
READING

TO WRITE:
Attuning College Freshmen 
to a 
Literate Life

Nancy Koppelman
The Evergreen State College

LAB II

Olympia, WA  98505

(360) 867-6383

koppelmn@evergreen.edu
ACKNOWLEDGEMENTS

Reading to Write was prepared with support from the Evergreen Fund for Innovation, the President’s office, and the Provost’s office at The Evergreen State College.  For critical commentary and support, thanks to Steve Blakeslee, Sandy Yannone, Jos( Gómez, Frederica Bowcutt, Cynthia Kennedy, and Rita Pougiales.




 Nancy Koppelman




Olympia, WA, February 2008

TABLE OF CONTENTS
Introduction……………………………………………………………………..…...…..7
Chapter 1:

What is Wrong with How Students Read?......................................................................10
Chapter 2:

Creating Relationships with Books…………………………….………………...…….14
Chapter 3:

Changing Students’ Orientation to Reading…………………………………..………..20
Chapter 4:

Bringing Structure to the Experience of Reading…………………………..………….27
Chapter 5:

Reading to Write…………………………………………………………..…………...33
Chapter 6:

The Good and the Bad News About Writing Better…………………………..……….38
Chapter 7:

Thinking About Your Reader………………………………………………..…………43
Chapter 8:

Discovering What You Want to Say…………………………………..……………….49
Chapter 9:

Organizing Drafts of Papers……………………………………………..……………..53
Chapter 10:

The Due Date………………………………………………..…………………………59

INTRODUCTION SEQ CHAPTER \h \r 1

This booklet had its origins in a class at The Evergreen State College called “Reading to Write,” which I developed in 2000.  The class addressed a problem I had encountered in virtually all my teaching:  students “know” how to read but often don’t understand what they are assigned to read in college.  Their writing proves the point.  Student writing often shows a lack of competent engagement with texts.  


I wanted to address this problem directly.  It seemed important not to focus class activities on writing alone.  Therefore, the class spent its first five weeks slowly reading and coming to understand one text, W. E. B. DuBois’s The Souls of Black Folk (1903), and only then writing about it.  Students learned, in painstaking detail, how to learn from DuBois, and then how to make writing about the book part of their learning.  In the second five weeks, students read two other texts—a novel (Henry James’s Washington Square [1880]) and a contemporary work of critical social science (Neil Postman’s Amusing Ourselves to Death [1985])—and wrote two more papers.  Broadly speaking, all three texts dealt with the theme of oppression.  For their final writing assignment, the students explored this theme in light of all the texts.  Even though the course was promoted as primarily devoted to skill-building, it was, in a sense, an interdisciplinary humanities and social science class in miniature.    


The effectiveness of this approach was apparent from the beginning.  Students told me that they knew they were learning how to read better.  They could feel it.  Their orientation to books changed, and they understood the challenge of writing differently.  I received further affirmations in students’ evaluations of the course:

I’ve learned to be an active reader, knowing that I can expect things of the book that I am reading.  Reading a book is forming a relationship with the author.  I read differently and learn much more with this way of thinking.

In all my high school years and four years of college, I never fully understood [the] process [of reading and then writing] until now.

These skills are the basis of what every student ought to know before plunging into college.
This course can really help students to do the work most required of them.  

This is a wonderful class, because so many courses revolve around writing but very few of them teach reading.

I didn’t take this class until my senior year, and I wish I’d taken it when I was a freshman.


On the force of these comments, I asked the director of Evergreen’s  Writing Center to help me apply for an internal college grant from the Evergreen Fund for Innovation.  I wanted to adapt the class into a series of principles and workshops that other teachers could use in order to help students learn how to read and write better.  I have given summer workshops on these principles to Evergreen faculty, employed these methods in my own classes, and condensed the work into an orientation workshop for up to fifty non-traditional incoming students every Fall since 2002.   

Reading to Write is not based on contemporary pedagogical theory in reading or writing.  It is based on my experiences in the classroom.  I owe a debt, however, to Don Finkel, whose book Teaching With Your Mouth Shut (2000) inspired me to focus on helping students learn not from me, but from books.  I have also been influenced by Mortimer Adler and Charles Van Doren’s How to Read a Book (1940).

But most of all, Reading to Write was inspired by my own undergraduate struggles with books.  When I first developed the syllabus for the course, I reflected on those experiences.  I saw that I had learned the secrets of reading well over many years of hard work.  I call them “secrets” because no one taught me how to read with the intention of writing.  I learned by trial and error, and by gradually overcoming an ocean of doubt.  Such doubts are especially prevalent among students who, like me, did not grow up expecting to go to college.
  In the end, I realized that my ability to read well was based largely on my growing ability to bring skills that I exercise in other aspects of my life to bear on books. 


If Reading to Write proposes an argument or position, it is this:  The design and meaning of written texts, from the level of the sentence all the way up to that of the text as a whole, shouldn’t be a secret.  Most of us think students should have learned to read and write well in high school or community college.  But many have not.  They arrive as freshmen with a huge gap in their skills.  It’s hard to know what to do about it.  

Reading to Write takes its subtitle from Søren Kierkegaard’s great work, Fear and Trembling (1843).  Kierkegaard begins his meditation on faith with an “Attunement,” so the reader will adjust her orientation to the timeless question of faith in a manner that suits its awe-inspiring gravity.  Writing college essays shouldn’t exactly inspire fear and trembling.  But if students are to have truly literate lives, they need to attune themselves anew to their relationship with the written word.  And this takes time and patience.    

Each chapter begins with a brief analysis of a challenge of college-level reading or writing, and ends with one or two workshops designed to help students meet it.  The workshops assume that faculty are working with nonfiction texts in the humanities and social sciences.  The reason for this relatively narrow focus is that my own training allows me to work deeply and responsibly with these texts.  Many of the principles can be adapted to suit poetry, film, visual art, or technical works in the sciences.  Please feel free to contact me with comments and suggestions.  
CHAPTER 1
What is Wrong With How Students Read?


Nowadays, many colleges include significant attention to writing in the freshman year.  Students arrive knowing they will “work on their writing.”  Their papers address the texts they read.  The success of their writing therefore depends on how well they read those texts.


Reading is a complex and painstaking art that is rarely treated as such.  In 1954, the literary critic R. P. Blackmur coined the term “the new illiteracy” to describe this problem:

The old illiteracy was inability to read . . .  The new illiteracy represents those who have been given the tool of reading (something less than the old primary-school education) without being given either the means or skill to read well or the material that ought to be read.

Teaching always involves careful selection of “the material that ought to be read.”  However, few faculty devote time to helping students learn how to use the “tool of reading,” and acquire the means or skill to learn from these carefully-chosen texts and write intelligently about them.  This lack of attention to reading reinforces a number of erroneous assumptions that many students develop before college:  
· Some people happen to be good readers, and others don’t.  

· If a text is easy to read, you’re lucky. If it isn’t, you’re doomed.

· You can spend a long time reading a book, but still not understand what it is about and why the author wrote it.
· Most often, reading assignments are obstacles to overcome, rather than opportunities to learn.
· The point of writing about books is to show the teacher that you have read them and so you can receive credit.  

· Reading can be done by rationing, e.g., a 200-page book = 40 pages per day multiplied by 5 days.  Fill the daily quota, and you’ve read the book.  


These assumptions reflect the conclusions of students who struggle ineffectively to understand books.  They are a world away from how faculty expect students to read.  For example, the following excerpt is from a typical syllabus:
Students will be evaluated according to the following criteria:
*
Demonstrating an ability to state the thesis of a book or a chapter.
*
Demonstrating an understanding of the principal concepts developed or used by 
an author and of the connections among concepts.
*
Demonstrating an understanding of the place of a work in the intellectual 
history of the discipline or in the history of ideas and practices.
*
Knowing, formulating, or stating important critiques of the theories or ideas.  
*
Finding or imagining the author’s response to salient objections to the work.
*
Making sustained, discussion-enlivening contributions that help everyone in the 
seminar to understand the common texts better.  
*
Paying close attention to the contributions of others in the seminar and making 
a substantial contribution to the discussion’s progress.

Obviously, these criteria are difficult for most students to fulfill.  For some, they are impossible.  They assume a level of sophistication rare among undergraduates, especially in their first year or two of college.  Therefore, there is a significant discrepancy between the assumptions students bring to reading, and the expectations faculty have of students.  

The discrepancy shows up in many guises.  Faculty often hear students say, after a two-hour seminar, “I still don’t really know what the author is getting at,” or “I still don’t understand the book,” or “Why didn’t the author just say this in a few pages instead of in a whole book?”  When students such as these come to a college’s Writing Center for help with their papers, they often say as much to tutors.  But writing tutors are trained to help students communicate through writing, not understand what they read.  Of course, faculty must make difficult decisions about how to budget scarce classroom time.  But without helping students learn how to read at the level of sophistication that college calls for, a significant amount of faculty planning and decision-making may go to waste.  Many students simply do not rise to what feels to them like a “baptism by fire” approach to learning.

 
This booklet offers a workshop
 approach to the discrepancy between student and faculty assumptions. These workshops can help faculty to help students read better, and thereby have better seminars and write better papers.  Their form can be adapted to the content of your class.  Students need faculty to enact this approach in the classroom—to bring it to life—by shaping the workshops to serve their purposes.  


