plan to use an implicit or explicit thesis statement in your text,
you should establish a tentative working thesis early in your writing process.

macmillanhighered.com/smh
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The word working is important here because your thesis may well change as
you write — your final thesis may be very different from the working thesis you
begin with. Even so, a working thesis focuses your thinking and research, and
helps keep you on track.

A working thesis should have two parts: a topic, which indicates the subject
matter the writing is about, and a comment, which makes an important point
about the topic.

© Inthe graphic novel Fun Home, illustrations and words combine to make
meanings that are more subtle than either words alone or images alone
could convey.

A successful working thesis has three characteristics:
1. Itis potentially interesting to the intended audience.
2. Itis as specific as possible.

3. It limits the topic enough to make it manageable.

You can evaluate a working thesis by checking it against each of these char-
acteristics, as in the following examples:

© Graphicnovels combine words and images.

INTERESTING? The topic of graphic novels could be interesting, but
this draft of a working thesis has no real comment
attached to it — instead, it states a bare fact, and the
only place to go from here is to more bare facts.

© Ingraphic novels, words and images convey interesting meanings.

SPECIFIC? This thesis is not specific. What are “interesting
meanings,” exactly? How are they conveyed?

© Graphic novels have evolved in recent decades to become an important
literary genre.

MANAGEABLE?  This thesis would not be manageable for a short-term
project because it would require research on several
decades of history and on hundreds of texts from all
over the world.

Emily Lesk’s working thesis

Emily Lesk wrote this preliminary thesis: “Coca-Cola and Pepsi-Cola have
shaped our national identity.” When she analyzed this thesis, she concluded



Drafting a working thesis 49

foss
4 LINGUAL | | STATING A THESIS EXPLICITLY

In some cultures, stating the main point explicitly may be considered rude or inel-
egant. In U.S. academic and business practices, however, readers often expect the
writer to make key points and positions explicit. Unless your main point is highly
controversial or hard for the reader to accept (such as a rejection letter), state your

main point early — before presenting the supporting details. ‘

that it was indeed interesting; however, she decided that the two brands
were not trying to do exactly the same thing, so her thesis was probably not
specific enough. In addition, both Coke and Pepsi had existed for over a
century, and she realized that just investigating the advertising for the two
brands would probably take more time than she had available — so the the-
sis was probably not manageable. After talking with her instructor, Emily
decided to focus on a single advertising icon, the world-famous Coca-Cola
logo. Her revised working thesis became “Coca-Cola is a cultural icon that
shapes American identity”
For Emily LesK’s first draft, see 3g. For her final draft, see 41.

A EXERCISE 3.2

Choose one of the following preliminary working theses, and after specifying an audi-
ence, evaluate the thesis in terms of its interest, specificity, and manageability. Revise
the working thesis as necessary to meet these criteria.

1. The benefits of standardized testing are questionable.
2. Vaccinations are dangerous.

3. Too many American parents try to micromanage their children’s college
education.

4. Many people are afraid to fly in a plane, although riding in a car is statistically
more dangerous.

5. An educated public is the key to a successful democracy.

A EXERCISE 3.3

Write a preliminary working thesis for your chosen topic. Evaluate the thesis in terms
of its interest, specificity, and manageability. Revise it as necessary to create a satis-
factory working thesis.

macmillanhighered.com/smh
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3d Gathering information

Writing often calls for research. Your curiosity may be triggered by a found
object or image that you want to learn more about. An assignment may specify
that you conduct research on your topic and cite your sources. Even if you're
writing about a topic on which you're an expert, you may find that you don’t
know enough about some aspect of the topic to write about it effectively with-
out doing research.

You may need to do research at various stages of the writing process — early
on, to help you understand or define your topic, and later on, to find additional
examples and illustrations to support your thesis. Once you have developed a
working thesis, consider what additional information, opinions, visuals, and
media you might need.

Basically, you can do three kinds of research to support your thesis:
library research, which includes books, periodicals, and databases (and
perhaps archives of other kinds of sources, such as music, films, posters,
photographs, and so on); online research, which gives you access to texts,
visuals, media, and people on the Internet; and field research, which includes
personal observation, interviews, surveys, and other means of gathering
information directly. (For more information on conducting research, see
Chapter 11.)

3e Organizing verbal and visual information

While you're finding information on your topic, think about how you will group
or organize that information to make it accessible and persuasive to readers. At
the simplest level, writers most often group information in their writing projects
according to four principles — space, time, logic, and association.

O Organizing spatially

Spatial organization of texts allows the reader to “walk through,” beginning
at one point and moving around in an organized manner — say, from near
to far, left to right, or top to bottom. It can be especially useful when you
want the audience to understand the layout of a structure or the placement
of elements and people in a scene: texts such as a museum visitors’ audio
guide, a written-word description of a historic battlefield, or a video tour of a
new apartment might all call for spatial organization. Remember that maps,
diagrams, and other graphics may help readers visualize your descriptions
more effectively.

macmillanhighered.com/smh
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O Organizing chronologically (by time)

Organization can also indicate when events occur, usually chronologically from
first to last. Chronological organization is the basic method used in cookbooks,
lab reports, instruction manuals, and many stories and narrative films. You may
find it useful to organize information by describing or showing the sequence of
events or the steps in a process.

O Organizing logically

Organizing according to logic means relating pieces of information in ways that
make sense. Following is an overview of some of the most commonly used logi-
cal patterns: illustration, definition, division and classification, comparison and con-
trast, cause and effect, problem and solution, analogy, and narration. For examples
of paragraphs organized according to these logical patterns, see Sd.

lllustration

You will often gather examples to illustrate a point. If you write an essay dis-
cussing how one novelist influenced another, you might cite examples from
the second writer’s books that echo themes or characters from the first writer’s
works. For a pamphlet appealing for donations to the Red Cross, you might use
photographs showing situations in which donations helped people in trouble,
along with appropriate descriptions. For maximum effect, you may want to
arrange examples in order of increasing importance unless your genre calls for
an attention-grabbing initial illustration.

Definition

Often a topic can be developed by definition — by saying what something is (or
is not) and perhaps by identifying the characteristics that distinguish it from
things that are similar or in the same general category. If you write about poverty
in your community, for example, you would have to define very carefully what
level of income, assets, or other measure defines a person, family, or household
as “poor.” In an essay about Pentecostalism, you might explain what characteris-
tics separate Pentecostalism from related religious movements.

Division and classification

Division means breaking a single topic into separate parts; classification means
grouping many separate items of information about a topic according to their
similarities. An essay about military recruiting policies might divide the mili-
tary into different branches — army, navy, air force, and so on —and examine
how each recruits volunteers. For a project on women’s roles in the eighteenth
century, you could organize your notes by classification: information related to
women’s education, occupations, legal status, and so on.
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Comparison and contrast

Comparison focuses on the similarities between two things, whereas contrast
highlights their differences, but the two are often used together. If you were
asked to analyze two case studies in an advertising text (one on Budweiser ads
and the other on ads for the latest iPhone), you might well organize the response
by presenting all the information on Budweiser advertising in one section and
all on iPhone ads in another (block comparison) or by alternating between
Budweiser and iPhone ads as you look at particular characteristics of each (alter-
nating comparison).

Cause and effect

Cause-effect analysis may deal with causes, effects, or both. If you examine why
something happens or happened, you are investigating causes. If you explain
what has occurred or is likely to occur from a set of conditions, you are dis-
cussing effects. An environmental-impact study of the probable consequences
of building a proposed dam, for instance, would focus on effects. On the other
hand, a video essay on the breakdown of authority in inner-city schools might
begin with the effects of the breakdown and trace them back to their causes.

Problem and solution

Moving from a problem to a solution is a natural way to organize certain kinds
of information. For example, a student studying motorcycle parking on campus
decided to organize his writing in just this way: he identified a problem (the
need for more parking) and then offered two possible solutions, along with visu-
als to help readers imagine the solutions (his outline appears on p. 55). Many
assignments in engineering, business, and economics call for a similar organiza-
tional strategy.

Analogy

An analogy establishes connections between two things or ideas. Analogies are
particularly helpful in explaining something new in terms of something very
familiar. Likening the human genome to a map, for example, helps explain the
complicated concept of the genome to those unfamiliar with it.

Narration

Narration involves telling a story of some kind. You might, for example, tell the
story of how deer ravaged your mother’s garden as a way of showing why you
support population control measures for wildlife. Narrating calls on the writer
to set the story in a context readers can understand, providing any necessary
background and descriptive details as well as chronological markers and transi-
tions (later that day, the following morning, and so on) to guide readers through
the story.
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O Organizing by association

Some writers organize information through a series of associations that grow
directly out of their own experiences and memories. In doing so, they may rely
on a sensory memory, such as an aroma, a sound, or a scene. Thus, associational
organization is common in personal narrative, where the writer follows a chain
of associations to render an experience vividly for readers, as in this description:

QUICK

Flying from San Francisco to Atlanta, I looked down to see the gentle roll
of the Smoky Mountains begin to appear. Almost at once, I was transported
back to my granny’s porch, sitting next to her drinking iced tea and eating
peaches. Those fresh-picked peaches were delicious — ripened on the tree,
skinned, and eaten with no regard for the sticky juice trickling everywhere.
And on special occasions, we'd make ice cream, and Granny would empty

a bowl brimming with chopped peaches into the creamy dish. Now — that
was the life!

Organizing visuals and media in academic writing

Use video and still images to capture your readers’ attention and interest in
a vivid way, to emphasize a point you make in words, to present information
that is difficult to convey in words, or to communicate with audiences with
different language skills.

Consider whether you want to use images alone to convey your message, or
whether words are also needed to help readers understand.

For presentations, consider what your audience should look at as they listen
to you. Make sure that the visuals enhance rather than compete with what
you say. (Chapter 17)

If you are using visuals and words together, consider both the way each
image or video works on its own and the way it works in combination with
the words you use.

If you are using visuals to illustrate a written-word text, place each visual as
near as possible to the words it illustrates. Introduce each visual clearly (As
the map to the right depicts . . . ). Comment on the significance or effect of
the visual (Figure 1 corroborates the firefighters’ statements . . . ). Label each
visual appropriately, and cite the source. (Chapters 32-35)

O Combining organizational patterns

In much of your writing, you will want to use two or more principles of organiza-
tion. You might, for example, combine several passages of narration with vivid
examples to make a striking comparison, as one student did in an essay about
the dramatic differences between her life in her Zufii community and her life as
a teacher in Seattle. In addition, you may want to include not only visuals but
sound and other multimedia effects as well.
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"
4 LINGUAL | | ORGANIZING INFORMATION

You may know ways of organizing information that differ markedly from those
discussed in this section. A Navajo teacher notes, for example, that explicit lin-
ear organization, through chronology or other strictly logical patterns, doesn’t
ever sound quite right to her. As she puts it, “In traditional Navajo, it’s consid-
ered rude to get right to the point. Polite conversation or writing between two
engaged people always takes a while to get to the point.” Although effective
organization depends largely on the reader’s expectations, it may sometimes
make sense to deviate from those expectations. If you choose to organize your
writing differently from what your teacher or classmates might expect, con-
sider explaining the reason for your choice — for example, in a cover letter or a

footnote. I

Emily Lesk’s organizational patterns

Emily Lesk begins the final draft of her essay (41) with what she calls a “con-
fession”: I don’t drink Coke. She follows this opening with an anecdote about
a trip to Israel during which she nevertheless bought a T-shirt featuring the
Coca-Colalogo. She goes on to explore what lies behind this purchase, relat-
ing it to the masterful advertising campaigns of the Coca-Cola Company
and illustrating the way that the company’s advertising “sells” a certain
kind of American identity along with its products. She closes her draft
by reflecting on the implications of this relationship between corporate
advertising and national identity. Thus her essay, which begins with a per-
sonal experience, combines the patterns of narrative with cause-effect and
comparison.

4 EXERCISE 3.4

Identify the most effective means of organizing information for a project you are cur-
rently working on. Write a brief paragraph explaining why you chose this particular
method (or these methods) of organization.

3f Planning

At this point, you will find it helpful to write out an organizational plan,
outline, or storyboard. To do so, simply begin with your thesis; review your
exploratory notes, research materials, and visual or multimedia sources; and
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then list all the examples and other good reasons you have to support the
thesis. (For information on paragraph-level organization, see Chapter S.)

O Creating an informal plan

One informal way to organize your ideas is to figure out what belongs in your
introduction, body paragraphs, and conclusion. A student who was writing
about solutions to a problem used the following plan:

WORKING THESIS

© Increased motorcycle use demands the reorganization of campus
parking lots.

INTRODUCTION

give background and overview (motorcycle use up dramatically), and include
photograph of overcrowded lot

state purpose — to fulfill promise of thesis by offering solutions

BODY

describe current situation (tell of my research at area parking lots)
describe problem in detail (report on statistics; cars vs. cycles), and graph
my findings

present two possible solutions (enlarge lots or reallocate space)

CONCLUSION
recommend against first solution because of cost and space

recommend second solution, and summarize advantages

O Writing a formal outline

Even if you have created an informal written plan before drafting, you may
wish (or be required) to prepare a more formal outline, which can help you
see exactly how the parts of your writing will fit together —how your ideas
relate, where you need examples, and what the overall structure of your work
will be. Even if your instructor doesn’t ask you to make an outline or you
prefer to use some other method of sketching out your plans, you may want
to come back to an outline later: doing a retrospective outline— one you
do after you've already drafted your project — is a great way to see whether you
have any big logical gaps or whether parts of the essay are in the wrong place.

