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| ntroduction

Two broad assumptions underlie this book: (1) that writing
is arational activity, and (2) that it is a valuable activity.

To say that writing is rational means nothing more than
that it is an exercise of mind requiring the mastery of tech-
nigques anyone can learn. Obviously, there are limits: one can-
not learn to write like Shakespeare or Charles Dickens. You
can't become a genius by reading a book.

But you don't have to be a genius to write clear, effective
English. You just have to understand what writing involves
and to know how to handle words and sentences and para-
graphs. That you can learn. If you do, you can communicate
what you want to communicate in words other people can
understand. This book will help by showing you what good
writers do.

The second assumption is that writing is worth learning. It
is of immediate practical benefit in a@most any job or career.
Certainly there are many jobs in which you can get along
without being able to write clearly. If you know how to write,
however, you will get dong faster and farther.

There is another, more profound value to writing. We cre-
ate ourselves by words. Before we are businesspeople or law-
yers or engineers or teachers, we are human beings. Our
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growth as human beings depends on our capacity to under-
stand and to use language. Writing is away of growing. No
one would argue that being able to write will make you mor-
aly better. But it will make you more complex and more
interesting—in a word, more human.



CHAPTER

Subject, Reader,
and Kinds of Writing

Choosing a Subject

Often, of course, you are not free to choose at all. You must
compose a report for a business meeting or write on an as-
signed topic for an English class. The problem then becomes
not what to write about but how to attack it, a question we'll
discussin Chapters 5 and 6.

When you can select a subject for yoursdlf, it ought to in-
terest you, and interest others as well, at least potentially. It
should be within the range of your experience and skill,
though it is best if it stretches you. It ought to be neither so
vast that no one person can encompass it nor so narrow and
trivia that no one cares.

Don't be &fraid to express your own opinions and feelings.
You are avital part of the subject. No matter what the topic,
you are really writing about how you understand it, how you
fed about it. Good writing has personality. Readers enjoy
sensing a mind at work, hearing a clear voice, responding to
an unusual sensibility. If you have chosen a topic that is of
general concern, and if genuine feding and intelligence come
through, you will be interesting. Interest lies not so much in
atopic as in what a writer has made of it.
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About Readers

You don't want to repel readers. This doesn't mean you have
to flatter them or avoid saying something they may disagree
with. It does mean you must respect them. Don't take their
interest for granted or suppose that it is the readers' job to
follow you. It's your job to guide them, to make their task as
easy as the subject allows.

Ask yourself questions about your readers: What can | ex-
pect them to know and not know? What do they believe and
value? How do | want to affect them by what | say? What
attitudes and claims will meet with their approval? What will
offend them? What objections may they have to my ideas,
and how can | anticipate and counter those objections?

Readers may be annoyed if you overestimate their knowl-
edge. Tossing off unusual words may seem aput-down, away
of saying, "I know more than you." On the other hand, la
boring the obvious also implies a low opinion of readers:
don't tell them what a whedl is; they know. It isn't easy to
gauge your readers’ level of knowledge or to sense their be-
liefs and values. Sensitivity to readers comes only with ex-
perience, and then imperfectly. Tact and respect, however, go
along way. Readers have egos too.

Kinds of Writing

The various effects a writer may wish to have on his or her
readers—to inform, to persuade, to entertain—result in dif-
ferent kinds of prose. The most common is prose that in-
forms, which, depending on what it is about, is caled
exposition, description, or narration.

Exposition explains. How things work—an internal com-
bustion engine. Ideas—a theory of economics. Facts of every-
day life—how many people get divorced. History—why
Custer attacked at the Little Big Horn. Controversial issues
laden with feelings—abortion, politics, religion. But whatever
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its subject, exposition reveals what a particular mind thinks
or knows or bdieves. Exposition is constructed logically. It
organizes around cause/effect, true/false, less'more, positive/
negative, general/particular, assertion/denial. Its movement is
signaled by connectives like therefore, however, and so, be-
sides, but, not only, more important, infact, for example.

Description dealswith perceptions—most commonly visua
perceptions. Its central problem isto arrange what we seeinto
a significant pattern. Unlike the logic of exposition, the pat-
tern is spatial: above/below, before/behind, right/left, and so
on.

The subject of narration is a series of related events—a
story. Its problem is twofold: to arrange the events in a se-
guence of time and to reveal their significance.

Persuasion seeks to alter how readers think or believe. Itis
usually about controversial topics and often appeals to reason
in the form of argument, offering evidence or logica proof.
Another form of persuasion is satire, which ridicules folly or
evil, sometimes subtly, sometimes crudely and coarsely. Fi-
nally, persuasion may be in the form of eloquence, appealing
to ideals and noble sentiments.

Writing that is primarily entertaining includes fiction, per-
sonal essays, sketches. Such prose will receive less attention
here. It is certainly important, but it is more remote from
everyday needs than exposition or persuasion.

For Practice

> List ten or twelve topics you might develop into a short essay.
Think of topics that deal not so much with things, places, or how-to-
do projects as with your opinions and beliefs. Pick subjects that
interest you and are within your experience, yet challenging. Be
specific: don't simply write "my job" but something like "what |
like most (or hate most) about my job."

> Selecting one of the topics on your list, compose a paragraph
about the readers for whom you might develop it. Consider how
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you wish to affect those readers, what you want them to understand
and feel. Think about their general knowledge, values, attitudes,
biases; whether they are your age or older or younger, come from
a similar or a different background; and how you would like them
to regard you.



CHAPTER

Strategy and Style

Purpose, the end you're aiming at, determines strategy and
style. Strategy involves choice—selecting particul ar aspects of
a topic to develop, deciding how to organize them, choosing
this word rather than that, constructing various types of sen-
tences, building paragraphs. Style is the result of strategy, the
language that makes the strategy work.

Think of purpose, strategy, and style in terms of increasing
abstractness. Style is immediate and obvious. It exists in the
writing itsdf; it is the sum of the actual words, sentences,
paragraphs. Strategy is more abstract, felt beneath the words
as the immediate ends they serve. Purpose is even deeper,
supporting strategy and involving not only what you write
about but how you affect readers.

A brief example will clarify these overlapping concepts. It
was written by a college student in a fifteen-minuteclassroom
exercise. The several topics from which the students could
choose were stated broadly—‘“marriage,” "parents,” "teach-
ers," and so on—so that each writer had to think about re-
stricting and organizing his or her composition. This student
chose "marriage":

Why get married? Or if you are modern, why live together? Answer:
Insecurity. "Man needs woman; woman needs man." However, this
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cliche fails to explain need. How do you need someone of the
opposite sex? Sexually is an insufficient explanation. Other animals
do not stay with a mate for more than one season; some not even
that long. Companionship, although a better answer, is also an in-
complete explanation. We all have several friends. Why make one
friend so significant that he at least partially excludes the others?
Because we want to "join our lives." But this desire for joining is
far from ‘‘romantic”’—it is selfish. We want someone to share our
lives in order that we do not have to endure hardships alone.

The writer's purpose is not so much to tell us of what she
thinks about marriage as to convince us that what she thinks
is true. Her purpose, then, is persuasive, and it leads to par-
ticular strategies both of organization and of sentence style.
Her organization is a refinement of a conventional question/
answer strategy: a basic question ("Why get married?'); an
initial, inadequate answer ("Insecurity"); amore precise ques-
tion ("How do we need someone?*); apartial answer ("sex");
then a second partial answer ("companionship"); afinal, more
precise question ("Why make one friend so significant?");
and a concluding answer ("so that we do not have to endure
hardships alone").

The persuasive purposeis also reflected in thewriter's strat-
egy of short emphatic sentences. They are convincing, and
they establish an appropriate informal relationship with
readers.

Finally, the student's purpose determines her strategy in
approaching the subject and in presenting hersdlf. About the
topic, the writer is serious without becoming pompous. As
for hersdf, she adopts an impersonal point of view, avoiding
such expressions as "l think" or "it seemsto me." On another
occasion they might suggest a pleasing modesty; here they
would weaken the force of her argument.

These strategies are effectively realized in the style: in the
clear rhetorical questions, each immediately followed by a
straightforward answer; and in the short uncomplicated sen-
tences, echoing speech. (There are even two sentencesthat are
grammaticaly incomplete—“Answer: Insecurity" and "Be-
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cause we want to ‘join our lives.' ") At the same time the
sentences are sufficiently varied to achieve a strategy funda
mental to al good prose—to get and hold the reader's
attention.

Remember severa things about strategy. First, it is many-
sided. Any piece of prose displays not one but numerous
strategies—of organization, of sentence structure, of word
choice, of point of view, of tone. In effective writing these
reinforce one another.

Second, no absolute one-to-one correspondence exists be-
tween strategy and purpose. A specific strategy may be
adapted to various purposes. The question/answer mode of
organizing, for example, is not confined to persuasion: it is
often used in informative writing. Furthermore, a particular
purpose may be served by different strategies. In our example
the student's organization was not the only one possible. An-
other writer might have organized using a "list" strategy:

People get married for a variety of reasons. First.. . Second . . .
Third . . . Finally . . .

Stll another might have used a personal point of view, or
taken a less serious approach, or assumed a more formal re-
lationship with the reader.

Style

In its broadest sense "style" is the total of al the choices a
writer makes concerning words and their arrangements. In
this sense style may be good or bad—good if the choices are
appropriate to the writer's purpose, bad if they are not. More
narrowly, "style" hasapositive, approving sense, aswhenwe
say that someone has "style" or praise awriter for his or her
"style." More narrowly yet, the word may aso designate a
particular way of writing, unique to a person or characteristic
of agroup or profession: "Hemingway's style," "an academic
style.”
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Here we use style to mean something between those ex-
tremes. It will be a positive term, and while we speak of errors
in style, we don't speak of "bad styles." On the other hand,
we understand "style" to include many ways of writing, each
appropriate for some purposes, less so for others. Thereis no
one style, some ideal manner of writing at which all of us
should am. Style is flexible, capable of almost endless varia-
tion. But one thing styleis not: it is not a superficial fanciness
brushed over the basic ideas. Rather than the gilding, styleis
the deep essence of writing.

For Practice

> Selecting one of the topics you listed at the end of Chapter 1,
work up a paragraph of 150 to 200 words. Before you begin to
write, think about possible strategies of organization and tone. Or-
ganization involves (1) how you analyze your topic, the parts into
which you divide it, and (2) the order in which you present these
parts and how you tie them together. Tone means (1) how you feel
about your subject—angry, amused, objective, and so on; (2) how
you regard your reader—in a formal or an informal relationship;
and (3) how you present yourself.

When you have the paragraph in its final shape, on a separate
sheet of paper compose several sentences explaining what strate-
gies you followed in organizing your paragraph and in aiming for
a particular tone, and why you thought these would be appropriate.



CHAPTER

Grammar, Usage, and
Mechanics

Purpose, strategy, and style are decided by you. But the de-
cision must be made within limits set by rules over which you
have little control. The rules fal into three groups: grammar,
usage, and mechanics.

Grammar

Grammar means the rules which structure our language. The
sentence " She dresses beautifully" is grammatical. These var-
iations are not:

Her dresses beautifully.
Dresses beautifully she.

The first breaks the rule that a pronoun must be in the sub-
jective case when it is the subject of a verb. The second vio-
lates the conventional order of the English sentence: subject-
verb-object. (That order is not invariable and may be altered,
subject to other rules, but none of these permits the pattern:
"Dresses beautifully she.")

Grammatical rules are not the pronouncements of teachers,
editors, or other authorities. They are simply the way people
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speak and write, and if enough people begin to speak and
write differently, the rules change.

Usage

Usage designates rules of a less basic and binding sort, con-
cerning how we should use the language in certain situations.
These sentences, for instance, violate formal usage:

She dresses beatiful.
Sheain't got no dress.

Sentences like these are often heard in speech, but both break
rules governing how educated peoplewrite. Formal usagedic-
tates that when beautiful functions as an adverb it takes an
-ly ending, that ain’t and a double negative like a in’tgot no
or haven't got no should be avoided.

Grammar and usage are often confused. Many people
would argue that the sentences above are “ungrammatical.”
Our distinction, however, is more useful. Grammatica rules
are implicit in the speech of al who use the language. Usage
rules, on the other hand, stem from and change with socia
pressure. Ain't, for example, was once acceptable. The adver-
bial use of an adjective like beautiful was common in
seventeenth-century prose. Chaucer and Shakespeare use
double negatives for emphasis.

The fact that usage rules are less basic than grammatical
ones, however, and even that they may seem arbitrary, does
not lessen their force. Most of them contribute to clarity and
economy of expression. Moreover, usage applies to al levels
of purpose and strategy, to informal, colloquial styles aswell
as to formal ones. For example, grammatically incomplete
sentences (or fragments), frowned upon in formal usage, are
occasionally permissible and even valuable in informa com-
position. (Witness the two fragments in the student paragraph
on marriage on page 8) So is regarded in formal English as a
subordinating conjunction which ought not to introduce a
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sentence. But in a colloquial style, it may work better than
a more literary connective like consequently or therefore.

M echanics

In composition mechanics refers to the appearance of words,
to how they are spelled or arranged on paper. The fact that
the first word of a paragraph is usually indented, for example,
is a matter of mechanics. These sentences violate other rules
of mechanics:

she dresses beautifully
She dresses beautifuly.

Conventions of writing require that a sentence begin with
a capital letter and end with full-stop punctuation (period,
question mark, or exclamation point). Conventions of spell-
ing require that beautifully have two Is.

The rules gathered under the heading of mechanics attempt
to make writing consistent and clear. They may seem arbi-
trary, but they have evolved from centuries of experience.
Generally they represent, if not the only way of solving a
problem, an economic and efficient way.

Along with mechanics we include punctuation, avery com-
plicated subject and by no means purely mechanical. While
some punctuation is cut-and-dried, much of it fdls into the
province of usage or style. Later, in the chapter on punctua-
tion, we'll discuss the distinctions between mechanical and
stylistic uses of commas, dashes, and so on.

Grammar, Usage, and Style

Grammar, usage, and mechanics establish the ground rules of
writing, circumscribing what you are free to do. Within their
limits, you select various strategies and work out those strat-
egies in terms of words, sentences, paragraphs. The ground
rules, however, are relatively inflexible, broken at your peril.
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It is not aways easy to draw the line between grammar and
usage or between usage and style. Broadly, grammar is what
you must do as a user of English; usage, what you should do
as awriter of more or less forma (or informal) English; and
style, what you elect to do to work out your strategies and
realize your purposes.

"Her dresses beautifully," we said, represents an error in
grammar, and "She dresses beautiful,” a mistake in usage.
"She dresses in a beautiful manner,” however, is a lapse in
style. The sentence breaks no rule of grammar or of usage,
but it is not effective (assuming that the writer wants to stress
the idea of "beauty"). The structure slurs the emphasis, which
should be on the key word and which should close the state-
ment—"‘She dresses beautifully."

Most of our difficulties with words and sentences involve
style. For native speakers, grammar—in our sense—is ot
likely to be a serious problem. Usage (which includes much
of what is popularly caled "grammar") and mechanics are
more troublesome. But generally these require simply that
you learn clearly defined conventions. And having learned
them, you will find that rather than being restrictive they free
you to choose more effectively among the options available
to you as awriter.

Style is less reducible to rule, and more open to argument.
No one can prove "She dresses in a beautiful manner" is
poorer than " She dresses beautifully." (One can even imagine
a context in which the longer sentence would be preferable.)
Even so, it violates a principle observed by good writers; use
no more words than you must.

You may think of that principle as a "rule" of style. We
shall discuss and illustrate that and other stylistic "rules," but
remember: they are generalizations about what good writers
do, not laws dictating what al writers must do.
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The Writing Process

Writing in its broad sense—as distinct from simply putting
words on paper—has three steps: thinking about it, doing it,
and doing it again (and again and again, as often as time will
allow and patience will endure).

The first step, "thinking," involves choosing a subject, ex-
ploring ways of developing it, and devising strategies of or-
ganization and style. The second step, "doing," is usualy
cdled "drafting”; and the third, "doing again," is "revising."
The next several chapters take a brief look at these steps of
the writing process.

First awarning. They're not really "steps," not in the usual
sense anyway. You don't write by (1) doing al your thinking,
(2) finishing a draft, and then (3) completing a revision. Ac-
tually you do dl these things at once.

If that sounds mysterious, it's because writing is a complex
activity. Asyou think about atopic you are already beginning
to select words and construct sentences—in other words, to
draft. As you draft and as you revise, the thinking goes on:
you discover new ideas, realize you've gone down adead end,
discover an implication you hadn't seen before.

It's helpful to conceive of writing as a process having, in a
broad and loose sense, three steps. But remember that you
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don't move from step to step in smooth and steady progress.
You go back and forth. As you work on a composition you
will be, at any given point, concentrating on one phase of
writing. But always you are engaged with the process in its

entirety.



CHAPTER

Looking for Subjects

People write for lots of reasons. Sometimes it's part of the
job. A sdes manager is asked to report on a new market, or
an executive to discuss the feasibility of moving a plant to
another state. A psychology student has to turn in a twenty-
page term paper, or a member of an art club must prepare a
two-page introduction to an exhibit.

In such cases the subject is given, and the first step is chiefly
a matter of research, of finding information. Even the prob-
lem of organizing the information is often simplified by fol-
lowing a conventional plan, as with scientific papers or busi-
ness letters. Which is not to dismiss such writing as easy.
Being clear and conciseis never easy. (To say nothing of being
interesting!) But at least the writing processis structured and
to that degree simplified.

At other times we write because we want to express some-
thing about ourselves, about what we've experienced or how
we fed. Our minds turn inward, and writing is complicated
by the double role we play. / am the subject, which somehow
the / who writes must express in words. And there is afurther
complication. In personal writing, words are not simply an
expression of the f; they help to create the sdf. In struggling
to say what we are, we become what we say.

Such writing is perhaps the most rewarding kind. But it is
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aso the most challenging and the most frustrating. We are
thrown relentlessly upon our own resources. The subject is
elusive, and the effect can be a kind of paralysis. And so peo-
ple say, "I can't think of anything to write about."

That's strange, because life is fascinating. The solutionisto
open yourself to experience. To look around. To describe
what you see and hear. To read. Reading takes you into other
minds and enriches your own. A systematic way of enriching
your ideas and experiences is to keep a commonplace book
and ajournal.

The Commonplace Book

A commonplace book is a record of things we have read or
heard and want to remember: aproverb, aremark by awriter
of unusual sensibility, awitty or awise saying, or even some-
thing silly or foolish or crass:

Sincerity always hits me something like sleep. | mean, if you try to
get it too hard, you won't. w. H. Auden

Women have served all these centuries as looking glasses possess-

ing the . . . power of reflecting the figure of a man at twice its nat-
ural size. Virginia Woolf
I hate music—especially when it's played. jimmy Durante

Shrouds have no pockets. English proverb
All this—and perhaps. Yiddish proverb

To keep a commonplace book, set aside a loosdleaf binder.
When you hear or read something that strikes you, copy it,
identifying the source. Leave space to add thoughts of your
own. If you accumulate a lot of entries, you may want to
make an index or to group passages according to subject.

A commonplace book will help your writing in severa
ways. It will be astorehouse of topics, of those elusive"things
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to write about." It will provide a body of quotations (occa-
sional quotations add interest to your writing). It will im-
prove your prose. (Smply copying well-expressed sentences
is one way of learning to write.) Most important, keeping a
commonplace book will give you new perceptions and ideas
and feelings. It will help you grow.

The Journal

A journal—the word comes from French and originally
meant “daily”—is a day-to-day record of what you see, hear,
do, think, fed. A journal collects your own experiences and
thoughts rather than quotations. But, of course, you may
combine the two. If you add your own comments to the pas-
sages you copy into acommonplace book, you are aso keep-
ing a kind of journal.