In order to make the most of the approach offered here, think back to your own experience as a student, years before you decided to make reading, writing, and teaching your life’s work.  For example, in one of his periodic self-evaluations, Evergreen faculty member David Marr wrote, “When I entered college I was a stranger to close reading (even to not-so-close reading).”  A chance encounter with a gifted English teacher inspired him to learn to read by treating “everything as if it were poetry.”  Although this was something of “a curse,” since poetry requires slow, painstaking reading, David eventually figured out that “[o]ne reads various kinds of prose texts—fiction, philosophy, and historical monographs and the other materials of historical study—in ways peculiar to the study of each.  Learning this lesson became, over time, the blessing inside the curse.”
  Through a lucky accident, coupled with the will to work hard, David learned some of the secrets of reading well. 


The sad truth is that many students never get lucky.  Without some luck of the kind that David describes, hard work can be frustrating and even futile.  By the time students get to college, faculty tend to assume the time for luck vis a vis reading is behind them.  Teachers trained in the traditional disciplines rarely take the time to approach reading as a crucial skill that undergirds an education that lasts a lifetime.  We assume it’s not our job to teach them how to read.  


Reading to Write can help you to become the lucky accident that makes the difference for students who qualify as Blackmur’s “new illiterates.”  It is based on the following assumptions:  
C 
We should devote class time class to the skill of reading.   

C 
Students’ orientation to books can improve if they learn to recognize and change the habits they bring to reading.

C 
The habits of reading are not idiosyncratic; good readers generally do many of the same things.  

C 
Just as a music teacher concerns helps the student to holds her instrument correctly, faculty can teach students how to “hold” their instrument—their minds—in order to read better.

C 
Many students struggle ineffectively just to read books.  Students are better served by struggling with the ideas in books.

The workshops are most usefully integrated into the early life of a class, so students can continually apply what they learn to subsequent texts.  They can also be used individually to accomplish specific goals.  Pick and choose, adapt and revise, as you see fit. 
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Creating Relationships With Books


Consider this scenario:  In the fall, a student makes an enthusiastic visit to the college bookstore.  Full of purpose, he buys his books.  As soon as he opens one, he deflates.  The book is hard.  He “reads” it, but doesn’t understand it—not even the first page.  He starts to talk to himself:  

I know I should be able to understand this book, but I don’t.  Let’s see.  It’s 2:00.  The chapter is 30 pages long.  I’ll read for a half hour— maybe I’ll be able to read 10 pages—and if I do that three times today, I’ll have the first chapter read.  I’ll read every word carefully, so that I don’t miss anything.  OK, here goes.
The student sets about the task—rationing his reading—with dedication.  But long before the half hour is up, his heart sinks.  He still does not understand what he is reading.  He starts to worry, and he gets angry with himself.  “I don’t really know what’s going on.  Why can’t I just DO IT?  What’s wrong with me?” he wonders.  “I know how to read, don’t I?”  


This student does not know that relatively few people are able to pick up a book cold, open it to page one, start reading, and understand it right off the bat.  Because he thinks most people can read that way, he thinks he should be able to read that way.  Like many students, he will not be able to read well until he changes his orientation to books.  Most beginning students think of books as dead objects:  they have mass and a price tag, they can fill bookshelves, elevate table lamps, act as coasters, and fetch a decent price second-hand.  Sometimes, they are interesting, too.  Likewise, authors are often dead to readers, even when they’re still alive.  


This orientation stands as a tremendous, and usually invisible, obstacle between students and books.  Faculty know that books are not dead objects.  They are thoughts, and often the most carefully wrought thoughts, from people who wanted to say something important to other people.  We cannot literally sit down and talk to, say, Sappho, Aristotle, Kant, W.E.B. DuBois, Charlotte Perkins Gilman, Zora Neale Hurston, Abraham Lincoln, Karl Marx, Sigmund Freud, Stephen Jay Gould, Carl Sagan, or Christopher Lasch.  But by sitting down with their books, we can be with some of their best thoughts.  Likewise, when we read the works of living authors such as Noam Chomsky, bell hooks, Sean Wilentz, Garry Wills, Norman Mailer, Toni Morrison, and Barbara Kingsolver, we witness their project of interpreting the world.  Moreover, we join them in that project.  Like people, books have voices, personalities, agendas, and plans.  They seek connection with the people they speak to.  Students would do well to look at pile of books and say to themselves, “These are people.  These people want to influence me.  I am present with their thoughts—their best thoughts.  I want to find out what they want to tell me.”  It’s useful to discuss this basic premise in class:  Books are really people in disguise.  


In order to think of books as people, students need to back up, slow down, and consider what a book is before they can understand how best to learn from one. 


We can help them to do this by drawing further parallels between people and books.  You do not get to know anyone in a few hours.  It takes many encounters, and often of different kinds, before you can say that you really know and understand someone.  When you meet someone new, you listen to her voice, look her in the eye, and pay close attention to what she says and does.  In a sense, you “read” her.  The metaphor is apt because it invokes careful, concentrated observation and interest.  Likewise, when you literally sit down to read, you must listen for the author’s voice, find his “eye” and look into it, and most important, go on the intellectual journey he has created.  These parallels between people and books are not at all obvious to many students.  


The books that students read in school are like people whom they meet through us.  The workshops in this chapter are designed to link students’ assumptions about people they know well with books they know well, and then bring that same awareness to books that are new to them.

WORKSHOP 1: Students’ Favorite Books

(2 hours, 30 minutes)

Note to Faculty:  Before this workshop, have students discuss their general assumptions about books.  Let them air their misgivings.  Then, spend some time focusing on what books REALLY are.  Have each student bring a favorite book to class.  Divide the class into groups of three.  Have them take their books with them, and follow the instructions below.  Note that step 4  can be done ahead of time as a take-home assignment.  If you wish to shorten the workshop, assemble students in pairs.
1.  (5 minutes)  Briefly introduce yourselves to each other.

2.  (15 minutes) One at a time, take five minutes to tell the other students about someone whom you know well.  Tell what is unique about the person; say why this person is important to you.  See if you can inspire your colleagues to want to meet this person.  “She’s really awesome” doesn’t explain why the person is special; be specific and colorful in your description.

3.  (15 minutes)  Now, one at a time, do the same with your favorite books.  “Introduce” your book to the other students AS IF the book is a person.  Say what you know about the author.  Talk about the book’s voice, attitude, temperament, and agenda, as well as you can.  Say what the book is about, and why it’s important to you.  See if you can inspire your colleagues to want to read it.  

4.  (10 minutes) Working alone, look through your book and find a favorite passage.  Read the passage to yourself.  Learn it well in preparation for a brief recitation. 

5.  (30 minutes)  Now, devoting up to 10 minutes to each of you, choose one person to read aloud his or her passage.  Then the reader should tell the other two students why the passage is significant.  Why did you choose this passage?  Why is it important in the book? Why is it important to you?  

6.  (30 minutes)  Pass your book to another student, and spend 15 minutes with the book you just received.  Remember what the book’s owner said in step 3 above.  Open the book and try to hear the author’s voice, as your colleague did.  Browse around in the book, and get to know it a little.  Then trade again.  Spend 15 minutes with each new book before taking yours back.

7.  (30 minutes)  Now, one at a time, two students should discuss the third student’s book.  Say what you learned in this workshop about your colleague’s favorite book.  The book’s owner may not speak, but should listen carefully to the discussion.  Spend 10 minutes on each book.

8.  (10 minutes) Now have a brief discussion of what you learned in this workshop.

WORKSHOP 2: Looking at the First Book
(1 hour, 10 minutes)

Note to Faculty:  Use your class’ first book to do this workshop.  Introduce the book to your students in the manner of Workshop 1.  Tell the students to spend some time before class with the book:  reading the cover, pondering the title, reading prefatory pages, and examining the table of contents, but NOT “reading” the book yet.  Tell them to try to hear the author’s voice.  Divide the class into groups of four, and follow the instructions below.  

1.  (20 minutes) Books have a sequential design:  There is a title, prefatory pages, chapters in order, a conclusion, and usually an index and/or bibliography.  Yet it is counterproductive to read most nonfiction books by starting on page one.  Books are designed to make thinking appear sequential.  Writers don’t write the pages in order.  They go through a creative process of thinking, researching, outlining, drafting, rewriting, editing, etc., until the book is done.  Through this work, books come to have structure, and to appear as if they were created in a linear fashion.  This workshop will help you begin to understand the book’s structure so you can read it well.  

Discuss the book without having read it.  What can you learn from the title?  The front and back covers?  The acknowledgments?  Do not discuss the Preface or Introduction yet; confine your comments to your first impression.
2.  (30 minutes) Now discuss the Preface, Introduction, or first chapter.  This is where the author will tell you, hopefully in plain language, the point of the book.  This statement will not necessarily be the first sentence.  It may come after a few paragraphs or pages which act as a threshold.   This threshold may be composed of one or more of the following things:

· A illustrative vignette or anecdote
· A brief survey of other authors’ points of view
· A short account of the author’s personal and/or intellectual experience, and how that experience led to her main hypothesis, question, and/or argument

Find this “threshold” and figure out how the author shifts from vignette, anecdote, survey, or account of experience to her discussion of the book’s thesis.  As you do all this, WRITE in your book; underline or highlight this passage as soon as you find it.  EVERYTHING in the book is designed to illuminate, illustrate, and explain this passage.  


As you continue reading, you’ll very likely come to passages where the author may discuss some or all of the following:


*
previous work in the field


*
other scholars or writers with whom she has some argument

*
a brief description of each chapter


*
a description and justification of her research methodology


*
a taste of the book’s conclusion


*
a statement of how the author hopes the book will be received


See if you can tell which paragraphs give each kind of information.  They are all parts of the whole; they are typically how authors introduce their work to readers.  