Most formal outlines follow a conventional format of numbered and let-
tered headings and subheadings, using roman numerals, capital letters, arabic
numerals, and lowercase letters to show the levels of importance of the various
ideas and their relationships. Each new level is indented to show its subordina-
tion to the preceding level.
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Thesis statement

I.  First mainidea
A. First subordinate idea
1. First supporting detail or idea
2. Second supporting detail or idea
3. Third supporting detail
B. Second subordinate idea
1. First supporting detail or idea
2. Second supporting detail or idea
II. Second main idea
A. (continues as above)

Note that each level contains at least two parts, so there is no A without a B, no 1
without a 2. Comparable items are placed on the same level — the level marked by
capital letters, for instance, or arabic numerals. Keep in mind that headings should
be stated in parallel form — either all sentences or all grammatically parallel topics.

Formal outlining requires a careful evaluation of your ideas, and this is pre-
cisely why it is valuable. (A full-sentence outline will reveal the relationships
between ideas — or the lack of relationships — most clearly.) Remember, how-
ever, that an outline is at best a means to an end, not an end in itself. Whatever
form your plan takes, you may want or need to change it along the way. (For an
example of a formal outline, see 1Se.)

O Making a storyboard

The technique of storyboarding — working out a narrative or argument in vis-
ual form — can be a good way to come up with an organizational plan, espe-
cially if you are developing a video essay, Web site, or other media project. You
can find storyboard templates online to help you get started, or you can create
your own storyboard by using note cards or sticky notes. Even if you're writing a
more traditional word-based college essay, however, you may find storyboarding
helpful; take advantage of different colors to keep track of threads of argument,
subtopics, and so on. Flexibility is a strong feature of storyboarding: you can
move the cards and notes around, trying out different arrangements, until you
find an organization that works well for your writing situation.

Here are some possible organizational patterns for a storyboard.

Use linear organization when you want readers to move in a particular order
through your material. An online report might use the following linear organization:

Linear organization

Report Findings Methodology




Planning 57

Ahierarchy puts the most important material first, with subtopics branching
out from the main idea. A Web site on dog bite prevention might be arranged

like this:

Hierarchical organization

Tips for Tips for
Dog Owners Parents
Restraining - Educating Practicing
Pets el Children Caution

A spoke-and-hub organization allows readers to move from place to place in
no particular order. Many portfolio Web sites are arranged this way:

Spoke-and-hub organization

About Me
Writing Diego’s
Samples Blog
Recent
Presentations

Whatever form your plan takes, you may want or need to change it along the
way. Writing has a way of stimulating thought, and the process of drafting may
generate new ideas. Or you may find that you need to reexamine some data or
information or gather more material.
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A EXERCISE 3.5

Write out or sketch a plan for a piece of writing supporting your working thesis.

3g Drafting

In some sense, drafting begins the moment you start thinking about a topic. At
some point, however, you attempt an actual written draft.

No matter how good your planning, investigating, and organizing have

been, chances are you will need to return to these activities as you draft. This
fact oflife leads to the first principle of successful drafting: be flexible. If you see
that your organizational plan is not working, do not hesitate to alter it. If some
information or medium now seems irrelevant, leave it out, even if you went
to great lengths to obtain it. Throughout the drafting process, you may need
to refer to points you have already written about. You may learn that you need to
do more research, that your whole thesis must be reshaped, or that your topic is
still too broad and should be narrowed further.

L QUICK |

Guidelines for drafting

Set up a computer folder or file for your essay. Give the file a clear and
relevant name, and save to it often.

Save and name your files to distinguish among drafts. Since you will likely
change your text over time, save a copy of each version. If you are sending

a copy to classmates for review, give the file a new but related name. For
example, for a first draft saved as religion essay d1, save a copy as religion
essay d2. Then, when you receive responses, you can leave the copy of your
first draft as is and make revisions on religion essay d2.

Track changes within a document file to try out new versions. Most writing
software allows you to track changes you make within a draft, seeing how new
material would look and deciding later whether to keep or discard the changes.
This function is useful when you are working on a piece of writing with another
writer or when you aren't sure which version of your draft you like best.

Have all your information close at hand and arranged according to your
organizational plan. Stopping to search for a piece of information can break
your concentration or distract you.

Keep track of any sources you plan to include. Keep a working bibliogra-
phy (12c), and make notes in your draft of any information that comes from
your research. If you find useful information online, you can cut and paste

it into a document to ensure that you have the information exactly as you
found it; however, highlight or save it in a different color so that you don't
mistakenly borrow writing that is not your own. (Chapters 13 and 14)

Try to write in stretches of at least thirty minutes. Writing can provide
momentum, and once you get going, the task becomes easier. >

macmillanhighered.com/smh

3. Exploring, Planning, Drafting > Tutorial > Word processing
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VCONSIDERING DISABILITIES | A TALKING DRAFT

Using a word processor with voice-recognition software will allow you to speak

your ideas, which will then appear onscreen. A “talking” draft of this kind can be

avery good way to get your initial draft done, especially if you have difficulty with

the physical act of writing. If voice-recognition software isn’t available, try to find
another student who will work with you to produce talking drafts: as one of you

talks, the other types in what is being said. Your school’s office of disability services
should be able to provide scribes or notetakers as well. ‘

Guidelines for drafting, continued
Don't let small questions bog you down. Just make a note of them in
brackets—or in all caps—or make a tentative decision and move on.

Remember that first drafts aren’t perfect. Concentrate on getting all your
ideas written down, and don’t worry about anything else.

Stop writing at a place where you know exactly what will come next.
Doing so will help you start easily when you return to the draft.

Emily Lesk’s first draft

Here is Emily Lesk’s first draft. She uses brackets and highlighting here to iden-
tify questions and sources she will need to cite.

All-Powerful Coke
I don't drink Coke. Call me picky for disliking the soda’s

saccharine aftertaste. Call me cheap for choosing a water fountain

over a twelve-ounce aluminum can that costs a dollar from a

vending machine but only pennies to produce. Even call me
unpatriotic for rejecting the potable god that over the last century has come to
represent all the enjoyment and ease to be found in our American way of life. But
don't call me a hypocrite when I admit that I still identify with Coke and the
Coca-Cola culture.

I have a favorite T-shirt that says “Drink Coca-Cola Classic” in Hebrew. It's
Israel’s standard tourist fare, like little nested dolls in Russia or painted horses in
Scandinavia, and before setting foot in the Promised Land three years ago, I knew
where I could find one. The T-shirt shop in the central block of a Jerusalem shopping
center did offer other shirt designs (“Maccabee Beer” was a favorite), but that Coca-
Cola shirt was what drew in most of the dollar-carrying tourists. I waited almost

macmillanhighered.com/smh

@ 3. Exploring, Planning, Drafting > Video > It's hard to delete things
3. Exploring, Planning, Drafting > Video > You just have to start
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twenty minutes for mine, and I watched nearly everyone ahead of me say “the Coke
shirt” (and “thanks” in Hebrew).

At the time, I never asked why I wanted the shirt. I do know, though, that 3
the reason I wear it often, despite a hole in the right sleeve, has to do with its
power as a conversation piece. Few people notice it without asking something
like, “Does that say Coke?” I usually smile and nod. They mumble a compliment
and we go our separate ways. But rarely does anyone want to know what language
the world’s most famous logo is written in. And why should they? Perhaps because
Coca-Cola is a cultural icon that shapes American identity.

Throughout the company’s history, marketing strategies have centered on putting 4
Coca-Cola in scenes of the happy, carefree American life we never stop striving for.

What 1950s teenage girl wouldn't long to see herself in the soda shop pictured in a
Coca-Cola ad appearing in a 1958 issue of Seventeen magazine? A clean-cut, handsome
man flirts with a pair of smiling girls as they laugh and drink Coca-Colas. And any girls
who couldn’t put themselves in that perfect, happy scene could at least buy a Coke for
consolation. The malt shop — complete with a soda jerk in a white jacket and paper
hat—is a theme that, even today, remains a symbol of Americana. [Use ad? Source is
'50s American Magazine Ads edited by Ikuta.]

But while countless campaigns with this general strategy have together 5
shaped the Coca-Cola image, presenting a product as key to a happy life represents
a fairly typical approach to advertising everything from Fords to Tylenol. Coca-
Cola’s advertising is truly unique, however, for the original way the beverage giant
has utilized specific advertising media — namely magazines and television — to
drive home this message.

One of the earliest and best-known examples of this strategy is artist Haddon 6
Sundblom’s masterpiece of Santa Claus. In December 1931, Coca-Cola introduced
an advertising campaign featuring Sundblom'’s depiction of a jolly, Coke-drinking
Santa. [Cite Coca-Cola Web site.] [Look for a picture of this original Coke Santa.] But
the success of Santa Claus goes far beyond Sundblom’s magazine advertisements
depicting a warm, happy grandfather figure delighting in an ice-cold Coke after
a tiring night of delivering presents. The way in which Coca-Cola advertisers
presented that inviting image represents Coca-Cola’s brilliant manipulation of the
medium itself. [Need to cite Pendergrast book here.]

In today’s world of CNN, e-journals, and Newsweek.com, it is often easy to forget 7
how pervasive a medium the magazine was prior to the advent of television. Until
the late 1950s, American households of diverse backgrounds and geographic
locations subscribed loyally to general-subject weeklies and monthlies such as Life
and the Saturday Evening Post. These publications provided the primary source of

macmillanhighered.com/smh
3. Exploring, Planning, Drafting > Student Writing > Early draft (Lesk)
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news, entertainment, and other cultural information to families nationwide. This
large and constant group of subscribers enabled Coca-Cola to build a perennial
Christmastime advertising campaign that used an extremely limited number of ads
[“designs” better word?] [add source], which Americans soon came to look forward
to and seek out each holiday season. The marketing strategy was not to capture
consumers with a few color drawings, but rather to make them wait eagerly by the
mailbox each December so that they could flip through the Saturday Evening Post
to find the latest scene featuring Santa gulping a Coke. For this strategy to be
successful, the advertisements had to be seen by many, but also be just hard enough
to come by to be exciting. What better location for this than the December issue of
an immensely popular magazine?

There is no denying that this strategy worked brilliantly, as this inviting image 8
of Santa Claus graduated from the pages of the Saturday Evening Post to become
the central figure of the most celebrated and beloved season of the year. Travel to
any strip mall in the United States during December (or even November — that's
how much we love Christmas!) and you will no doubt run into Santa clones left
and right, punched out of cardboard and sculpted in tinsel hung atop lampposts,
all in Coca-Cola red and white. And while, in today’s nonmagazine world, Coca-Cola
must celebrate Christmas with specially designed Diet Coke cans and television
commercials, the Coca-Cola Santa Claus will forever epitomize the former power of
magazine advertising in America. [Getting off track here?]

In other words, Coca-Cola has hammered itself into our perceptions—both 9
conscious and subconscious — of an American cultural identity by equating itself with
media that define American culture. When the omnipresent general magazine that
marked the earlier part of the century fell by the wayside under television's power,
Coke was there from the beginning. In its 1996 recap of the previous fifty years in
industry history, the publication Beverage Industry [need to cite] cites Coca-Cola as
a frontrunner in the very first form of television advertising: sponsorship of entire
programs such as, in the case of Coke, The Bob Dixon Show and The Adventures of Kit
Carson. Just as today we associate sports stadiums with their corporate sponsors,
viewers of early television programs will forever equate them with Coke.

When networks switched from offering sponsorships to selling exclusive commercial 10
time in short increments (a format modeled after magazine advertisements), Coca-

Cola strove to distinguish itself again, this time by producing new formats and
technologies for these commercials. [This sentence is way too long!] Early attempts at
this—such as choppy “stop motion” animation, where photographs of objects such
as Coke bottles move without the intervention of actors —attracted much attention,
according to the Library of Congress Motion Picture Archives [need to cite]. Coca-Cola
also experimented with color advertisements early enough that the excitement of
color advertising technology drew additional attention to these commercials.
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But the Coke advertising campaign that perhaps best illustrates the ability 11
of Coca-Cola advertisers to equate their product with a medium / technology
[reword!] did not appear until 1993. In the holiday Coke ad that year, completely
digitally animated polar bears rolled, swam, snuggled, slid on ice, and gurgled
about in a computerized North Pole and finished off the playful experience with
a swig of Coke. This campaign captured America’s attention and held if for six
separate commercials, and not because or at least not just because the bears were
cute and cuddly. Their main draw was the groundbreaking technology used to
create them. In 1993, two years before the release of the first Toy Story, these
were some of the very first widely viewed digital films [cite Library of Congress
here]. With these bears, as with other campaigns, Coke didn't just utilize the
latest technology — Coke introduced the latest technology.

As a result of this brilliant advertising, a beverage which I do not even let 12
enter my mouth [reword!] is a significant part of my American cultural identity.
That’s why I spent thirty Israeli shekels and twenty minutes in a tourist trap
I would ordinarily avoid buying my Hebrew Coca-Cola shirt. That shirt —along
with the rest of the Coca-Cola collectibles industry — demonstrates the power of
[something about Coke connecting itself with the American ideal of a life of diversion
and lightheartedness]. Seeing the logo that embodies all of this halfway around
the world gave me an opportunity to affirm a part of my American identity.

The red-and-white logo’s ability to appeal to Americans even in such a foreign 13
context speaks to Coke advertisers’ success at creating this association. A 1999
American television commercial described by the Library of Congress archive [need
to cite] as highly successful is set in Kenya, with dialogue in a local dialect and
English subtitles. In it, two Kenyan boys taste their first Cokes and comment that
the experience is much like the way they imagine kissing a girl will be. This image
appeals to Americans because it enables us to use the symbol of Coca-Cola to make
ourselves comfortable even in the most unfamiliar situations. And if that can't
sell your product, nothing can.

(For the works-cited page that Emily Lesk submitted with her final paper, which
includes the sources indicated in her notes in this draft, see 41.)