Many professional writers use journals, and the habit is a
good one for anybody interested in writing, even if he or she
has no literary ambitions. Journals store perceptions, ideas,
emotions, actions—all future material for essays or stories.
The Journals of Henry Thoreau are a famous example, as are
A Writer's Diary by Virginia Woolf, the Notebooks of the
French novelist Albert Camus, and "A War-time Diary" by
the English writer George Orwell.

A journal is not for others to read. So you don't have to
worry about niceties of punctuation; you can use abbrevia-
tions and symbols like "&." But if ajournal is realy to help
you develop as awriter, you've got to do more than compose
trite commonplaces or mechanically list what happens each
day. You have to look honestly and freshly at the world
around you and at the sdf within. And that means you have
to wrestle with words to tell what you see and what you fed:

July 25, Thursday. . . . Today: clear, flung, pine-chills, orange nee-
dles underfoot.
I myself am the vessel of tragic experience. I muse not enough
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on the mysteries of Oedipus—I, weary, resolving the best and bring-
ing, out of my sloth, envy and weakness, my own ruins. What do
the gods ask? | must dress, rise, and send my body out.

Sylvia Plath

But journals do not have to be so extraordinary in their
sensibility or introspection. Few people are that perceptive.
The essentia thing is that ajournal captures your experience
and fedlings. Here is another, different example, also fresh and
revealing. The writer, Rockwell Stensrud, kept ajournal as he
accompanied an old-time cattle drive staged in 1975 as part
of the Bicentennial celebration:

Very strict unspoken rules of cowboy behavior—get as drunk as
you want the night before, but you'd better be able to get up the
next morning at 4:30, or you're not living by the code of respect-
ability. Range codes more severe than high-society ideas of man-
ners—and perhaps more necessary out here. What these cowboys
respect more than anything is ability to carry one's own weight, to
perform, to get the job done well—these are the traditions that
make this quest of theirs possible.



CHAPTER

Exploring for Topics

Before beginning a draft, you need to explore a subject, look-
ing for topics. (Subject refers to the main focus of a compo-
sition; topic to specific aspects of the subject. The subject of
this book is writing. Within that subject grammar, sentence
style, and so on, are topics. Any topic, of course, can itself be
analyzed into subtopics.)

Some people like to work through a subject systematically,
uncovering topics by asking questions. Others prefer a less
structured, less anaytical approach, a kind of brainstorming.
They just begin to write, rapidly and loosely, letting ideas
tumble out in free association. Then they edit what they've
done, discarding some topics, selecting others for further
development.

Neither way is “right”—or rather both are right. Which
you use depends on your habits of mind, how much you
already know about a subject, and of course the subject itsdlf.
If you are writing about something that is easily analyzed—
why one candidate should be elected, for instance, rather than
some other—and if you've aready thought a good deal about
the matter, the analytical, questioning approach is better. But
if your subject is more nebulous—your fedlings about war,
say—and you have not thought long and hard, you may get
stuck if you try systematic analysis. It might be better to
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scribble, to get ideas on paper, any ideas, however far-fetched,
in whatever order.

Finding Topics by Asking Questions
What happened?

How?

When?

Why? What caused it? What were the reasons?
How can the subject be defined?

What does it imply or entail?

What limits should be set to it?

Are there exceptions and qualifications?

What examples are there?

Can the subject be analyzed into parts or aspects?
Can these parts be grouped in any way?

What is the subject similar to?

What is it different from?

Has it advantages or virtues?

Has it disadvantages or defects?

What have other people said about it?

These are general questions, of course; and they are not the
only ones you might ask. Particular subjects will suggest oth-
ers. Nor will al of these questions be equally applicable in
every case. But usually five or six will lead to topics.

Suppose, for example, you are interested in how young
adults (20 to 30) in the 1990s differ from similar people in the
1960s. Try asking questions. Consider definition. What do
you mean by "differ"? Differ how? In dress style? Eating
habits? Political loyalties? Lifestyle? Attitudes toward love,
X, marriage? Toward success, work, money?

Already you have topics, perhaps too many. Another ques-
tion suggests itsalf: Which of these topics do | want to focus
on? Or, put another way: How shal | limit the subject? The
choice would not be purely arbitrary; it would depend partly
on your interests and partly on your ambitions. In a book
you might cover al these topics. In aten-page paper only one
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or two or three. We'll imagine a short paper and focus on
love, sex, and marriage.

Now you have three major topics. How to organize them?
Sex, love, and marriage seems a reasonable order. Next, each
topic needs to be explored, which you do by again asking
guestions. How do the attitudes of the sixties and the nineties
differ? Why? Examples>—from friends, popular culture
(songs, advertisements, magazine articles, films), literature,
sociologica studies? Can you find useful quotations or stories
or movies that support your points? Are there virtues in the
attitudes of the nineties? Disadvantages? How do you eval-
uate those of the sixties? Was a comparable generational shift
in values evident in other places and other times?

You're not going to get answers off the top of your head.
But at least you know what you're looking for. Y ou can begin
to collect information, interviewing friends, studying maga-
zines and movies and television shows, reading novels and
stories, looking into scholarly studies of changing socia
attitudes.

You've got alot to write about.

Finding Topics by Free Writing
or Brainstorming
Free writing simply means getting ideas on paper as fast as
you can. The trick is to let fedings and ideas pour forth. Jot
down anything that occurs to you, without worrying about
order or even making much sense. Keep going; to pause is to
risk getting stuck, like acar in snow. Move the pencil, writing
whatever pops into mind. Don't be afraid of making mistakes
or of saying something foolish. You probably will. So what?
You're writing for yoursdlf, and if you won't risk saying
something foolish, you're not likely to say anything wise.
Here's how you might explore the different attitudes of the
1990s and the 1960s on sex, love, and marriage:

Sex—Iless permissive today. Herpes? AIDS? More conservative mo-
rality? Just a generational reaction, a swing of the pendulum?
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Cooler about love and marriage. Less romantic. Harry and Ellen.
Maybe feminism. If they have a chance at careers—prestige,
money—women are harder-headed about marriage. Maybe more
demanding about men, less willing to accept them on men's own
terms. Maybe men leery of modem women.

Economics? It's a tougher world. Fewer good jobs, more com-
petition. Everything costs—education, cars, housing, kids.

Materialism. Young people seem more materialistic. Concerned
with money, worldly success. They want to make it. Be millionaires
by thirty. Admiration for winners, fear being losers.

Less idealistic? Do disillusion and cynicism push toward self-
interest? But people in their twenties today aren't really cynical and
disillusioned. Never been idealistic enough. They don't have to
learn the lesson of The Big ChillThey grew up in it.

Such jottings are not finely reasoned judgments. Many of
the ideas are speculative and hastily generalized; some are
probably biased. Still, topics have surfaced. The next task
would be to look at them closely, rejecting some, choosing
others; and then to gather information.

Thus both methods of exploration have led to topics, the
rudiments of an essay. But notice that while they cover the
same genera subject, they have led in rather different direc-
tions. The analytical questions have stressed what—the na-
ture of the changes in attitude; the free writing has stressed
why——the reasons for the changes.

These different emphases were not planned. They just hap-
pened. And that suggests an important fact: it is profitable to
use both methods to explore for topics. Questions have the
advantage of focusing your attention. But a focused attention
sees only what isunder the lens, and that is aseverelimitation.
Brainstorming can be wasteful, leading in too many direc-
tions. But it is more likely to extend a subject in unforeseen
ways and to make unexpected connections.

The two methods, then, are complementary, not antithet-
ical. Temperamentally, you may prefer one or the other. But
it's wise to try both.
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For Practice

> Below is a series of provocative quotations. Select one that
appeals to you and explore it for topics. You don't have to agree
with the idea. The goal is just to get your thoughts on paper.

First, fill one or two pages with free writing. Put down everything
that comes to mind. Then try the more analytical approach of ask-
ing questions. (A variation of this exercise is to work with several
friends; group brainstorming can be more productive than working
alone.)

Beware of all enterprises that require new clothes. Thoreau
Know thyself. Greek maxim

"Know thyself?" If | knew myself I'd run away. Goethe
The business of America is business. Calvin Coolidge

Business underlies everything in our national life, including our
spiritual life. Woodrow Wilson

In love always one person gives and the other takes.
French proverb

Sex is something ! really don't understand too hot. You never know
where the hell you are. | keep making up these sex rules for myself,
and then | break them right away. ). D. Salinger

No man but a blockhead ever writes, except for money.
Samuel Johnson

He's really awfully fond of colored people. Well, he says himself,
he wouldn't have white servants. Dorothy Parker

If we wanted to be happy it would be easy; but we want to be
happier than other people, which is almost always difficult, since
we think them happier than they are. Montesquieu

Wrest once the law to your authority:
To do a great right, do a little wrong. Shakespeare

A lawyer has no business with the justice or injustice of the cause
which he undertakes, unless his client asks his opinion, and then
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he is bound to give it honestly. The justice or injustice of the cause
is t0 be decided by the judge. Samuel Johnson

[College is] four years under the ethercone breathe deep gently now
that's the way to be a good boy one two three four five six get A's
in some courses but don't be a grind. John Dos Passos

If a thing is worth doing, it is worth doing badly. G. K. Chesterton



CHAPTER

Making a Plan

Y ou've chosen a subject (or had one chosen for you), explored
it, thought about the topics you discovered, gathered infor-
mation about them. Now what? Are you ready to begin
writing?

Weéll, yes. But first you need a plan. Perhaps nothing more
than a loose sense of purpose, held in your mind and never
written down—what jazz musicians cal a head arrangement.
Head arrangements can work very well—if you have the right
kind of head and if you're thoroughly familiar with the
subject.

But sometimes dl of us (and most times most of us) require
a more tangible plan. One kind is a statement of purpose;
another is a preliminary, scratch outline.

The Statement of Purpose

It's nothing complicated—a paragraph or two broadly de-
scribing what you want to say, how you're going to organize
it, what you want readers to understand, fed, believe. The
paragraphs are written for yourself, to clarify your ideas and
to give you a guide; you don't have to worry about any-
one else's reading them. Even so, you may find on occasion
that composing a statement of purpose is difficult, perhaps
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impossible. What that means is that you don't really know
what your purpose is. Yet even falure is worthwhile if it
makes you confront and answer the question: Just what am |
aiming at in this paper?

Not facing that question before they begin to write is one
of the chief causes people suffer from writing block. It's not
so much that they can't think of what to say, as that they
haven't thought about what they can say. Ideas do not come
out of the blue; as we saw in the last chapter, they have to be
sought. And when they are found, they don't arrange them-
selves. A writer has to think about the why and how of using
them.

Many of us think better if we write down our ideas. That's
dl a statement of purpose is really, thinking out loud, except
with a pencil. The thinking, however, is not so much about
the subject itsdf as about the problems of focusing and com-
municating it.

Here's how a statement of purpose might look for a theme
about attitudes toward sex, love, and marriage in the 1990s.

It seems to me that today people in their twenties feel differently
about sex, love, and marriage than young people did in the 1960s.
I'm not claiming the differences are universal, that every young
adult today feels one way, while every young adult twenty years
ago felt another. Just that the predominant tone has changed. I want
to identify and describe these differences, focusing on the nineties,
and to discuss why the changes came about. | see a problem of
organization. Am | going to organize primarily around the differ-
ences themselves, first attitudes toward sex, then attitudes towards
love and marriage? In this case, a discussion of causes would be
subordinate. On the other hand, | could make the causes my main
points of organization, beginning with a relatively detailed discus-
sion of how attitudes today are different, but spending most of the
paper in discussing how feminism, the hardening economy, and a
tougher, more self-centered approach to life have combined to
bring about the changes. | think I'll do it this second way. What |
want readers to see is less of the facts about the new attitudes to-
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ward sex, love, and marriage, and more of the social and cultural
causes generating the change.

The Scratch Outline

An outline is away of dividing a subject into its mgjor parts,
of dividing these in turn into subparts, and so on, into finer
and finer detail. There are formal outlines, which are usually
turned in with a composition and even serve as compositions
in their own right. And there are informa outlines, often
caled "working" or "scratch" outlines. The formal variety
follows rules that prescribe the alternating use of numbers and
letters and the way in which the analysis must proceed. But
formal outlines and their rules will not concern us here.

Our interest is in the scratch outline, which serves only the
writer's use and may be cast in any form that works. Begin
by asking: What are the mgjor sections of my composition?
For example:

|. Beginning
Il. How attitudes toward sex, love, and marriage in the 1990s differ
from those in the 1960s
Il. Why the differences occurred
IV. Closing

Now apply a similar question to each major section:

I. Beginning
A. Identify subject and establish focus—on the reasons for the
change rather than on the change itself
B. Quality and limit: attitudes in question are the predominat-
ing ones, those which set the tone of a generation
Il. How attitudes toward sex, love, and marriage differ in the 1990s
from those in the 1960s
A. Sex—Iless permissive, less promiscuous
B. Love—cooler, not so completely a preemptive good



32 THE WRITING PROCESS

C. Marriage—more calculating, rational; avoid early marriage,
first get career on track
I1l. Why the differences occurred
A. Feminism—more job opportunities for women and greater
independence; also stronger sense of their own worth—all
this weakens the allure of love and marriage
B. Tighter economy—future has to be planned more carefully,
less room for romantic illusions
C. More self-centered view of life—partly a result of the two
conditions above, but becomes a cause in its own right
IV. Closing
A. The attitudes of the nineties more realistic, less prone to
disillusion
B. But perhaps idealism has been sacrificed, or weakened, and
the prevailing materialism is too ready to sell the world short

Thus the analysis could go on: the A's and B's broken
down, examples introduced, comparisons offered, and so on.
Generally, it is better to proceed with the analysis one step at
atime, asin the example above. This keeps the whol e subject
better in mind and is more likely to preserve a reasonable
balance. If you exhaustively analyze category | before moving
on to |1, then carry Il down to fine detail before tackling 111,
you may lose sight of the overall structure of the composition.

How far you take a scratch outline depends on the length
of your composition and obviously on your willingness to
spend time in planning. But the more planning you do, the
easer the actual writing will be. A good scratch outline sug-
gests where possible paragraph breaks might come, and the
ideas you have jotted down in the headings are the germs of
topic statements and supporting sentences.

But however you proceed and however far you carry the
scratch outline, remember that as a plan it is only tentative,
subject to change. And the odds are that you will change it.
No matter how much you think about a subject or how thor-
oughly you plan, the actuality of writing opens up unforeseen
possibilities and reveals the weakness of points that seemed
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important. A scratch outlineis aguide, but aguide you should
never hesitate to change.

For Practice

> Imagine you are going to write an essay of eight or ten pages,
using the topics you arrived at by exploring one of the quotations
at the end of the preceding chapter. First, compose a statement of
purpose for that essay in one or two paragraphs totaling about 250
words. Second, make a scratch outline for the theme, indicating the
primary divisions and the major subdivisions within these.
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Drafts and Revisions

Drafting

A draft is an early version of a piece of writing. Most of us
cannot compose anything well at the first try. We must write
and rewrite. These initial efforts are cdled drafts, in distinc-
tion from the find version. As arule, the more you draft, the
better the result.

For drafting, the best advice is the same as for the free writ-
ing we discussed in Chapter 5: keep going and don't worry
about small mistakes. A draft is not the end product; it is
tentative and imperfect. Writing becomes impossible if you
try to do it one polished sentence at a time. You get lost
looking for perfection. Rough out your report or article, then
develop and refine, keeping the total effect always in mind.

Accept imperfections. Don't linger over small problems. If
you can't remember a spelling, get the word down and correct
it later. If you can't think of exactly the term you want, put
down what you can think of and leave a check in the margin
to remind yourself to look for a more precise word. Y our
main purpose is to develop ideas and to work out a structure.
Don't lose sight of major goas by pursuing minor ones—
proper spelling, conventional punctuation, the exact word.
These can be supplied later.
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Thereis alimit, however, to the similarity between drafting
and free writing. Free writing involves exploration and dis-
covery; your pencil should move wherever your mind pushes
it. A draft is more reined in. You know, more or less, what
you want to do, and the draft is an early version of an organ-
ized composition. Therefore you are not as free as in the ex-
ploratory phase. If you get into blind aleys in a draft, you
must back out and set off in a new direction. The mistake will
not be unproductive if it tells you where you don't want to
be.

Some people prefer to draft with apen or pencil; others can
work successfully on a typewriter or word processor. If you
draft in longhand, skip every other line and leave adequate
margins. you will need the space for revisions. If you type,
double space. Use only one side of the paper, reserving the
other side for extensive changes or additions. When you num-
ber the pages of your draft, it's a good idea to include a brief
identifying title: "First draft, p. 1," "Second draft, p. 3."

In a composition of any length, consider stopping every so
often at a convenient point. Read over what you've written,
making corrections or improvements; then type what you've
done. Seeing your ideas in print will usually be reassuring. If
you don't have a typewriter or word processor, copy the sec-
tion neatly in longhand; the effect will be much the same.
Turn back to the draft; work out the next section; stop again
and type. The aternation between drafting and typing will
relieve the strain of constant writing and give you a chance
to pause and contemplate what you have accomplished and
what you ought to do next.

But this is advice, not dogma. People vary enormously in
their writing habits; what works for one fails for another. The
best rule is to find atime and a place for writing that enable
you to work productively and to follow aprocedureyou find
congenia. You may like to draft in green or purple ink, to
listen to music as you write, to compose the entire draft of a
ten-page essay and then retype the whole thing instead of
doing it section by section. Do what works for you.
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As a brief sample, here is a draft of the beginning of the
composition we've been discussing for the last severa chap-
ters—how young peoplein the 1990s fed about sex, love, and
marriage.

| have some friends in their late twenties. They live in Chicago,
where he is starting out as a lawyer and she as an accountant. Both
are presently junior members of large firms, but they are ambitious
and hope eventually either to track upward in their companies or
to get out on their own. They live together; they say they are in
love, and they seem to be. But they are surprisingly cool about it
and about the prospect of marriage. "Well," Dee says, "I have my
career and Jack has his. It's good we're together, but who knows
where we'll be in two years or how we'll feel?" Their coolness
surprises me. | find it admirable and yet a bit repelling. | admire
their good sense. Still, I think to myself, should young love be so
cool, so rational, so pragmatic? Is such good sense at so youthful
an age perhaps purchased at too great a price? My friends are not,
| believe, unusual, not certainly among young, college-educated
professionals. The lack of emotional intensity and commitment—
about love, at least—seems the dominant tone of their generation.
How is it different from the attitudes 1 grew up with, the attitudes
of the sixties? And why is it different? These are the questions |
want to consider.

A good deal of improvement can be made in that draft.
First, though, it would help to say something about revision
in general.

Revising

Both drafting and revising are creative, but they differ in em-
phasis. Drafting is more spontaneous and active; revision,
more thoughtful and critical. As a writer of a draft you must
keep going and not get hung up on smal problems. As a
reviser you change hats, becoming a demanding reader who
expects perfection. When you write you see your words from
inside; you know what you want to say and easily overlook
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lapses of clarity puzzling to readers. When you revise you put
yourself in the reader's place. Of course you cannot get com-
pletely outside your own mind, but you can think about what
readers know and do not know, what they believe and con-
sider important. You can ask yourself if what is clear to you
will be equally clear to them.

