
W
R

I
T

I
N

G
 A

B
O

U
T
 L

I
T

E
R

A
T

U
R

E

T
H
E W

R
ITE A

D
V
IC

E
s

p
e

c
ia

l
 e

d
it

io
n

V
 u

n
iv

e
r

s
it

y
 o

f
 w

e
s

t
 f

l
o

r
id

a
’s

 w
r

it
in

g
 l

a
b

 
w

w
w

.u
w

f
.e

d
u

/
w

r
it

e
l

a
b

N
o
ve

ls
, P

ro
s
e
, a

n
d
 P

o
e
try, O

h
 M

y
!

W
riting About Literature

A Note from
 the Editor

Chris Yow

You’re a freshm
an or a sophom

ore in your first real lit class (or a junior,
senior, or grad w

ho’s still struggling), and your instructor wants you to w
rite about

som
ething you’ve read.  Never m

ind that you have no idea w
hat the w

ork is trying
to say, w

hat could you possibly have to say about it?  You know
 nothing about the

era it was w
ritten in; you aren’t sure you have a firm

 grasp on how
 econom

ics and
gender relate to each other; you can’t see how

 a scarlet “A” can m
ean “art”; you

thought Blake w
rote just poem

s; you firm
ly believe (despite your ow

n gram
m

atical
insecurities) that Low

ry and Joyce could use som
e pointers; you can’t even

pronounce M
iddle English; and despite your instructor’s insistence to the contrary,

Hurston, Twain, and Shakespeare really are foreign languages.  Som
ehow, that

career in rocket science isn’t looking quite so daunting.
First of all—relax.  Take a deep breath and pick up a pen and your text, not a

piece of paper.  Good w
riting com

es from
 good reading, and to read w

ell, you need
to w

rite on w
hat you’re reading.  The academ

ic w
ord for this activity is

“m
arginalia,” so you can feel sm

art about it.  W
rite

 q
u
e
stio

n
s
 a

n
d
 c

o
m

-

m
e
n
ts  on anything that disturbs, confuses, or intrigues you in the text.  M

ark
w

ords that you don’t understand and look them
 up.  Then re

-re
a
d and w

rite
som

e m
ore.  Second—open your m

ou th in class.  D
is

c
u
s
s
 w

ith
 yo

u
r

in
stru

c
to

r a
n
d
 yo

u
r c

la
s
s
m

ate
s  the things you’ve w

ritten in your
m

arginalia.  Don’t think you have to sound brilliant; you don’t.  And d
o
n
’t b

e

a
fra

id
 to

 a
s
k a stupid question; there’s no such thing.  Of course, ta

k
e
 g

o
o
d

n
o
te

s
 in

 c
la

s
s and always, always expand your m

arginalia w
hen your instructor

points out key lines or passages.  By now
 you should be getting a better grasp on

com
prehending the w

ork you’re reading and on som
e of the issues that can be

pulled from
 it.  Third—go b

u
y P

re
n
tic

e
 H

a
ll’s

 P
o
c
k
e
t G

u
id

e
 to

 W
ritin

g

a
b
o
u
t Lite

ra
tu

re
 by Edward A. Shannon and read it and use it.  It’s an

invaluable source for the beginning and adv anced student trying to w
rite about

literature.  Fourth—
w

rite
 e

a
rly .  Give yourself tim

e to let your printer or
com

puter have a m
igraine, tim

e to m
ake som

e sloppy drafts, tim
e to m

ake
revisions, and tim

e to ha ve your instructor or an experienced reader give you
suggestions.  Fifth—

re
vis

e som
e m

ore, edit for surf ace errors, cross your fingers,
and turn your paper in.  And w

hen you get it back, no m
atter w

hat the grade is,
read  your instructor’s com

m
ents and log  them

 into your brain for future w
riting

endeavors.  The instructor ha sn’t w
ritten the com

m
ents just to defend the grade he

or she has given you.
As a tool to help you in this pr ocess, this special edition of The W

rite Advice
includes som

e articles, pointers, and style guidelines to help you na vigate your
way through som

e of the pitfalls, danger zones, and headaches of w
riting abou t

literature.  A
s
 a

lw
a
ys

, th
e
 W

ritin
g
 La

b
 is

 a
va

ila
b
le

 fo
r p

a
p
e
r

re
a
d
in

g
s
, a

n
d
 yo

u
 c

a
n
 c

a
ll o

r e
m

a
il o

u
r G

ra
m

m
a
r H

o
tlin

e
 if yo

u

c
a
n
’t fig

u
re

 o
u
t h

o
w

 to
 d

o
 a

 c
ita

tio
n
, w

h
e
re

 a
 q

u
e
stio

n
 m

a
rk

 g
o
e
s

a
t th

e
 e

n
d
 o

f a
 q

u
o
tatio

n
, o

r h
o
w

 to
 d

o
 a

n
yth

in
g
 e

ls
e
 re

la te
d
 to

w
ritte

n
 o

r s
p
o
k
e
n
 E

n
g
lis

h
.   So use your resources and com

m
on sense, and

good luck.  And forget about contem
plating changing your m

ajor to som
ething less

risky and m
ore concrete like neurosurgery or nuclear physics.