THINKING CRITICALLY ABOUT YOUR WRITING PROCESS

Using the following guidelines, reflect on the process you went through as you pre-
pared for and wrote your draft. Make your answers an entry in your writing log if you
are keeping one.

1. How did you arrive at your specific topic?

2. When did you first begin to think about the assignment?
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. What kinds of exploring or planning did you do? What kinds of research did

you need to do?

. How long did it take to complete your draft (including the time spent gathering

information)?

5. Where did you write your draft? Briefly describe the setting.

6. How did awareness of your audience help shape your draft?

7. What have you learned from your draft about your own rhetorical stance on

10.

11.

your topic?

. What did you learn about your ideas for this topic by exploring, planning, and

talking with others about it?

. What do you see as the major strengths of your draft? What is your favorite

sentence, and why?

What do you see as the major weaknesses of your draft? What are you most
worried about, and why?

What would you like to change about your process of exploring, planning, and
drafting?
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Reviewing, Revising,
Editing, and Reflecting

HE ANCIENT ROMAN POET HORACE advised aspiring writers to get distance

from their work by putting it away for nine years. Although impractical, to say the
least, Horace’s advice holds a nugget of truth: putting your draft aside even for a short
while will help clear your mind and give you more objectivity about your writing,

Make time to review and reflect on your work (by yourself or with others)
and to revise, edit, and proofread. Reviewing calls for reading your draft with a
critical eye and asking others to look over your work. Revising involves reworking
your draft on the basis of the review, making sure that the draft is clear, effective,
complete, and well organized. Editing involves fine-tuning, attending to all the
details. Of course, you also need to format and proofread your writing carefully to
make it completely ready for public presentation.

e a

CONNECT: What kind of advice from other people is most
useful for your writing? 4c and d, 19i

CREATE: Make a checklist to guide a friend who is
responding to your writing.

REFLECT: Go to macmillanhighered.com/smh, and respond
to 4. Reviewing > Video > Lessons from peer review.

4a Rereading your draft

After giving yourself — and your draft — a rest, review the draft by rereading it
carefully for meaning, recalling your purpose, reconsidering your rhetorical stance,
considering your audience, and evaluating your organization and use of visuals.

O Reading for meaning

At this point, don’t sweat the small stuff. Instead, concentrate on your message
and on whether you have expressed it clearly. Note any places where the mean-
ing seems unclear.

64
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TALKING THE TALK | REVISION

“I thought I had revised my assignment, but my instructor said I'd just corrected
the typos.” It’s always a good idea to clarify what revision means with a particular
instructor. Generally, though, when a writing teacher asks for a revision, minor cor-
rections will not be enough. Plan to review your entire draft, looking first at the big
picture — the thesis or overall argument — and be prepared to make major changes
if necessary. Look for sentence-level errors and typos last, during the editing stage,
since you may delete or change these as you revise.

O Reflecting on purpose

Does your draft achieve its purpose? If you wrote for an assignment, make sure
that you have produced what was asked for. If you set out to prove something,
make sure you have succeeded. If you intended to propose a solution to a prob-
lem, make sure you have set forth a well-supported solution rather than just an
analysis of the problem.

O Reflecting on rhetorical stance

Take time to look at your draft with one central question in mind: where are you
coming from in this draft? That is, articulate the rhetorical stance you take, and
ask yourself what factors or influences have led you to that position. (For more
on rhetorical stance, see 2d.)

O Reflecting on audience

How appropriate is the text for your audience? Think carefully about your audi-
ence members’ experiences and expectations. Will they be interested in and able
to follow your discussion? Is the language formal or informal enough for these
readers? Have you defined any terms they may not know? What objections
might they raise? (For more on audience, see 2e.)

When Emily Lesk reread her draft (3g), she noticed that she sounded a bit
like a know-it-all, especially in the opening of her essay. After reflection, she
decided that her tone was inappropriate, perhaps because she was trying too
hard to get her audience’s attention, and that she needed to work on this prob-
lem in her revision.

A EXERCISE 4.1

Take twenty to thirty minutes to look critically at a draft you have written recently.
Reread it carefully, check to see how well the purpose is accomplished, and consider
how appropriate the draft is for the audience. Then write a paragraph about how you
would go about revising the draft.
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A EXERCISE 4.2

To prepare for a peer review, write a description of your purpose, rhetorical stance,
and audience for your reviewer(s) to consider. For example, Emily Lesk might write, "I
want to figure out why Coca-Cola seems so American and how the company achieves
this effect. My audience is primarily college students like me, learning to analyze their
own cultures. | want to sound knowledgeable, and | want this essay to be fun and
interesting to read.” This type of summary statement can help your reviewers keep
your goals in mind as they give you feedback.

O Checking organization

Look through your draft, paying attention to the way one idea flows into another.
Note particularly the first sentence of each new paragraph, and ask yourself how
it relates to the paragraph that came before. If you can’t immediately see the con-
nection, you probably need to strengthen the transition (Sf).

Another good way to check your organization is to number the paragraphs
in the draft, and then read through each one, jotting down the main idea or topic.
Do the main ideas clearly relate to the thesis and to each other? Can you iden-
tify any confusing leaps from point to point? Have you left out any important
points? Does any part of your essay go off track?

O Reflecting on genre and media

You decided to write in a particular genre, so think again about why you made
that choice. Is writing in this genre the best way to achieve your purpose and
reach your audience? Does the draft fulfill the requirements of the genre? Would
any content in your draft be more effective presented in another medium — for
example, as a print handout instead of a PowerPoint slide? Should you consider
“translating” your work into another medium (17a and b)? Do you need to take
any additional steps to make your work as effective as it can be in this medium?

Visuals and media

Look closely at the images, audio, and video you have chosen to use. How do
they contribute to your draft? Make sure that all visuals and media files are
labeled with captions and sources, and remember to refer to visuals and media
and to comment on their significance to the rest of your text. Would any infor-
mation in your draft work better in visual than in verbal form?

4b Reviewing peer writers’ work

Whether you are part of a small peer-review group in your writing class or
you are assigned a peer reviewer in a MOOC (massive open online course)
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with hundreds or even thousands enrolled, you can use reviewers to your
advantage — and you should do your best to help peers when you review their
work as well. (For help with peer review, see the Quick Help guidelines on
pp. 69-70.)

O Understanding the role of the peer reviewer

The most helpful reviewers are interested in the topic and the writer’s approach
to it. They ask questions, make concrete suggestions, report on what is confus-
ing and why, and offer encouragement. Good reviewers give writers a new way
to see their drafts so that they can revise effectively. After reading an effective
review, writers should feel confident about taking the next step in the writing
process.

Peer review is difficult for two reasons. First, offering writers a way to imag-
ine their next draft is just hard work. Unfortunately, there’s no formula for giving
good writing advice. But you can always do your best to offer your partner a
careful, thoughtful response to the draft and a reasonable sketch of what the next
version might contain. Second, peer review is challenging because your job as a
peer reviewer is not to grade the draft or respond to it as an instructor would. As
a peer reviewer, you will have a chance to think alongside writers whose writing
you may consider much better or far worse than your own. Don’t dwell on these
comparisons. Instead, remember that a thesis is well supported by purposefully
arranged details, not by punctuation or impressive vocabulary. Your goal is to
read the writer’s draft closely enough to hear what he or she is trying to say and
to suggest a few strategies for saying it better.

Being a peer reviewer should improve your own writing as you see how
other writers approach the same assignment. So make it a point to tell writers
what you learned from their drafts; as you express what you learned, you’ll be
more likely to remember their strategies. Also, you will likely begin reading
your own texts in a new way. Although all writers have blind spots when read-
ing their own work, you will gain a better sense of where readers expect cues
and elaboration.

v
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If you are not used to giving or receiving criticisms directly, you may find it disturb-
ing when some or most of your classmates take a questioning or even challenging
stance toward your work. As long as the questions and suggestions are constructive,
however, they are appropriate to peer-review collaboration. Your peers will expect
you to join in the critical collaboration, too, so be sure to offer your questions, sug-

gestions, and insights. l
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O Working with peer reviewers in an online course

If you are taking an online writing class or MOOC, you can still take advan-
tage of peer reviews. In an online course, you may be assigned to a peer-
review group and given guidelines to follow. But if you are not assigned to a
peer-review group, organize one for yourself. Post a note to the class, asking
those interested in forming a group to contact you. Then talk through the
purpose of the group in a collaborative space (in your course management
site, if you have one, or even via email): what is it you want each member to
contribute? It’s best to be explicit and straightforward when you’re working
with people you don’t know and won’t meet face to face. Then, as with any
peer group, agree on what each of you will do (such as comment on spe-
cific aspects of a draft, identify confusing parts or passages, provide specific
advice for improvement, and so on) and set a timeline. Give the group a test
drive on your first drafts: you are looking for members who are as trustwor-
thy, reliable, and smart as you are!

O Using tools for peer review

Remember that one of your main goals as a peer reviewer is to help the writer
see his or her draft differently. You want to show the writer what does and doesn’t
work about particular aspects of the draft. Visually marking a draft can help the
writer know at a glance what revisions the reviewer suggests. (Remember that
visual mark-ups can be useful for drafts of all kinds of texts. If you are reviewing
a slide presentation or video draft, for instance, you may be able to mark up a
printout or transcript as part of your review. )

Marking up a print draft

If you are reviewing a hard copy of a draft, write compliments in the left margin
and critiques, questions, and suggestions in the right margin. As long as you
explain what your symbols mean, you can also use circles, underlining, high-
lighting, or other visual annotations to point out patterns to the writer. If an idea
is mentioned in several paragraphs, for example, you can circle those sentences
and suggest that the writer use them to form a new paragraph.

Marking up a digital draft

If the draft comes to you as a digital file, save the document in a folder under
a name you will recognize. It’s wise to include the writer’s name, the assign-
ment, the number of the draft, and your initials. For example, Ann G. Smith
might name the file for the first draft of Javier Jabari’s first essay jabari essayl
d1 ags.doc.

You can use the TRACK CHANGES function of your word-processing pro-
gram to add comments and suggestions and to revise the text of written-word
documents. Insert a comment explaining each revision and suggesting how the



Reviewing peer writers’ work 69

writer can build on it in the next draft. (If you prefer, you can use footnotes for
comments instead.)

For media drafts that are difficult to annotate visually, ask the writer about
preferred ways to offer suggestions — audio annotations? written notes? com-
ments on a posted file? face-to-face discussion? something else?

You should also consider using highlighting in written-word texts. If you
explain to the writer what the colors mean and use only a few colors, highlight-
ing can make a powerful visual statement about what needs to be revised. Here
is an example of a color key for the writer:

Color Revision Suggestion

Yellow Read this sentence aloud, and then revise for clarity.
Green This material seems out of place. Reorganize?

Blue This idea isn't clearly connected to your thesis. Cut?

O Conducting a peer review

Whenever you respond to a piece of writing, think of the response you are
giving — whether orally or in writing — as a letter to the writer of the draft.
Your written response should usually have two parts: (1) a personal letter to
the writer, and (2) visual markings or other annotations on the text.

Before you read the draft, ask the writer for any feedback instructions. Take
the writer’s requests seriously. If, for example, the writer asks you to look at spe-
cific aspects of his or her writing and to ignore others, be sure to respond to that
request.

To begin your review, read straight through the project and think about the
writer’s specific instructions as well as the following general guidelines.

v
)
Guidelines for peer review

Overall thoughts. What are the main strengths and weaknesses of the draft?
What might be confusing to the audience? What is the single most important
thing the writer says in the draft? What will the audience want to know more
about?

Assignment. Does the draft carry out the assignment?

Title and introduction. Does the title tell the audience what the draft

is about? How does it catch their interest? Does the opening make the
audience want to continue reading? In what other ways might the draft

begin? (4h)
Thesis and purpose. Paraphrase the thesis as a promise: In this project, the
writer will. . . . Does the draft fulfill that promise? Why, or why not? Does it

carry out the writer’s purposes? (2d)

Audience. How does the draft interest and appeal to its intended
audience? (2e) >
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Guidelines for peer review, continued

Rhetorical stance. Where does the writer stand? What words or phrases indicate
the stance? What influences have likely contributed to that stance? (2d)

Major points. List the main points, and review them one by one. Do any
points need to be explained more or less fully? Do any seem confusing or
boring? Should any points be eliminated or added? How well is each major
point supported? (4f)

Visuals and media. Do the visuals, if any, add to the key points? Do your
media files play properly, and do they serve their intended purpose? Are all
images and media files clearly referred to in the draft? Are they appropriately
identified? (4a and j)

Organization and flow. Is the writing easy to follow? Are the ideas presented
in an order that will make sense to the audience? (3e) Do effective transitions
ease the flow between paragraphs and ideas? (5f)

Paragraphs or sections. Which paragraphs or sections are clearest and

most interesting? Which need further development, and how might they be
improved? (Chapter 5)

Sentences. Are any sentences particularly effective and well written? Are any
sentences weak—confusing, awkward, or uninspired? Are the sentences varied
in length and structure? Are the sentence openings varied? (Chapter 52)
Words. Which words draw vivid pictures or provoke strong responses? Which
words are weak, vague, or unclear? Do any words need to be defined?

Are the verbs active and vivid? (53b) Are any words potentially offensive?
(Chapter 28)

Tone. What dominant impression does the draft create—serious, humorous,
persuasive, something else? Where, specifically, does the writer’s attitude
come through most clearly? Is the tone appropriate to the topic and the
audience? Is it consistent throughout? (Chapter 30)

Conclusion. Does the draft conclude in a memorable way, or does it seem to
end abruptly or trail off into vagueness? How else might it end? (4h)

A summary of the draft

After reading the draft, begin by summarizing the main idea(s) of the piece of
writing. You might begin by writing I think the main argument is . . . or In this
draft, you promise to. . . . Then outline the main points that support the thesis
(3eandf).