To revise effectively, force yourself to read slowly. Some
people hold a straightedge so they read only oneline at atime,
oneword at atime if possible. Others read their work aloud.
This is more effective (though you cannot do it on al occa
sions). Reading aloud not only slows you down, it distances
you from the words, contributing to that objectivity which
successful revision requires. Moreover, it brings another sense
to bear: you hear your prose as well as see it. Ears are often
more trustworthy than eyes. They detect an awkwardness in
sentence structure or a jarring repetition the eyes pass over.
Even if you're not exactly sure what's wrong, you hear that
something is, and you can tinker with the sentences until they
sound better. It aso helps to get someone else to listen to or
to read your work and respond.

Keep a pencil in hand as you revise (some like a different
color). Mark your paper freely. Strike out imprecise words,
inserting more exact terms above them (here is the advantage
of skipping lines). If you think of another idea or of away of
expanding a point aready used, write amargina note, phras-
ing it precisely enough so that when you come back to it in
an hour or a day it will make sense. If a passage isn't clear,
write "clarity?" in the margin. If there seems a gap between
paragraphs or between sentences within aparagraph, draw an
arrow from one to the other with a question mark. Above al,
be ruthless in striking out what is not necessary. A large part
of revision is chipping away unnecessary words.

As we study diction, sentences, and paragraph structure,
you will become aware of what to look for when you revise,
but we shall mention a few basics here. Most fundamental is
clarity. If you suspect a sentence may puzzle a reader, figure
out why and revise it. Almost as important is emphasis.
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Strengthen important points by expressing them in short or
unusual sentences. Learn to position modifiers so that they
interrupt a sentence and throw greater weight on important
ideas. Look for unsupported generalizations. Even when it is
clear, a generalization gains value from illustrative detail.

Sharpen your diction. Avoid awkward repetitions of the
same word. Replace vague abstract terms with precise ones
having richer, more provocative connotations. Watch for fail-
ures of tone: don't offend readers and don't strike poses.

Be dert for errors in grammar and usage and in spelling
and typing. Make sure your punctuation is adequate and con-
ventional, but no more frequent than clarity or emphasis re-
quires. Guard against mannerisms of style. All of us have
them: beginning too many sentences with "and" or "but";
interrupting the subject and verb; writing long, complicated
sentences. None of these is wrong, but any word or sentence
pattern becomes a mannerism when it is overworked. One
"however" in a paragraph may work well; two attract a
reader's notice; three will make him or her squirm.

As an example of revision let's look again at the opening

of our imaginary essay.

Dull opening. Perhaps:
"Dee and Jack are an at-
tractive couple...." | have some friends in their late twenties.

Not important enough for a Theylivein Chicago, where he is starting
main clause

out as a lawyer and she as an accountant.
Both are presently junior members of large

firms, but they are ambitieus and hope

Poor emphasis and wordy committed to their careers, eager to move ahead
eventually either to track upward in their
1
New paragraph companies or to get out on their own. They

live together; they say they are in love,
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The point is that marriage
is not a likely prospect.

New sentence for emphasis

New paragraph

Wordy
"Repelling" is too strong.

New paragraph

Wordy and awkward

Rework these rhetorical
guestions; they seem heavy-
handed and jar the infor-
mal tone.

39

and they seem to be. But they are surpris-

ingly cool about it and about the
possibility

prospeet of marriage. "Well," Dee says, "I

have my career and Jack has his. It's good

we're together, but who knows where
Or
we'll be in two years e how we'll feel?"
91 find
Their coolness surprises me. | find it admi-
unsettling

rable and yet a bit repelling. |1 admire their
good sense. Sitill, | think to myself, should

young love be so cool, so rational, so prag-
matic? Is such good sense at so youthful an

age purchased at too great a price?

9§ Dee and Jack
My friends are not, | believe, unusual,

not certainly among young, college-
Low-keyed
educated professionals. The lack of

emotionalism seems the dominant tone of their song of

emotional irtensity and cormmitment—

love.

about leve at least seems the dominant tone
of their generation. How is it different from

the attitudes | grew up with, the attitudes of

the sixties? And why is it different? These

are the questions | want to consider.
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Here now is the revision:

Dee and Jack are an attractive couple in their late twenties—
bright, well-educated, ambitious. He is starting out as a lawyer, she
as an accountant. junior members of large firms, they are commit-
ted to their careers and eager to move ahead.

They live together. They say they are in love, and they seem to
be. But they are cool about it, and about the possibility of marriage.
"Well," Dee says, "I have my career and Jack has his. It's good
that we're together, but who knows where we'll be in two years?
Or how we'll feel?"

| find their coolness admirable, and yet a bit unsettling. Should
young love, | think to myself, be quite so cool, so rational, so prag-
matic? Is good sense at so youthful an age purchased at too high a
price?

Dee and Jack aren't unusual, not among college-educated young
professionals. Low-keyed emotionalism seems the dominant tone
of the contemporary song of love. It's all very different from the
attitudes | shared in the sixties. It occurred to me to wonder why.

1 don't think there is any single, simple reason.. . .

Probably you wouldn't write such extensive marginal notes
to yoursdlf, but those in the example suggest how you should
be thinking. The revisions are toward precision, emphasis,
and economy.

How many drafts and revisions you go through depends
onyour energy, ambition, and time. Most people who publish
fed they stopped one draft too soon. Many teachers and ed-
itors are willing to accept corrections so long as they are not
SO numerous or messy that they interfere with reading. Some,
on the other hand, do want clean copy—that is, pages with
no corrections, additions, or deletions.

Final Copy

Whether or not you are alowed to revise it, your final copy
should always be neat and legible. Keep margins of an inch
or more. If you type, use standard typing paper and type on
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only one side. Double space and correct typos by erasure or
tape, not by overstriking. Keep the keys clean and invest now
and then in a new ribbon. If you write in longhand, use con-
ventional, lined composition paper. Unless directed other-
wise, skip every other line and write only on one side. Leave
adequate margins for corrections and comments. Take time
to write legibly. No one expects a beautiful copperplate hand,
but it is fair to ask for readability.



PART I I

The Essay



CHAPTER

Beginning

An essay is ardatively short composition. It does not clam
scholarly thoroughness (that belongs to the monograph), but
it does exhibit great variety. Essays can be about amost any-
thing; they can be speculative or factua or emotional; they
can be personal or objective, serious or humorous. The very
looseness of the term is a convenience; it would be a mistake
to define it precisely. Here essay realy will simply mean a
short prose piece. There are differences among articles and
reports and essays. But they have much in common, and what
we say about the essay—its beginning, closing, structure, and
so on—applies to compositions generally.

Readers approach any piece of prose with a set of questions.
What is this about? Will it interest me? What does the writer
intend to do (or not do)? What kind of person is the writer?

To begin effectively you must answer these questions, one
way or another. From the writer's point of view, beginning
means announcing and limiting the subject, indicating a plan,
catching the reader's attention, and establishing an appropri-
ate tone and point of view.

Not al of these matters are equally important. Announcing
and limiting the subject are essential. Laying out the plan of
the paper and angling for the reader's interest, on the other
hand, depend on your purpose and audience. Tone and point
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of view are inevitable: whenever you write you imply them.
In the beginning, then, you must establish a tone and point
of view conducive to your purpose.

The length of the beginning depends on the length and
complexity of what it introduces. In abook the opening might
take an entire chapter with dozens of paragraphs. In a short
article a single sentence might be adequate. For most essays a
single paragraph is enough. Whatever their length, al effective
openings fulfill the same functions.

Announcing the Subject

In announcing a subject you have two choices. (1) whether
to be explicit or implicit, and (2) whether to be immediate or
to delay.

Explicit and Implicit Announcement

In explicit announcement you literally state in some fashion
or other, "This is my subject.” The philosopher Alfred North
Whitehead begins Religion in the Making like this:

It is my purpose to consider the type of justification which is avail-
able for belief in the doctrines of religion.

The words "It is my purpose” make this an explicit an-
nouncement. It would have been implicit had Whitehead
begun:

Belief in the doctrines of religion may be justified in various ways.

This sentence does not literally tell readers what the subject
is, but the subject is clearly implied.

Because of its clarity, scholars and scientists writing for
their colleagues often use explicit announcement. On less for-
mal occasions it may seem heavy-handed. A school theme,
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for instance, ought not to begin "The purpose of this paper
is to contrast college and high school." It is smoother to es-
tablish the subject by implication: "College and high school
differ in several ways." Readers don't have to be hit over the
head. Implicit announcements may appear as rhetorical ques-
tions, asin this essay about historians:

What is the historian?
The historian is he who tells a true story in writing.
Consider the members of that definition. Hilaire Belloc

Similarly the theme on college and high school might have
opened:

In what ways do college and high school differ?

Opening questions, however, can sound mechanical. While
better than no announcement at al, or the clumsiness of "The
purpose of this paper is," rhetorical questions are not very
original. Use them for announcement only when you can do
so with originality or when dl other aternatives are less
attractive.

The same advice holds for opening with a dictionary defi-
nition, another way of announcing subjects implicitly. Noth-
ing is inherently wrong in starting off with a quote from a
reputable dictionary, but it is trite. Of course a clever or an
unusual definition may make a good opening. John Dos Pas-
sos's definition of college as "four years under the ethercone”
is certainly novel and provocative and might make a fine
beginning.

When the purpose of an essay is to define aword or idea,
it is legitimate to start from the dictionary. But these excep-
tions admitted, the dictionary quotation, like the rhetorical
question, has been overworked as a way of implying the
subject.
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Immediate and Delayed Announcement

Y our second choice involves whether to announce the subject
immediately or to delay. This opening line of an essay called
"Selected Snobberies" by the English novelist Aldous Huxley
fdls into the first category:

All men are snobs about something.

Letting readers in on the subject at once is a no-nonsense,
businesslike procedure. But an immediate announcement may
not hold much alure. If the subject is of great interest, or if
the statement is startling or provocative (like Huxley's), it will
catch a reader's eye. Generaly, however, immediate an-
nouncement is longer on clarity than on interest.

So you may prefer to delay identifying the subject. Delay
is usually achieved by beginning broadly and narrowing until
you get down to the subject. The critic Susan Sontag, for
instance, uses this beginning for an essay defining " Camp" (a
deliberately pretentious style in popular art and entertain-
ment):

Many things in the world have not been named; and many things,
even if they have been named, have never been described. One of
these is the sensibility—unmistakably modern, a variant of sophis-
tication but hardly identical with it—that goes by the name of
"Camp."

Less commonly the subject may be delayed by focusing
outward, opening with a specific detail or example and broad-
ening to arrive at the subject. Aldous Huxley opens an essay
on "Tragedy and the Whole Truth" in this manner:

There were six of them, the best and the bravest of the hero's com-
panions. Turning back from his post in the bows, Odysseus was in
time to see them lifted, struggling, into the air, to hear their screams,
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the desperate repetition of his own name. The survivors could only
look on, helplessly, while Scylla "at the mouth of her cave de-
voured them, still screaming, still stretching out their hands to me
in the frightful struggle." And Odysseus adds that it was the most
dreadful and lamentable sight he ever saw in all his "explorings of
the passes of the sea." We can believe it; Homer's brief description
(the too-poetical simile is a later interpolation) convinces us.

Later, the danger passed, Odysseus and his men went ashore for
the night, and, on the Sicilian beach, prepared their supper-—pre-
pared it, says Homer, "expertly." The Twelfth Book of the Odyssey
concludes with these words: "When they had satisfied their thirst
and hunger, they thought of their dear companions and wept, and
in the midst of their tears sleep came gently upon them."

The truth, the whole truth and nothing but the truth—how rarely
the older literatures ever told it! Bits of the truth, yes; every good
book gives us bits of the truth, would not be a good book if it did
not. But the whole truth, no. Of the great writers of the past in-
credibly few have given us that. Homer—the Homer of the Odys-
sey—is one of those few.

It is not until the third paragraph that Huxley closes in on his
subject, of which the episode from the Odyssey is an example.

Delayed announcement has several advantages. It piques
readers' curiosity. They know from the title that the opening
sentences do not reveal the subject, and they are drawn in to
see where they are headed. Curiosity has a limit, however;
you can tease readers too long.

A broad beginning can aso clarify a subject, perhaps sup-
plying background or offering examples. Finally, delayed an-
nouncement can be entertaining in its own right. There is a
pleasure like that of watching a high-wire performer in ob-
serving an accomplished writer close in on a subject.

More immediate announcement, on the other hand, is
caled for in situations where getting to the point is more
important than angling for readers or entertaining them. How
you announce your subject, then, as with so much in writing,
depends on purpose—that is, on your reason for addressing
your readers.
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Limiting the Subject

In most cases a limiting sentence or clause must follow the
announcement of the subject. Few essays (or books, for that
matter) discuss all there is to say; they treat some aspects of
a subject but not others. As with announcement, limitation
may be explicit or implicit. The first—in which the writer
says, in effect, "l shall say such and so”—is more common
in formal, scholarly writing. The grammarian Karl W. Dy-
kema begins an article entitled "Where Our Grammar Came
From":

The title of this paper is too brief to be quite accurate. Perhaps with
the following subtitle it does not promise too much: A partial ac-
count of the origin and development of the attitudes which com-
monly pass for grammatical in Western culture and particularly in
English-speaking societies.

On informal occasions one should limit the subject less lit-
eraly, implying the boundaries of the paper rather than lit-
erdly stating them:

Publishers, | am told, are worried about their business, and |, as a
writer, am therefore worried too. But | am not sure that the actual
state of their affairs disturbs me quite so much as some of the anal-
yses of it and some of the proposals for remedying what is admit-
tedly an unsatisfactory situation. Joseph Wood Krutch

Without literally saying so, Krutch makes it clear that he will
confine his interest in the problems publishers face to criti-
cizing some of the attempts that have been made to explain
and solve those problems.

Besides being explicit or implicit, limitation may also be
positive or negative (or both). The paragraphs by Dykema
and Krutch tell us what the writers will do; they limit the
subject in a positive sense. In the following case the English
writer and statesman John Buchan tells what he will not do
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(the paragraph opens the chapter "My America" of his book
Pilgrim's Way):

The title of this chapter exactly defines its contents. It presents the
American scene as it appears to one observer—a point of view
which does not claim to be that mysterious thing, objective truth.
There will be no attempt to portray the "typical" American, for |
have never known one. | have met a multitude of individuals, but
I should not dare to take any one of them as representing his coun-
try—as being that other mysterious thing, the average man. You
can point to certain qualities which are more widely distributed in
America than elsewhere, but you will scarcely find human beings
who possess all these qualities. One good American will have most
of them; another, equally good and not less representative, may
have few or none. So | shall eschew generalities. If you cannot
indict a nation, no more can you label it like a museum piece.

Some limitation—explicit or implicit, positive or negative—
is necessary at the beginning of most essays. Term papers,
long formal essays whose purpose is to inform, technical and
scholarly articles, dl may have to engage in extensive bound-
ary fixing to avoid mideading or disappointing the reader.
Shorter themes, however, do not require much limitation.
Readers learn all they really need to know by an opening
sentence like this:

College is different from high school in several ways—especially
in teaching, homework, and tests.

The final phrase conveys the limitations, following the an-
nouncement in the first clause of the sentence. The subject is
a contrast between college and high school, the focus is on
college, and the contents are limited to three specific points
of difference. That is limitation enough for a brief, informal
essay, and the writer can get on with the discussion without
a heavy statement like this:

I shall limit the contrast to teaching methods, homework, and tests.
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There is no rule to test whether you have limited a subject
sufficiently. Just put yourself in the reader's place and ask if
it is clear (whether by direct statement or by implication)
what the essay will do and what it will not do.

Indicating the Plan of the Essay

Another function of the beginning, though not an invariable
one, is to clarify how the essay will be organized. The writer
has the plan in mind when composing the beginning para-
graph (or revising it). The question is. Should the plan be
revealed to the reader?

Writers often do consider it necessary. Harold Mattingly
begins his book Roman Imperial Civilization with this

paragraph:

The object of this first chapter is to give a sketch of the Empire
which may supply a background to all that follows: to explain what
the position of Emperor from time to time was, how it was defined
in law, how it was interpreted by the subjects; then, around the
Emperor, to show the different parts of the State in relation to one
another and to him. Later chapters will develop particular themes.
We shall have to consider at the close how far the constitution of
the Empire was satisfactory for its main purposes, how much truth
there is in the contention that imperfections in the constitution were
a main cause of Decline and Fall.

The paragraph indicates not only the plan of the first chapter
and that of the whole book, but also how the opening chapter
fits into the larger organization.

Even with subjects less complex and grand than the Roman
Empire, writers may wish to tell us how they intend to de-
velop their essays:

| want to tell you about a woodsman, what he was like, what his
work was, and what it meant. His name was Alfred D. Teare and
he came originally from Nova Scotia, but all the time I knew him
his home was in Berlin, New Hampshire. Probably the best sur-
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veyor of old lines in New England, he was—in his way—a
genius. Kenneth Andier

This straightforward paragraph not only announces and
limits the subject but also reveas something about the orga-
nization of the essay. Readers are prepared for a three-part
structure: Teare as a person, the nature of his work, and the
significance of that work. Assuming that the writer knows his
craft—as in this case he does—we know the order in which
he mentions these aspects of his subject reflects the order in
which he will treat them. The plan has been clarifiedimplicitly
and effectively.

Establishing your plan in the beginning has severd virtues.
It eases the reader's task. Knowing where they are headed,
readers can follow the flow of ideas. An initial indication of
the organization also smplifies later problems of transition.
When awriter can assume that readers understand the general
scheme of the essay, it is easier to move them from point to
point.

As with limiting the subject, one cannot set down clear-cut
rules about when to revea the plan. Generally it is wise to
indicate something about the organization of compositions
that are relatively long and that fal into several well-defined
parts. Shorter, simpler essays less often require that their plan
be established in the opening paragraph.

When you must indicate your plan, do so as subtly asyou
can. The imaginary theme about high school and college that
begins:

College is different from high school in several ways—especially
in teaching methods, homework, and tests.

clearly implies the three parts of the essay and their order. In
longer work you may occasionally fed it desirable to indicate
organization explicitly. But be sure that your subject is sub-
stantial enough and your purpose serious enough to support
such a beginning.
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Interesting the Reader

Sometimes you can take readers' interest for granted. Scholars
and scientists writing for learned journals, for instance, do not
have to make much effort to catch their readers' attention.
More commonly a writer's audience includes at least some
people whose interest must be deliberately sought. Severd
strategies for doing this are available.

Stressing the Importance of the Subject

Treat the reader as areasonable, intelligent person with a de-
sire to be well informed and say, in effect: "Here is something
you should know or think about." The American poet and
critic John Peale Bishop begins an essay on Picasso with this
sentence:

There is no painter who has so spontaneously and so profoundly
reflected his age as Pablo Picasso.

Arousing Curiosity

This is usually a more effective strategy than stressing the
importance of the subject. You may play upon curiosity by
opening with a short factual statement that raises more ques-
tions than it answers. Astronomer Sr Arthur Eddington be-
gins a chapter in his book The Philosophy of Science with this
statement:

| believe there are 15,747,724,136,275,002,577,605,653,691,
181,555,468,044,717,914,527,116,709,366,231,425,076,185,631,
031,296 protons in the universe and the same number of electrons.

It would be a curiously incurious reader who would not bog-
gle at this and read on to learn how the writer arrived at so
precise a figure.

A short step from such interest-arousing factual openings
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isthe cryptic beginning, that is, amysterious or not quite clear
statement. Charles Lamb opens an essay with

I have no ear.

We soon learn that he means "no ear for music,” but for a
moment we are startled.

To be effective a cryptic opening must not simply be
murky. It must combine clarity of statement with mystery of
intent. We know what it says, but we are puzzled about why.
The mystery has to be cleared up rather quickly if the reader's
interest is to be retained. For most of us curiosity does not
linger; without satisfaction it goes elsewhere.