In these passages and elsewhere, you will probably read references to people, places, events, other books, political debates, etc., that you don’t recognize.  Don’t let this stop you from learning how the book is structured!  Some of these references will become clearer to you over time; right now, your job is to answer the question, “What is this book about?” BEFORE you really start to read it.  

4.  (15 minutes) Finally, discuss how this book will help you to explore the issues around which your class is designed.  What do you think you will learn from this book? 
CHAPTER  3
Changing Students’ Orientation to Reading


Students have a range of approaches to reading books.  Some think reading is passive: to read is to receive information.  Some think they are supposed to react to the book as quickly and forcefully as possible.  Some make a direct argument against it, or try to find the author’s blind spots.  Still others fear the book.  They act as though the book dares them to understand it; the book is a kind of enemy.  In all these cases, students set themselves up in competition with books.  The book is an adversary.  The student seems to say, “Go ahead.  I dare you to teach me something; I dare you to influence me,” or “Don’t hurt me; don’t show me how ignorant I am,” or “I’ll sit here while you tell me what to think.”

The previous chapter promotes a stance toward reading that is neither passive nor adversarial.  The workshops encouraged a productive and lively relationship with books.  Demonstrate what a reading relationship is by showing students how you interact with books.  Openly acknowledge your own continued learning from the books you assign.  We know that students will not be able to write well, let alone develop informed and convincing arguments, unless they are actively engaged well beyond the orientation that becomes habitual in high school.  Students must have the ability to discern an author’s message before they can write well in relation to her work.  They can learn how to use their minds differently in order to “get” what an author is trying to tell them.  


Many students read books as if they are made up only of single words, lined up in military configuration, as the hypothetical student did at the beginning of the last chapter; e.g., “I’ll read every word carefully, so that I don’t miss anything.”  They take the word as the primary building block of writing.  But good readers read in phrases, looking ahead slightly and finding chains of meaning in groups of words, and then linking these groups into larger chains of meaning.  To illustrate this point, consider the following passage from W. E. B. DuBois’s The Souls of Black Folk:  
The function of the university is not simply to teach bread-winning, or to furnish teachers for the public schools or to be a centre of polite society; it is, above all, to be the organ of that fine adjustment between real life and the growing knowledge of life, an adjustment which forms the secret of civilization. Such an institution the South of to-day sorely needs. She has religion, earnest, bigoted: -- religion that on both sides the Veil often omits the sixth, seventh, and eighth commandments, but substitutes a dozen supplementary ones. She has, as Atlanta shows, growing thrift and love of toil; but she lacks that broad knowledge of what the world knows and knew of human living and doing, which she may apply to the thousand problems of real life to-day confronting her. The need of the South is knowledge and culture,--not in dainty limited quantity, as before the war, but in broad busy abundance in the world of work; and until she has this, not all the Apples of Hesperides, be they golden and bejewelled, can save her from the curse of the Boeotian lovers.


This is how published texts appear.  However, when students try to read, especially difficult texts, they often do so as if the text looks like this:

The-function-of-the-university-is-not-simply-to-teach-bread-winning,-or-to-furnish-teachers-for-the-public-schools-or-to-be-a-centre-of-polite-society;-it-is,-above-all,-to-be-the-organ-of-that-fine-adjustment-between-real-life-and-the-growing-knowledge-of-life,-an-adjustment-which-forms-the-secret-of-civilization.-Such-an-institution-the-South-of-to-day-sorely-needs.-She-has-religion,-earnest,-bigoted:--religion-that-on-both-sides-the-Veil-often-omits-the-sixth,-seventh,-and-eighth-commandments,-but-substitutes-a-dozen-supplementary-ones.-She-has,-as-Atlanta-shows,-growing-thrift-and-love-of-toil;-but-she-lacks-that-broad-knowledge-of-what-the-world-knows-and-knew-of-human-living-and-doing,-which-she-may-apply-to-the-thousand-problems-of-real-life-to-day-confronting-her.-The-need-of-the-South-is-knowledge-and-culture,-not-in-dainty-limited-quantity,-as-before-the-war,-but-in-broad-busy-abundance-in-the-world-of-work;-and-until-she-has-this,-not-all-the-Apples-of-Hesperides,-be-they-golden-and-bejewelled,-can-save-her-from-the-curse-of-the-Boeotian-lovers.


You may illustrate this tendency by actually reading a text aloud, pausing deliberately between each word so that your voice is an exaggerated staccato.  Students will immediately recognize that people don’t talk that way.  This way of reading aloud gives the same value to each word, and robs punctuation of its crucial function: giving cues that modulate the prose so the reader can “hear” the author’s voice.  When students read books silently this way, they have trouble understanding what is written because they cannot discern how phrases link to form ideas.  Since phrases are the building blocks of sentences, and, by extension, of paragraphs, chapters, and ultimately whole books, it is essential to inspire a shift of mind away from single words, and toward phrases.  Then students can hear the voice of the author, and begin to form a relationship with him.  


Students can learn to read and write better if they learn how to pay attention to how people use and understand the spoken word, and apply their skill at listening to the written word.  For example, when you listen to someone speak, you hear what he says in phrases.  You don’t do mental acrobatics in order to link individual words.  The speaker says words in small clusters or chains that have integrity because they follow the dictates of English syntax.  And this is how you hear speech as well.  You can illustrate this simply by drawing students’ attention to the flow, modulation, and integrity of your own speaking voice.  

Speaking and writing are made of the same stuff: words.  It is possible to read in phrases, as illustrated by the same paragraph, reproduced this time to highlight how phrases link together to form ideas:  

The function of the university is not simply to teach bread-winning, or to furnish teachers for the public schools or to be a centre of polite society; it is, above all, to be the organ of that fine adjustment between real life and the growing knowledge of life, an adjustment which forms the secret of civilization. Such an institution the South of to-day sorely needs. She has religion, earnest, bigoted: -- religion that on both sides the Veil often omits the sixth, seventh, and eighth commandments, but substitutes a dozen supplementary ones. She has, as Atlanta shows, growing thrift and love of toil; but she lacks that broad knowledge of what the world knows and knew of human living and doing, which she may apply to the thousand problems of real life to-day confronting her. The need of the South is knowledge and culture,--not in dainty limited quantity, as before the war, but in broad busy abundance in the world of work; and until she has this, not all the Apples of Hesperides, be they golden and bejewelled, can save her from the curse of the Boeotian lovers.


Once a reader discerns phrases, she can hear the author’s voice and appreciate the life in the text.  Then she can distill a paragraph like DuBois’s down to its main ideas, as illustrated below:

The function of the university...is... to be the organ of that fine adjustment between real life and the growing knowledge of life... which forms the secret of civilization. Such an institution the South of to-day sorely needs. She has religion... She has...growing thrift and love of toil; but she lacks...broad knowledge... which she may apply to the thousand problems of real life to-day confronting her. The need of the South is knowledge and culture...in broad busy abundance in the world of work; and until she has this, [nothing] can save her from [stupidity].  

Once students are able to absorb small ideas, they can begin to link them together in order to understand how they all bear on the large idea of the book.  The point is best made by using a representative paragraph from one of your own class texts.  


This chapter’s workshops are designed to follow from spending time in class learning how to read in phrases, using a text rendered in the four forms above: as typically published, with dashes between each word, with phrases highlighted, and finally distilled to show its main points.  They reinforce the efficacy of reading in phrases and give students a chance to apply this new skill.  Students should have spent some time reading and discussing the text prior to doing these workshops.
Workshop 3: Creating a Relationship with a Text

Take-Home Assignment


You have spent a week reading our first text.  You are learning how the book is put together.  You have started to read in phrases.  You have discussed the book, and you are beginning to understand it.  In the coming week(s), we will discuss the book in detail.  You are ready to begin to develop some ideas about it.  


After you have spent some time reading, pause and examine your notes, and recall your thoughts and feelings as you read.  Go back to the experience of the book. When did you stop and think, or underline, or write something in response to it?  Dwell in the passages that moved you.  Let your ideas come.  Write them down.  Don’t worry about bringing order to them yet.  Let yourself interact with the book, loosely, on paper, as if the book is a person.  You will figure out what you think by thinking on paper. 


Keep your eyes open for one especially compelling passage.  (A passage is at least a paragraph, but less than a page.)  Study it carefully.  By yourself, read it aloud several times.  Don’t read in a droning voice; read in phrases, as if you are the author speaking to an attentive listener.  Embody the voice with character and interest.

Next time we meet, you will read your passage aloud in a small group workshop. Between now and then, prepare by practicing:  underline or otherwise highlight particular words and phrases for emphasis.  Use the dictionary to learn definitions and correct pronunciation of words you don’t know.  You may want to type the passage out, double-spaced, like a script.  Study it, learn it (though you needn’t memorize it), and come to know it well.


In addition to reading the passage aloud, you will comment on it.  First, your comments should focus on the passage in the following contexts:   
· the context of the discussion in which the passage occurred
· the context of the chapter in which the passage appears
· the context of the book as a whole

Then, and only then, consider your own orientation to the passage.  Do you primarily argue with the book (or with a particular discussion, topic, set of facts, etc.)?  Do you question it?  Agree with it?  Feel disturbed by it?  Why?  Can you compare the book with something else you’ve read?  Do you use the passage to try to grasp the book as a whole?  Do you find yourself comparing the author’s point of view with someone else’s?  Do you primarily wish to analyze the quote?  What did you learn from it?