Once you prepare the outline, your most important work as a peer reviewer

can begin. You need to think alongside the writer about how to support the the-
sis and arrange details most effectively for the audience. Ask yourself the fol-
lowing questions and make notes that you can include in the letter to the writer:

If T heard this topic mentioned in another situation, what would I expect the
conversation to include? Would any of those ideas strengthen this writing?
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« IfThad not read this draft, what order would I expect these ideas to follow?

o Are any ideas or connections missing?

Your mark-up of the draft

Next, as you reread the draft, use the mark-up strategies discussed earlier to give
the writer specific feedback. As you use these strategies, always think about how
you would respond to the same mark-ups in your own draft. Avoid an overwhelm-
ing number of comments or changes, for example, and don’t highlight too exten-
sively. In addition, remember that your job in marking up the text is to point out
the problems, not to solve them (though you should certainly offer suggestions).

Unlike in the personal letter, where you try to help the writer imagine the
next draft, your comments, annotations, and other markings should respond to
what is already written. Aim for a balance between compliments and construc-
tive criticism. If you think the author has stated something well, comment on
why you like it. If you have trouble understanding or following the writer’s ideas,
comment on what you think may be causing problems. The chart here provides
several examples of ways to frame effective marginal comments.

Compliments Constructive Criticism

e |'d never thought of it that way. ® Here | expected instead
Really smart insight. of

® Your strongest evidence is . e | think you need more evidence to

® You got my attention here support your claim that
by . ® You might consider adding

e This example is great e What about ? There are
because other perspectives on this topic.

e | like the way you use to tie | e |think you need to say this sooner.
all these ideas together. .

| had to read this sentence twice to

o | like this sentence because get what you mean. Simplify it.

e | think this approach and your e Your tone shifts here. Try to sound
tone are perfect for the audience more
because

A letter to the writer

Begin by addressing the writer by name (Dear Javier). Using your outline, iden-
tify the main points of the draft, and write your suggestions in the letter. You
might use sentences like I didn’t understand . Could you explain it
differently? I think is your strongest point, and I recommend you move

. This portion of the letter will help the writer make the most signifi-
cant changes to the argument and supporting evidence.
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Your knowledge of and experience with multiple languages or cultures may give
you special insights that help you point out unclear or confusing ideas in your peers’
work. Your peers may find questions or comments from your unique perspective
helpful in expanding their ideas. Even if you are not used to speaking up in class,

remember that you have a lot to offer! I

After you have added all your mark-ups to the draft, conclude your letter by
adding two or three brief paragraphs addressing the following points:

o The strengths of the current draft. Refer to the outline you developed and
your compliments.

« Two or three things you think will significantly improve the draft’s
effectiveness. Refer to your constructive criticism.

« Areas on which the writer asked you to focus (if any).

Read over your comments once more, checking your tone and clarity. Close
by signing your name. Save your response, and send it to the writer using the
method recommended by your instructor.

O Basing responses on the stage of the draft

You may be asked to review your peers’ work at any stage of the writing — after
the first draft, during an intermediate stage, or when the paper is close to a final
draft. Different stages in the writing process call for different strategies and areas
of focus on the part of the peer reviewer.

Early-stage drafts

Writers of early-stage drafts need direction and options, not editing that focuses
on grammar or punctuation. Your goal as a peer reviewer of an early draft is to
help the writer think of ways to expand on the ideas. Pose questions and offer
examples that will help the writer think of new ways to approach the topic. Try
to help the writer imagine what the final draft might be like.

Approach commenting on and marking up an early draft with three types
of questions in mind:

« Fit. How does this draft fit the assignment? In what areas might the writer
struggle to meet the criteria? How does this draft fit the audience? What else
does the writer need to remember about the audience’s expectations and
needs?
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« Potential. What ideas in this draft are worth developing more? What other
ideas or details could inform the argument? Are there other viewpoints on
this topic that the writer should explore?

« Order. Considering only the parts that are worth keeping, what sequence
do you recommend? What new sections do you think need to be added?

Intermediate-stage drafts

Wrriters of intermediate-stage drafts need to know where their claims lack sufficient
evidence, what ideas confuse readers, and how their approach misses its target audi-
ence. They also need to know which parts of their drafts are clear and well written.

Approach commenting on and marking up an intermediate draft with these
types of questions in mind:

« Topic sentences and transitions. Topic sentences introduce the idea of a
paragraph, and transitions move the writing smoothly from one paragraph
or section or idea to the next (Sb, e, and f). How well does the draft pre-
pare readers for the next set of ideas by explaining how they relate to the
overall claim? Look for ideas or details that don’t seem to fit into the overall
structure of the draft. Is the idea or detail out of place because it is not well
integrated into this paragraph? If so, recommend a revision or a new transi-
tion. Is it out of place because it doesn’t support the overall claim? If so,
recommend deletion.

« Supporting details. Well-developed paragraphs and arguments depend
on supporting details (Sc and d). Does the writer include an appropriate
number and variety of details? Could the paragraph be improved by adding
another example, a definition, a comparison or contrast, a cause-effect rela-
tionship, an analogy, a solution to a problem, or a personal narrative?

Late-stage drafts

Writers of late-stage drafts need help with first and last impressions, sentence
construction, word choice, tone, and format. Their next step is proofreading
(41), and your job as a peer reviewer is to call attention to the sorts of problems
writers need to solve before submitting their final work. Your comments and
markings should identify the overall strengths of the draft as well as one or two
weaknesses that the writer can reasonably improve in a short amount of time.

Reviews of Emily Lesk’s draft

On the following pages are the first paragraphs of Emily Lesk’s draft, as reviewed by
two students, Beatrice Kim and Nastassia Lopez. Beatrice and Nastassia reviewed
the draft separately and combined their comments on the draft they returned
to Emily. As this review shows, Nastassia and Bea agreed on some of the major
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One good way to make sure that your writing is easy to follow is to have someone
else read it. You might find it especially helpful to ask someone who is experienced
in the kind of writing you are working on to read over your draft and to point out

any words or patterns that are unclear or ineffective.

4

problems —and good points —in Emily’s draft. Their comments on the draft,
however, revealed some different responses. You, too, will find that different read-
ers do not always agree on what is effective or ineffective. In addition, you may
find that you simply do not agree with their advice. In examining responses to
your writing, you can often proceed efficiently by looking first for areas of agree-
ment (everyone was confused by this sentence — I'd better revise it) or strong disagree-
ment (one person said my conclusion was “perfect,” and someone else said it “didn’t

conclude” — better look carefully at that paragraph again).

soda’s saccharine aftertaste. Call me cheap for choosing 1
a water fountain over a twelve-ounce aluminum can that |
costs a dollar from a vending machine but only pennies to 1
produce. Even call me unpatriotic for rejecting the potable
god that over the last century has come to represent all
the enjoyment and ease to be found in our American way
of life. But don't call me a hypocrite when I admit that I
still identify with Coke and the Coca-Cola culture. |
I have a favorite T-shirt that says “Drink Coca-Cola
Classic” in Hebrew. It's Israel’s standard tourist fare,
like little nested dolls in Russia or painted horses in

Scandinavia, and before setting foot in the Promised

T-shirt shop in the central block of a Jerusalem shopping

center did offer other shirt designs (“Maccabee Beer” was al,{

favorite), but that Coca-Cola shirt was what drew in most
of the dollar-carrying tourists. I waited almost twenty
minutes for mine, and I watched nearly everyone ahead of
me say “the Coke shirt” (and “thanks” in Hebrew).--------
At the time, I never asked why I wanted the shirt. I do

know, though, that the reason I wear it often, despite a

Comment (NL): I'm not
sure the title says enough
about your argument.

Comment (NL): The
first sentence is a good
attention-getter.

' | Comment (BK): The

beginning seems kind of
abrupt.

Comment (BK): What

does this mean? Will
other members of your
audience know?

Comment (NL): The style
of repeating “call me” is
good, but I'm not sure
the first three have much
to do with the rest of the
essay.

Comment (NL): Do you
need these details? Will
any of this be important
later?

Comment (NL): One of
what? A doll or a horse?

- | in Hebrew would be cool

Comment (BK): Saying it

here.

hole in the right sleeve, has to do with its power as

Comment (NL): This
transition works really
well. | wasn't sure where
this was going, but here
you are starting to clue
the reader in.
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a conversation piece. Few people notice it without asking  (comment (NL): Good

something like, “Does that say Coke?” I usually smile and | |detail! Lots of people can
- - | relate to a “conversation

nod. They mumble a compliment and we go our separate |piece” shirt. J

ways. But rarely does anyone want to know what language  (comment (NL): Good

the world’s most famous logo is written in. And why should - { question! But | don’t think
the next sentence really

they? Perhaps because Coca-Cola is a cultural icon that answers it. ]
shapes American identity. T Comment (BK): Is this the
Throughout the company’s history, marketing --------; | thesis? It kind of comes

out of nowhere.

strategies have centered on putting Coca-Cola in scenes of
the happy, carefree American life we never stop striving for. ﬁ°’"m°“‘ (BK): OK,
ere | am beginning to
What 1950s teenage girl wouldn’t long to see herself in the understa?d where your
———————————————————————————————————————————— argument is going.

soda shop pictured in a Coca-Cola ad appearing in a 1958 ! g gomng

issue of Seventeen magazine? A clean-cut, handsome man - - | Comment (NL): Maybe J
X K A . . R this is a little too broad?

flirts with a pair of smiling girls as they laugh and drink

Coca-Colas. And any girls who couldn't put themselves in [<R1°"|1|m76nt (BK): Any 9ir|s7J

___________________________________ eally?

that perfect, happy scene could at least buy a Coke for

consolation. The malt shop — complete with a soda jerk

in a white jacket and paper hat —is a theme that, even

today, remains a symbol of Americana.

The following is the text of an email message that Emily’s two peer-review
partners wrote to her, giving her some overall comments to accompany those
they had written in the margins of her draft.

Hi Emily:
We're attaching your draft with our comments. Good luck on revising!

First, we think this is a great draft. You got us interested right away with
the story about your T-shirt and we just wanted to keep on reading. So

the introduction seems really good. But the introduction goes on for a

while — several paragraphs, we think, and we were beginning to wonder what
your point was and when you were going to get to it. And when you get to
your thesis, could you make it a little more specific or say a little more about
what it means that Coca-Cola is an icon that shapes identity? This last idea
wasn't clear to us.

Your stance, though, is very clear, and we liked that you talked about how
you were pulled into the whole Coke thing even though you don't particularly
like the soda. Sometimes we got bogged down in a ton of details, though, and
felt like maybe you were telling us too much.
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We were impressed with some of the words you use — we had to look up what
“potable” meant! But sometimes we weren't sure a word was the very best
one — we marked some of these words on your draft for you.

See you in class.
Nastassia and Bea

P.S. Could you add a picture of your T-shirt? It would be cool to see what it
looks like.

Emily also got advice from her instructor, who suggested that Emily do a careful
outline of this draft to check for how one point led to another and to see if the
draft stayed on track.

Based on her own review of her work as well as all of the responses she
received, Emily decided to (1) make her thesis more explicit, (2) delete some
extraneous information and examples, (3) integrate at least one visual into her
text, and (4) work especially hard on the tone and length of her introduction
and on word choice.

4c Getting the most from peer
reviewers’ comments

Remember that your reviewers should be acting as coaches, not judges, and that
their job is to help you improve your essay as much as possible. Listen to and
read their comments carefully. If you don’t understand a particular suggestion,
ask for clarification, examples, and so on. Remember, too, that reviewers are
commenting on your writing, not on you, so be open and responsive to what
they recommend. But you are the final authority on your essay; you will decide
which suggestions to follow and which to disregard.

4d Learning from instructor comments

Instructor comments on any work that you have done can help you identify
mistakes, particularly ones that you make repeatedly, and can point you toward
larger issues that prevent your writing from being as effective as it could be.
Whether or not you will have an opportunity to revise a particular piece of writ-
ing, you should look closely at the comments from your instructor.
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In responding to student writing, however, instructors will sometimes use
phrases or comments that are a kind of shorthand — comments that are per-
fectly clear to the instructor but may be less clear to the students reading them.
The instructor comments in the following chart, culled from over a thousand
first-year student essays, are among those that you may find most puzzling. If
your paper includes a puzzling comment that is not listed here, be sure to ask
your instructor what the comment means and how you can fix the problem.

Instructor Comment

“thesis not clear”

“trying to do too much”
“covers too much ground”

Actions to Take in Response

Make sure that you have a main point,
and state it directly. (4f) The rest of the
paper will need to support the main
point, too—this problem cannot be cor-
rected by adding a sentence or two.

Focus your main point more narrowly
so that you can say everything that you
need to in a project of the assigned
length. You may need to cut back on
some material and then expand what
remains.

“hard to follow”

“not logical”
“incoherent”

“jumps around”

“parts not connected”
“transition”

“too general”
“vague”

If overall organization is unclear, try
mapping or outlining and rearranging
your work. (3e) See if transitions and
signals (5e) or additional explanation
will solve the problem.

Use concrete language and details, and
make sure that you have something spe-
cific and interesting to say. (30c¢) If not,
reconsider your topic.

“underdeveloped”
“thin”
“sparse”

“what about the opposition?”
“one-sided”
“counterarguments?”