Carrying mystification a little further, you may open with
arhetorical paradox—a statement that appears to contradict
reality as we know it. Hilaire Belloc begins his essay "The
Barbarians' this way:

It is a pity true history is not taught in the schools.

Readers who suppose true history is taught may be annoyed,
but they are likely to go on.

Sometimes mystification takes the form of anon sequitnr,
that is, an apparently nonlogical sequence of ideas. An enter-
prising student began a theme:

| hate botany, which is why | went to New York.

The essay reveded a legitimate connection, but the seeming
illogic fulfilled its purpose of drawing in the reader.

Amusing the Reader

Aside from arousing their curiosity, you may attract readers
by amusing them. One strategy is to open with a witty re-
mark, often involving an allusion to a historica or literary
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figure. Francis Bacon opens his essay "Of Truth" with this
famous sentence:

What is truth? said jesting Pilate and would not stay for an answer.

A contemporary writer aludes both to Pontius Pilate and to
Bacon by adapting that beginning for the essay "What, Then,
Is Culture?":

"What is truth?" said jesting Pilate, and would not stay for an
answer.
"What is culture?”” saidan enlightened man to me not long since,
and though he stayed for an answer, he did not get one.
Katherine Fullerton-Gerould

Another variety of the entertaining opening is the anecdote.
Anecdotes have a double value, attracting us once by their
intrinsic wittiness and then by the skill with which writers
apply them to the subject. In the following opening Nancy
Mitford describes the history of the French salon, a socia
gathering of well-known people who discuss politics, art, and
SO on;

"What became of that man | used to see sitting at the end of your
table?" someone asked the famous eighteenth-century Paris hostess,
Mme. Geoffrin.

"He was my husband. He is dead." It is the epitaph of all such
husbands. The hostess of a salon (the useful word salonniere, un-
fortunately, is an Anglo-Saxon invention) must not be encumbered
by family life, and her husband, if he exists, must know his place.

The salon was invented by the Marquise de Rambouillet at the
beginning of the seventeenth century.

Mitford's story is amusing, in a cynical fashion. More impor-
tant, it leads naturally into her subject. Naturally—thatisim-
portant, for an opening anecdote fails if forced upon the sub-
ject from the outside.
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Still another entertaining opening strategy is the clever and
apt comparison. It may be an analogy, as in the following
passage by Virginia Woolf, the first part of the opening par-
agraph of her essay "Reviewing":

In London there are certain shop windows that always attract a
crowd. The attraction is not in the finished article but in the worn-
out garments that are having patches inserted in them. The crowd
is watching the women at work. There they sit in the shop window
putting invisible stitches into moth-eaten trousers. And this familiar
sight may serve as an illustration to the following paper. So our
poets, playwrights, and novelists sit in the shop window, doing their
work under the eyes of reviewers.

Notice, incidentally, the skill with which Woolf focuses down
upon the subject.

A comparison calculated to arouse interest may be asimile
or metaphor. G. K. Chesterton wittily begins an essay "On
Monsters" with this metaphorical comparison:

I saw in an illustrated paper—which sparkles with scientific news—
that a green-blooded fish had been found in the sea; indeed a crea-
ture that was completely green, down to this uncanny ichor in its
veins, and very big and venomous at that. Somehow | could not
get it out of my head, because the caption suggested a perfect re-
frain for a Ballade: A green-blooded fish has been found in the sea.
It has so wide a critical and philosophical application. | have
known so many green-blooded fish on the land, walking about the
streets and sitting in the clubs, and especially the committees. So
many green-blooded fish have written books and criticism of books,
have taught in academies of learning and founded schools of phi-
losophy that they have almost made themselves the typical biolog-
ical product of the present age of evolution.

Chesterton uses "green-blooded fish" as a metaphor for al
self-centered, dehumanized people, and the metaphor attracts
us by its originality.
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A Word About Titles

The title of an essay precedes the beginning and should clarify
the subject and arouse interest. The title, however, does not
take the place of a beginning paragraph. In fact it is good
practice to make an essay self-sufficient so that subject, pur-
pose, plan (if needed) are al perfectly clear without reference
to atitle.

Asto titles themselves, they should ideally be both inform-
dive and eye-catching. It is difficult in practice to balance
these qualities, and most titles come down on one side or the
other; they are informative but not eye-catching, or unusual
and attractive but not especialy informative. In either case a
title ought to be concise.

If you start your essay with atitle in mind, be sure it fits
the theme as it actually evolves. In the process of composition,
essays have away of taking unexpected twists and turns. For
this reason it may be well not to decide on afinal title until
you see what you have actually written.

Conclusion

When composing beginnings, inexperienced writers are likely
to err at either of two extremes: doing too little or doing too
much. In doing too little they sight the opening, jumping too
suddenly into the subject and piling ideas and information in
front of the reader before he or she has time to settle back
and see what all this is about.

In doing too much they make the beginning a precis of the
essay and anticipate everything they will cover. The function
of an opening is to introduce an essay, not to be a miniature
version of it. To make it so isto act as inappropriately as the
master of ceremonies at a banquet who introduces the main
speaker by anticipating everything he or she is going to say.

The €ffective beginning stays between those extremes. It
lets readers know what to expect, but it leaves them some-
thing to expect.
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For Practice

> In about 100 words, compose a beginning paragraph either for
the theme you outlined at the close of the preceding chapter or for
one or another topic of interest. Make sure that readers understand
your general subject, the limitations of your treatment, and your
organization. Be implicit: do not write, "The subject will be . . .";
"The plan to be followed is. . . ." Try to interest your readers and
to establish a point of view and a tone appropriate to your purpose.
> In conjunction with the exercise above, answer these questions,

devoting several sentences or a brief paragraph to each:

A. What strategy did you use to interest your readers?

B. What tone were you seeking to establish—specifically, how did
you feel about the subject, how did you wish readers to view
you, and what kind of relationship did you hope to establish
with them? Explain also how these aspects of tone led you to
choose certain words in your beginning paragraph.
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Closing

Like the opening of an essay, the closing should be propor-
tional to the length and complexity of thewhole piece. Severa
paragraphs, or only one, or even a single sentence may be
sufficient. But whatever its length, a closing must do certain
things.

Termination

The most obvious function of a closing isto say, "The end."
There are several ways of doing this.

Terminal Words

The simplest is to employ aword or phrase likein conclusion,
concluding, finally, lastly, in thelast analysis, to close, in clos-
ing, and so on. Adverbs showing a loose consequential rela-
tionship also work: then, and so, thus. Generally it is best to
keep such terminal words unobtrusive. In writing, the best
technique hides itsdf.

Circular Closing

This strategy works on the analogy of a circle, which ends
where it began. The fina paragraph repeats an important
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word or phrase prominent in the beginning, something the
reader will remember. If the strategy is to work, the reader
has to recognize the key term (but of course you cannot hang
asign onit—“Remember this"). Y ou must stress it more sub-
tly, perhaps by position or by using an unusual, memorable
word. In an essay of any length it may be wise to repeat the
phrase now and again, and sometimes writers emphasize the
fact of completion by saying something like, "We return,
then, to...."

In a sketch of a famous aristocrat, Lady Hester Stanhope,
the biographer Lytton Strachey opens with this paragraph:

The Pitt nose [Lady Stanhope belonged to the famous Pitt family]
has a curious history. One can watch its transmigrations through
three lives. The tremendous hook of Old Lord Chatham, under
whose curves Empires came to birth, was succeeded by the bleak
upward-pointing nose of William Pitt the younger—the rigid sym-
bol of an indomitable hauteur. With Lady Hester Stanhope came
the final stage. The nose, still with an upward tilt in it, had lost its
masculinity; the hard bones of the uncle and grandfather had dis-
appeared. Lady Hester's was a nose of wild ambitions, of pride
grown fantastical, a nose that scorned the earth, shooting off, one
fancies, towards some eternally eccentric heaven. It was a nose, in
fact, altogether in the air.

And here are the find three sentences of Strachey's sketch:

The end came in June, 1839. Her servants immediately possessed
themselves of every moveable object in the house. But Lady Hester
cared no longer: she was lying back in her bed—inexplicable,
grand, preposterous, with her nose in the air.

Not only does Strachey's phrase latch the end of his essay
to its beginning, it also conveys his attitude toward Lady Hes-
ter Stanhope. The expression that completes the circle nec-
essarily looms large in the reader's mind, and it must be gen-
uinely important.



62 THE ESSAY

Rhythmic Variation

Prose rhythm is complex. Here it is enough to understand
that, however it works, rhythm is inevitable and important.
Because it is, you can use it to signd the closing by varying
the movement of the final sentence or sentences.

Usually the variation is to slow the sentence and make its
rhythm more regular. A famous example is the end of Lewis
Carroll's Alice in Wonderland:

Lastly, she pictured to herself how this same little sister of hers
would, in the aftertime, be herself a grown woman; and how she
would keep, through all her riper years, the simple and loving heart
of her childhood; and how she would gather about her other little
children, and make their eyes bright and eager with many a strange
tale, perhaps even with her dream of Wonderland of long ago; and
how she would feel with all their simple sorrows, and find a plea-
sure in all their simple joys, remembering her own child life, and
the happy summer days.

The passage is dowed by interrupting constructions (for ex-
ample, "in the aftertime") and regularized by repeating sm-
ilar constructions ("and how," for instance) to create an al-
most poetic rhythm (the X marks unstressed syllables and the
/ denotes stressed):

X X I X ! X !
and the happy summer days.

Occasionally writers take the other tack and close with a
short, quick sentence rather than a long, slow, regular one.
Such an ending is most effective played against alonger state-
ment, as in this passage, which concludes Joan Didion's essay
"On Morality":

Because when we start deceiving ourselves into thinking not that
we want something or need something, not that it is a pragmatic
necessity for us to have it, but that it is a moral imperative that we
have it, then is when we join the fashionable madmen, and then is
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when the thin whine of hysteria is heard in the land, and then is
when we are in bad trouble. And 1 think we are already there.

Failing to use a brief sentence as away of ending sometimes
wastes a potentially good closing:

At last the hardworking housewife is ready to watch her favorite
television program, but before fifteen minutes are up she is sound
asleep in her chair and before she realizes it the 6:30 alarm is going
off and it is time to start another day.

It is better like this:

Before she realizes it the 6:30 alarm is going off. Another day.

Natural Point of Closing

A final way of signaling the end is simply to stop at a natural
point, one built into the subject. For example, in a biograph-
ica sketch of someone who is dead the obvious place to end
is with the death scene, as in the passage quoted earlier by
Lytton Strachey about Lady Hester Stanhope. Another in-
stance is this paragraph, the end of Llewelyn Powys's essay
"Michel de Montaigne":

On 13 September, 1592, Michel de Montaigne, having distributed
certain legacies to his servants, summoned his parish priest to his
bedside, and there in his curious room with the swallows already
gathering on the leaden gutters outside, he heard Mass said for the
last time in the company of certain of his neighbors. With due
solemnity the blessed sacrament was elevated, and at the very mo-
ment that this good heretical Catholic and Catholic heretic (un-
mindful for once of his nine learned virgins) was raising his arms
in seemly devotion toward the sacred which in its essence—que
sgais-je— might, or might not, contain a subtle and crafty secret, he
fell back dead.
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Here the effectiveness of closing with the death scene is
reinforced by the careful construction of the last sentence,
which does not complete its main thought until the very final
word. "Dead" fdls into place like the last piece of a puzzle.

Natural closings are not restricted to deathbed descriptions.
Writing about your daily routine, for instance, you might well
end with some variation of the phrase the diarist Samuel
Pepys made famous: "And so to bed.” Even when a subject
does not have a built-in closing, a comparison or figure of
speech can provide one.

These, then, are some of the ways of making clear that you
are through. The various techniques do not exclude one an-
other; they are often combined. Nor are these the only devices
of closing. Inventive writers tailor their endings to subject and
purpose. The poet Dylan Thomas wittily concludes his essay
"How To Begin a Story" by doing what inexperienced writ-
ers should not do—simply stopping in mid-sentence:

| see there is little, or no, time to continue my instructional essay
on "How To Begin a Story." "How To End a Story" is, of course,
a different matter. . . . One way of ending a story is. ...

And Virginia Woolf closes an essay called "Reading" with
this sentence:

Some offering we must make; some act we must dedicate, if only
to move across the room and turn the rose in the jar, which, by the
way, has dropped its petals.

It is difficult to say why thisworks. The rhythmisimportant.
But so is the image. The flower that has dropped its petalsis
perhaps a metaphor of ending. And the seeming irrelevancy
of thefind clause also signals findlity, like the gracious closing
of a conversation. In any case, the passage ends the essay
neatly and unmistakably. That is the important thing.
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Summation and Conclusion

Termination is aways a function of the closing paragraph or
sentence. Sometimes, depending on subject and purpose, you
may need to make a summary or to draw aconclusion, in the
sense of afind inference or judgment.

Summaries are more likely in long, complicated papers.
Usually they are signaled by aphrase like in summary, to sum
up, summing up, in short, in fine, to recapitulate. The label
may be more subtle: "We have seen, then, that . . .,” and sub-
tlety is usually avirtue in such matters.

Logica conclusions or judgments may be necessary even
in short essays. Certain subjects make them obligatory. Here
the journalist Samue Hopkins Adams concludes an article on
the controversial Warren Harding (the twenty-ninth presi-
dent, who served from 1921 to 1923):

The anomaly of Warren Gamaliel Harding's career is that without
wanting, knowing, or trying to do anything at all unusual, he be-
came the figurehead for the most flagrantly corrupt regime in our
history. It was less his fault than that of the country at large. Ma-
neuvered by the politicians, the American people selected to rep-
resent them one whom they considered an average man. But the
job they assigned him is not an average job. When he proved in-
capable of meeting its requirements, they blamed him and not
themselves.
That is the tragedy of Harding.

On occasion it may not be the best strategy, or even be
possible, to round off an essay with a neat fina judgment.
The novelist Joseph Conrad once remarked that the business
of the storyteller is to ask questions, not to answer them. That
truth applies sometimes to the essayist, who may wish to sug-
gest ajudgment rather than to formulate one. The strategy is
called an implicative closing. The writer stops short, alowing
the reader to infer the conclusion. In effect the final sentences
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open a door instead of closing one. Here, for instance, is the
ending of an essay about a teenage hangout:

The old lady who lives across the street from the place says that
the most striking thing is the momentary silences which, now and
again, break up the loud, loud laughter.



CHAPTER

Organizing the Middle

Just as an essay must begin and end well, so it must be clearly
organized in between. An important part of a writer's job is
assisting readers in following the organization. It can be done
in two ways, which are often used together. One is by sign-
posts—words, phrases, sentences (occasionally even a short
paragraph) which tells readers what you have done, are doing,
will do next, or even will not do at al. The other way is by
interparagraph transitions, that is, words and phrases that tie
the beginning of a new paragraph to what precedes it.

Signposts

The most common signpost is an initial sentencethat indicates
both the topic and the general plan of treating it. For instance,
the scientist J. B. S. Haldane organizes a five-paragraph sec-
tion of along essay like this:

Science impinges upon ethics in at least five different ways. In the
first place ...

Secondly . ..

Thirdly ...

Fourthly . ..

Fifthly ...
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Sequence may be signaled by actual numbers or letters—
usually enclosed in parentheses—rather than by words like
first, second, in thefirst place, and so on. The poet W. B. Y eats
explains why he believes in magic:

I believe in the practice and philosophy of what we have agreed
to call magic, in what | must call the evocation of spirits, though |
do not know what they are, in the power of creating magical illu-
sions, in the visions of truth in the depths of the mind when the
eyes are closed; and | believe in three doctrines, which have, as |
think, been handed down from early times, and been the founda-
tion of nearly all magical practices. These doctrines are—

1. That the borders of our mind are ever shifting, and that many
minds can flow into one another, and create or reveal a single mind,
a single energy.

2. That the borders of our memories are as shifting, and that our
memories are a part of one great memory, the memory of Nature
herself.

3. That this great mind and great memory can be evoked by
symbols.

Numbers, however, and number words like first, second,
third, must be handled cautiously. Overused, they confuse
readers, losing them in a labyrinth of (I)s and (2)s and (a)s
and (b)s.

Rather than using numbers, it is better, if possible, to set
up an analysis by employing key terms. These identify the
major points and can be repeated at the beginning of the ap-
propriate paragraph or section. For example, the television
critic Edith Efron, discussing soap operas, writes:

Almost all dramatic tension and moral conflict emerge from three
basic sources: mating, marriage and babies.

She begins the next paragraph by picking up the key word
"mating":

The mating process is the cornerstone of the tri-value system.
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And the following paragraph she opens by using the loose
synonym "domesticity" to link "marriage and babies":

If domesticity is a marital "good," aversion to it is a serious evil.

Signposts demand consistency. Once you begin using them
you must carry through. Some writers make the mistake of
starting off with something like this:

There were three reasons why the pact was not satisfactory. First.

But then they fal to introduce the next two reasons with the
obligatory second or third (or secondly, finally). The lack of
signals may confuse readers who fal to recognize when the
writer passes from one reason to another.

Aside from setting up a group of paragraphs, signposts may
also anticipate future sections of an essay or make clear what
will not be treated. Few subjects divide neatly into watertight
compartments. As you develop one point, you touch upon
another that you do not plan to discuss fully until later or
perhaps not to discuss at al. When this happens you may wish
to give awarning.

Signposts may aso point backward, reminding readers of
something treated earlier which bears upon the current topic.
Thus a writer may say "(See page 8)," or "As we saw in
Chapter 7...."

The signposts we have looked at are intrinsic—that is, they
are actually a part of the writer's text. There are also extrinsic
signposts, ones that stand outside the actual discussion yet
clue readers to its organization. An outline or a table of con-
tentsis such an extrinsic signal. So are chapter titles, subtitles
of sections, running heads at the top of each page.

Typography and design convey other extrinsic indications
of organization: the indentation of paragraph beginnings and
of quotations, the extra spacing between lines to signal a new
major section, and occasionaly the numerals (usually Roman)
centered above the division of an essay. Philosophical and
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scientific writers sometimes use a more elaborate system, be-
ginning each paragraph with atwo-part number, the first digit
to designate the chapter, the second the paragraph.

Inter paragraph Transitions

Transitions link a paragraph to what has immediately pre-
ceded it. They occur at or near the beginning of the new para-
graph because it represents a turn of thought, needing to be
linked to what has gone before. Transitions act like railroad
switches, smoothing and easing the turn from one track to
another.

The Repetitive Transition

The simplest type of transition repeats a key word. Writing
about the Louisiana politician Huey Long, Hodding Carter
ends one paragraph and begins the next with the following
link (the italics are added in this and in al following examples,
unless noted otherwise):

Behind Huey were the people, and the people wanted these things.
And with the people behind him, Huey expanded ominously.

A repeated word makes a strong and simple connection. It
works well when the key term leading into the new paragraph
occurs naturally at the end of the preceding one. But it is
awkward and artificial when the term is forced into the final
sentence merely to set up the transition.

The Question-and-Answer Transtion

A second way of linking paragraphs is to ask and answer a
rhetorical question. Usually the question is placed at the end
of the preceding paragraph and the answer at the beginning
of the following one. Nancy Mitford, commenting upon the
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apparently compulsive need of tourists to travel, concludes
one paragraph and opens the next like this:

Why do they do it?
The answer is that the modern dwelling is comfortable, conven-
ient, and clean, but it is not a home.

Less often the question appears at the opening of the new
paragraph, as in this discussion of the ultimate defeat of the
Crusades:

With want of enthusiasm, want of new recruits, want, indeed, of
stout purpose, the remaining Christian principalities gradually
crumbled. Antioch fell in 1268, the Hospitaler fortress of Krak des
Chevaliers in 1271. In 1291, with the capture of the last great
stronghold, Acre, the Moslems had regained all their possessions,
and the great crusades ended, in failure.