By the time you have done all of the above, you will have developed the beginnings of a relationship with the book.  

Workshop 4: Recitations from the Text

(1 hour, 40 minutes)


Note to faculty: Divide students into groups of four.  
1.  (10 minutes)  One student (the Reader) reads the selected passage aloud.  Then the Reader tells the other  members of the group why the passage is important.  The Reader teaches the other students why it is important.  The other students listen carefully, taking notes so they remember what the Reader says.  

2.  (10 minutes) The Reader now listens as the other students discuss what they just heard.  Try to shed light on what the Reader said.  The Reader takes notes on this discussion, but may not speak.  Be especially concerned to discuss the Reader’s approach.  Does she or he primarily argue with the book (or with a particular discussion, topic, set of facts, etc.)?  Does the Reader question it?  Agree with it?  Seem disturbed by it?  Why?  Does the Reader compare the book to something else she or he has read, or try to grasp the book as a whole?  Compare the author’s point of view with someone else’s?  Analyze the quote?   

3.  (60 minutes) One at a time, the other students should assume the role of the Reader, and take turns doing parts 1. and 2. above.

4.  (20 minutes) Now, based on what you have learned from listening to one another, discuss the book as a whole.  What issues were highlighted by your chosen passages?  Do you see any commonality in the sections you chose?  Can you see themes emerging that help you to understand the book as a whole?
 SEQ CHAPTER \h \r 1CHAPTER  4
Bringing Structure to the Experience of Reading

When students take to heart the lessons in the previous workshops, they see books differently.  Because you have helped them to slow down and pay attention to what happens to them when they read, they are developing an internal dialogue with the book and a rapport with one another grounded in these dialogues.  


As students continue to read and explore the book, they will benefit from learning how to bring structure to the experience of reading.  This means learning how to analyze and reflect upon what they read.  You can teach these intellectual activities by working with a text from your class.  


Reading to write is not a linear, lock-step process.  It is a dialogue between reader and text, but always with a third party—the reader of the paper—in mind.  The student’s reader is her teacher, and often her fellow students.  Students will have more confidence when they get their first paper assignment if they have an accurate understanding of what they have read thus far.  That understanding grows from knowing how the parts of a book relate to the whole, and how the main points of the whole bear on the larger issues under study in your class.


Learning the practices of analysis and reflection, as well as the differences between the two, helps students learn how to perceive the structure that is critical to understanding the whole.  Likewise, these practices bring structure to the experience of reading.  Once students can tell how a book is put together, they can discover what it says.  Then they can begin to consider their own point of view in relation to knowledge that is new to them.  They can begin to figure out how to describe their learning—which sometimes means describing their confusions—in the language of the book.  These workshops are designed to teach some of these habits of analysis and reflection. 
Workshop 5: Analysis

(1 hour, 40 minutes)


“Analyze” means “to examine critically so as to bring out the essential elements,” or “to separate into parts or basic principles so as to determine the nature of the whole.”  


Books are complex, often large wholes.  It takes a lot of work beyond reading words on pages to understand books.  As you read, you may discern what the author is telling you, you may be confused or puzzled, or you may be completely in the dark.  You can’t figure out what confuses you, however, if you don’t know how to analyze as you read.  


This workshop will help you to practice some skills of analysis, and thereby learn how to find and articulate sources of confusion.  Then you will be able to engage the help of others—your faculty, and your fellow students—to learn what authors say.  


All books have structure.  Structure is logical.  Trust authors to craft their books in a way that makes sense.  Your job is as a reader is to find the sense that the book makes.  This is easier with some books than with others.  In any case, understanding structure is crucial to analyzing writing.  Assemble in groups of four or five.  Take your texts, notebooks, and pens, and get to work.

1.  (30 minutes) Review the definition of “analyze” above.  Then consider the other side of this page.  It has two fables from Æsop; each has been scrambled.  Try to figure out the correct order of the sentences in each fable.  Spend approximately 15 minutes on each fable.  

2.  (10 minutes) Now go up to your faculty and get a copy of the fables.  Check to see if you have put the pieces of each fable in the correct order.  Have one of your group read the fable in paragraph form aloud, as the rest of you check along.

3.  (15 minutes) Although these fables are short and rather simple, the principles of analysis that you just employed apply to complex texts as well.  Take your current text and review the first passage.  Have one of you read it aloud, and then have a brief discussion of the place of that passage in the structure of the book as a whole.  


You can do this by thinking of the passage as located in the middle of a series of concentric circles, with the passage at the center, and the book’s title (or your class’s title) at the outermost circle.  Discuss the meaning of the passage in the context of the first circle around it, then the second, then the third, etc.  In other words, the passage exists in multiple contexts:  the discussion, the section of the chapter, the chapter, the section of the book, the book as a whole.  You’ll only understand the passage if you see it in context.  Then you can see how the passage figures in the meaning of the book as a whole, and in the agenda of the class as a whole.

4.  (30 minutes)  Do step 3 above again with the other two passages selected by faculty.  

5.  (15 minutes) Finally, think about all three passages as parts of a whole.  How does each play a part in the structure of the book?  

Workshop 6: Reflection

(1 hour, 15 minutes)


You are learning how to analyze texts in order to see the parts in terms of the whole.  This is a great accomplishment.  These skills may be new, and you may feel awkward.  You will become more proficient by practicing them.  


You now have earned the opportunity to reflect on what you have read so far—“earned” because you’ve come to understand what the book wants to tell you.  Now you can figure out what you think about it.  To “reflect” is to “form an image” of something, or to “think or consider seriously.”  You will engage in both kinds of reflection:  you will form an image of what you read, and you will do so with careful consideration and seriousness.  “Serious” does not mean stern and ill-humored.  It means you are not frivolous, sloppy, hasty, casual, or indifferent.  It means you are careful, precise, deliberate, and inspired to do the work. Form groups of four, take the class text and a notebook and pen, and go off together to work.
1.  (15 minutes)  Re-read the fables “The Oak and the Reeds” and “The Lion and the Mouse,” and reflect on them.  Form images of them in your mind, and consider them seriously together.  Discuss the central meanings of both fables.  See if you agree or disagree as to the moral of each.  See if you think these morals are valuable.  Discuss them in their own language—that is, be sure your discussion respects the integrity of each fable, and does not fault them for not being some other fable.

2.  (45 minutes)  Think back to the last workshop, and discuss the class text as a whole.  Reflect on it together.  Form an image of it in your mind.  Books are designed not just to say something, but to do and be something.  What does the author want this book to do or be?  Consider the book as a whole with the seriousness that it deserves.  Does it accomplish its task?  Do you have outstanding questions about it?  Remember:  phrase your questions in terms of the book’s language and agenda; it’s not fair to fault a book for not doing things it never said it would do.  

3.  (15 minutes)  Now, working alone, and with the discussions of the previous hour in mind, write a letter to the book’s author.  Write in a way that forms an image of your relationship with the book thus far.  
THE OAK AND THE REEDS

1) “and fought against the storm, which proved stronger than you:
2) was uprooted by a severe gale of wind
3) and thus the gale passed harmlessly over our heads.”

4) It fell among some Reeds

5) have been torn up by the roots and hurled into the river?

6) An Oak that grew on the bank of a river,

7) have managed to weather the storm,

8) growing by the water, and said to them,
9) and thrown across the stream.
10)  but we bow and yield to every breeze,

11) “how is it that you, who are so frail and slender,

12) “You were stubborn,” came the reply,

13) whereas I, with all my strength,
THE LION AND THE MOUSE

1) Just then the little Mouse happened to pass by,
2) “Pardon, O King,” cried the little Mouse: “forgive me this time, I shall never forget it
3) that he lifted up his paw and let him go.
4) and soon gnawed away the ropes that bound the King of the Beasts.
5) and the hunters who desired to carry him alive to the King, tied him to a tree
6) Once when a Lion was asleep a little Mouse began running up and down upon him;
7) “Was I not right?” said the little Mouse.
8) this soon wakened the Lion, who placed his huge paw upon him, and opened his big jaws to swallow him.
9) and seeing the sad plight in which the Lion was, went up to him
10) who knows but what I may be able to do you a turn some of these days?”
11) Some time after the Lion was caught in a trap,
12)  The Lion was so tickled at the idea of the Mouse being able to help him,
13) while they went in search of a wagon to carry him on. 

The Oak and the Reeds

 An Oak that grew on the bank of a river was uprooted by a severe gale of wind, and thrown across the stream.  It fell among some Reeds growing by the water, and said to them, “how is it that you, who are so frail and slender, have managed to weather the storm, whereas I, with all my strength, have been torn up by the roots and hurled into the river?”  “You were stubborn,” came the reply, “and fought against the storm, which proved stronger than you: but we bow and yield to every breeze, and thus the gale passed harmlessly over our heads.”

The Lion and the Mouse

Once when a Lion was asleep a little Mouse began running up and down upon him; this soon wakened the Lion, who placed his huge paw upon him, and opened his big jaws to swallow him. “Pardon, O King,” cried the little Mouse: “forgive me this time, I shall never forget it: who knows but what I may be able to do you a turn some of these days?” The Lion was so tickled at the idea of the Mouse being able to help him, that he lifted up his paw and let him go. Some time after the Lion was caught in a trap, and the hunters who desired to carry him alive to the King, tied him to a tree while they went in search of a wagon to carry him on. Just then the little Mouse happened to pass by, and seeing the sad plight in which the Lion was, went up to him and soon gnawed away the ropes that bound the King of the Beasts. “Was I not right?” said the little Mouse.   