Add examples and details, and be as
specific as possible. (30c) You may need
to do more research. (Chapters 10-12)

Add information on why some people
disagree with you, and represent their
views fairly and completely before you
refute them. Recognize that reasonable
people may hold views that differ from
yours. (9f)
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Instructor Comment

“repetitive”
“you've already said this”

“awk”
“awkward”

Actions to Take in Response

Revise any parts of your writing that
repeat an argument, point, word, or
phrase; avoid using the same evidence
over and over.

Ask a peer or your instructor for sugges-
tions about revising awkward sentences.
(Chapters 44-49)

“syntax”
“awkward syntax”
“convoluted”

“unclear”

Read the sentence aloud to identify the
problem; revise or replace the sentence.
(Chapters 44-49)

Find another way to explain what you
mean; add any background information
or examples that your audience may
need to follow your reasoning.

“tone too conversational”

“not an academic voice”

Look for overly informal words and
phrasing you can revise. Consider your
audience, and revise material that

“too informal”

. o addresses or refers to that group too

eelllezpiz familiarly or informally. (Chapter 30)

“slang”

“pompous” Make sure you understand the connota-

“stilted” tions of the words you use, and revise

“Sriff? any that contribute to a pompous,
excessively old-fashioned, or inappropri-
ate tone. (30a and b)

“set up quotation” Read the sentence containing the

“integrate quotation”

“your words?”
“source?”
“cite”

quotation aloud; revise it if it does
not make sense as a sentence. Intro-
duce every quotation with information
about the source. Explain each quo-
tation’s importance to your work.
(Chapter 13)

Mark all quotations clearly. Cite para-
phrases and summaries of others’ ideas.
Give credit for help from others, and
remember that you are responsible for
your own work. (Chapters 13 and 14)
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Instructor Comment Actions to Take in Response

“doc” Check the citations to be sure that you
include all of the required information,
that you punctuate correctly, and that
you omit information not required by
the documentation style. (Chapters
32-35)

4e Revising with peer and instructor comments

Approach comments from peer reviewers or from your instructor in several
stages. First, read straight through the comments. Take a few minutes to digest
the feedback and get some distance from your work (4a). Then make a revi-
sion plan — as elaborate or as simple as you want — that prioritizes the changes
needed in your next draft.

If you have comments from more than one reviewer, you may want to begin
by making two lists: (1) areas in which reviewers agree on needed changes,
and (2) areas in which they disagree. You will then have to make choices about
which advice to heed and which to ignore from both lists. Next, rank the sugges-
tions you've chosen to address.

Focus on comments about your purpose, audience, stance, thesis, and sup-
port. Leave any changes to sentences, words, punctuation, and format for later
in the process; your revision of bigger-picture issues comes first.

Prepare a file for your revised draft. Use your previous draft as a starting
point, renaming it to indicate that it is a revision. (For example, Javier Jabari
might rename his file jabari essayl d2, using his name, assignment number, and
draft number.)

In the new file, make the changes you identified in your revision plan. Be
prepared to revise heavily, if necessary; if comments suggest that your thesis isn’t
working, for example, you may need to change the topic or the entire direction
of your text. Heavy revision is not a sign that there’s something wrong with your
writing; on the contrary, major revision is a common feature of serious, goal-
oriented writing.

Once you are satisfied that your revisions adequately address major con-
cerns, make corrections to sentences, words, and punctuation.

A EXERCISE 4.3
Using the Quick Help guidelines on pp. 69-70, analyze your own draft.
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4f Revising thesis and support

Once you have sufficient advice on your draft and have studied all the responses,
reread the draft once more, paying special attention to your thesis and its support.
If the kind of writing you are doing calls for an explicit thesis, make sure that you
have one and that it contains both a clear statement of the topic and a comment
explaining what is particularly significant about the topic (3c). As you read, ask
yourself how each paragraph relates to or supports the thesis and how each sen-
tence develops the paragraph topic. Such careful rereading can help you eliminate
irrelevant material and identify sections needing further details or examples.

Be particularly careful to note what kinds of evidence, examples, or good
reasons you offer in support of your major points. If some points are off topic,
look back at your exploratory work (3a). Emily Lesk found, for example, that an
entire paragraph in her draft (paragraph 8) did nothing to support her thesis.
Thus she deleted the entire paragraph.

A EXERCISE 4.4

After rereading your draft, evaluate the revised working thesis. Then evaluate its sup-
port in the draft. Identify points that need further support, and list those things you
must do to provide that support.

4g Rethinking organization

One good way to check the organization of a draft is to outline it (3f). After
numbering the paragraphs in the draft, read through each one, jotting down its
main idea or topic. Then examine your outline, and ask yourself the following
questions:

« What overall organizational strategies do you use? spatial? chronological?
logical? associational?

« Do the main points clearly relate to the thesis and to one another? Are any
of them irrelevant? Should any sections or paragraphs be moved to another
part of the draft?

« Canyou identify any confusing leaps from point to point? Do you need to
provide additional or stronger transitions?

« Do you leave out any important points?

4h Revising title, introduction, and conclusion

Readers remember the first and last parts of a piece of writing better than any-
thing else. For this reason, it is wise to pay careful attention to three important
elements — the title, the introduction, and the conclusion.
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VCONSIDERING DISABILITIES | TECHNOLOGY FOR REVISING

Many students with dyslexia and other language-processing disabilities can benefit
from the use of assistive technologies. Today, reading and writing software offers

active spell checking, word-predictor functions, audio and visual options, and help

with mechanics, punctuation, and formatting. You may want to make these tech-
nologies a regular part of your revising process. A

O Revising the title

A good title gives readers information, draws them into the piece of writing, and
may even indicate the writer’s view of the topic. The title of Emily Lesk’s draft, “All-
Powerful Coke,” did not provide the link Emily wanted to establish between Coca-
Cola and American identity. During the review process, she titled her new draft
“Red, White, and Everywhere”” This title piques readers’ curiosity and suggests that
the familiar “red, white, and blue” would be linked to something that is everywhere.

O Revising the introduction

A good introduction accomplishes two important tasks: first, it attracts read-
ers’ interest, and, second, it presents the topic and makes some comment on it.
It contains, in other words, a strong lead, or hook, and often an explicit thesis
as well. Many introductions open with a general statement about the topic and
then go into more detail, leading up to a specific thesis at the end. A writer can
also begin an introduction effectively with a vivid statement of the problem that
led to the thesis or with an intriguing quotation, an anecdote, a question, or a
strong opinion. The rest of the introduction then moves from this beginning to
a presentation of the topic and the thesis. (For more on introductions, see 5g.)

In many cases, especially when a writer begins with a quotation or an anec-
dote, the introduction consists of two or three paragraphs: the first provides
the hook, while the next paragraph or two explain the significance of the hook.
Emily Lesk used this pattern in her introduction. Her first paragraph contains
such a hook, which is followed by a two-paragraph narrative anecdote about a
trip to Israel that links Coca-Cola advertising and Americans’ sense of identify-
ing with the product. After considering the responses of her peers and analyzing
her opening, Emily decided that the introduction took too long to get to the
point and that it didn’t lead to a clearly articulated thesis. She decided to shorten
the introduction and to make her thesis more explicit and detailed.

O Revising the conclusion

An effective conclusion leaves readers satisfied that a full discussion has taken
place. Many conclusions begin with a restatement of the thesis and end with
more general statements that grow out of it: this pattern reverses the common
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general-to-specific pattern of the introduction. Writers also use other approaches
to conclude effectively, including a provocative question, a quotation, a vivid
image, a call for action, or a warning.

Emily Lesk’s draft features a two-paragraph conclusion emphasizing the
main point of her essay, that the Coke logo now represents America, but it then
goes on to discuss the impact of such advertising in other countries, such as
Kenya. On reflection, however, Emily decided to cut the paragraph on Kenya
because it didn’t really draw her essay to a close but rather went off in a different
direction. (For more on conclusions, see Sg.)

A EXERCISE 4.5

Review Emily Lesk’s draft (3g), and compose an alternative conclusion. Then write
a paragraph commenting on the strengths and weaknesses of the two conclusions.

4i Revising paragraphs, sentences,
words, and tone

In addition to examining the larger issues of logic, organization, and develop-
ment, effective writers look closely at the smaller elements: paragraphs, sen-
tences, and words. Many writers, in fact, look forward to this part of revising and
editing because its results are often dramatic. Turning a weak paragraph into a
memorable one — or finding exactly the right word to express a thought — can
yield great satisfaction and self-confidence.

O Revising paragraphs

Paragraphing serves the reader by visually breaking up long expanses of writing
and signaling a shift in focus. Readers expect a paragraph to develop an idea, a
process that usually requires several sentences or more. These guidelines can
help you revise your paragraphs:

« Look for the topic or main point of each paragraph, whether it is stated or
implied. Does every sentence expand, support, or otherwise relate to the topic?

o Check to see how each paragraph is organized — spatially, chronologically,
associationally, or by some logical relationship (3e). Is this organization
appropriate to the topic of the paragraph?

« Note any paragraphs that have only a few sentences. Do these paragraphs
sufficiently develop the topic of the paragraph?

For additional guidelines on editing paragraphs, see p. 95.
Paragraph S in Emily Lesk’s draft (3g) contains only two sentences, and they
don’t lead directly into the next paragraph. In her revision, Emily lengthened
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(and strengthened) the paragraph by adding a sentence that points out the result
of Coca-Cola’s advertising campaign:

But while countless campaigns with this general strategy have together
shaped the Coca-Cola image, presenting a product as key to a happy life
represents a fairly typical approach to advertising everything from Fords to
Tylenol. Coca-Cola’s advertising is unique, however, for the original way the
beverage giant has utilized specific advertising media — namely magazines
and television — to drive home this message. As a result, Coca-Cola has come
to be associated not only with the images of Americana portrayed in specific
advertisements but also with the general forms of advertising media that
dominate American culture.

A EXERCISE 4.6

Choose two other paragraphs in Emily Lesk’s draft in 3g, and evaluate them using
the Quick Help guidelines on pp. 69-70. Write a brief paragraph suggesting ways to
improve the development or organization of these paragraphs.

O Revising sentences

As with life, variety is the spice of sentences. You can add variety to your sen-
tences by looking closely at their length, opening patterns, and structure. (See
the guidelines for editing sentences in Chapter 52.)

Sentence length
Too many short sentences, especially one after another, can sound like a series
of blasts on a car horn, whereas a steady stream of long sentences may tire or
confuse readers. Most writers aim for some variety of length.

Emily Lesk found that all the sentences in one paragraph were fairly long:

In other words, Coca-Cola has hammered itself into our perceptions —
both conscious and subconscious — of an American cultural identity
by equating itself with media that define American culture. When the
omnipresent general magazine that marked the earlier part of the century
fell by the wayside under television’s power, Coke was there from the
beginning. In its 1996 recap of the previous fifty years in industry history,
the publication Beverage Industry cites Coca-Cola as a frontrunner in the very
first form of television advertising: sponsorship of entire programs such as, in
the case of Coke, The Bob Dixon Show and The Adventures of Kit Carson. Just as
today we associate sports stadiums with their corporate sponsors, viewers of
early television programs will forever equate them with Coke.
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In an early revision of her draft, Emily decided to shorten the second sentence,
thereby inserting a short, easy-to-read sentence between two long sentences:

In other words, Coca-Cola has hammered itself into our perceptions —
both conscious and subconscious — of an American cultural identity by
equating itself with media that define American culture. As the print
magazine gave way to television, Coke was there. In its 1996 recap of
the previous fifty years in industry history, the publication Beverage
Industry cites Coca-Cola as a frontrunner in the very first form of television
advertising: sponsorship of entire programs such as, in the case of Coke, The
Bob Dixon Show and The Adventures of Kit Carson. Just as we now associate
sports stadiums with their corporate sponsors, viewers of early television
programs will forever equate them with Coke.

Sentence openings

Most sentences in English follow subject-predicate order and hence open with
the subject of an independent clause, as does the sentence you are now reading.
But opening sentence after sentence this way results in a jerky, abrupt, or choppy
rhythm. You can vary sentence openings by beginning with a dependent clause,
a phrase, an adverb, a conjunctive adverb, or a coordinating conjunction (52b).

Emily Lesk’s second paragraph (see pp. 59-60) tells the story of how she
got her Coke T-shirt in Israel. Before she revised her draft, every sentence in this
paragraph opened with the subject: I have a favorite T-shirt, It’s Israel’s standard
tourist fare, I waited. . . . In her revision, Emily deleted some examples and varied
her sentence openings for a dramatic and easy-to-read paragraph:

Even before setting foot in Israel three years ago, I knew exactly where I
could find the Coke T-shirt. The tiny shop in the central block of Jerusalem’s
Ben Yehuda Street did offer other designs, but the one with a bright white
“Drink Coca-Cola Classic” written in Hebrew cursive across the chest was what
drew in most of the dollar-carrying tourists. While waiting almost twenty
minutes for my shirt, I watched nearly every customer ahead of me ask for
“the Coke shirt, todah rabah [thank you very much].”

Sentences opening with it or there

As you go over the sentences of your draft, look especially at those beginning
with it is, it was, there is, there was, there are, or there were. Sometimes these words
can create a special emphasis, as in “It was a dark and stormy night.” But they can
also cause problems (50b). A reader doesn’t know what it means, for instance,
unless the writer has already pointed out exactly what the word stands for. A
more subtle problem with these openings, however, is that they may allow a
writer to avoid taking responsibility for a statement:
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The chancellor believes
Itis believed that fees must increase next semester.

A
The original sentence avoids responsibility by failing to tell us who believes that fees
must increase.

Sentence structure

Using only simple sentences can be very dull, but overusing compound sen-
tences may result in a singsong or repetitive rhythm. At the same time, strings of
complex sentences may sound, well, overly complex. Try to vary your sentence
structure (see Chapter 52).