Why? What went wrong? There was a failure of morale
clearly. . . . Morris Bishop

The question-and-answer transition makes a very strong
tie, but, as with the rhetorical question generdly, it is too
obvious a strategy to be called upon very often.

The Summarizing Transition

This link begins with a phrase or clause that sums up the
preceding paragraph and then moves to the main clause,
which introduces the new topic. (Unless idiom prohibits it,
the elements of the transition should always be in that order:
summary of old topic, statement of new one.)

/1- and while-clauses frequently carry such transitions:

If I went through anguish in botany and economics—fodifferent
reasons—gymnasiumwas even worse. James Thurber

But while Bernard Shaw pleasantly surprised innumerable cranks
and revolutionists by finding quite rational arguments for them,
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he surprised them unpleasantly also by discovering something
else. G. K. Chesterton

Long summarizing transitions tend to be formal in tone.
On informal occasions it may be better to avoid a full if- or
while-clause and state the summary more briefly. Here, for
example, a writer moves from the topic of college teaching
methods to that of personal responsibility:

Because of these differences in teaching methods, college throws
more responsibility upon the student.

A summarizing transition may take even briefer form, us-
ing pronouns like this, that, these, those, or such to sum up
the preceding topic. The historian J. Fred Rippy moves from
the severe geographical conditions of South Americato adis-
cussion of its resources:

These are grave handicaps. But Latin America has many resources
in compensation.

Although the "these" in that example is perfectly clear,
such pronouns can be ambiguous when used as the subjects
of sentences, especially when they refer to the whole of along,
complex idea. If you do use such a pronoun in this way, be
sure that readers understand what it refers to. Should there
be a doubt, make the pronoun an adjective modifying aword
or phrase that fairly sums up the preceding point: for example,
"These handicaps are grave.”

Logical Transitions

Finally, you may link paragraphs by words showing logical
relationships: therefore, however, but, consequently, thus, and
S0, even so, on the other hand, for instance, nonetheless, and
many, many more. In the following passage the historian and
political scientist Richard Hofstadter is contrasting "intelli-
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gence" and "intellect." In the first paragraph he defines "in-
telligence." By placing the transitional phrase on the other
hand near the beginning of the second paragraph, he signals
the other haf of the contrast:

. intelligence is an excellence of mind that is employed within a
fairly narrow, immediate, and predictable range. . . . Intelligence
works within the framework of limited but clearly stated goals.

Intellect, on the other hand, is the critical, creative, and contem-
plative side of mind.

Here is another example—a discussion of Hamlet—in
which moreover indicates that the new paragraph will develop
an extension of the preceding idea:

If I may quote again from Mr. Tillyard, the play's very lack of a

rigorous type of causal logic seems to be a part of its point.
Moreover, the matter goes deeper than this. Hamlet's world is

preeminently in the interrogative mode. Maynard Mack

Logica connectives seldom provide the only link between
paragraphs. Actualy, they work in conjunction with word
repetitions, summaries, pronouns. Infact, dl the varioustran-
sitional strategies we have looked at commonly occur in some
combination. But whatever its form, an interparagraph tran-
sition should be clear and unobtrusive, shifting readers easily
from one topic to the next.

For Practice

> Read closely an essay or article you like and study how the
writer links paragraphs.

> Go through something you have written and underline the link-
ages between paragraphs. If you find places where the connections
seem weak, improve them.



CHAPTER

Point of View, Persona, and
Tone

Point of View

Thus far we have looked at how to begin and end essays and
how to help readers follow the flow of thought. It remains to
consider several other aspects of acomposition, more abstract
but no less important. These are point of view, persona, and
tone.

Point of view relates to how you present a subject. Two
approaches are possible. In apersonal point of view you play
the role of writer openly, using "1," "me," "my." Animper-
sonal point of view, on the other hand, requires that you avoid
al explicit reference to yourself. The difference is not that in
apersona point of view the subject is the writer, whilein an
impersonal one it is something else. Every subject involves,
though it is not necessarily about, the writer. The difference
is a question of strategy.

On many occasions one point of view or the other is pref-
erable. Some topics so intimately involve the writer that they
require a first-person presentation. It would sound silly to
describe your summer vacation impersonally. Don't be afraid
touse " 1" if it fits your subject and purpose.

On other occasions a personal point of view is not appro-
priate. A scientist, writing professionally, usually tries to keep
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his or her personality below the surface, and properly so: sci-
entific subjects are best treated objectively.

Of course many topics can be presented from either point
of view, though the two approaches will result in different
essays. In such cases you must consider occasion and reader
and the degree of formality you want. An impersona point
of view seems more formal, a personal one less so.

Whichever you select, establish it in the opening paragraph.
You needn't say, "My point of view will be persona [or im-
personal]." Simply use " 1" if you intend to write personally,
or avoid it if you do not. (Such substitutes for 1" as "this
observer," "your reporter,” or "the writer" are wordy and
awkward and best avoided.)

Maintain point of view consistently. Don't jump back and
forth between a personal and an impersona presentation. At
the same time, you can make small adjustments. For example,
you may expand "1" to "we" when you wish to imply "I the
writer and you the reader." Whether writing personally or
impersonally you may address readers as individuals by em-
ploying "you," or ghift to "one," "anyone," "people,” and
so on, when you are referring to no one specifically.

But such shifts in point of view should be compatible with
the emphasis you desire, and they should be slight. Radical
changes, nine times in ten, are awkward. It is good practice,
then, (1) to select a point of view appropriate to your subject,
(2) to establish that point of view in the opening paragraph,
and (3) to maintain it consistently.

Persona
Persona derives from the Latin word for an actor's mask (in
the Greek and Roman theaters actors wore cork masks carved
to represent the type of character they were playing). As a
term in composition, persona means the writer's presence in
the writing.

The derivation from "mask” may be misleading. It does not
imply afdse face, a disguise, behind which the rea individua
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hides. A writer'spersona is always "real." It is there, in the
prose. The words you choose, the sentence patterns into
which you arrange them, even the kinds of paragraphs you
write and how you organize your essay, suggest apersonality,
which is, for that particular piece of writing, you.

But, you may object, apersonais not really the person who
writes. (Person, interestingly enough, comes from the same
Latin word.) Of course, that is true, and it is true that the
same writer may assume different personas on different oc-
casions. Still, the only contact readers generally have with a
writer is through his or her words. For readers the persona
implicit in those words is the real, existential fact about the
writer.

The question to ask about any personais not, Is this realy
thewriter? The questions are, Isit realy how the writer wants
to appear? And, Is it how he or she can best appear? To put
the matter another way: Is the persona authentic and
appropriate?

Authenticity means that the personality readers sense in
your words is the personality you want them to perceive. To
say that a persona is authentic does not necessarily mean that
itisrealy you. We are dl many different people, showing one
face to friends, another to strangers, still another to the boss.
Here authenticity ssmply means that how you appear in what
you write is how you wish to appear.

But authenticity is not enough. A persona must aso be
appropriate, efficacious in the sense that it achieves your ends.
At the very least it ought not to get in the way.

Persona is most immediately and directly revealed when a
writer discusses himsdf or hersdf. For instance, a clear per-
sonality emerges in the following passage from Benjamin
Franklin's Autobiography. Franklin is explaining that when
he educated himsdf as a youth he learned to drop his habit
of "abrupt contradiction, and positive argumentation” and to
become more diffident in putting forward his opinions. (He
is, of course, talking about the same thing we are—persona.)
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[I retained] the habit of expressing myself in terms of modest diffi-
dence, never using when | advance any thing that may possibly be
disputed, the words, certainly, undoubtedly, or any others that give
the air of positiveness to an opinion; but rather | say, / conceive, or
/ apprehend a thing to be so or so, It appears to me, or / should
think it so for such & such reasons, or / imagine it to be so, or it is
so if / am not mistaken. This habit | believe has been of great ad-
vantage to me, when [ have had occasion to inculcate my opinions
& persuade men into measures that 1 have been from time to time
engag'd in promoting. And as the chief ends of conversation are to
inform, or to be informed, to please or to persuade, | wish well
meaning sensible men would not lessen their power of doing good
by a positive assuming manner that seldom fails to disgust, tends
to create opposition, and to defeat every one of those purposes for
which speech was given us, to wit, giving or receiving information,
or pleasure: for if you would inform, a positive dogmatical manner
in advancing your sentiments, may provoke contradiction & prevent
a candid attention. If you wish information & improvement from
the knowledge of others and yet at the same time express your self
as firmly fix'd in your present opinions, modest sensible men, who
do not love disputation, will probably leave you undisturb'd in the
possession of your error; and by such a manner you can seldom
hope to recommend yourself in pleasing your hearers, or to per-
suade those whose concurrence you desire.

Franklin strikes us as a discerning and candid man, sensitive
to how he affects people, but sensitive in an unabashedly ego-
centric way. His advice about not coming on too strong—
still worth heeding—is based not so much on concern for
others as on a clear-eyed awareness that modesty is the way
to get on in the world. Yet the very openness and ease with
which Franklin urges that advice washes away its taint of sdf-
serving manipulation.

We sense a different personality in these paragraphs from
Bertrand Russell's Autobiography:

Three passions, simple but overwhelmingly strong, have governed
my life: the longing for love, the search for knowledge, and
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unbearable pity for the suffering of mankind. These passions, like
great winds, have blown me hither and thither, in a wayward
course, over a deep ocean of anguish, reaching to the very verge
of despair.

I have sought love, first, because it brings ecstasy—ecstasy so
great that | would often have sacrificed all the rest of life for a few
hours of this joy. | have sought it, next, because it relieves loneli-
ness—that terrible loneliness in which one shivering consciousness
looks over the rim of the world into the cold unfathomable lifeless
abyss. 1 have sought it, finally, because in the union of love | have
seen, in a mystic miniature, the prefiguring vision of the heaven
that saints and poets have imagined. This is what | sought, and
though it might seem too good for human life, this is what—at
least—! have found.

With equal passion | have sought knowledge. | have wished to
understand the hearts of men. | have wished to know why the stars
shine. And | have tried to apprehend the Pythagorean power by
which number holds sway above the flux. A little of this, but not
much, | have achieved.

Love and knowledge, so far as they were possible, led upward
toward the heavens. But always pity brought me back to earth.
Echoes of cries of pain reverberate in my heart. Children in famine,
victims tortured by oppressors, helpless old people a hated burden
to their sons, and the whole world of loneliness, poverty, and pain
make a mockery of what human life should be. | long to alleviate
the evil, but ! cannot, and | too suffer.

This has been my life. | have found it worth living, and would
gladly live it again if the chance were offered me.

Russell is more emotional than Franklin. His attitude to-
ward knowledge and toward other people is less salf-serving
and more passionate. He is driven to knowledge not because
it serves his ambition but because of a compulsive desire to
know (though Franklin too could show a disinterested quest
for knowledge). Russell sees other people not as helps or hin-
drances to his career, but as fellow humans, for whose suf-
fering he can fed compassion and sorrow.

Yet there is more to Russell's persona than the obvious
emotionalism. His fedlings are constrained within a rational
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framework. The organization of his paragraphs is tightly an-
alytical, and the whole passage can easily be reduced to an
outline. Here is someone who not only feds intensely but
whose intellect imposes order upon emotions, giving them a
sharper focus. We sense a powerful, complex mind, in which
emotion and reason are not at war but are reinforcing alies.
Russell's passionate response to life gains intensity because it
is shaped by reason.

Persona, as you can see, is a function of the total compo-
sition. It emerges not only from the meanings of words but
aso from the more abstract, less obviously expressive patterns
of sentences and paragraphs and from overall organization.

While most obvious in autobiographies, personais not con-
fined to suchwriting. It existsin al compositions. Evenwhen
awriter usesanimpersonal point of view, avoiding"1," "me,"
"my," we sense apersonality. In the following passage ahis-
torian is discussing dress and personal cleanliness in the Mid-
die Ages:

Hemp was much used as a substitute for flax in making linen; the
thought of hemp curdles the blood.

In the thirteenth-century romance L'Escoufle Sir Giles, beside the
fire, removes all his clothes to scratch himself. (Fleas, no doubt.)
Morris Bishop

Such comments reved writers as personalities, with their own
ways of looking at the world—in Bishop's case with a pleas-
antly cynical humor.

Even in relatively faceless writing there exists a persona.
Here is Charles Darwin describing the mouth of a duck:

The beak of the shoveller-duck (Spatula clypeata) is a more beau-
tiful and complex structure than the mouth of a whale. The upper
mandible is furnished on each side (in the specimen examined by
me) with a row or comb formed of 188 thin, elastic lamellae,
obliquely bevelled so as to be pointed, and placed transversely to
the longer axis of the mouth.
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Darwin's is an observant, precise mind. He refrains from say-
ing more than facts allow: notice the qualification "(in the
specimen examined by me)." Although he does allow emo-
tion occasionaly to show (a “beautiful . . . structure"), Dar-
win's tone is essentially sober, objective, painstaking, which,
for his purpose, is exactly what it should be.

Tone

If persona is the complex personality implicit in the writing,
tone is aweb of fedings stretched throughout an essay, fed-
ings from which our sense of the persona emerges. Tone has
three main strands: the writer's attitude toward subject,
reader, and <.

Each of these determinants of tone is important, and each
has many variations. Writers may be angry about a subject or
amused by it or discuss it dispassionately. They may treat
readers as intellectual inferiors to be lectured (usualy a poor
tactic) or as friends with whom they are talking. Themselves
they may regard very seriously or with anironic or an amused
detachment (to suggest only three of numerous possibilities).
Given dl these variables, the possibilities of tone are almost
endless.

Tone, like persona, is unavoidable. You imply it in the
words you select and in how you arrange them. It behooves
you, then, to create an appropriate tone and to avoid those—
pomposity, say, or flippancy—which will put readers off.
Here are a few examples of how skillful writers make tone
work for them.

Tone Toward Subject

Toward most subjects many attitudes are possible. Often tone
is simple objectivity, as in these two paragraphs:

Physical science is that department of knowledge which relates to
the order of nature, or, in other words, to the regular succession of
events.
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The name of physical science, however, is often applied in a
more or less restricted manner to those branches of science in
which the phenomena considered are of the simplest and most ab-
stract kind, excluding the consideration of the more complex phe-
nomena, such as those observed in living beings.

James Clerk Maxwell

Maxwell's purpose is to define physical science, not to express
his feelings about it. His language, accordingly, is denotative
and his tone objective and unemotional.

The writer of the following paragraph, on the other hand,
is angry:

The Exorcist is a menace, the most shocking major movie 1 have
ever seen. Never before have | witnessed such a flagrant combi-
nation of perverse sex, brutal violence, and abused religion. In ad-
dition, the film degrades the medical profession and psychiatry. At
the showing | went to, the unruly audience giggled, talked, and
yelled throughout. As well they might. Although the picture is not
X-rated, it is so pornographic that it makes Last Tango in Paris seem
like a Strauss waltz. Raph R. Greenson, M.D.

And inthis example an angry tone is expressed more subtly,
beneath a surface of irony. The writer is describing the efforts
of nineteenth-century laborers to improve their working
conditions:

[Al]s early as June 8, 1847 the Chartists had pushed through a fac-
tory law restricting working time for women and juveniles to eleven
hours, and from May 1, 1848 to ten hours. This was not at all to
the liking of the manufacturers, who were worried about their
young people's morals and exposure to vice; instead of being im-
mured for a whole twelve hours in the cozy, clean, moral atmo-
sphere of the factories, they were now to be loosed an hour earlier
into the hard, cold, frivolous outer world. Fitz J. Raddatz

Tone Toward Reader

You may think of your readers in widely different ways.
Some writers tend to be assertive and dogmatic, treating
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readers as a passive herd to be instructed. The playwright and
socia critic George Bernard Shaw attacks the evils of capi-
talism in such a manner:

Just as Parliament and the Courts are captured by the rich, so is the
Church. The average parson does not teach honesty and equality
in the village school: he teaches deference to the merely rich, and
calls that loyalty and religion.

At the other extreme awriter may establish amoreintimate
face-to-face tone, as though talking to afriend. In the follow-
ing case Ingrid Bengis is discussing the problem of being the
"other woman" in a married man's life, of having to share
him with his wife:

One or the other of you is going to spend the night with him, the
weekend with him, Christmas with him. (I've tried all three of us
spending it together. Doesn't work.) One or the other of you is going
to go on trips with him.

Bengis informal, conversational tone depends on severa
things. For one, she addresses her readers directly, acknow!-
edging their presence and bringing them and hersdf into a
more intimate, and seemingly more equal, relationship. For
another, she cultivates a colloquial style, one suggesting the
voice of afriend: the contractions ("1've," "Doesn't") and the
terse fragment ("Doesn't work").

A friendly informal tone need not be restricted to com-
monplace subjects. In much contemporary exposition, even
of a scholarly sort, writers often relax the older convention
of maintaining aformal distance between themselves and their
audience. Here, for instance, is awell-known scholar writing
about Shakespeare:

Great plays, as we know, do present us with something that can be
called a world, a microcosm—a world like our own in being made
of people, actions, situations, thoughts, feelings, and much more,
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but unlike our own in being perfectly, or almost perfectly, significant
and coherent. Maynard Mack

While certainly not as colloquia as Ingrid Bengis, Mack ac-
knowledges his readers ("As we know") and subtly flatters
their intelligence and sophistication.

Writers working for the illusion of a talking voice some-
times use italics to suggest the loudness and pitch by which
we draw attention to important words. The historian Barbara
Tuchman does this effectively in the following passage (sheis
arguing that freedom of speech does not require that we ac-
cept any and dl pornography):

The cause of pornography is not the same as the cause of free
speech. There is a difference. Ralph Ginsburg is not Theodore Drei-
ser and this is not the 1920s.

Used sparingly, in that way, itdics help to suggest a voice
with which readers can connect. But note the caution: spar-
ingly. Italics used for emphasis can easily become a manner-
ism, and then an annoyance.

Tone Toward f

Toward himsdlf or hersdf awriter can adopt an equally great
variety of tones. Objective, impersonal exposition involves a
negative presentation of the writer, so to speak. By avoiding
personal references or idiosyncratic comments, he or she be-
comes a transparency through which we observe facts or
ideas. A British writer discussing the Battle of Anzio in Italy
during World War 1l begins like this:

The full story of Anzio, which was originally conceived as a minor
landing behind enemy lines but evolved through many ups and
downs into a separate Italian front of major importance, needs a
history to itself. Within the scope of the present work it is possible
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only to summarize the main events and their significance in so far
as they affected the main front at Cassino. Fred Majdalany

On the other hand, writers may be more sdlf-conscious and
deliberately play arole. In exposition it is often a good tactic
to present yourself a bit deferentially, as Benjamin Franklin
suggests in the passage quoted earlier. An occasional "it seems
tome" or "l think" or "to my mind" goes along way toward
avoiding atone of cocksureness and restoring at least a sem-
blance of two-way traffic on that unavoidably one-way street
from writer to reader. Thus a scholar writing about Chaucer's
love poetry escapes dogmatism by a qualifying phrase:

His early love complaints are less conventional than most and have
the unmistakable ring, or so it seems to me, of serious attempts at
persuasion. John Gardner

A writer's exploitation of a self-image may go considerably
beyond an occasiona "l think." Humorous writers, for ex-
ample, often present themselves as ridiculous.