CHAPTER  5
Reading to Write

Most of us do a lot of casual reading:  magazines, newspapers, instructions, recipes, cereal boxes, and so on.  We are entertained, we absorb information, or we pass the time.  The reading students do in college is a world apart from casual reading.  Students read in order to understand the world.  The more they read, and the better they read, the deeper and more sophisticated their understanding.  The workshops in the previous two chapters helped students begin to read more effectively.  This chapter takes the practice of college reading a step further toward its long-term purpose:  to understand the world better by reading to write.      


When people read to write, they have chosen to bring two significant problems into their lives:  first, the problem of understanding something they’ve read, and second, the problem of communicating that understanding in writing.  It’s no use trying to impress upon students that such work can be an exciting intellectual journey, a lengthy creative inquiry, or something of that nature.  The work may be all those things, but it is also a problem that perforce entails a significant degree of discomfort.  Faculty know this, and tend to value and even court discomfort.  Many of our students don’t know this at all.  Reading to write is therefore a complex and even paradoxical activity, since it requires students to welcome discomfort.  They have to feel the burn.  

Writing shows the relationship that develops from reading.  “Relationship” in this context means “the mode in which a person or thing is connected with another.”  We want students to connect with what they read, and we hope they will be able consciously to shape the mode—the manner, method, or style—of the connection they make.  These abilities underlie what we think of as “a good paper.”  But many students rarely think about their mode of connection with what they read; they jump to concerns like thesis statements, outlines, number of pages, and footnoting before attuning themselves to a text so they can respond thoughtfully to it.  


It is impossible simply to undo with words most students’ assumptions about writing papers.  After all, these assumptions have been drummed into them for years.  The workshops in the next few chapters are designed gradually to describe, analyze, and challenge some of these assumptions.  They offer principles and practical experiences that can have a lasting effect on how students approach reading and writing.  

 
There are many parallels between everyday life and reading.  However, many students think that much of what they do in college is a unique species of experience that has little in common with anything else they do.  We know this isn’t true.  Most people have the native ability to develop relationships with other people.  Most people routinely translate their experiences with other people into words when they talk about their lives.  Students can bring these native abilities to bear on the challenges of reading to write.  Drawing parallels between living and reading can help students to see that they already understand things that matter to them, and that they know how to communicate their understanding to others with words.  Then they can then bring these skills to bear on the challenges of reading to write in college.  


For example, you might sit down with a friend who asks you about a trip you took, a stroke of bad luck you suffered, a new love interest in your life, and so on.  In such circumstances, most of us have no trouble telling a story logically and with zest, and with the listener in mind all the time.  The stories that follow from such questions stem from life experiences that we know well because we paid attention when they were happening.  Even bad writers can be very good at telling those kinds of stories.  


A college paper issues from an experience that a reader has had—an experience of reading.  In order to write a paper that will be true to that experience, students first need to pay attention to how books “talk” to them, just as they pay attention when people talk to them.  They need to learn how to have reading experiences. The workshops in the previous chapters were designed to facilitate that kind of attention.   If students have been taking notes, they are already translating that experience into writing.  They often don’t know it, but these are the raw materials of their papers.  Many well-developed abilities of speech communication transfer well to writing.  The workshops in the next chapters help students do just that.

Workshop 7: Telling a Story about a Life Experience

(1 hour, 30 minutes)

Assemble in groups of three.  Bring pen and paper with you, and appoint a timekeeper.

1.  (15 minutes) Working individually, examine the topics below.  Choose one that evokes a  story from your own experience.  Write a brief outline of the story.  In the next step, you will use the outline to tell the story to the other two students.  Keep this in mind as you write:  your outline is a tool for telling the story aloud. 


Your first kiss


Your first car, and what happened to it


One of your happiest or saddest experiences


A time when you sought and achieved justice


How you learned an important lesson

A time when you did the right thing

One of your most surprising experiences


A trip or adventure that was important to you


An accident, lucky or not 


A risk you took


Any story that will capture others’ attention

2.  (15 minutes) Choose one student to be the Storyteller.  Working from the outline, the Storyteller should tell the story.  Put in necessary detail, but stick to the story: tell it in a logical, linear fashion, as it took place over time.  Refer to your outline frequently, and keep the story moving.  The other students should listen to the story.

3.  (30 minutes) Each of the other students should be the Storyteller, and do step 3.
4.  (15 minutes) Now have a general discussion of all three stories.  Did they make sense?  Did each Storyteller know her story well?  Did you have anything in common as Storytellers?   Concentrate on the degree of importance the main incident in each story had for the teller, the depth of understanding you each brought to your story, and the skill with which each of you told your story.  

Workshop 8: Telling a Story about a Reading Experience

(1 hour, 30 minutes)

Note to faculty:  This workshop can help students to begin to get a response paper off the ground.


In the last workshop, you told a story about a life experience you know well.  You also listened to two other stories.  You now know that you are able to tell a story from your experience, and, moreover, you can do so on the spot, and logically, without any special preparation.  You can do this because you are committed to your life experience.  You lived it, you thought about it, puzzled over it, analyzed it, reflected on it, and integrated it into who you are.  You brought all this thought, analysis, and reflection with you when you outlined and told the story.


Reading experiences are different from life experiences.  They are detached from the experiences of everyday life.  They take place in private, and primarily in your mind.  But they are also similar to everyday experiences.  Just as a story relates a sequence of events from your life experience, writing can begin with telling a sequence of events of thought from a reading experience.  Your ability to do this kind of telling depends on how alive you are to your reading experiences, and how much of yourself—mind and heart—you are able to bring to them.

Break into groups of four and go off with pen, notebook, and the class text.

1.  (20 minutes) Working alone, write an outline of the story of your thinking so far in this class.  Why did you enroll?  What expectations did you have at the first class meeting?  Did your expectations change by the end of the first day?    


What was it like to do the first two workshops, especially the one on the first book for the class?  How did your thinking about books in general change?  What, if anything, did you know about the book’s author before your opened the book?  What did you then learn about him or her?  What was the first thing that really struck, annoyed, confused, impressed, or angered you in the book?  Has the book changed your idea about anything?  What changed?  If your ideas have not changed, why were you not persuaded to think differently?  Think back to your recitation, to our seminar discussions about the book, and faculty lectures in which the book was mentioned.  How do all these activities figure in your present understanding?  

2.  (10 minutes) Choose someone to be the first Storyteller.  The Storyteller should now tell the story of her thinking so far in this class, using the outline from 1 above as reference.  

3.  (30 minutes) Now each of the other three students should do step 2 above.

4.  (20 minutes) Spend this time having an open discussion based on what you just learned from each other.  What did your colleagues focus on in the book?  Are you seeing the book differently as a result of the stories of their thinking?

5.  (10 minutes) Working alone again, each of you should now add to your outline what you have learned in this workshop.  In other words, this workshop is now part of your reading experience. 
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The Good News and the Bad News 
About Writing Better


Just as most students have misguided assumptions about reading, they have similarly misguided assumptions about writing.  They think some people are “born writers,” and others are not.  They think good writing just happens:  the lucky and inspired few sit down and the words flow out beautifully.  

We know that writing rarely works this way.  Because many students think it should, they make many false starts before the pressure of a deadline forces them to commit themselves to a draft.  Then, as they sit down to work, they quickly face the fact that there’s something wrong with their writing.  But they don’t know how to fix it.  They become preoccupied with their assumptions about writing a paper, rather than with exploring ideas through the lens of the assignment.  Sometimes they get so side tracked that, in the end, the paper they write doesn’t even address the assignment.  


Give students the good news about writing:  no one is born a good writer.  Everyone who writes well has to work hard at it.  Students can become better writers if they are willing to learn how to do the work that it takes to get good. 

Give them the bad news, too:  becoming a better writer takes a time, commitment, and a desire to learn how to communicate in writing.  All the exercises, fancy computer programs, clever writing handbooks, sympathetic faculty, able tutors, and journal writing in the world won’t make them better writers.  Students must be willing to suffer in order to get better.  Learning to write well is like learning how to play an instrument or do gymnastics.  The effort is awkward and even painful at first.  Muscles that have atrophied take time to adjust to new disciplines.  Eventually, you learn the basics and you move on to more complex challenges of the instrument or skill.  

When faculty hand out the first writing assignment of the year, there’s always some tension in the air.  Under the best circumstances, the tension stems from students’ anticipation of a worthy and interesting challenge.  But often, students don’t see it that way.  Assignments are obstacles to their thinking, not means to better thinking.  Few students know what they think, especially after reading difficult texts for the first time.  They have heard for years that every paper must have a thesis—an argument—which must be stated, forcefully, up front.  Rather than have a thesis, they are confused.  They think a thesis is something to “find,” as if it is lost or hidden.  They don’t appreciate the fact that a thesis is a conclusion that they will come to after they engage in inquiry.

We hope students won’t hide their confusions, but will bring them out in the open.  Yet even when they do, the first paper assignment can reduce them to bean counting:  Does the paper need a thesis?  (And what is a thesis anyway?) How many pages should it be?  How many references to the text do you expect?  These questions can be discouraging, especially when faculty work hard to develop thoughtful and provocative assignments.  As far as many students are concerned, the bottom line is filling quotas such as these.


Tell the students that you know they think this way, and then refuse to give them quotas.  Tell them the maximum length you will allow, but encourage them to write the number of words that it takes to say what they want to say.  Period.  Students may find this frustrating, but there is no better way to demonstrate the real purpose of writing than to bypass their need for security by bean-counting.  If you refuse to meet them on the ground of quotas, they will have to think about writing assignments as an extension of what they have been doing so far:  developing a relationship with what they read.  