A EXERCISE 4.7

Find a paragraph in your own writing that lacks variety in sentence length, sentence
openings, or sentence structure. Then write a revised version.

O Revising words

Maybe even more than paragraphs and sentences, word choice — or diction —
offers writers an opportunity to put their personal stamp on a piece of writing
(see Chapter 30).

« Do you use too many abstract and general nouns rather than concrete and
specific ones? Saying that you bought a car is much less memorable than say-
ing you bought a used Mini Cooper (30c).

« Are there too many nouns in relation to the number of verbs? The effect
of the overuse of nouns in writing is the placing of too much strain on the
inadequate number of verbs and the resultant prevention of movement of the
thought. In the preceding sentence, the verb is carries the entire weight of
all those nouns (in italics). The result is a heavy, boring sentence. Why not
say instead, Overusing nouns places a big strain on the verbs and slows down the
prose?

« How many verbs are forms of be — be, am, is, are, was, were, being, been? If be
verbs account for more than about a third of your total verbs, you are prob-
ably overusing them. (See 36a, 37¢, Chapter 39, and 53b.)

o Are most of your verbs active rather than passive? Although the passive voice
has many uses (39g), your writing will generally be stronger and more ener-
getic if you use active verbs.

« Are your words appropriate? Check to be sure they are not too fancy — or
too casual (30a).

Emily Lesk made a number of changes in word choice. She decided to
change Promised Land to Israel since some of her readers might not regard these
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two as synonymous. She also made her diction more lively, changing from Fords
to Tylenol to from Allstate insurance to Ziploc bags to take advantage of the A-to-Z
reference.

O Revising for tone

Word choice is closely related to tone, the attitude that a writer’s language car-
ries toward the topic and the audience. In examining the tone of your draft,
think about the nature of the topic, your own attitude toward it, and that of
your intended audience. Check for connotations of words as well as for slang,
jargon, emotional language, and your level of formality. Does your language cre-
ate the tone you want to achieve (humorous, serious, impassioned, and so on)?
Is that tone appropriate, given your audience and topic? (For more on creating
an appropriate tone through word choice, see Chapter 30.)

Although Emily Lesk’s peer reviewers liked the overall tone of her essay,
one reviewer had found her opening sentence abrupt. To make her tone friend-
lier, she decided to preface I don’t drink Coke with another clause, resulting in
America, I have a confession to make: I don’t drink Coke. Emily also shortened
her first paragraph considerably, in part to eliminate the know-it-all attitude she
herself had detected.

4j Checking visuals, media, and design

Asyou check what you've written about your topic, you also need to take a close
look at the way your text looks and works.

« Do your visuals, audio, and video (if any) appear in appropriate places and
play properly?

« Do your reviewers think the visuals and media help you make your points?
How can you make this content more effective?

« Do you use design effectively for your genre and medium? Is your text read-
able and inviting? (See Chapter 16.)

Emily Lesk’s visuals and media

Emily Lesk originally planned to include an early Coke ad or the original Coca-
Cola Santa Claus in her draft. Since she was planning to post her essay on a
class Web site that was open to the public, her instructor told her that she would
need to obtain permission for these images, which proved difficult to do on her
deadline. As a result, she looked for other images. Emily’s peer reviewers had
also wanted to see her T-shirt, so she took a photo of that for use in her text. She
also decided to include live links to some of her Web sources in the version of
the essay she posted online.
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4k Editing

Because readers expect a final copy that is clean and correct in every way, you
need to make time for careful final editing — checking your use of grammar,
punctuation, mechanics, and spelling. If you have not run your spell checker yet,
do so now, and check every word the spell checker flags. Remember, however,
that spell checkers are limited and that relying too heavily on them can intro-
duce new errors (31f).

To improve your editing of future assignments, keep a personal checklist of
the patterns of editing problems you find. Here again, your computer can help:
if you notice that you often misuse a certain word, find every instance of that
word, and then check the usage carefully.

An editing checklist

To begin a checklist, jot down all the errors or corrections marked on the last
piece of writing you did. Then note the context in which each error appeared,
and indicate what you should look for in the future. You can add to this inven-
tory every time you write and edit a draft. Here is an example of one student’s
checklist:

ERRORS MARKED IN CONTEXT I NEED TO LOOK AT

fragment starts with when sentences beginning with
when

missing comma after however sentences that include
however

missing company’s all possessive nouns

apostrophe

tense shift go for went my use of the present tense

wrong word defiantly for the spell checker’s

definitely suggestions
incomplete no page number the guidelines for
documentation documenting sources

This writer has begun to isolate patterns, such as her tendency to accept the spell
checker’s suggestions too readily.

A EXERCISE 4.8

Using several essays you have written, establish your own editing checklist.

macmillanhighered.com/smh

4. Reviewing, Revising, Editing, Reflecting > Exercise > Storyboards on revising and editing
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A EXERCISE 4.9

Using the guidelines in 4a-k, reread a recent draft with an eye for revising. Try to do
this at least one day after you completed the draft. List the things you need or want
to address in your revision. At this point, you may want to exchange drafts with one
or two classmates and share responses.

4| Proofreading the final draft

Take time for one last, careful proofreading, which means reading to correct
any typographical errors or other slips, such as inconsistencies in spelling and
punctuation. Remember that running the spell checker, while necessary, is not
the equivalent of thorough proofreading (31f). To proofread most effectively,
read through the copy aloud, making sure that you have used punctuation marks
correctly and consistently, that all sentences are complete, and that no words are
missing. Then go through the copy again, this time reading backward so that you
can focus on each word and its spelling.

Emily Lesk’s final draft

You have already seen and read about a number of the
revisions Emily Lesk made to her first draft. On the following
pages is the edited and proofread version she turned in to
her instructor. If you compare her final draft with her first
draft (3g), you will notice a number of additional changes
she made in editing and proofreading. What corrections
and improvements can you spot? To see and work with the
Web version with embedded links that Emily posted on her
class site, go to macmillanhighered.com/smh and click on
4. Reviewing, Revising, Editing, Reflecting > Student
Writing. (Photo © Emily Lesk)

Emily Lesk
Professor Arraéz
Electric Rhetoric
November 15, 2013
Red, White, and Everywhere

America, I have a confession to make: I don't drink Coke. But don't call me 1
a hypocrite just because I am still the proud owner of a bright red shirt that
advertises it. Just call me an American.

Even before setting foot in Israel three years ago, I knew exactly where I 2
could find the Coke T-shirt. The tiny shop in the central block of Jerusalem’s Ben

macmillanhighered.com/smh
4. Reviewing, Revising, Editing, Reflecting > Student Writing > Final draft (Lesk)
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Yehuda Street did offer other designs, but the one with a bright white “Drink
Coca-Cola Classic” written in Hebrew cursive across the chest was what drew in
most of the dollar-carrying tourists. While waiting almost twenty minutes for my
shirt (depicted in Fig. 1), I watched nearly every customer ahead of me ask for
“the Coke shirt, todah rabah [thank you very much].”

At the time, I never thought it strange that I wanted one, too. After having 3
absorbed sixteen years of Coca-Cola propaganda through everything from NBC's
Saturday morning cartoon lineup to the concession stand at Camden Yards (the
Baltimore Orioles’ ballpark), I associated the shirt with singing along to the
“Just for the Taste of It” jingle and with America’s favorite pastime, not with a
brown fizzy beverage I refused to consume. When I later realized the immensity
of Coke’s corporate power, I felt somewhat manipulated, but that didn't stop
me from wearing the shirt. I still don it often, despite the growing hole in the
right sleeve, because of its power as a conversation piece. Few Americans notice
it without asking something like “Does that say Coke?” I usually smile and nod.
Then they mumble a one-word compliment, and we go our separate ways. But
rarely do they want to know what language the internationally recognized logo
is written in. And why should they? They are interested in what they can relate
to as Americans: a familiar red-and-white logo, not a foreign language. Through
nearly a century of brilliant advertising strategies, the Coca-Cola Company has
given Americans not only a thirst-quenching beverage but a cultural icon that we
have come to claim as our own.

Throughout the company’s history, its marketing strategies have centered 4
on putting Coca-Cola in scenes of the happy, carefree existence Americans are
supposedly striving for. What 1950s teenage girl, for example, wouldn't long
to see herself in the Coca-Cola ad that appeared in a 1958 issue of Seventeen
magazine? A clean-cut, handsome man flirts with a pair of smiling girls as they
laugh and drink Cokes at a soda-shop counter. Even a girl who couldn't picture
herself in that idealized role could at least buy a Coke for consolation. The malt
shop, complete with a soda jerk in a white jacket and paper hat and a Coca-Cola
fountain, is a theme that, even today,
remains a piece of Americana (Ikuta 74).

But while countless campaigns with
this general strategy have together shaped
the Coca-Cola image, presenting a product
as key to a happy life is a fairly typical
approach to advertising everything from

Allstate insurance to Ziploc bags. Coca-Cola’s —
advertising strategy is unique, however, Fig. 1. Hebrew Coca-Cola T-shirt.
for the original way the beverage giant Personal photograph by author.

has used the specific advertising media (© Emily Lesk)
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of magazines and television to drive home this message. As a result, Coca-Cola
has become associated not only with the images of Americana portrayed in
specific advertisements but also with the general forms of advertising media that
dominate American culture.

One of the earliest and best-known examples of this strategy is artist Haddon 6
Sundblom'’s rendering of Santa Claus. Using the description of Santa in Clement
Moore’s poem “A Visit from St. Nicholas” —and a friend’s rosy-cheeked face as
a model — Sundblom contributed to the round, jolly image of this American
icon, who just happens to delight in an ice-cold Coke after a tiring night of
delivering presents (“The True History of the Modern-Day Santa Claus”). Coca-Cola
utilized the concept of the magazine to present this inviting image in a brilliant
manipulation of the medium (Pendergrast 181).

Today, it's easy to forget how pervasive a medium the magazine was before 7
television became readily available to all. Well into the 1960s, households of
diverse backgrounds all across America subscribed loyally to general-subject
weeklies and monthlies such as Life and the Saturday Evening Post, which
provided news and entertainment to families nationwide. This large and constant
group of subscribers enabled Coca-Cola to build an annual Christmastime
campaign that used an extremely limited number of advertisements. According
to the Coca-Cola Company’s Web site, Sundblom created only around forty
images of Santa Claus during the campaign’s duration from 1931 to 1964 (“The
True History of the Modern-Day Santa Claus”). As a result, Americans soon
began to seek out the ads each holiday season. The marketing strategy was to
make consumers wait eagerly by the mailbox each December to see the latest
Saturday Evening Post ad featuring Santa gulping a Coke. For this strategy to
succeed, the advertisements had to be seen by many, but they also had to be
just hard enough to come by to seem special. What better way to achieve these
goals than to place an advertisement in the December issue of an immensely
popular magazine?

Effective magazine advertising is just one example of the media strategies 8
Coca-Cola has used to encourage us to equate Coke with the “happy life” element
of American identity. As the print magazine gave way to television, Coke was
there. In its 1996 recap of the previous fifty years in industry history, the
publication Beverage Industry cites Coca-Cola as a frontrunner in the very first
form of television advertising: sponsorship of entire programs such as The Bob
Dixon Show and The Adventures of Kit Carson (“Fabulous Fifties” 16). Just as we
now associate sports stadiums with their corporate sponsors, viewers of early
television programs will forever equate those programs with Coke.

When networks switched from offering sponsorships to selling exclusive 9
commercial time in short increments, Coca-Cola strove to distinguish itself once
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again, this time by experimenting with new formats and technologies for those
commercials. Early attempts — such as choppy “stop motion” animation, where
photographs of objects such as Coke bottles move without the intervention of

actors — attracted much attention, according to the Library of Congress Motion
Picture Archives Web site. Coca-Cola was also a pioneer in color television; after

a series of experimental reels, the company produced its first color commercial
in 1964 (“Highlights”). While the subject matter of these original commercials
was not particularly memorable (Coca-Cola cans and bottles inside a refrigerator),
the hype surrounding the use of new technologies helped draw attention to the
product.

But the advertising campaign that perhaps best illustrates the ability of
Coca-Cola advertisers to tie their product to a groundbreaking technology did
not appear until 1993. For the 1994 Winter Olympics, Coke created six television
commercials featuring digitally animated polar bears rolling, swimming,
snuggling, and sliding about in a computerized North Pole —and finishing off
the playful experience with a swig of Coke. In 1993, two years before the release
of Toy Story, these commercials were some of the very first widely viewed digital
films (“Highlights”). As with Sundblom’s Santa Clauses, television viewers looked
forward to their next sighting of the cute, cuddly, cutting-edge bears, who created
a natural association between Coca-Cola and digital animation. Once again, Coke
didn't just use the latest technology — Coke defined it.

As a result of all of this brilliant advertising, a beverage I never even drink
is a significant part of my American cultural identity. That's why I spent thirty
Israeli shekels and twenty minutes in a tourist trap I would ordinarily avoid
buying my Hebrew Coca-Cola shirt. That shirt, along with the rest of the enormous
Coca-Cola collectibles industry, demonstrates Coke’s power to identify itself with
the American ideal of a lighthearted life of diversion and pleasure. Standing in
line halfway around the world for the logo that embodies these values gave me an
opportunity to affirm a part of my American identity.

Works Cited

“The Fabulous Fifties.” Beverage Industry 87.6 (1996): 16. General OneFile. Web.
2 Nov. 2013.

Hebrew Coca-Cola T-shirt. Personal photograph by the author. 8 Nov. 2013.

“Highlights in the History of Coca-Cola Television Advertising.” Fifty Years of Coca-
Cola Television Advertisements: Highlights from the Motion Picture Archives at the
Library of Congress. Motion Picture, Broadcasting, and Recorded Sound Div., Lib.
of Cong., 29 Nov. 2000. Web. 5 Nov. 2013.