Every so often, when business slackens up in the bowling alley and
the other pin boys are hunched over their game of bezique, | like
to exchange my sweatshirt for a crisp white surgical tunic, polish
up my optical mirror, and examine the corset advertisements in the
New York Herald Tribune rotogravure section and the various
women's magazines. It must be made clear at the outset that my
motives are the purest and my curiosity that of the scientific re-
search worker rather than the sex maniac. S.J. Perelman

Such role-playing is not quite the same as a persona. A
writer's persona is reflected in al aspects of a composition,
not simply in a self-caricature designed to amuse us or in the
guise of a deferential friend hoping to charm us. Beyond any
momentary character the writer may be playing is the creator
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of that role. It is that creator, that total intelligence and sen-
sibility, which constitutes the persona.

For Practice

> Selecting a passage from a magazine or book, write a descrip-
tion of its point of view, persona, and tone. Be specific, anchoring
your assessments in particular words and phrases.



CHAPTER I !

Basc Structure

Expository paragraphs dea with facts, ideas, bliefs. They ex-
plain, analyze, define, compare, illustrate. They answer ques-
tions like What? Why? How? What was the cause? The -
fect? Like what? Unlike what? They are the kinds of
paragraph we write in reports or term papers or tests.

The term paragraph has no simple definition. Occasionally
a single sentence or even a word may serve as an emphatic
paragraph. Conventionally in composition, however, a para-
graph is a group of sentences developing a common idea,
caled the topic.

An expository paragraph is essentialy an enlargement of a
subject/predicate pattern like "Dogs bark." But the subject is
more complicated and needs to be expressed in a clause or
sentence, caled the topic statement, which is usually placed
at or near the beginning. The predicate—that is, what is as-
serted about the topic—requires severd sentences. These con-
stitute the body of the paragraph, developing or supporting
the topic in any of several ways, ways we shall study in sub-
sequent chapters.

No one can say how long a paragraph should be. Subject,
purpose, audience, editorial fashion, and individua prefer-
ence, dl afect the length and complexity of paragraphs. As a
rough rule of thumb, however, you might think of expository
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paragraphs in terms of 120 or 150 words. If most of your
paragraphs fal below 100 words—50 or 60, say—the chances
are they need more development. If your paragraphs run con-
sistently to 200 or 300 words, they are probably too long and
need to be shortened or divided. Numerous brief paragraphs
are liable to be digointed and underdeveloped. Great long
ones fatigue readers. But remember—we are talking about a
very broad average. An occasiona short paragraph of 15 to
20 words may work very well; so may an occasional long one
of 300.

The Topic Sentence

A good topic sentence is concise and emphatic. It is no longer
than the idea requires, and it stresses the important word or
phrase. Here, for instance, is the topic statement which opens
a paragraph about the collapse of the stock market in 1929:

The Big Bull Market was dead. Frederick Lewis Allen

Notice severa things. (1) Allen's sentence is brief. Not dl
topics can be explained in sx words, but whether they take
Sx or sixty, they should be phrased in no more words than
are absolutely necessary. (2) The sentenceis clear and strong:
you understand exactly what Allen means. (3) It places the
key word—*“dead”’—at the end, where it gets heavy stress and
leads naturally into what will follow. Of course, if a topic
sentence ends on a key term, it must do so naturally, without
violating any rules of word order or idiom. (4) The sentence
stands first in the paragraph. This is where topic statements
generaly belong: at or near the beginning.

To attract attention topic sentences sometimes appear in
the form of rhetorical questions:

What then is the modern view of Joan's voices and messages from
God? George Bernard Shaw
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What did Lincoln's Emancipation Proclamation accomplish?
J. G. Randall

Rhetorical questions are easy ways of generating paragraphs.
Perhaps too easy; so use them with restraint. Onceisprobably
enough in a short piece of writing.

Another eye-catching form of topic statement is the frag-
ment, the grammatically incomplete sentence, asin the second
paragraph of this passage (italics added):

Approaching the lake from the south, spread out, high up in a great
V, was a flock of Canada geese. They did not land but continued
on their way, trailed by the brass notes of their honking.

Spring. How perfect its fanfare. No trumpets or drums could ever
have so triumphantly announced the presence of royalty. | stood
marveling in their wake until, cold, I returned to the firs to see what
else I Could summon up. Ruth Rudner

But fragments, too, are effective only if they are used with
restraint. Most of the time the best topic statement is astrong,
clear, grammatically complete, declarative sentence.

Sentences as the Analytic Elements
of a Paragraph

The sentences of a good expository paragraph reflect a clear,
rational analysis of the topic. Hereis abrief example, this one
by Bertrand Russell. (The sentences have been numbered for
convenience.)

[1] The intellectual life of the nineteenth century was more com-
plex than that of any previous age. [2] This was due to several
causes. [3] First: the area concerned was larger than ever before;
America and Russia made important contributions, and Europe be-
came more aware than formerly of Indian philosophies, both an-
cient and modern. [4] Second: science, which had been a chief
source of novelty since the seventeenth century, made new con-
guests, especially in geology, biology, and organic chemistry.
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[5] Third: machine production profoundly altered the social struc-
ture, and gave men a new conception of their powers in relation
to the physical environment. [6] Fourth: a profound revolt, both
philosophical and political, against traditional systems of thought,
in politics and in economics, gave rise to attacks upon many beliefs
and institutions that had hitherto been regarded as unassailable.
[7] This revolt had two very different forms, one romantic, the other
rationalistic. [8] (I am using these words in a liberal sense.) [9] The
romantic revolt passes from Byron, Schopenhauer, and Nietzsche
to Mussolini and Hitler; the rationalistic revolt begins with the
French philosophers of the Revolution, passes on, somewhat soft-
ened, to the philosophical radicals in England, then acquires a
deeper form in Marx and issues in Soviet Russia.

Russell's nine sentences correspond to his steps in analyz-
ing his topic:

Sentence Idea

Topic: increasing intellectual complexity
Plan: list several causes
First cause: larger area
Second cause: science
Third cause: machine production
Fourth cause: intellectual revolt
two forms
qualification
specification of the two forms

WO LA e Wk

Examining whether the sentences of a paragraph corre-
spond with its ideas is a good test of the coherence of the
paragraph. The correspondence need not be as exact as in
Russdll's paragraph (and usually will not be). But if you can-
not outline a generally clear relationship, the paragraph is
probably confused and confusing.

The fact that a paragraph like Russell's revedls a coherent
logical structure does not imply that the writer worked from
an outline. One can proceed in thisway, but in writing of any
length an outline is tedious and time-consuming. Experienced



BASIC STRUCTURE 93

writers adjust sentences to thought intuitively, without con-
stantly thinking about when to begin a new sentence. Those
with less experience must remain more conscious of the prob-
lem. Working up paragraphs from outlines provides good
practice. But whether it is consciously thought out or intui-
tive, a well-made paragraph uses sentences to analyze the
subject.

For Practice

> Selecting one of the general subjects listed below, compose ten
topic sentences, each on a different aspect of the subject, with an
eye to developing a paragraph of about 150 words. Aim at clarity,
emphasis, concision. Experiment with placing key words at the end
of the sentence and with one or two rhetorical questions and
fragments.

The economic future as you see it
National or local politics

Popular entertainment

Sports

Sexual relationships

> Make an outline like that for Russell's paragraph, showing how
the sentences of the following paragraph relate to its ideas. The
analysis might begin like this:

Sentence Idea

1 Topic: a paradox about grammar
2 Specification: first part of the paradox—people regard
grammar as dull

> [1] A curious paradox exists in regard to grammar. [2] On the
one hand it is felt to be the dullest and driest of academic subjects,
fit only for those in whose veins the red blood of life has long since
turned to ink. [3] On the other, it is a subject upon which people
who would scorn to be professional grammarians hold very dog-
matic opinions, which they will defend with considerable emotion.
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[4] Much of this prejudice stems from the usual sources of preju-
dice—ignorance and confusion. [5] Even highly educated people
seldom have a clear idea of what grammarians do, and there is an
unfortunate confusion about the meaning of the term "grammar"
itself. W. Nelson Francis



CHAPTER

Paragraph Unity

Paragraph unity involves two related but distinct concepts:
coherence and flow. Coherence means that the idess fit to-
gether. Flow means that the sentences link up so that readers
are not conscious of gaps. Flow is amatter of style and exists
in specific words and grammatical patterns tying one sentence
to another. Coherence belongs to the substructure of the par-
agraph, to relationships of thought, feding, and perception.
Both are necessary if a paragraph is to be truly unified.

Coherence

To be coherent a paragraph must satisfy two criteria: First,
relevance—every idea must relate to the topic. Second, effec-
tive order—ideas must be arranged in away that clarifies their
logic or their importance. There is, in addition, a negative
criterion—inclusiveness, that nothing vita must be omitted.

Relevance

A topic sentence makes a promise that the paragraph must
fulfill. Do not wander from the topic. No matter how attrac-
tive an idea may seem, let it go if you cannot fit it into the
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topic you have staked out or cannot revise the topic to include
it. Here is an example of a paragraph marred by irrelevance:

[1] College is very different from high school. [2] The professors
talk a great deal more and give longer homework assignments.
[3] This interferes with your social life. [4] It may even cost you
your girlfriend. [5] Girls don't like to be told that you have to stay
home and study when they want to go to a show or go dancing.
[6] So they find some other boy who doesn't have to study all the
time. [7] Another way college is different is the examinations. . . .

The paragraph begins well. The first sentence establishes the
topic and the second supports it. Then the writer begins to
dlide away. Sentences 3 and 4 might be allowed if they were
subordinated. But 5 and 6 lose contact. True, some people do
not like to take second place to homework, but that is not
pertinent here. In sentence 7 the writer tacitly acknowledges
that he has wandered, throwing out along transitional lifeline
to haul us back to the topic. Rid of irrelevance, the paragraph
might read:

College is very different from high school. The professors talk a
great deal more and give longer homework assignments, which in-
terfere with your social life. College examinations, too, are
different. . . .

Order of Thought

Relevance aone is not enough to establish coherence. All the
ideas in a paragraph can relate to the topic yet be poorly
arranged.

Arrangement often inheres in the subject itsdf. A para-
graph about baking a cake or preparing to water-ski is com-
mitted to following the steps of the process it describes. Tell-
ing a story, you must follow acertain sequence of events. And
in some subjects there is a logical structure implicit in the
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subject that determines order of thought, as in this example
about the value of opposition in politics:

The opposition is indispensable. A good statesman, like any other
sensible human being, always learns more from his opponents than
from his fervent supporters. For his supporters will push him to
disaster unless his opponents show him where the dangers are. So
if he is wise he will often pray to be delivered from his friends,
because they will ruin him. But, though it hurts, he ought also to
pray never to be left without opponents; for they keep him on the
path of reason and good sense. Walter Lippmann

There is a necessary order of thought here: first the assertion,
next areason supporting it, and then a conclusion, introduced
by "so."

There are times, however, when the order of thought is less
a function of the subject itsdf than of the writer's view of it.
For instance, if you were writing about the three things that
most surprised you the first time you visited, say, New Y ork
City, you might not find any logica or temporal relationship
between those things.

One solution in such cases is to arrange ideas in order of
relative importance, either climacticaly, placing the most im-
portant last, or anticlimactically, putting it first. If you cannot
discern any shadings of importance, consider which order
best connects with what has gone before or with what will
come next. Should you find no basis whatever for arranging
the ideas within a paragraph, then, of course, any order is
legitimate. But this is not likely to happen often. Most of the
time a proper or at least a most effective way of sequencing
ideas does exist.

Paragraph Flow

Flow, those visible links which bind the sentences of a para-
graph, can be established in two basic ways. (They are
compatible; a paragraph may employ both.) The first is to
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establish a master plan at the beginning of the paragraph and
to introduce each new idea by a word or phrase that marks
its place in the plan. The second concentrates on linking sen-
tences successively as the paragraph develops, making sure
that each statement connects with the one or ones preceding
it.

Setting Up a Master Plan

The opening sentence makes clear, not only the topic, but also
how it will be analyzed and developed:

There are three kinds of book owners. The first has all the standard
sets and bestsellers—unread, untouched. (This deluded individual
owns woodpulp and ink, not books.) The second has a great many
books-—a few of them read through, most of them dipped into, but
all of them as clean and shiny as the day they were bought. (This
person would probably like to make books his own, but is re-
strained by a false respect for their physical appearance.) The third
has a few books or many—every one of them dog-eared and di-
lapidated, shaken and loosened by continual use, marked and
scribbled in from front to back. (This man owns books.)

Mortimer Adler

Adler early on indicates his plan ("three kinds"') and intro-
duces each aspect of the topic with the appropriate term:
"First,” "second,” "third." Sometimes, instead of words,
numbers or letters introduce the parts of a paragraph:

For the majority of situations in which a dictionary is consulted for
meaning, words may be roughly divided into three groups: (1) Hard
words which circumstances make immediately important: "The
doctor prescribed synthesized cortisone." "Recidivism is a serious
criminal problem in some urban communities." "Existentialism is
a subjective philosophy." (2) Words frequently seen, usually un-
derstood loosely, but suddenly and recurrently unstable (for the in-
dividual): synthesize, urban and subjective in the preceding sen-
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tences. (3) Common familiar words which unexpectedly need to be
differentiated (break vs. tear, shrub vs. bush) or specifically clarified,
such as fable, adventure, shake, door, remainder, evil. Most people
get by without having to clarify these common words in the third
group until they become an issue. Without an issue definitions of
these common words are frequently jumped on because the word
looks easy to the uninitiated, although in practice they are usually
more difficult than hard words to define. Philip B. Gove

Numbering the parts of a paragraph—whether with words
or with figures—is simple and clear. But it suits only topics
which can be easily broken into parts. Moreover, it can seem
mechanical and, overused, prove confusing. In a short essay
one paragraph using this method of flow is enough.

The obviousness of "first," "second,” "third" can be
avoided by introducing key terms right in the topic sentence
to label the particular parts of the subject, and repeating those
terms as each aspect is brought forward in the body of the
paragraph (italics are added):

We are controlled here by our confusion, far more than we know,
and the American dream has therefore become something much
more closely resembling a nightmare, on the private, domestic, and
international levels. Privately, we cannot stand our lives and dare
not examine them; domestically, we take no responsibility for (and
no pride in) what goes on in our country; and, internationally, for
many millions of people we are an unmitigated disaster.

James Baldwin

One way of creating flow, then, is to announce your plan
and explicitly fit each unit into that plan. It is not a method
confined to single paragraphs. You can use it to organize a
portion of along paragraph (which is what Baldwin does), or
expand it to organize a short theme, in which case the units
would be individual paragraphs rather than sentences. But it
is, as we said, a mechanical mode of organization to be em-
ployed with restraint.
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Linking Successve Sentences

The second way of maintaining flow is to connect sentences

as you go. Less obvious than "first," "second," "third," this

means of achieving flow seems more natural. And it can ac-

commodate more complex relationships among ideas; it is not

confined to topics that can be broken into a numbered series.
Sentences can be linked in severa ways.

> Repeating Key Words

Verba repetition is the most obvious link. Sometimes the
identical word is repeated—as in the short paragraph which
follows on Saint Patrick—sometimes variant forms of the
same word, and sometimes synonymous terms:

We know that among the marks of holiness is the working of mir-
acles. Ireland is the greatest miracle any saint ever worked. It is a
miracle and a nexus of miracles. Among other miracles it is a nation
raised from the dead. Hilaire Belloc

The repeated words may occur in avariety of positions. Of
these the most useful are the beginnings of successive sen-
tences, the endings of such sentences, and the close of one
sentence and the opening of the one immediately following
(the italics are added in the following examples):

No man of note was ever further separated from life and fact than
Lindbergh. No man could be more reluctant to admit it.
John Lardner

Charles R. Forbes went to jail. Albert B. Fall went to jail. Alien
Property Custodian Thomas W. Miller went to jail.
Samuel Hopkins Adams

Such plants to operate successfully had to run at capacity. To run
at capacity they needed outlets for their whole output.
Thurman Arnold
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A specid case of synonymous repetition involves pronouns
and demonstratives such as one, another, some, the former,
the latter, the first, the second, the third, and so on. These
words link sentences by substituting for an earlier word or
phrase. This and that (along with their plurals these and those)
are especialy useful in this way and may be employed either
as pronouns or as adjectives (italics are added):

The blind in particular seem to become indifferent to climatic ex-
tremes; and there must be in everyone's cognizance two or three
immovable sightless mendicants defying rain and chill. . . .

This insensitiveness to January blasts and February drenchings
may be one of the compensations that the blind enjoy. Whatever
else happens to them they never, perhaps, catch cold. And that is
more than something. E. v. Lucas

There is a danger, however, in using this or that as subjects.
A connection clear to the writer does not always jump at the
reader. The risk increases when the antecedent of the this or
that is not asingle word but a group of words, even acomplex
idea stretched over several sentences. It is sometimes better
to use these words not as nouns but as adjectives modifying
a more precise subject-word which clearly sums up the pre-
ceding point, as Lucas does with "thisinsensitiveness." Asan
adjective the this ill hooks the new sentence to what has
preceded it, but with less risk of confusion.

B> Conjunctive Adverbs
Sentences can aso be linked by conjunctive (also called tran-
sitional) adverbs, which indicate relationships between ideas.
The relationship may be one of time (presently, meanwhile,
afterwards); of space (above, below, in front); or of logic
(therefore, however, asa result).

In the following example the critic F. L. Lucas creates flow
by transitional words (here italicized) in a passage answering
the claim that metaphor has no place in prose:
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The truth seems that metaphor too is older than any literature—an
immemorial human impulse perhaps as much utilitarian as literary.
For there appears little ground for assigning poetic motives to the
first man who called the hole in a needle its "eye," or the projec-
tions on a saw its "teeth." In fine, metaphor is an inveterate human
tendency, as ancient perhaps as the days of the mammoth, yet vig-
orous still in the days of the helicopter. Why then should it be
banned from prose?

"For.... In fine ... then" establish the logica framework
of the argument:

Assertion Sentence 1
Reason "For," sentence 2
Assertion restated "In fine," sentence 3
Conclusion "then," sentence 4

Transitional adverbs are best placed at or near the begin-
ning of the sentence. Readers are like people groping down a
dark passage, and an important part of the writer's task is to
show them the way. Connective words are signal lightstelling
readers what to expect. However flashes, "Contradiction
ahead"; in fact warns, "Here comes a strong restatement of
something just said"; and therefore, “A conclusion or a con-
sequence is approaching.”

Acquiring a working set of conjunctive adverbs is not dif-
ficult. English is rich in them. Just to show some sort of con-
tradiction or opposition, for example, we have but, however,
still, yet, nonetheless, nevertheless, though, instead, on the
other hand, on the contrary, notwithstanding, even so, and the
list is not complete. While they show generaly the same basic
relationship, these words are not exact equivalents. They con-
vey nuances of idea and tone. Nevertheless, for instance, is a
more forma word than though. Because of such dight but
important differences in meaning and tone, good writers have
ready at hand a number of transitional adverbs. If you can
cal only upon but or however you cannot communicate what
is implied by yet or still or though.
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And and but present a specia case. Most often they act as
conjunctive adverbs, joining words, phrases, or clauseswithin
a sentence. But they can also function adverbially. Sometimes
one hears the warning, "Never begin a sentence with and or
but.” The fact is that good writers do begin with these words
(the italics are added):

Is not indeed every man a student, and do not all things exist for
the student's behoof? And, finally, is not the true scholar the only
true master? Ralph Waldo Emerson

I come finally to the chief defiler of undergraduate writing. And |
regret to say that we professors are certainly the culprits. Andwhat
we are doing we do in all innocence and with the most laudable
of motives. Willard Thorp

Natural philosophy had in the Middle Ages become a closed chap-
ter of human endeavour. . . .