Another way to challenge students’ assumptions about writing is by considering the meaning of the word “essay.”  “Essay” comes from the Old French, “essaier,” meaning “to attempt” or “to try.”  In every stage of reading in order to write, students make attempts to understand difficult texts in light of one another, in light of the class’s themes, and in light of their own previous knowledge and points of view.  They then attempt to communicate that understanding in writing.  


Students tend to think the preparation and drafting that leads up to the paper they turn in is not important; after all, if they were good writers, they wouldn’t need to do all that bad writing.  They are wrong.  Everything from underlining in books to proofreading the final draft on the due date is writing.  It is all part of the “attempt” that will become the paper they hand in.  Most of us do a lot of “bad” writing in order to create good writing.  The quality of final drafts depends on knowing how to navigate the many stages of understanding that begin with reading and “end” on the paper’s due date.  


Students must learn how to slow down and see their own writing for what it is.  Good writing requires time, care, patience, and attention.  Most students don’t realize that “care” means attention to every single mark on the page.  The workshops in this chapter are designed to show students that writers, including their current teachers (you), work hard to produce good writing.  The first workshop assumes you have given out a writing assignment.  The second requires you to reveal something of your own struggles with writing.  

Workshop 9: Why Do Writers Write?

(1 hour, 20 minutes)

Note to faculty: This workshop uses excerpts from the prefaces and introductions of books to illustrate how writers think about their work.  Use excerpts from your class’s texts or other  closely related to your course materials.  


Because books come to us as complete, carefully constructed wholes, it is difficult to imagine the painstaking work of creating them.  Authors give you clues in their prologues, prefaces, and introductions.  This workshop will allow you to understand how authors think about their work.  Assemble in groups of four, and go to work.

1.  (30 minutes) Attached are excerpts from the prologues, prefaces, or introductions of four books.  Their authors explicitly state what motivated them to write their books.  Read them on your own, and UNDERLINE the passages where the authors say why they wrote their books.  
2.  (30 minutes) Working with your group, discuss each excerpt, one by one.  How does the author state his or her interest in the topic?  Does the author discuss frustrations, confusions, and questions about the work?  What motivated each writer to do the work?    

3.  (20 minutes) Now discuss your current writing assignment.  What does it ask you to do?  Does it ask you for a specific number of pages?  Does it ask you for a certain number of citations?  Does it ask for an airtight thesis?  If the answer to these questions is “no,” read the assignment again carefully.  What, exactly, DOES it ask you to do?  What concepts, problems, or connections does it present?  The assignment assumes you are motivated to engage in this way.  What are your motivations?
Workshop 10: The Truth About Writing

(40  minutes)

Note to faculty: This is an all-class workshop led by faculty.    

1) 
If you still have any of your own undergraduate papers, copy one.  Then take a pen in hand and give it a tough proofread and edit.  Be ruthless or, better yet, give it to a colleague.  Then block out your name and bring both the original and the marked-up copy to class.  Don’t tell your students who wrote the paper.  Show the original with an overhead projector, and ask your students to critique it.  Then show them the marked-up version.  They will gasp and feel sorry for the student.  Then, and only then, tell them that YOU are the student.  Elaborate as you see fit.  
2) 
As you write a handout or assignment for your current class, keep a draft on which you have done a great deal of editing.  Show a marked-up version, and then show the final version.  (You can also use other writing you might be working on.)  This shows students that you still edit and revise extensively and continually, as a practice.  


After you have done one or both of these, leave time for the students to talk about what it’s like to have this new information about what it takes to write well. 

CHAPTER 7
Thinking About Your Reader

Now that the first assignment has been distributed, your students will need to learn how to think about their audience.  Thinking about readers will help them to continue to develop their new orientation to the written word.  They are still engaging in a relationship, but now the tables have turned and they are the ones who are reaching out to readers.  This chapter focuses on how to help students learn to think about and make good on what they owe to their readers.  


Many students think they are supposed to sound as sure of themselves as the authors of their texts do.  For years, they have heard that they need to “find their own voices” as writers.  Often they think this means that they are supposed to sound authoritative and confident.  Hence, their writing often sounds stilted and artificial.  

This chapter offers several practical ways to teach what “your own voice” means.  Most students do not already have a writing voice, but they can begin to develop one by learning how to do the careful work of writing with readers in mind.


As a student studies the texts that become the focus of his writing, he must help a reader to see that focus the way he does.  This means carefully leading the reader, one step at a time, through his thinking.  That, in turn, means separating his thoughts about the book from one another (analyzing them) and putting them in an order that connects them logically to one another.  


In order to foster this approach ask students to imagine leading a blind person down a narrow path.  There is a sheer drop on either side.  If you don’t lead her well, she will put her foot in the wrong place and fall into the abyss.  You are responsible for making sure she always can sense where you are leading her.  The reader of a paper is like a blind person.  The writer is responsible for taking her through his thinking, step by step, so that she always knows where she is.  If he doesn’t give her the necessary cues, she will “fall off.”  

A brief reminder: emphasize these cautions regarding papers, but wait until your students have changed their orientation to reading.  Introducing them too early to the responsibilities of writing puts the cart before the horse.  When they have fully embraced the challenge of reading well, they will make a new kind of commitment to writing.  


The first workshop in this chapter assumes students have received a paper assignment, but have not started to work on it.  The second workshop, which is designed to show students how to edit, assumes you have conducted the first workshop, and your students have written something—a couple of pages, a paragraph or two, or even just a collection of disconnected thoughts—that begins to address it.  A caution: the second workshop is really a series of one-on-one tutorials.  It is time-consuming.  It requires you to read each student’s writing, circle errors, and then have a 10-15 minute meeting with each student.  This time is well-spent.  It will justify your refusal to comment on such errors in the future.  Students need to see faculty living the truth that writing is an art, a craft, a discipline, a way of using language, at which writers work hard and consistently.  The best way to show them how to edit is to do it with each of them, face to face, ONCE.  We assume they will make mistakes.  After this tutorial, they are expected to take it upon themselves to rid their writing of mistakes.  

Workshop 11: Dissecting the Assignment

(1 hour, 10 minutes)

Note to faculty:  This workshop assumes your students have a carefully-worded writing assignment.  What follows is an example of a writing assignment from a class on consumer culture.  Adapt the workshop to your own assignment.

When you receive a writing assignment, the first thing to do, of course, is read it.  But even after you’ve read the assignment, you don’t necessarily understand exactly what it asks you to do.  This workshop is designed to help you to dissect the paper assignment so that you understand it, and can get inside it, so to speak, before you have written a single word.


Divide into groups of three, take paper and pens, and get to work.

1.  (10 minutes) Here is your current writing assignment.  Read it, and discuss it briefly as it appears below.

Evaluate the challenges to consumer culture as you have learned about them thus far.  “Evaluate” means “to ascertain or fix the value or worth of,” or “to examine and judge; appraise; estimate.”  Each of these challenges to consumer culture has value; your task is to decide which one is the most valuable or worthy by comparing it with the others.  Appraise the challenges in light of what you have learned about the history of consumer culture.
2.  (20 minutes) Reproduced again below is the writing assignment.  This time, the sentences are numbered.  Read it again, and this time, discuss each sentence separately.  Underline or highlight the key words that direct you toward the writing that you are to do. 

1) Evaluate the challenges to consumer culture as you have learned about them thus far.  

2) “Evaluate” means “to ascertain or fix the value or worth of,” or “to examine and judge; appraise; estimate.”  

3) Each of these challenges to consumer culture has value; your task is to decide which one is the most valuable or worthy by comparing it with the others.

4) Appraise the challenges in light of what you have learned about the history of consumer culture.

3.  (10 minutes) The assignment is reproduced below, again with the sentences numbered.  This time, your faculty have highlighted points of emphasis.  See if you isolated the same themes as your faculty did.

1. 
EVALUATE the challenges to consumer culture as you have learned about them thus far.  

2. 
“Evaluate” means “to ascertain or fix the value or worth of,” or “to examine and judge; appraise; estimate.”  

3. 
Each of these challenges to consumer culture has value; your task is to DECIDE which one is the most valuable or worthy by COMPARING it with the others.  

4. 
APPRAISE the challenges in light of what you have learned  about the history of consumer culture.
Notice that different fonts mean different things:

C 
The words in capital letters are VERBS: These words tell you exactly what you are supposed to DO.

C 
The italicized words are assumptions that serve as background for what you are supposed to do.

You are to DO the things that the assignment asks with the assumptions that are background in mind.

4.  (30 minutes) Spend the next half hour discussing how the assignment gives cues for how to structure your paper.  For example, the assignment tells you to “evaluate the challenges to consumer culture,” and it tells you what “evaluate” means.  The assumption of the assignment is that each challenge has value.  Discuss the following:

C 
On what bases will you discern the value of each challenge?

C 
What would be the highest criterion of value?

C 
What are the relevant features of the history of consumer culture on from which you will choose your criteria?

Workshop 12:   Learn To Respect Your Reader

(20 minutes per student)

Note to faculty: This is a set of instructions for individual tutorials.  Students should have done some at the work-in-progress stage.  

Have your students turn in their writing.  Alone, read each paper.  As you do so, CIRCLE errors and blatant stylistic problems.  Don’t say what’s wrong; just draw the student’s attention to problems.  If the writing has many errors, do this with one paragraph.  If the writing is fairly good, circle errors on the whole piece.  Do not comment on structure or argument.  Spend 10 minutes on each, reading and circling errors.