Tkuta, Yasutoshi, ed. '50s American Magazine Ads. Tokyo: Graphic-Sha, 1987.
Print.

10

11



92 WRITING © Reviewing, Revising, Editing, and Reflecting

Pendergrast, Mark. For God, Country, and Coca-Cola: The Definitive History of the
Great American Soft Drink and the Company That Makes It. 2nd ed. New York:
Basic, 2000. Print.

“The True History of the Modern-Day Santa Claus.” The Coca-Cola Company: Holidays.
The Coca-Cola Company, 2012. Web. 3 Nov. 2013.

4m Reflecting on your writing

Research demonstrates a strong connection between careful reflection and
learning: thinking back on what you’ve learned and assessing it help make that
learning stick. As a result, first-year college writing courses are increasingly
encouraging students to take time for such reflection, both during the writing
process and after the final draft is done. Whenever you finish a major piece of
writing or a writing course, make time to reflect on the experience and see what
lessons you can learn from it.

« What lessons have you learned from writing — from an individual piece of
writing or an entire course?

« From what you have learned, what can you apply to the work you will do for
other classes?

« What about your writing do you feel most confident about — and why do
you feel this way?

« What about your writing do you think needs additional work, and what
plans do you have for improving?

« What confusions did you have while writing, and what did you do to resolve
them?

« What major questions do you still have?

« How has writing helped you clarify your thinking, extend your knowledge,
or deepen your understanding?

« Identify a favorite passage in your writing, and then try to articulate what
you like about it. Can you apply what you learn from this analysis to other
pieces of writing?

« How would you describe your development as a writer?

« What goals do you have for yourself as a writer?

macmillanhighered.com/smh
4. Reviewing, Revising, Editing, Reflecting > Student Writing > Reflective blog post
(Nguyen)
4. Reviewing, Revising, Editing, Reflecting > Student Writing > Reflective cover letter
(Kung)
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THINKING CRITICALLY ABOUT YOUR REVIEWING
AND REVISING PROCESS

1. How did you begin reviewing your draft?

2. What kinds of comments on or responses to your draft did you have? How
helpful were they, and why?

3. How long did revising take? How many drafts did you produce?

4. What kinds of changes did you tend to make? in organization, paragraphs,
sentence structure, wording, adding or deleting information? in the use of
visuals?

5. What gave you the most trouble as you were revising?

6. What pleased you most? What is your very favorite sentence or passage in the
draft, and why?

7. What would you most like to change about your process of revising, and how
do you plan to go about doing so?
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Developing Paragraphs

APARAGRAPH IS A GROUP OF SENTENCES or a single sentence set off as a
unit. All the sentences in a paragraph usually relate to one main idea, but
within this general guideline, paragraph structure is highly flexible, allowing you
to create many different effects. For instance, the first paragraph of an article
may aim to get your attention and convince you to read on, while subsequent
paragraphs may indicate a new point or a shift in focus or tone.

5a Creating strong paragraphs

Most readers of English come to any piece of formal or academic writing with
certain expectations about paragraphs:

o Paragraphs will begin and end with important information.
« The topic sentence will often let readers know what a paragraph is about.

« A paragraph will make sense as a whole; its words and sentences will be
clearly related.

o A paragraph will relate to the paragraphs around it.

Let us look now at the elements in a well-written paragraph — one that is easy
for readers to understand and follow.

I never knew anyone who'd grown up in Jackson without being afraid of
Mrs. Calloway, our librarian. She ran the Library absolutely by herself, from the
desk where she sat with her back to the books and facing the stairs, her dragon
eye on the front door, where who knew what kind of person might come in
from the public? STLENCE in big black letters was on signs tacked up everywhere.
She herself spoke in her normally commanding voice; every word could be
heard all over the Library above a steady seething sound coming from her elec-
tric fan; it was the only fan in the Library and stood on her desk, turned directly
onto her streaming face. —EUDORA WELTY, One Writer’s Beginnings

This paragraph begins with a general statement of the main idea: that everyone
who grew up in Jackson feared Mrs. Calloway. All the other sentences then give
specific details about why she inspired such fear. This example demonstrates the
three qualities essential to most academic paragraphs: unity, development, and

94



Writing unified paragraphs 95

coherence. It focuses on one main idea (unity); its main idea is supported with
specifics (development); and its parts are clearly related (coherence).

 QUICK |

Editing the paragraphs in your writing

What is the topic sentence of each paragraph? Is it stated or implied? If stated,
where in the paragraph does it fall? Should it come at some other point? Would
any paragraph be improved by deleting or adding a topic sentence? (5b)

Within each paragraph, how does each sentence relate to the main idea? (5b)
How completely does each paragraph develop its topic? What details and
methods of development are used? Are they effective? Do any paragraphs need
more detail? (5¢) What other methods of development might be used? (5d)

Are paragraphs varied in length? Does any paragraph seem too long or too
short? (Quick Help box, p. 107)

Is each paragraph organized in a way that is easy for readers to follow? Are
sentences within each paragraph clearly linked? Do any of the transitional
expressions try to create links between ideas that do not really exist? (5e and f)
Are the paragraphs clearly linked? Do more links need to be added? (5f)

How does the introductory paragraph catch readers’ interest—with a quotation?
an anecdote? a question? a strong opinion? How else might it open? (5g)

How does the last paragraph draw the essay to a conclusion? What lasting
impression will it leave with readers? How else might it conclude? (5g)

5b Writing unified paragraphs

An effective paragraph generally focuses on one main idea. A good way to
achieve paragraph unity is to state the main idea clearly in one sentence — the
topic sentence — and relate all other sentences in the paragraph to that idea.
Like the thesis for an essay (3c), the topic sentence includes a topic and a com-
ment on that topic. In the paragraph by Eudora Welty in Sa, the topic sentence
opens the paragraph. Its topic is Mrs. Calloway; its comment, that those who
grew up in Jackson were afraid of her.

O Positioning a topic sentence

A topic sentence often appears at the beginning of a paragraph, but it can come
at the end — or it may be implied rather than stated directly.

Topic sentence at the beginning

If you want readers to see your point immediately, open with the topic sentence.
This strategy can be particularly useful in letters of application (23b) or in argu-
mentative writing (Chapter 9). The following paragraph opens with a clear
topic sentence (highlighted), on which subsequent sentences build:
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TALKING THE TALK | PARAGRAPH LENGTH

“How long should a paragraph be?” In college writing, paragraphs should address a
specific topic or idea and develop that idea with examples and evidence. There is no
set rule about how many sentences are required to make a complete paragraph. So
write as many as you need — and no more.

Our friendship was the source of much happiness and many memories.
We grooved to every new recording from Beyoncé. We sweated together in
the sweltering summer sun, trying to win the championship for our softball
team. I recall the taste of pepperoni pizza as we discussed the highlights of
our team’s victory. Once we even became attracted to the same person, but
luckily we were able to share his friendship.

Topic sentence at the end

When specific details lead up to a generalization, putting the topic sentence at
the end of the paragraph makes sense, as in the following paragraph about Alice
Walker’s “Everyday Use”:

During the visit, Dee takes the pictures, every one of them, including the
one of the house that she used to live in and hate. She takes the churn top
and dasher, both whittled out of a tree by one of Mama’s uncles. She tries
to take Grandma Dee’s quilts. Mama and Maggie use these inherited items
every day, not only appreciating their heritage but living it too. Dee, on the
other hand, wants these items only for decorative use, thus forsaking and
ignoring their real heritage.

Topic sentence at the beginning and end

Sometimes you will want to state a topic sentence at the beginning of a para-
graph and then refer to it in a slightly different form at the end. Such an echo of
the topic sentence adds emphasis to the main idea. In the following paragraph,
the writer begins with a topic sentence announcing a problem:

Many of the difficulties we experience in relationships are caused by the
unrealistic expectations we have of each other. Think about it. Women are
expected to feel comfortable doing most of the sacrificing. They are sup-
posed to stay fine, firm, and forever twenty-two while doing double duty,
in the home and in the workplace. The burden on men is no easier. They
should be tall, handsome, and able to wine and dine the women. Many
women go for the glitter and then expect these men to calm down once in a
relationship and become faithful, sensitive, supportive, and loving. Let’s face
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it. Both women and men have been unrealistic. It’s time we develop a new
sensitivity toward each other and ask ourselves what it is we need from each
other that is realistic and fair.

The last sentence restates the topic sentence as a proposal for solving the prob-
lem. This approach is especially appropriate here, for the essay goes on to spec-
ify how the problem might be solved.

Topic sentence implied but not stated

Occasionally a paragraph’s main idea is so obvious that it does not need to be
stated explicitly in a topic sentence. Here is such a paragraph, from an essay
about working as an airport cargo handler:

In winter the warehouse is cold and damp. There is no heat. The large
steel doors that line the warehouse walls stay open most of the day. In the cold
months, wind, rain, and snow blow across the floor. In the summer the ware-
house becomes an oven. Dust and sand from the runways mix with the toxic
fumes of fork lifts, leaving a dry, stale taste in your mouth. The high windows
above the doors are covered with a thick, black dirt that kills the sun. The men
work in shadows with the constant roar of jet engines blowing dangerously in
their ears. —PATRICK FENTON, “Confessions of a Working Stiff ”

Here the implied topic sentence might be stated as Working conditions in the
warehouse are uncomfortable, dreary, and hazardous to one’s health. But the writer
does not have to state this information explicitly because we can infer it easily
from the specific details he provides.

Though implied topic sentences are common in descriptions, many instruc-
tors prefer explicit topic sentences in college writing.

A EXERCISE 5.1

Choose an essay you have written, and identify the topic sentence of each para-
graph, noting where in the paragraph the topic sentence appears or whether it is
implied rather than stated. Experiment with one paragraph, positioning its topic
sentence in at least two different places. What difference does the change make? If
you have any implied topic sentences, try stating them explicitly. Does the paragraph
become easier to read?

O Relating each sentence to the main idea

Whether the main idea of a paragraph is stated in a topic sentence or is implied,
each sentence in the paragraph should contribute to the main idea. Look,
for example, at the following paragraph, which opens an essay about African
American music:
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"EEE
4 LINGUAL | | BEING EXPLICIT

In U.S. academic contexts, readers often expect paragraphs to be organized around a
clearly defined topic, and they expect the relationship among ideas to be signaled by
transitional devices (Se). Such step-by-step explicitness may strike you as unneces-

sary or ineffective, but it helps ensure that the reader understands your point. ‘

When I was a teenager, there were two distinct streams of popular music:
one was black, and the other was white. The former could only be heard way
at the end of the radio dial, while white music dominated everywhere else.
This separation was a fact of life, the equivalent of blacks sitting in the back
of the bus and “whites only” signs below the Mason-Dixon line. Satchmo
might grin for days on “The Ed Sullivan Show” and certain historians hold
forth ad nauseam on the black contribution to American music, but the truth
was that our worlds rarely twined.

—MARCIA GILLESPIE, “They're Playing My Music, but Burying My Dreams”

The first sentence announces the topic (there were two streams of popular
music: black and white), and all of the other sentences back up this idea. The
result is a unified paragraph.

A EXERCISE 5.2

Choose one of the following topic sentences, and spend some time exploring the
topic (3a). Then write a paragraph that includes the topic sentence. Make sure that
each of the other sentences relates to it. Assume that the paragraph will be part of a
letter you are writing to an acquaintance.

. | found out quickly that college life was not quite what | had expected.
. Being part of the “in crowd” used to be essential to me.
My work experience has taught me several important lessons.

. Until recently, | never appreciated my parents fully.

a N~ w N =

. One of my high school teachers helped prepare me for life as an adult.

A EXERCISE 5.3

Choose an essay you have written recently, and examine the second, third, and fourth
paragraphs. Does each have a topic sentence or strongly imply one? Do all the other
sentences in the paragraph focus on its main idea? Would you now revise any of
these paragraphs—and, if so, how?
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5c Developing paragraphs with
supporting details

In addition to being unified, a paragraph should hold readers’ interest and ex-
plore its topic fully, using whatever details, evidence, and examples are neces-
sary. Without such development, a paragraph may seem lifeless and abstract.

Most good academic writing not only presents general ideas but also backs
them up with specifics. This balance, the shifting between general and specific,
is especially important at the paragraph level. If a paragraph contains nothing
but details, readers may have trouble following the writer’s meaning. If, on the
other hand, a paragraph contains only general statements, readers may grow
bored or may not be convinced.

A POORLY DEVELOPED PARAGRAPH

No such thing as human nature compels people to behave, think, or react
in certain ways. From the time of our infancy to our death, we are constantly
being taught by the society that surrounds us, the customs, norms, and
mores of our distinct culture. Everything in culture is learned, not genetically
transmitted.

This paragraph is boring. Although its main idea is clear, it fails to gain our inter-
est or hold our attention because it lacks any examples or details. Now look at
the paragraph revised to include needed specifics.

THE SAME PARAGRAPH, REVISED

A child in Los Angeles decorates a Christmas tree with shiny red orna-
ments and sparkling tinsel. A few weeks later, a child in Beijing celebrates
the Chinese New Year with feasting, firecrackers, and gift money in lucky
red envelopes. It is not by instinct that one child knows how to decorate the
tree while the other knows how to celebrate the New Year. No such thing
as human nature compels people to behave, think, or react in certain ways.
Rather, from the time of our infancy to our death, we are constantly being
taught by the society that surrounds us the customs, norms, and mores of
one or more distinct cultures. Everything in culture is learned, not geneti-
cally transmitted.

Though both paragraphs make the same point, the second one comes to life by
bringing in specific details.