But although the days of Greek science had ended, its results had
not been lost. Kurt Mendelssohn

As sentence openers and and but are very useful. But is less
forma than however, while and is less formal and ponderous
than furthermore or moreover or additionally. Don't be afraid
of initial ands and huts. But use them moderately.

> Syntactic Patterning

Syntactic patterning simply means repeating the same basic
structure in successive or near successive sentences. It often
holds together the parts of a comparison or contrast:

In bankless lowa City eggs sell for ten cents a dozen. In Chicago
the breadlines stretch endlessly along the dirty brick walls in windy
Streets. Wallace Stegner

That New York was much more dry [non-alcoholic] on Sunday dur-
ing the summer is true. That it was as dry as [Theodore] Roosevelt
believed it—"’| have, for once, absolutely enforced the law in New
York’’—is improbable. That it was dry enough to excite the citi-
zenry to new heights of indignation is clear. Henry F. Pringle
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Syntectic patterning may be more extensive, working
throughout most of a paragraph:

It is common knowledge that millions of underprivileged families
want adequate food and housing. What is less commonly remarked
is that after they have adequate food and housing they will want to
be served at a fine restaurant and to have a weekend cottage by
the sea. People want tickets to the Philharmonic and vacation trips
abroad. They want fine china and silver dinner sets and handsome
clothes. The illiterate want to learn how to read. Then they want
education, and then more education, and then they want their sons
and daughters to become doctors and lawyers. It is frightening to
see so many millions of people wanting so much. It is almost like
being present at the Oklahoma land rush, except that millions are
involved instead of hundreds, and instead of land, the prize is
everything that life has to offer. Samuel ¢. Homan

While reusing the same sentence pattern often involves re-
peating some words, the similar grammatical structure is in
itself a strong connective device. However, you cannot im-
pose such syntactic patterning on just any group of sentences.
It works only when the underlying thought is repetitious, as
in the example above, where the sentences list aseries of rising
expectations common to Americans. In such cases the simi-
larity of pattern does what idealy al sentence structure
should do: the form reinforces the sense.

For Practice

D> List all the transitional devices that link the sentences in the
following paragraph:

Above the beginner's level, the important fact is that writing cannot
be taught exclusively in a course called English Composition. Writ-
ing can only be taught by the united efforts of the entire teaching
staff. This holds good of any school, college, or university. Joint
effort is needed, not merely to "enforce the rules"; it is needed to
insure accuracy in every subject. How can an answer in physics or
a translation from the French or an historical statement be called
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correct if the phrasing is loose or the key word wrong? Students
argue that the reader of the paper knows perfectly well what is
meant. Probably so, but a written exercise is designed to be read,;
it is not supposed to be a challenge to clairvoyance. My lItalian-
born tailor periodically sends me a postcard which runs: "Your
clothes is ready and should come down for a fitting." | understand
him, but the art I honor him for is cutting cloth, not precision of
utterance. Now a student in college must be inspired to achieve in
all subjects the utmost accuracy of perception combined with the
utmost artistry of expression. The two merge and develop the sense
of good workmanship, or preference for quality and truth, which is
the chief mark of the genuinely educated man. Jacques Barzun

> The paragraph below lacks unity. The problem may be inade-
quate links between sentences, or it may go deeper, involving in-
coherence of thought. Rewrite the paragraph, staying as close as
possible to the original wording but changing what needs to be
changed to give the paragraph coherence and flow:

There are several kinds of test. Quizzes deal with only a small
amount of material, usually that covered in the preceding week or
two. Pop quizzes are often given without any announcement. Stu-
dents often miss them and have to arrange makeups. Examinations
are longer and cover more ground. The midterm comes in about
the sixth or seventh week and in some courses is the only grade
the teacher has for the midsemester mark. It is important. The final
comes at the end of the course and is a large part of your grade.
Students work hard preparing for finals.



CHAPTER

Paragraph Development:
(1) Ilustration and Restatement

In this and the following severa chapters we study how ex-
pository paragraphs develop. We focus on one technique of
development at a time, beginning with the simplest ones, il-
lustration and restatement. Of course, writers often combine
techniques. But walking comes before running, and for the
moment we concentrate on relatively uncomplicated
paragraphs.

Methods of paragraph development fdl into three loose
groups: (1) those that stay strictly within the topic, offering
examples of it or merely repeating it in the varying ways; (2)
techniques involving another subject—whether secondary or
of egual importance—introduced for comparison or contrast
or analogy; and (3) techniques that explore the ramifications
of the topic more fully—definingit or looking into its causes
or effects.

[lustration
Citing examples is an easy way to support a generalization:

Some of those writers who most admired technology—Whitman,
Henry Adams, and H. G. Wells, for example—also feared it
greatly. Samuel C. Florman
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But an effect can become a cause, reinforcing the original cause
and producing the same effect in an intensified form, and so in-
definitely. A man may take to drink because he feels himself a
failure, and then fail all the more completely because he drinks.
George Orwell

Illustrations show that you are not talking through your
hat. Thus Florman gives us names, grounding his assertionin
facts and enabling us to check that assertion against our own
knowledge. Illustrations have a second virtue: they anchor an
abstraction in particulars, trandlating difficult ideas into
everyday terms. This is what Orwell does.

Brief examples like those by Florman and Orwell do not
make paragraphs, of course. But examples can be extended to
provide the substance of an entire paragraph. Sometimes the
paragraph consists of a single example worked out in detail:

Some of the most abstract terms in the language are really faded
metaphors. On examination it turns out that an earlier meaning,
now forgotten, is often lively in the extreme. Hence an obvious
means of invigorating our jejune vocabulary is to fall back on those
lively older meanings. True enough, the average speaker does not
know that they ever existed. He is not reminded that "express"
once meant, literally and physically, "to press out." But he can
learn it instantaneously from a context. It may be that only the
archaic literal sense is intended, or it may be that both the physical
and the metaphorical are to be grasped simultaneously. In any
event, the impact of the divergent use on an attentive reader forces
him to a new experience of the word, without sacrificing compre-
hension. An example of the use of "express" in this revivified fash-
ion will be found in Emily Dickinson:

Essential Oil—are wrung—

The Attar from the Rose

Be not expressed by Suns—alone—

Itis the gift of Screws— Margaret Schiauich

On the other hand a paragraph may consist of a number of
brief examples, as in this passage about the change in modern
modes of eating and drinking:
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As far as the home is concerned, the biggest change in what P. C.
Wodehouse called "browsing and sluicing" is probably not the de-
cline in huge, formal meals, or shorter menus, but the odd form our
food is in nowadays when we buy it. Coffee comes as a powder.
Fish arrives as a frozen rectangular block. Soup, stiff with preser-
vatives, comes in a tin or as a powder. Potatoes no longer wear
their jackets but arrive pale and naked in an impenetrable plastic
bag. Embryonic mashed potato comes in little dry lumps, like cattle-
feed pellets. Bread, untouched by human baker, arrives wrapped
and sliced in a soft lump, the "crust" seemingly sprayed on. Beer,
urged upward by gas, emerges from a steel dustbin. Fark Muir

Whether you use one example or several, be sure your
reader will take them for what they are. Often it is advisable
explicitly to introduce an illustration by some such phrase as
for example, for instance, as a case in point or, a bit more
subtly, say, thus, consider. Vary these expressions; do not in-
troduce every illustration with for example. Nor is it neces-
sary always to place the phrase in the opening position. A for
instance or for example is equally effective set between subject
and verb, where it is still near the beginning but seems less
mechanical.

When the illustrative function of a detail is obvious, you
can safely dispense with an introductory phrase. Orwell does
not write, "For example, a man may take to drink ..."; nor
does Muir label his instances of the oddity of modern food.
They depend on the reader's common sense. No infdliblerule
tells you when a for example is superfluous and when its ab-
sence will confuse areader. You must try to imagine yourself
in the reader's place. If an illustration seems even a bit be-
wildering without an introductory word or phrase, put one
in.

Introduced or not, examples are most effective when they
are specific. In Muir's paragraph the abstract expression “the
odd form our food is in" is given heft and shape by "frozen
rectangular block," "pale and naked in an impenetrable plas-
tic bag," "little dry lumps, like cattle-feed pellets."
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For Practice

> Study the paragraph below. Identify the topic sentence. Where
do the examples begin? Are they explicitly introduced? Do you
think them clear and effective, adequately supporting the topic?
Why or why not?

Primitive peoples often build much of their religious and cultural
behavior on this belief in the natural relationship of word and thing.
For example, they believe that to know the name of an object,
person, or deity is to gain a certain control over it: in ““Ali Baba
and the Forty Thieves," the words "Open Sesame!" cause the stone
doors of the cave to move aside. Conversely, certain powers in the
universe are thought to dislike the use of their names by mortals.
Words are therefore tabooed, or euphemisms and descriptive
phrases are invented such as the little people instead of fairies. The
Greeks came to call those vengeful mythological creatures whose
"real name" was Erinyes (or Furies) the Eumenides (or "good-
tempered ones"). W. Nelson Francis

The Restatement Paragraph

At its simplest, restatement involves nothing more than re-
peating the main idea. It is common as away of emphasizing
something important:

1964 threatens to be the most explosive year America has wit-
nessed. The most explosive year. Malcolm x

Sufficiently extended, restatement will provide the sub-
stance of an entire paragraph, as in this passage about why
American men are unlikely to cry (the paragraph expresses
attitudes of our culture, not the writer's own bdliefs):

American men don't cry, because it is considered unmasculine to
do so. Only sissies cry. Crying is a "weakness" characteristic of the
female, and no American male wants to be identified with anything
in the least weak or feminine. Crying, in our culture, is identified
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with childishness, with weakness and dependence. No one likes a
crybaby, and we disapprove of crying even in children, discour-
aging it in them as early as possible. In a land so devoted to the
pursuit of happiness as ours, crying really is rather un-American.
Adults must learn not to cry in situations in which it is permissible
for a child to cry. Women being the "weaker" and "dependent"”
sex, it is only natural that they should cry in certain emotional
situations. In women, crying is excusable. But in men, crying is a
mark of weakness. So goes the American credo with regard to
crying. Ashley Montagu

Repeating what you have just said is both an easy and a
difficult way of developing a paragraph. Easy because you do
not have to search for examples or comparisons or causes.
Difficult because you must repeat a basic idea without being
monotonous. Because of this difficulty, restatement passages
are usually brief.

The risk of monotony is increased by the similarity in sen-
tence structure common in restatement. Sentences that say the
same thing are often cast in the same mold. A good example
of such repeated structure appears in this passage about the
prevalence of piracy in the seventeenth century:

It is difficult for one accustomed to the law and order of the present
day to understand the dangers which threatened the Jacobean trav-
eller. The seas swarmed with pirates; so that few merchantmen
dared to put to sea without arms; while very few came home with-
out some tale of an encounter. There were pirates in the Atlantic,
to intercept the ships coming home from the Newfoundland fish-
eries. There were pirates in the West Indies, roving for Spanish
treasure-ships. There were pirates in the Orkneys, preying upon the
Iceland trades. There were pirates near Ireland, especially in the
south and west, ranging over the Channel, and round these coasts.
But there were, perhaps, more pirates in the Mediterranean than in
all the other waters put together. Inthe Mediterranean they had the
most part of the trade of Europe for their quarry; while the coasts
of Africa, and the islands of the [Greek] Archipelago, provided ob-
scure harbours (with compliant Governors) for the recruiting of
companies after a cruise. John Masefield
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Aside from knowing when to stop, success in handling re-
statement depends on sufficiently varying the diction and sen-
tence form. Masefidd, for example, keeps the same pattern
for four successive sentences. "There were pirates in" + a
verbal phrase. But each sentence differs in its specific content
(and hence in diction). At the same time the similarity of
structure reinforces the point that piracy existed everywhere.
Masefidd aso uses the repeated sentence structure to build
toward his main topic—piracy in the Mediterranean. In afifth
"there were" sentence he signals the climactic significance of
the Mediterranean by varying the pattern: opening with
"But," placing "perhaps" in an interrupting position, and
changing completely the second haf of the sentence.

Negative-Positive Restatement

Negative-positive restatement begins by saying what is not
the case, then asserts what is. (Sometimes the order is
reversed.)

I am not thinking of philosophy as courses in philosophy or even
as a subject exclusive of other subjects. | am thinking of it in its old
Greek sense, the sense in which Socrates thought of it, as the love
and search for wisdom, the habit of pursuing an argument where it
leads, the delight in understanding for its own sake, the passionate
pursuit of dispassionate reasonableness, the will to see things stead-
ily and to see them whole. Brand Blanshard

Specification

Another specid type of restatement is specification, which
moves from the general to the particular. Brief specifications
are often found within single sentences as a means of giving
substance to an abstraction (italics added):

Bound to the production of staples—tobacco, cotton, rice, sugar—
the soil suffered from erosion and neglect. Oscar Handlin
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A more extended instance occurs in this paragraph about pol -
itics in Louisiana. The paragraph develops by specifying dl
that is included in the phrase "the same political pattern”:

Throughout the years the same political pattern prevailed. The city
dominated the state: New Orleans, the nation's mecca of the flesh-
pots, smiling in not altogether Latin indifference at its moral defor-
mities, and, like a cankered prostitute, covering those deformities
with paint and lace and capitalizing upon them with a lewd beck-
oning to the stranger. Beyond New Orleans, in the south, French
Louisiana, devoutly Catholic, easy-going, following complacently
its backward-glancing patriarchs, suspicious of the Protestants to the
north. And in central and northern Louisiana, the small farmers,
principally Anglo-Saxon; bitter, fundamentalist Protestants, hating
the city and all its evil works, leaderless in their disquiet and only
vaguely aware that much of what they lacked was in some way
coupled with the like-as-like office seekers whom they alternately
VOted into and OULt of public life. Hodding Carter

While specification resembles illustration, it differs in an
important way. Anillustration is one of severa possible cases.
Specification covers dl the cases. In the sentence above by
Professor Handlin, "tobacco, cotton, rice, sugar" are not sim-
ply examples of the staple crops of southern agriculture; they
are the staple crops. Similarly Hodding Carter, beginning
with the abstract phrase "political pattern,” specifies that pat-
ternin its entirety, rather than citing one or two parts by way
of example.

For Practice

> Compose a brief (about 120 words) restatement paragraph on
a topic of your own choice. Construct your sentences to resemble
one another, though with enough variety to avoid monotony.

> Specification, as in the paragraph by Hodding Carter (page 83),
begins with a broad statement of the topic and then repeats it in
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detail. Work up such a paragraph on a topic chosen from one of
these broad subjects:

large cities politics
television vacations
supermarkets restaurants



CHAPTER

Paragraph Development:
(2) Comparison, Contrast,
and Analogy

The methods of development we study in this chapter involve
two subjects (occasionally more than two). Analogy is a spe-
cial kind of comparison in which a subject of secondary im-
portance and often of a quite different nature is introduced
to clarify or justify some aspect of the main subject. Com-
parison treats two subjects of the same nature, as does con-
trast; but the former shows how the subjects are aike, while
the latter focuses on how they differ. But despite this differ-
ence, comparison and contrast work in the same way, and we
consider them together, putting off analogy until the end of
the chapter.

Comparison and Contrast
Focusing

Because they involve at least two subjects and offer severa
possibilities of emphasis, comparison and contrast pose prob-
lems of focus. For one thing, you must decide whether to deal
only with similarities or only with dissimilarities, or to cover
both. The topic sentence must make your intention clear to
readers:
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The difference between a sign and a symbol is, in brief. . . .
Susanne K. Langer

It is a temptation to make a comparison between the nineteen twen-
ties and the nineteen sixties, but the similarities are fewer than the
differences. Russell Lynes

Bears and dogs are alike in one intriguing way. Evelyn Jones

A second decision of focusing concerns the subjects. Will you
concentrate on one subject or treat both equally? If you are
comparing (or contrasting), say, New York and Los Angeles,
you have three possibilities of focus: New Y ork, Los Angeles,
or both. Make clear which it will be. But don't be heavy-
handed; a topic sentence like "I shall focus here upon New
Y ork" is mechanica and obvious. Instead, construct the topic
sentence so that the key idea functions as the subject word
and thus naturally indicates your focus. If your chief concern
is, say, New York:

In many ways New York is like Los Angeles.
If it is both places:
In many ways New York and Los Angeles are alike.

In the following paragraph notice how the historian J. G.
Randall keeps his focus constantly before us. (He is compar-
ing the failure of Reconstruction &fter the Civil War and the
refusa of the U.S. Senate to accept President Wilson's League
of Nations policy after World War |. The italics have been
added.)

In the case of both Lincoln and Wilson the soldiers did their part
and so did the Executive, but in each case partisanship and narrow-
mindedness wrecked the program. Under Lincoln and Johnson, as
under Wilson, there was failure of high-minded unity behind the
plan of peace that bore promise of success. In each case, instead
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of needful co-operation, there was stupid deadlock between Pres-
ident and Congress. There was in each case a fateful congressional
election whose effect was felt far down in later years: 1918 may be
matched against the "“critical year" 1866. In each case the Presi-
dent's plan failed in the sense that it failed to be adopted; the op-
posite plan in each case failed miserably by being adopted.

Organizing a Comparison or Contrast

When you compare or contrast any two subjects, which we
can cdl A and B, you do so with regard to specific points,
which we'll cal 1, 2, 3. Now you may proceed in two ways,
organizing around A and B or around 1, 2, 3. Thus in con-
trasting New York and Los Angeles you might devote the
first haf of the paragraph (or an entire paragraph) to New
York and the second hdf (or a new paragraph) to Los An-
gees. In each section you would cover the same particular
points and in the same order—say, climate, cultural facilities,
and nightlife. Conversely, you might prefer to make climate,
cultural facilities, and nightlife the primary centers of your
organization, devoting a paragraph or portion of a paragraph
to each and discussing how the two cities differ.

Neither way of proceeding is necessarily better. Organizing
around A and B stresses each subject in its totality. Organ-
izing around 1, 2, and 3 emphasizes particular likenesses or
differences. It al depends on what you want to do. In the
following case the writer elected to organize around A and
B—here Western civilization and Eastern:

Americans and Western Europeans, in their sensitivity to lingering
problems around them, tend to make science and progress their
scapegoats. There is a belief that progress has precipitated wide-
spread unhappiness, anxieties and other social and emotional prob-
lems. Science is viewed as a cold mechanical discipline having
nothing to do with human warmth and the human spirit.

But to many of us from the nonscientific East, science does not
have such repugnant associations. We are not afraid of it, nor are
we disappointed by it. We know all too painfully that our social
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and emotional problems festered long before the age of technology.
To us, science is warm and reassuring. It promises hope. Itis helping
us at long last gain some control over our persecutory environ-
ments, alleviating age-old problems—not only physical but also,
and especially, problems of the spirit. F. M. Esfandary

In the next example, on the other hand, a historian con-
trasting Catholics and Protestants in the sixteenth century or-
ganizes not around the broad categories of Roman and Re-
former, but rather around the specific differences that set
them at war:

The Catholic believed in the authority of the Church; the Reformer,
in the authority of reason. Where the Church had spoken, the Cath-
olic obeyed. His duty was to accept without question the laws
which councils had decreed, which popes and bishops adminis-
tered, and so far as in him lay to enforce in others the same sub-
mission to an outward rule which he regarded as divine. All shades
of Protestants on the other hand agreed that authority might err;
that Christ had left no visible representative, whom individually
they were bound to obey; that religion was the operation of the
Spirit on the mind and conscience; that the Bible was God's word,
which each Christian was to read, and which with God's help and
his natural intelligence he could not fail to understand. The Catholic
left his Bible to the learned. The Protestant translated the Bible, and
brought it to the door of every Christian family. The Catholic prayed
in Latin, and whether he understood his words or repeated them as
a form the effect was the same; for it was magical. The Protestant
prayed with his mind as an act of faith in a language intelligible to
him, or he could not pray at all. The Catholic bowed in awe before
his wonder-working image, adored his relics, and gave his life into
the guidance of his spiritual director. The Protestant tore open the
machinery of the miracles, flung the bones and ragged garments
into the fire, and treated priests as men like himself. The Catholic
was intolerant upon principle; persecution was the corollary of his
creed. The intolerance of the Protestant was in spite of his creed.
In denying the right of the Church to define his own belief, he had
forfeited the privilege of punishing the errors of those who chose
to differ from him. James Anthony Froude



118 THE EXPOSITORY PARAGRAPH

Building the Comparison or Contrast

Closely related to the question of organization is afinal prob-
lem: in what compositional units will the comparison be
built—that is, out of paragraphs, portions of paragraphs, sen-
tences, halves of sentences? Probably the simplest plan is to
spend a paragraph, or severd sentences within a paragraph,
on one of the two subjects and a unit of roughly equal length
on the other. Thisiswhat F. M. Esfandiary does in discussing
the differences between Eastern and Western attitudes toward
science.