Arrange to meet each student individually.  Tell each student you have circled errors that got in your way while you read.  Any time the writing stopped rather than fostered your understanding, the writer has something to attend to.  If the paper (or paragraph) is covered with circles, the student has a lot of work to do.


Tell the student to read the paper aloud slowly and carefully>  When he comes to a circle, tell him to figure out what’s wrong.  He will hurry to get to that first circle.  FORCE him to 

s-l-o-w  d-o-w-n and read with extreme care.  He won’t understand your circles unless he can see them in context.  Once he slows down, he will probably see what’s wrong.  Then you can point out a very important fact:  all YOU did was draw his attention to errors.  He was able to figure out for himself what was wrong, and most of the time, he knew how to fix errors without any help from you.  This is because he sees his writing differently, more critically, if he slows down.  


Although this is extremely time-consuming, it teaches a valuable lesson.  It is a revelation to many students.  They learn that they know more than they thought they did.  


Then tell the student that any good grammar book explains mistakes—both the ones he was able to fix himself, and those that he couldn’t.  He is responsible for getting such a book and using it when he edits his own work.  THIS IS WHAT IT MEANS TO RESPECT YOUR READER.  


You will not do this with each student again.  You will expect the students to read their own writing with this kind of care before submitting final drafts.
 SEQ CHAPTER \h \r 1CHAPTER  8
Discovering What You Want to Say

Writing a good essay is an intellectually challenging and vigorous act.  Writers do things that are quite out of the ordinary, such as call colleagues to test out ideas large and small, draw diagrams of their thinking, take long walks and talk to themselves, and write many words that never make it into their final drafts.  Writing an essay that truly is an attempt is not like driving in a straight line across the plains of the Midwest.  It’s more like driving through mountains and valleys on winding roads full of blind spots. 

Further, a good essay is not a loose collection of thoughts that happen to be presented in paragraphs and broken into sentences.  Just as visual art and music are composed and have a consciously built structure, every good essay is organized in a conscious and deliberate way.  Students can start to consciously develop their approach to assignments and organize their ideas logically if time is devoted to analyzing other pieces of writing.  


The following workshops assume that students have written drafts in response to an assignment.  The first workshop asks students to analyze writers’ approaches to their topics by examining a few short passages from several essays.  In the second workshop, students analyze each other’s drafts in order to analyze their own approaches.  
Workshop 13: How To Understand a Writer’s Approach

(1 hour, 20 minutes)

Note to faculty:  Find sample essays that relate to your work in class.  Choose a range of essays that take different approaches, and that come from different kinds of sources.

When people talk about books and ideas in terms of whether they “like” them or not, they have casual discussions.  The stakes are low.  People have such discussions while eating, driving, doing laundry, washing dishes, and so on.  In contrast, discussions about books in college are not causal.  We have precious time to have serious, carefully considered discussions about the topics of mutual concern that drew us all to this class.  The purpose of such discussions, and of our other activities and writing assignments, is to give you opportunities to figure out what you think, and then learn how to communicate your thinking to others, both in discussions and in writing.


This workshop gives you a chance to explore a variety of approaches that people typically take toward topics and assignments.  Assemble in groups of four, and get to work.

1.  (20 minutes) Silently read the first essay attached to this workshop. When all of you are done, look at the other side of this sheet.  You’ll find a list of typical approaches or stances that writers take toward the topics they write about.  Discuss this writer’s approach to her topic.  How would you categorize it?

2.  (60 minutes) Do the same thing with the other three essays, devoting 15 minutes to each: first reading silently to yourself, and then discussing the essay in the terms on the other side of this sheet.

QUOTATION RESPONSE:  a particular quote strikes you

Begins with a direct quote from the text


Places the quote in context of the author’s agenda 

Comments on the meaning of the quote, including your own ideas


Can be either deductive or inductive

INDUCTIVE:
an inquiring approach toward the text 

Shaped by a question and leads to a point of view


Thesis is revealed at the end through a logical exploration

Leads the reader through the writer’s train of thought


Can begin with a personal insight that connects to information

DEDUCTIVE: a strong positive or negative reaction 
Has a thesis (a proposition supported by an argument/evidence)

Has a limited, clearly-defined topic


Thesis is raised at the beginning of the essay

Subsequent paragraphs support the thesis with evidence and arguments

Re-states and illuminates the thesis in light of evidence and arguments

BOOK REVIEW: deals with the text as a whole

Introduces the work to the reader

Provides an accurate, comprehensive overview of the book 

Closely examines the book’s most important elements, including direct quotes

Evaluates the book’s merits and mission in light of who its readers might be

COMPARE & CONTRAST: relates text to something else 
Arranges two or more texts in order to discuss relationship between them


Calls attention to parallels and differences between the texts

Discusses how texts bear on a more general point or subject that connects them

FULFILLING AN ASSIGNMENT:  responds to an assignment from faculty

Re-states the course of thinking faculty gave in the assignment 


Focuses on a  small but significant aspect of the 
whole

Relates the smaller aspect to the whole of the question, book, and/or class
Workshop 14: Figuring Out Your Approach

(1 hour, 30 minutes)

Note to Faculty:  Each student should bring to class three copies of a draft of his or her paper.  The due date should still be at least a week away.  Students should assemble in groups of four, bringing their copies with them.

1.  (20 minutes) Give each of the other three students a copy of your paper.  Then sit quietly together and read all your colleagues’ papers.  As you read, keep your eyes open for each writer’s approach to the assignment in the terms outlined on the other side of this sheet (the same ones used in the last workshop.)  

2.  (15 minutes) Now discuss one of the papers.  The author should keep perfectly silent while the other three students have this discussion.  Figure out what the author’s approach is.  If the author shifts from one approach to another, see if you can say what the different approaches are, and which one seems strongest.  The author should listen and take careful notes on this discussion.

3.  (45 minutes) Spend 15 minutes doing step 2 above with each of the other three papers.

4.  (10 minutes) Now discuss the assignment, and your approaches to it, in general.  Do you represent a variety of approaches, or is there a dominant theme among you?  Have any of you changed or refined your approach, based on this discussion?

CHAPTER  9
 Organizing Drafts of Papers

Once students have figured out what their approaches are, they are ready to figure out how to communicate their ideas effectively.  Many think that drafts “don’t really count,” as one student said to me, “since it’s really the final paper that matters.”  Of course, drafts matter a great deal.  Think about the word itself for a moment.  According to the Oxford English Dictionary, a draft is “a plan, sketch, or drawing, especially of a work to be executed; to draw up in a preliminary form, which may be afterwards perfected.”  The term originally stems from the Middle English, “draught,” meaning a pulling or a drawing, as in a current of air or a stein of beer.  Drafts are plans, and they can be difficult to draw out.  Thoughtful actions are usually planned actions; thoughtful writing is planned writing.  Drafts are integral to writing well, but few students have learned how to use drafts effectively in order to develop their ideas into finished essays.

Some students hate their drafts.  Some think their drafts are pretty good.  The haters are likely to get discouraged early on, and the confident ones might think they’re “almost done” when there’s still a lot of work to do.  In either case, students tend to judge their writing prematurely.  It’s counterproductive to evaluate a draft.  A draft—any draft—is a work-in-progress.  Evaluating one is like judging the beauty of a painting when the artist has only made a pencil sketch on the canvas, or judging a gourmet dinner when the kitchen counter is still full of raw ingredients.  The actual success of the painting or meal cannot be known yet, no matter how promising it seems.  Success depends on the skill and commitment of the artist or cook.  Likewise, the success of a piece of writing depends on the skill and commitment of the writer. 
Sometime during our years of primary education, most of us were introduced to an apparatus called an “outline.”  An outline organizes the main points of a piece of writing before it is written.  We are all familiar with this form; some teacher put it up on the blackboard one day, and it’s been haunting many of us ever since.  Our word processing programs even have an outline function that makes it “easy” for us to create one with Roman numerals, capital letters, numbers, lower case letters, and so on, like this:
I.



A.



1.



2.




a)




b)


B.



1.



2.


Many students try to write with this kind of outline.  For some, it is useful.  For most, it isn’t.   They usually have a mess of ideas—often promising ones—about what they have read, but they don’t know how to sort and evaluate them, and then think of them as parts of an essay.  They may try to write an outline in the form above, but that form is really a tool for accomplished writers and researchers who understand the skeleton of a piece of work before they write it.  That kind of understanding takes many years to develop.  And even then, outlines change, often radically, along the way. This lack of organizational ability is a huge obstacle, and your students will feel it.  

There is a simple outline form—the sentence outline—that can help students analyze their writing and find their focus.  Students should write something, even if they hate it, and bring it to class to learn how to work on it.  Bad writing is the first step toward good writing.


The workshops in this chapter assume that students have written some paragraphs that address a paper assignment, but haven’t yet figured out how to assemble them into a viable essay.  The first workshop is conducted by faculty with the class as a whole, or in smaller groups, and consists of showing how to do a sentence outline.  To prepare for it, students should write a draft of at least six paragraphs, and bring it to class.  The second workshop, which follows directly from the first, helps them to examine critically their re-assembled writing.

Workshop 15: Using a Sentence Outline
(Spend an hour explaining this outline form.)

Note to faculty: Go through the steps slowly with your students; encourage them to  think carefully about the content of their own writing.