Details in visual texts

Details are important in both written and visual texts. If you decide to use
an image because of a particular detail, make sure your readers will notice
what you want them to see. Crop out any unnecessary information, and clarify
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what’s important about the image, either in your text or with a caption. The
first image above shows the original photograph. The cropped second image,
which appeared on a blog about street food, makes the sandwich the center
of the frame.

5d Following patterns of development

The patterns shown in 3e for organizing essays can also help you develop and
arrange paragraphs.

O Developing with narration

Narration tells a story in order to develop a main idea. Although writers usu-
ally arrange narrative paragraphs in chronological order, they sometimes use
such variations as flashbacks and flash-forwards. Some narratives include dia-
logue; some gradually lead to a climax, the most dramatic point in the story.
Here is one student’s narrative paragraph that tells a personal story in order to
support a point about the dangers of racing bicycles with flimsy alloy frames.
Starting with a topic sentence, the paragraph proceeds chronologically and
builds to a climax.

People who have been exposed to the risk of dangerously designed
bicycle frames have paid too high a price. I saw this danger myself in the
1984 Putney Race. An expensive Stowe-Shimano graphite frame failed, and
the rider was catapulted onto Vermont pavement at fifty miles per hour. The
pack of riders behind him was so dense that most other racers crashed into
a tangled, sliding heap. The aftermath: four hospitalizations. I got off with
some stitches, a bad road rash, and severely pulled tendons. My Italian racing
bike was pretzeled, and my racing was over for that summer. Others were
not so lucky. An Olympic hopeful, Brian Stone of the Northstar team, woke
up in a hospital bed to find that his cycling was over — and not just for that
summer. His kneecap had been surgically removed. He couldn’t even walk.
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O Developing with description

Description uses specific details to create a clear impression. In the following
descriptive paragraph, the writer includes details about an old schoolroom
where “time had taken its toll.” Although a topic sentence may be unnecessary
in such a paragraph (Sb), sometimes a topic sentence at the beginning helps
set the scene. The paragraph below shows the writer using spatial organization
(3e), moving from the ceiling to the floor.

The professor’s voice began to fade into the background as my eyes
wandered around the classroom in the old administration building. The
water-stained ceiling was cracked and peeling, and the splitting wooden
beams played host to a variety of lead pipes and coils. My eyes followed these
pipes down the walls and around corners until I eventually saw the electric
outlets. I thought it was strange that they were exposed, not built in, until I
realized that there probably had been no electricity when the building was
built. Below the outlets the sunshine was falling in bright rays across the
hardwood floor, and I noticed how smoothly the floor was worn. Time had
taken its toll on this building.

O Developing with illustration

Illustration makes a point with concrete examples or good reasons. To support
the topic sentence in the following illustration paragraph, Mari Sandoz uses one
long example about her short hair and short stature.

A SINGLE EXAMPLE

The Indians made names for us children in their teasing way. Because
our very busy mother kept my hair cut short, like my brothers’, they called
me Short Furred One, pointing to their hair and making the sign for short,
the right hand with fingers pressed close together, held upward, back out,
at the height intended. With me this was about two feet tall, the Indians
laughing gently at my abashed face. I am told that I was given a pair of small
moccasins that first time, to clear up my unhappiness at being picked out
from the dusk behind the fire and my two unhappy shortcomings made
conspicuous. —MARI SANDOZ, “The Go-Along Ones”

In the following excerpt, John Rickford offers several reasons that underlie lin-
guists’ argument that Ebonics is not “poor grammar” but a legitimate and pow-
erful dialect of English.

SEVERAL REASONS

Why do linguists see the issue so differently from most other people?
A founding principle of our science is that we describe how people talk; we
don’t judge how language should or should not be used. A second principle
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is that all languages, if they have enough speakers, have dialects — regional
or social varieties that develop when people are separated by geographic
or social barriers. And a third principle, vital for understanding linguists’
reactions to the Ebonics controversy, is that all languages and dialects are
systematic and rule-governed. Every human language and dialect that we
have studied to date — and we have studied thousands — obeys distinct
rules of grammar and pronunciation.

—JOHN RICKFORD, “Suite for Ebony and Phonics”

0 Developing with definition

When you write a paragraph to define a word or concept, you will often want to
combine definition with other patterns of development. In the following para-
graph, Timothy Tregarthen starts with a definition of economics and then uses
examples to support it:

Economics is the study of how people choose among the alternatives
available to them. It’s the study of little choices (“Should I take the chocolate
or the strawberry?”) and big choices (“Should we require a reduction in
energy consumption in order to protect the environment?”). It’s the study of
individual choices, choices by firms, and choices by governments. Life pre-
sents each of us with a wide range of alternative uses of our time and other
resources; economists examine how we choose among those alternatives.

—TIMOTHY TREGARTHEN, Economics

O Developing with division and classification

Division breaks a single item into parts. Classification groups many separate
items according to their similarities. A paragraph evaluating one history course
might divide the course into several segments — textbooks, lectures, assign-
ments — and examine each one in turn. A paragraph giving an overview of many
history courses at your college might classify, or group, the courses in a number
of ways — by time periods, by geographic areas, and so on. In the following para-
graph, note how Aaron Copland divides the listening process into three parts:

DIVISION

We all listen to music according to our separate capacities. But, for the
sake of analysis, the whole listening process may become clearer if we break
it up into its component parts, so to speak. In a certain sense, we all listen to
music on three separate planes. For lack of a better terminology, one might
name these (1) the sensuous plane, (2) the expressive plane, (3) the sheerly
musical plane. The only advantage to be gained from mechanically splitting
up the listening process into these hypothetical planes is the clearer view to
be had of the way in which we listen.

—AARON COPLAND, What to Listen for in Music
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In this paragraph, the writer classifies, or separates, fad dieters into two groups:

CLASSIFICATION

Two types of people are seduced by fad diets. Those who have always
been overweight turn to them out of despair; they have tried everything, and
yet nothing seems to work. The second group to succumb appear perfectly
healthy but are baited by slogans such as “look good, feel good.” These slo-
gans prompt self-questioning and insecurity — do I really look good and feel
good? — and, as a direct result, many healthy people fall prey to fad diets.
With both types of people, however, the problems surrounding such diets
are numerous and dangerous. In fact, these diets provide neither intelligent
nor effective answers to weight control.

O Developing with comparison and contrast

Comparing two things means looking at their similarities; contrasting means
focusing on the differences. You can structure paragraphs that compare and
contrast in two different ways. The block method presents all the information
about one item and then all the information about the other item. The alternat-
ing method switches back and forth between the two items.

BLOCK METHOD

You could tell the veterans from the rookies by the way they were
dressed. The knowledgeable ones had their heads covered by kerchiefs, so
that if they were hired, tobacco dust wouldn’t get in their hair; they had on
clean dresses that by now were faded and shapeless, so that if they were hired
they wouldn’t get tobacco dust and grime on their best clothes. Those who
were trying for the first time had their hair freshly done and wore attractive
dresses; they wanted to make a good impression. But the dresses couldn’t be
seen at the distance that many were standing from the employment office,
and they were crumpled in the crush. —MARY MEBANE, “Summer Job”

ALTERNATING METHOD

Malcolm X emphasized the use of violence in his movement and
employed the biblical principle of “an eye for an eye and a tooth for a tooth.”
King, on the other hand, felt that blacks should use nonviolent civil disobedi-
ence and employed the theme of “turning the other cheek,” which Malcolm
Xrejected as “beggarly” and “feeble.” The philosophy of Malcolm X was one
of revenge, and often it broke the unity of black Americans. More radical
blacks supported him, while more conservative ones supported King. King
thought that blacks should transcend their humanity. In contrast, Malcolm X
thought they should embrace it and reserve their love for one another, regard-
ing whites as “devils” and the “enemy”” King’s politics were those of a rainbow,
but Malcolm X’s rainbow was insistently one color — black. The distance
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between Martin Luther King Jr’s thinking and Malcolm X’s was the distance
between growing up in the seminary and growing up on the streets, between
the American dream and the American reality.

A EXERCISE 5.4

Outline the preceding paragraph on Martin Luther King Jr. and Malcolm X, noting
its alternating pattern. Then rewrite the paragraph using block organization: the first
part of the paragraph devoted to King, the second to Malcolm X. Finally, write a brief
analysis of the two paragraphs, explaining which seems more coherent and easier to
follow—and why.

O Developing with cause and effect

You can often develop paragraphs by detailing the causes of something or the
effects that something brings about. The following paragraph discusses the
causes that led pediatrician Phil Offit to study science and become a physician:

To understand exactly why Offit became a scientist, you must go back
more than half a century, to 1956. That was when doctors in Offit’s home-
town of Baltimore operated on one of his legs to correct a club foot, requiring
him to spend three weeks recovering in a chronic care facility with 20 other
children, all of whom had polio. Parents were allowed to visit just one hour
aweek, on Sundays. His father, a shirt salesman, came when he could. His
mother, who was pregnant with his brother and hospitalized with appendi-
citis, was unable to visit at all. He was five years old. “It was a pretty lonely,
isolating experience,” Offit says. “But what was even worse was looking at
these other children who were just horribly crippled and disfigured by polio.”
That memory, he says, was the first thing that drove him toward a career in
pediatric infectious diseases. —AMY WALLACE, “An Epidemic of Fear”

O Developing with process

You may need to develop a paragraph to explain a process — that is, to describe
how something happens or is done, usually in chronological order, as this para-
graph illustrates.

In July of 1877, Eadweard Muybridge photographed a horse in motion
with a camera fast enough to capture clearly the split second when the
horse’s hooves were all off the ground — a moment never before caught on
film. His next goal was to photograph a sequence of such rapid images. In
June of 1878, he set up twelve cameras along a track, each connected to a
tripwire. Then, as a crowd watched, a trotting horse raced down the track
pulling a two-wheeled carriage. The carriage wheels tripped each camera in
quick succession, snapping a dozen photographs. Muybridge developed the
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negatives and displayed them to an admiring public that same morning. His
technical achievement helped to pave the way for the first motion pictures a
decade later.

0 Developing from problem to solution

A paragraph developed in the problem-solution pattern opens with a topic sen-
tence that states a problem or asks a question about a problem; then it offers a
solution or an answer to the question, as in the following example from a review
of Ted Nordhaus and Michael Shellenberger’s book Break Through: From the
Death of Environmentalism to the Politics of Possibility:

Unfortunately, at the moment growth means burning more fossil
fuel. . . . How can that fact be faced? How to have growth that Americans
want, but without limits that they instinctively oppose, and still reduce
carbon emissions? [Nordhaus and Shellenberger’s] answer is: investments
in new technology. Acknowledge that America “is great at imagining,
experimenting, and inventing the future,” and then start spending. They
cite examples ranging from the nuclear weapons program to the invention
of the Internet to show what government money can do, and argue that
too many clean-energy advocates focus on caps instead.

—BILL McKIBBEN, “Can Anyone Stop [t?”

O Developing with analogy

Analogies (comparisons that explain an unfamiliar thing in terms of a familiar
one) can also help develop paragraphs.

Since the advent of Hollywood editing, back in the earliest days of
cinema, the goal of filmmakers has been for us to feel the movement of the
camera but not to be aware of it, to look past the construction of the media,
to ignore the seams in the material. Just as an Olympic diver smiles and hides
the effort as she catapults skyward and manages to pull off multiple flips
while seemingly twisting in both directions, good storytelling — whether
oral, in print, or visual — typically hides the construction and the hard work
that go into making it. Both the medal-winning dives and the best stories are
more intricate than they appear.

—STEPHEN APKON, The Age of the Image: Redefining Literacy in a World of Screens

O Developing with reiteration

Reiteration is a method of development that you may recognize from political
speeches or some styles of preaching. In this pattern, the writer states the main
point of a paragraph and then restates it, hammering home the point and often
building in intensity as well. In the following passage from Barack Obama’s 2004
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keynote speech at the Democratic National Convention, Obama contrasts what
he identifies as the ideas of “those who are preparing to divide us” with memo-
rable references to common ground and unity, including repeated references to
the United States as he builds to his climactic point:

Now even as we speak, there are those who are preparing to divide
us — the spin masters, the negative ad peddlers who embrace the politics of
anything goes. Well, I say to them tonight, there is not a liberal America and
a conservative America — there is the United States of America. There is
not a black America and a white America and Latino America and an Asian
America— there’s the United States of America. The pundits like to slice and
dice our country into Red States and Blue States: Red States for Republicans,
Blue States for Democrats. But I've got news for them, too. We worship an
awesome God in the Blue States, and we don't like federal agents poking
around in our libraries in the Red States. We coach Little League in the Blue
States and yes, we've got some gay friends in the Red States. There are patriots
who opposed the war in Iraq and there are patriots who supported the war in
Iraq. We are one people, all of us pledging allegiance to the stars and stripes, all
of us defending the United States of America. —BARACK OBAMA

0 Combining patterns

Most paragraphs combine patterns of development. In the following para-
graph, the writer begins with a topic sentence and then divides his topic (the
accounting systems used by American companies) into two subtopics (the
system used to summarize a company’s overall financial state and the one
used to measure internal transactions). Next he develops the second subtopic
through illustration (the assessment of costs for a delivery truck shared by two
departments) and cause and effect (the system produces some disadvantages).

Most American companies have basically two accounting systems.

One system summarizes the overall financial state to inform stockholders,
bankers, and other outsiders. That system is not of interest here. The other
system, called the managerial or cost accounting system, exists for an entirely
different reason. It measures in detail all of the particulars of transactions
between departments, divisions, and key individuals in the organization, for
the purpose of untangling the interdependencies between people. When, for
example, two departments share one truck for deliveries, the cost accounting
system charges each department for part of the cost of maintaining the truck
and driver, so that at the end of the year, the perfo