But you may also construct a comparison or contrast in
pairs of sentences:

The original Protestants had brought new passion into the ideal of
the state as a religious society and they had set about to discipline
this society more strictly than ever upon the pattern of the Bible.
The later Protestants reversed a fundamental purpose and became
the allies of individualism and the secular state.

Herbert Butterfield

Or both parts of the comparison may be held within a single
sentence, the total effect being built up from a series of such
sentences:

At first glance the traditions of journalism and scholarship seem
completely unlike: journalism so bustling, feverish, content with
daily oblivion; the academic world so sheltered, deliberate, and
hopeful of enduring products. It is true that both are concerned with
ascertainment and diffusion of truth. In journalism, however, the
emphasis falls on a rapid diffusion of fact and idea; in academic
work it falls on a prolonged, laborious ascertaimment.

Allen Nevins

How you build a comparison or contrast is related, of
course, to how you organize it. Using two paragraphs (or two
portions of a single paragraph) is better when you are organ-
izing around A and B—that is, treating each subject in its
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entirety. Proceeding by balanced sentences or halves of sen-
tences is better if you wish to focus on specific points of sim-
ilarity or difference.

Writing a comparison or contrast requires finally that you
think carefully about what you want to accomplish and how
you can best focus, organize, and work up the material. The
problem is further complicated by the fact that none of the
choices we have discussed is absolute. A paragraph is not re-
stricted to comparing or contrasting: it can do both. It does
not have to maintain only one focus: a skillful writer can shift.
And extended comparisons and contrasts can, and do, vary
their methods of building.

For Practice

> Study the following paragraph and consider these questions: (a)
Is the writer comparing, contrasting, or doing both? (b) Which of
the two subjects receives the focus? (c) How is the comparison or
contrast organized and how is it built?

Let's compare the U.S. to India, for example. We have 203 million
people, whereas she has 540 million on much less land. But look
at the impact of people on the land.

The average Indian eats his daily few cups of rice (or perhaps
wheat, whose production on American farms contributed to our
one percent per year drain in quality of our active farmland), draws
his bucket of water from the communal well and sleeps in a mud
hut. In his daily rounds to gather cow dung to burn to cook his rice
and warm his feet, his footsteps, along with those of millions of his
countrymen, help bring about a slow deterioration of the ability of
the land to support people. His contribution to the destruction of
the land is minimal.

An American, 6n the other hand, can be expected to destroy a
piece of land on which he builds a home, garage and driveway.
He will contribute his share to the 142 million tons of smoke and
fumes, seven million junked cars, 20 million tons of paper, 48 bil-
lion cans, and 26 billion bottles the overburdened environment
must absorb each year. To run his air conditioner he will stripmine
a Kentucky hillside, push the dirt and slate down into the stream,
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and burn coal in a power generator, whose smokestack contributes
to a plume of smoke massive enough to cause cloud seeding and
premature precipitation from Gulf winds which should be irrigating
the wheat farms of Minnesota. Wayre H. Davis

> Work up a contrast in one or two paragraphs on one of the
following subjects. Confine yourself to three or four points of dif-
ference and organize around the two subjects—that is, discuss all
the points with regard to A before going on to B:

. Any two cities you know well
People of two different nationalities
. A sports car and the family sedan

. Young people and the middle-aged
. Two sports

O A WN -

> Now compose another paragraph (or paragraphs) on the same
subject but this time organize around the three or four points of
difference.

D> Finally, still working with the same topics, write a third para-
graph beginning like this:

Yet despite these differences A and B are alike in several
ways.

Analogy

Analogy is a special kind of comparison in which a second
subject is introduced to explain or justify something about
the main topic. Here the American writer Flannery
O'Connor addresses a class in creative writing:

| understand that this is a course called "How the Writer Writes,"
and that each week you are exposed to a different writer who holds
forth on the subject. The only parallel I can think of to this is having
the zoo come to you, one animal at a time; and | suspect that what
you hear one week from the giraffe is contradicted next week by
the baboon.
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O'Connor's main subject is the course on writing. Her
analogy is visiting the zoo, or rather having the zoo visit you.
By means of the analogy she presents herself with comic sdif-
deprecation and, more seriously, suggests something about
the limitations of teaching creative writing.

Analogies differ from straightforward comparisons in sev-
eral ways. First, they are always focused on one topic, the
analogical subject being secondary, serving to clarify or em-
phasize or persuade. Second, the analogical subject usualy is
of a different nature from the main subject, so different that
most of us would not think the two at al similar. Comparison
typically involves things of similar sort—a Ford and Chev-
rolet, for example, or New Orleans and San Francisco, high
school and college. Analogies, on the other hand, often find
unexpected similarities in unlike things, such as a course in
writing and a visit from the zoo.

Analogy as Clarification

In exposition the most common function of an analogy is to
translate an abstract or difficult idea into more concrete or
familiar terms. That is certainly one of the ams of
O'Connor's andogy, asit is of this longer example, in which
an astronomer explains the philosophy of science:

Let us suppose that an ichthyologist is exploring the life of the
ocean. He casts a net into the water and brings up a fishy assort-
ment. Surveying his catch, he proceeds in the usual manner of a
scientist to systematize what it reveals. He arrives at two generali-
zations:

1. No sea-creature is less than two inches long.
2. All sea-creatures have gills.

These are both true of his catch, and he assumes tentatively that
they will remain true however often he repeats it.

In applying this analogy, the catch stands for the body of knowl-
edge which constitutes physical science, and the net for the sensory
and intellectual equipment which we use in obtaining it. The
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casting of the net corresponds to observation; for knowledge which
has not been or could not be obtained by observation is not ad-
mitted into physical science.

An onlooker may object that the first generalization is wrong.
"There are plenty of sea-creatures under two inches long, only your
net is not adapted to catch them." The ichthyologist dismisses this
objection contemptuously. "Anything uncatchable by my net is ipso
facto outside the scope of ichthyological knowledge, and is not part
of the kingdom of fishes which has been defined as the theme of
ichthyological knowledge. In short, what my net can't catch isn't
fish." Or—to translate the analogy—"If you are not simply guess-
ing, you are claiming a knowledge of the physical universe discov-
ered in some other way than by the methods of physical science,
and admittedly unverifiable by such methods. You are a meta-
physician. Bah!" Sr Arthur Eddington

Analogy as Persuasion

As well as clarifying the unfamiliar, analogies often have con-
siderable persuasive force. Before we look a an example,
though, we need to distinguish between logical and rhetorical
analogies. In logic, analogies are a specid form of proof; we
are not concerned with them here.

Our interest is exclusively in rhetorical analogies, and rhe-
torical analogies never constitute logical proof. At best they
are what has been called "a weak form of reasoning." They
merely suggest that because A resembles B in certain respects,
it also resembles it in others. But since the resemblance be-
tween A and B is never total and exact, what is true of one
cannot necessarily be applied to the other.

For example, some political thinkers have used the "simi-
larity" of a state to a ship to justify an authoritarian society.
They argue that a ship can survive storms only when author-
ity is completely in the hands of the captain, who rightfully
demands unquestioning obedience. So, they conclude, a state
can survive only if its citizens submit unhesitatingly to an
absolute ruler. But, of course, ships and states are not iden-
tical. What may be needed for safety at sea cannot be assumed
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to apply to good government on land. Such analogies which
claim to "prove" unwarranted conclusions are called "false"
or "unfair."

But even though they are not a form of logical proof, rhe-
torical analogies can be very persuasive. Consider this one
used by Abraham Lincoln in a speech opposing the spread of
davery to territories outside the South:

If | saw a venomous snake crawling in the road, any man would
say | might seize the nearest stick and kill it; but if | found that
snake in bed with my children, that would be another question. 1
might hurt the children more than the snake, and it might bite them.
Much more, if | found it in bed with my neighbor's children, and {
had bound myself by a solemn compact not to meddle with his
children under any circumstances, it would become me to let that
particular mode of getting rid of the gentleman alone. But if there
was a bed newly made up, to which the children were to be taken,
and it was proposed to take a batch of young snakes and put them
there with them, | take it no man would say there was any question
how i ought to decide. That is just the case. The new territories are
the newly made bed to which our children are to go, and it lies
with the nation to say whether they shall have snakes mixed up
with them or not. It does not seem as if there could be much hes-
itation what our policy should be.

Lincoln's argument simply assumes that slavery—the
“snake”—is wrong and does not prove it. But most of his
audience would not have needed proof. The essential point is
that slavery should not be alowed to spread beyond the
South, and the analogy is a striking, forceful explanation of
why not.

For Practice

> Identify the analogies in the following paragraph. What pur-
pose does each serve? Do you think they are effective?

| am an explorer, then, and I am also a stalker, or the instrument
of the hunt itself. Certain Indians used to carve long grooves along
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the wooden shafts of their arrows. They called the grooves "light-
ning marks," because they resembled the curved fissures lightning
slices down the trunks of trees. The function of lightning marks is
this: if the arrow fails to kill the game, blood from a deep wound
will channel along the lightning mark, streak down the arrow shaft,
and spatter to the ground, laying a trail dripped on broadleaves, on
stones, that the barefoot and trembling archer can follow into what-
ever deep or rare wilderness it leads. | am the arrow shaft, carved
along my length by unexpected lights and gashes from the very sky,
and this book is the straying trail of blood. Annie Dillard

D> Analogies are personal things that must grow out of one's ex-
perience and values. Here, however, are a few possibilities:

Reading a difficult book and climbing a mountain

A library and a cemetery

A person's (or a nation's) conception of reality and the wearing of
glasses

Try to develop an analogy in a single paragraph. The usual proce-
dure is to begin with the main topic (placed first in these examples),
or you may prefer to start off with the analogy, moving from there
into your main topic.



CHAPTER

Paragraph Development:
(3) Cause and Effect

Cause

One cannot write for very long without having to explain
why something happened or why it is true or false. There are
numerous strategies for developing causes or reasons.* The
simplest is to ask the question "Why?" and then to supply
the answer:

If, then, the language of the original colonists was merely the En-
glish of England, why does ours differ somewhat from theirs today?
Three reasons can be offered.

First, the people of Great Britain in the seventeenth century spoke
different local dialects. What we now consider to be standard En-
glish for England developed from the language of London and the
near-by counties. But the settlers of America came not only from
that region but also from many others. New England was settled
largely from the eastern counties. Pennsylvania received a heavy
immigration from the north of Ireland. English as it came to be
spoken in New England and much of Pennsylvania thus naturally
was not the same English that developed as the standard in England.
For instance in what we consider typical British English of today,

1. Cause and reason are not strict synonyms: the former is more general and
includes the latter. But we'll use them interchangeably.
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the final r has been lost. It is, however, partially preserved in Gen-
eral American, possibly because the Scotch-Irish of the eighteenth
century preserved that sound, as they still do in Ireland.

A second cause for the difference between the two countries lies
in mere isolation. Language is always changing. When two groups
of people speaking the same language are separated and remain in
comparative isolation, change continues in the language of both
groups, but naturally it does not continue in the same direction and
at the same rate with both of them. The languages thus tend to
become different.

Third, the language in the United States has been subjected to
various influences that have not affected the language in Great Brit-
ain—the environment, the languages of other early colonists and
of later immigrants. George R. Stewart

Development by reasons may be more subtle. Instead of
using a question-answer strategy and explicitly announcing
reasons, a writer may leave the causa relationships implicit.
The connection exists in the substructure of ideas but is not
spelled out. In the following paragraph, for instance, only the
"for" in the opening sentence makes the idea of causality ex-
plicit:

The cult of beauty in women, which we smile at as though it were
one of the culture's harmless follies, is, in fact, an insanity, for it is
posited on a false view of reality. Women are not more beautiful
than men. The obligation to be beautiful is an artificial burden,
imposed by men on women, that keeps both sexes clinging to child-
hood, the woman forced to remain a charming, dependent child,
the man driven by his unconscious desire to be—like an infant—
loved and taken care of simply for his beautiful self. Woman's mask
of beauty is the face of a child, a revelation of the tragic sexual
immaturity of both sexes in our culture. Una stannard

Ordering Reasons within the Paragraph

Sometimes you will work with only a single reason, repeating
or expanding it in various ways. this is what Una Stannard
does in the preceding paragraph. Other topics involve severa
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reasons, as in the passage by Professor Stewart. In that case
you must arrange them in a significant order. If the causes are
serial—that is, if A iscaused by B, B by C, and C by D—the
organization is predetermined: A—B—C—D.

But severa reasons al contributing to the same conse-
guence may be paralléel, that is, having no causal connection
within themselves and related only in al contributing to the
same result. (Again, the passage by Professor Stewart is an
example.) With paralel reasons you have more choice of ar-
rangement. If they have an order in time, you will probably
follow that. If they do not, you will probably have to rank
the reasons in order of importance, usually, though not in-
variably, leading up to the most important:

| doubt if the English temperament is wholly favourable to the de-
velopment of the essayist. In the first place, an Anglo-Saxon likes
doing things better than thinking about them; and in his memories,
he is apt to recall how a thing was done rather than why it was
done. In the next place, we are naturally rather prudent and secre-
tive; we say that a man must not wear his heart upon his sleeve,
and that is just what the essayist must do. We have a horror of
giving ourselves away, and we like to keep ourselves to ourselves.
"The Englishman's home is his castle," says another proverb. But
the essayist must not have a castle, or if he does, both the grounds
and the living-rooms must be open to the inspection of the
public. A. C. Benson

Reversing the order of Benson's two reasons would not im-
pair the logic of his paragraph. However, it would disrupt the
climactic structure. While Benson nowhere says that he con-
siders the second reason more important, he gives it more
than twice the space and repeats it three times.

Effects

Effects or consequences’ are handled much the same as rea-
sons. But now the topic idea is regarded as causing the con-

2. Theseterms, too, will be used synonymously.
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sequences discussed in the remainder of the paragraph. The
paragraph may treat only a single effect, as in this passage
about the moon affecting the tides:

If the moon were suddenly struck out of existence, we should be
immediately appraised of the fact by a wail from every seaport in
the kingdom. From London and from Liverpool we should hear the
same story—the rise and fall of the tide had almost ceased. The
ships in dock could not get out; the ships outside could not get in;
and the maritime commerce of the world would be thrown into
dire confusion. Robert Ball

Multiple Effects

Often, however, a topic entails several effects, not just one,
as in the following case (the writer is concerned with what
the automobile has done to our society):

Thirdly, 1 worry about the private automobile. It is a dirty, noisy,
wasteful, and lonely means of travel. It pollutes the air, ruins the
safety and sociability of the street, and exercises upon the individual
a discipline which takes away far more freedom than it gives him.
It causes an enormous amount of land to be unnecessarily ab-
stracted from nature and from plant life and to become devoid of
any natural function. It explodes cities, grievously impairs the
whole institution of neighborliness, fragmentizes and destroys com-
munities. It has already spelled the end of our cities as real cultural
and social communities, and has made impossible the construction
of any others in their place. Together with the airplane, it has
crowded out other, more civilized and more convenient means of
transport, leaving older people, infirm people, poor people and
children in a worse situation than they were a hundred years ago.
It continues to lend a terrible element of fragility to our civilization,
placing us in a situation where our life would break down com-
pletely if anything ever interfered with the oil supply.

George F. Kennan

Kennan does not label the logic of his paragraph, not even
by brief connectives like therefore or and so. But the sentence
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structure keeps the logic clear. Sentence after sentence begins
with subject-verb, which suggests the cause-effect relation-
ship: "It [the private automobile] is... It pollutes... It
causes ... It explodes... It has...” The repetition of this
pattern supports and clarifies the logic—an example of how
sentence structure contributes to paragraph unity.

Cause and Effect

Thus far we have seen paragraphs that develop reasons to
support the topic and those that develop effects. Often, how-
ever, cause and effect are more intimately related. Many
things are simultaneously causes and effects, as when the re-
sult you expect an action to have is the reason you do it. In
Kennan’s paragraph above the dire consequences of the au-
tomobile are why he worries about it. The journalist Pete
Hamill expresses much the same point in the following para-
graph, explaining that what the car has done to our society
makes it "one of our jailers":

In fact, the automobile, which was hailed as a liberator of human
beings early in this century, has become one of our jailers. The city
air, harbor-cool and fresh at dawn, is a sewer by 10. The 40-hour
week, for which so many good union people died, is now a joke;
on an average day, a large number of people now spend three to
four hours simply traveling to those eight-hour-a-day jobs, stalled
on roads, idling at bridges or in tunnels. Parking fees are $5 to $10
a day. The ruined city streets cost hundreds more for gashed tires,
missing hubcaps and rattled engines.

Frequently cause and effect compose a chain. A gives rise to
B, B to C, and so on. Thus B would be both the effect of A
and the cause of C. This paragraph about the effect of tele-
vision in the 1950s on boxing (what the writer cals "the Sweet
Science") develops such a series of causes and effects:

The immediate crisis [of boxing] in the United States, forestalling
the one high living standards might bring on, has been caused by
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the popularization of a ridiculous gadget called television. This is
utilized in the sale of beer and razor blades. The clients of the
television companies, by putting on a free boxing show almost
every night of the week, have knocked out of business the hundreds
of small-city and neighborhood boxing clubs where youngsters had
a chance to learn their trade and journeymen to mature their skill.
Consequently the number of good new prospects diminishes with
every year, and the peddlers' public is already being asked to be-
lieve that a boy with perhaps ten or fifteen fights behind him is a
topnotch performer. Neither advertising agencies nor brewers, and
least of all the networks, give a hoot if they push the Sweet Science
back into a period of genre painting. When it is in coma they will
find some other way to peddle their peanuts. A.J. Liebling

Liebling treats both reasons and consequences. The initia
cause is the use of television to sdl products, the ultimate
effect is the deterioration of prizefighting. But linking these
are severd conditions, each the effect of apreceding cause and
the cause of a subsequent effect:

Initial cause: The hucksterism of television
Ef:ect: Too many prizefights
Effect: Disappearance of the small fight club
Eﬁiect: Inadequate training of young boxers
Final effect: Deterioration of professional boxing

All this is clearly conveyed with only a single transitional
adverb ("consequently"), used to signal the chief result.

For Practice

> Analyze the cause-effect pattern in the following paragraph by
making a rough diagram like that following the passage by A. J.
Liebling.
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It has been a cruel decade for the magazine business. Rising pro-
duction costs, postal increases and soaring paper prices have made
it much more difficult to turn a profit. Television has proved a tough
competitor for advertising and audience, and many of the mass
circulation giants, among them Life, Look, and The Saturday Eve-
ning Post, have floundered or failed in the contest. Nancy Henry

> Compose a single paragrap