You have come to class today with a few paragraphs—and perhaps a few pages—of writing that attempts to address the current assignment.  You may hate what you’ve written.  You may think it’s pretty good.  It doesn’t matter if you hate it, and it doesn’t matter if you think it’s pretty good.  Either way, it’s too early to evaluate your writing.  Assessing your writing now is like trying to judge the beauty of a painting when all the artist has done is a pencil sketch on the canvas.  You won’t know how good your writing is until you finish your paper and get some responses from interested readers.  


Some of you are probably embarrassed because you think your writing isn’t good.  Your task here is to get beyond judging your writing in that manner.  Think about learning how to organize your thoughts so that they make sense to a reader.  One of the best ways to do this is with a sentence outline.

1.  You have brought in several paragraphs of writing.  The pages look something like this:

2.  Number the paragraphs, like this:

3.  Read paragraph #1 ONLY.  Stop and think.  What is this paragraph about?  Take a blank sheet of paper, and write the number one (1) on it.  Then write ONE SENTENCE that captures the essence of the paragraph.  Don’t go on until you have written an accurate summary of the paragraph in the form of a single sentence.

4.  Then, and only then, read paragraph #2.  Stop and think.  What is this paragraph about?  What does it say?  Write a number 2 below the number 1.  Write a sentence that captures the essence of paragraph #2.  

5.  Do these steps with each paragraph until you have written a sentence about each one.  Be sure the sentences are numbered.

6.  Put the paper aside and look only at your numbered sentences.  This is your sentence outline.  Here, on a single sheet of paper, you have captured the main idea in each paragraph of your draft, and you have them in the order in which you wrote them.  

7.  Read the sentences in order.  Each thought should flow from the previous one and lead to the next one.  You will very likely discover that, for example, paragraph 2 should be at the end, the last paragraph should be the first one, you need one you haven’t written yet, and so on.  You may discover sentences in one paragraph that belong in another.  Writing a sentence outline can help you to see problems of organization in a way that simply reading the draft through will not accomplish.  
Workshop 16:  Writing Clearly So You Make Sense

(1 hour)


Note to Faculty:  This workshop requires a volunteer who is willing to 
be 
somewhat foolish in front of everyone else.  It works best if the teacher is the 
volunteer.  Depending on the size of your class, you may 
wish to have more 
groups, assign more than one group to each task.

Discuss with your class what it means to be a “clear” writer:  
· Easy to understand, fully intelligible, free from obscurity.

· Distinct, unclouded, free from confusion.

· To see, discern, or judge without confusion of ideas.

1)  (30 minutes)  Divide your class into four groups.  Have each group write clear instructions for doing one of the following activities.  The groups may write the instructions as a narrative or as list of tasks.  The groups should test the clarity of their instructions by following them and adjusting them accordingly.  

*
Snap your fingers

*
Whistle

*
Tie your shoes


*
Skip

2) (20 minutes)  Choose a volunteer to follow the instructions.  Have a member of each group read them aloud while the volunteer attempts to perform the activity.  The volunteer should follow the instructions to the letter.  The challenge is to see if the instructions tell the volunteer everything she needs to know in order to perform the task—that is, to see if they are clear and accurate.
3)  (10 minutes)  Now the teacher should lead a brief discussion that draws an analogy between writing clear instructions for the activities attempted in the workshop, and writing clear instructions to a reader to think the way the writer thinks.  A good paper instructs the reader in precisely this way, so that after reading, you can say what the writer thinks and understand him or her clearly.
Workshop 17:    Diagnosing and Editing your Drafts

(1 hour, 25 minutes)


You have learned the skill of sentence outlining to help you to improve your drafts.  This workshop gives you an opportunity to practice that skill, to hear from others what you have communicated in writing, and to make plans to improve your draft.  Divide into groups of three.  Take your drafts with you.
1.  (10 minutes) Read your draft to yourself, and write a sentence outline.  (This step can be done ahead of time.)
2.  (20 minutes) Pass your paper to one of the colleagues in your group.  Read the paper that you just received.  As you read, make a check mark where the writer is doing very well.  Make a question mark when you don’t understand something.  Note where the writing is cluttered, or if something seems wrong, even if you can’t quite say what it is.  When all three of you are done, pass the papers again, so that at the end of 10 minutes, you each have read the other two students’ drafts.
3 .(45 minutes) Now take your drafts back, and do the following.  One student should show the other two students his or her sentence outline.   The other two students should help the writer to do the following:

*
figure out if the paragraphs are in order, if something is missing, 
anticipate where the paper is going, etc. 
*
tell the writer what his or her approach seems to be: inductive, 
deductive, quotation response, etc.  (Review the list of


approaches from Workshop 13.) 
*
say what the point of the paper is.  

*
Explain any marks that you made on the paper.  


Spend approximately 15 minutes on each paper.
3.  (10 minutes) On your own, make a few notes, if you haven’t already, reminding yourself what was said about your paper, and sketching out plans for revision.
 SEQ CHAPTER \h \r 1CHAPTER  10
 The Due Date

The due date for the first paper of the year feels like the moment of truth.  Students often think of writing as performance.  The due date is opening night.  Many students fear that, in the end, their best efforts will be inadequate.  All the urgings of the workshops and methods of Reading to Write, which should have a cumulative effect on students’ orientation to their writing, can suddenly vanish from students’ minds when the due date is upon them.  In a way, that’s good.  Due dates can easily give the false impression that the paper is done.  In fact, people who want to write well are often in a state of perpetual dissatisfaction with their own writing.  


It is useful to review the new ways of thinking about reading and writing that you have been working to foster, and to do so very shortly before the due date.  We hope students will be inspired, and even driven, to work on their papers for hours at a time:  refining arguments, cultivating prose, fixing errors, and generally developing a thoughtful presentation of their ideas.  Devote some time to reviewing the main points of this new approach and you will encourage your students to keep the focus on learning and expression, rather than on fear.  


Remind students that their paper is, in essence, a written relationship with the texts through the assignment you gave them.  This will be a new relationship.  It will not be mature and seasoned after only a few weeks.  Their papers will not—can not—reflect intimate and familiar knowledge based on a long association.  However, they can reflect intimate and familiar knowledge of the book’s relevance to the theme of your class and to the writing assignment.  As Mortimer Adler and Charles Van Doren wrote in 1940, when you read a book, “there is initial inequality in understanding.  The [author] must be ‘superior’ to the reader in understanding, and…the reader must be able to overcome this inequality in some degree...”(p. 10).  Hopefully, your students have begun to overcome this inequality.  Urge them to respect the fact that they are students, and to do their best to write thoughtful, accurate, and authentic essays.  Here is what that means:
· Be honest.  Write your true understanding.  Offer a genuine taste of your thinking.
· Be conscious of the point of view that you actually have toward what the books say, and let that point of view govern your written approach.  Be clear about what you are doing with the books–whether you are questioning, interpreting, reviewing, arguing, etc.  Show, don’t tell.
· Be fair to the author; remember when in history she lived and wrote. 

· Be thoughtful of your reader.  You know something he doesn’t:  you know what you think.  Tell the reader what he needs to know in order to understand your thinking, even if you are confused.  Discuss your confusion carefully and logically.
· Lead the reader carefully and conscientiously.  Make sure each sentence belongs where it is, and each paragraph has a single point which is furthered by each sentence in that paragraph.  Make sure the paragraphs are in the right order by making sentence outlines.  
· Spell all words and punctuate correctly, make all sentences complete, capitalize all proper nouns, and quote texts with perfect accuracy.  Read your paper aloud, and change things that aren’t right until they are correct.   Respect your writing.  Don’t rely only on spell check and grammar check.  The human brain is smarter than the computer.


The workshop in this chapter is designed to have students enact in class the fact that writing can always be improved.  

Workshop 18:  A Final Draft is Still a Draft

(1 hour and 15 minutes)

Note to faculty: Students should bring four copies of their final paper to class on the due date.  They should assemble in groups of four, and bring all four copies of their papers with them.


1.  (15 minutes)  Give a copy of your paper to each member of your group.  Then, without a pen or pencil in hand, read one of your colleagues’ papers.  Read it carefully.  Then, read it a second time with pen in hand.  This time, comment on the paper.  If you see errors, circle them.  If something is unclear, say so.  If a transition doesn’t flow, point it out.  If the writer has done especially well with evidence, prose, logic, argument, and so on, make note of this success on the paper.  Save a few minutes to write a brief comment on the paper as a whole.

2.  (30 minutes)  Do the same with each of the other two papers.
3.  (30 minutes)  Now give the copies back to their authors.  You now have three copies of your own paper with written comments from your colleagues.  Working alone, read the comments.  If you think your colleagues are right about something, take the fourth copy of your paper—the one that’s still clean—and, with a pen, write in any changes you wish to make before giving it to your teacher.  In other words, you have one more chance, right now, to make your paper better before you turn it in. Finally, write a note to your teacher.  Tell him or her what you think of your paper, and say what kind of criticism you want.     

	�See, for example, Jake Ryan and Charles Sackry, Strangers in Paradise: Academics from the Working Class (South End Press, 1985).


	�R. P. Blackmur, “Toward a Modus Vivendi,” The Lion and the Honeycomb: Essays in Solicitude and Critique (NY: Harcourt Brace, 1955), p. 16.


	�By “workshop,” I mean the faculty-directed, small group exercises described by Don Finkel in Teaching With Your Mouth Shut (Portsmouth, NH: Heinemann, 2000), Chapter 6, “Experiences That Teach: Creating Blueprints for Learning.”


�David Marr, “What Was Charming About Billy Boy, Billy Boy,” Five-Year Retrospective and Prospective Essay, Autumn, 2000, p. 5.  





8
9