Ita
lic

ize
 T

h
is

!
By M

am
ie W

ebb Hixon
W

riting Lab Director

Book Titles
The Prentice Hall Anthology of African-Am

erican
Literature
The Heaven of M

ercury
M

ovies
A Beautiful M

ind
Plays

A Streetcar Nam
ed Desire

TV  Program
s

Law
 & Order

M
usicals

The Lion King
Album

s/CDs
The Songs of Life

New
spapers

The New
 York Tim

es
M

agazines
Good Housekeeping

Paintings
The M

ona Lisa
Sculptures

David
Ships

The Titanic
Particular Aircraft

The Hindenburg
Challenger

(Particular aircraft, not m
akes or types such as Piper or Boeing 757)

Italics are also used to identify foreign w
ords or phrases that have not becom

e fully
anglicized/naturalized, that is, adapted to English us age w

ithout alteration. The
problem

 lies in determ
ining w

hich w
ords and phrases have becom

e anglicized. M
ost

handbooks recom
m

end that you consult a dictionar y if in doubt. The Chicago M
anual

of Style (CM
S) states that “standardization relies on w

hether the w
ord or phrase has

m
ade its way into a standard English dictionary. Such w

ords and phrases m
ay be

regarded as having been adopted into English and a s therefore not needing to be
italicized [sic]. The adoption, how

ever , does not m
ean that the item

 has necessarily
becom

e fam
iliar to all. Fam

iliarity is relative....  M
any w

ords that ha ve long resided
in standard English dictionaries are unf am

iliar to m
ost of us, and that [fact] has not

been a reason to italicize them
.” CM

S continues by stating that “the decision [to
italicize a foreign w

ord or phrase] m
ight be based on a blend of considerations—

fam
iliarity, inclusion in a dictionar y, and sym

pathy w
ith the reader” (211-212).

Som
e com

m
on foreign w

ords, phrases and expressions w
hich have becom

e
anglicized are as follow

s:

cum
 laude

ad hoc com
m

ittee
bon voyage

alum
na

hacienda
laissez faire

genre
karate

de facto
double entendre

cliché
ex officio

There is no need to underline/italicize these w
ords in a text.

T
hose w

ho w
rite clearly have readers; those w

ho
w

rite obscurely have com
m

entators.
A

nonym
ous

A
 w

ord is dead
w

hen it is said
som

e say
I say
It just begins to live
T

hat day
E

m
ily D

ickinson

T
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/
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3
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U
s
e
 th

e
 p

re
s
e
n
t te

n
s
e
 to

 d
is

c
u
s
s
 th

e
 c

o
n
te

n
ts

 o
f a

 lite
ra

ry
 w

o
rk, even

though the w
ork was, of course, w

ritten in the past and even though the au thor m
ay

have used past tense throughout the w
ork.  It is said that the inform

ation about
characters in literature exists in w

hat is called the “eternal present,” since for every
new

 reader, for exam
ple, “Invisible M

an by Ralph Ellison c
h
a
rts the journey…

” and
W

illy Lom
an is the tragic hero…

”:

Invisible M
an by Ralph Ellison c

h
a
rts the physical and psychological journey of

a black m
an from

 the South to Harlem
.

W
illy Lom

an is the hero in Arthur M
iller’s Death of a Salesm

an .  He is the
quintessential com

m
on m

an, w
hose seem

ingly petty failures a
re

 ra
is

e
d to the

level of tragedy.

W
hen discussing the facts of the w

riting and publication of a literary w
ork, use the

past tense.  Historical inform
ation abou t the author should also be expressed in the

past tense. Inform
ation about the w

ork itself and other historical facts are usually
expressed in present tense.  Current facts about living authors should be expressed in
the present tense too.

Edgar Allan Poe b
e
c
a
m

e fam
ous w

ith his publication of the poem
 “The R aven.”

The novelist W
illa Cather g

re
w

 u
p in Nebraska, and the prairie countr y is the

setting for m
any of her w

orks.

Nathaniel Haw
thorne w

a
s a New

 Englander and a w
riter of short stories and

novels.  Am
ong his w

orks a
re The House of Seven Gables  and his m

asterpiece
The Scarlet Letter.

Toni M
orrison re

c
e
ive

d the Nobel Prize for literature in 1993 and is the first
African Am

erican to receive this a ward.  (The present tense is used to indicate
the historical present.)

S
A

M
P

L
E
 “

W
O

R
K

S
 C

IT
E
D

”
 E

N
T
R

IE
S

By  Stephen E. W
illoughby

The M
odern Language Association (M

LA) requires that researchers, or au thors,
“generously acknow

ledge their debts to predecessors by carefully docum
enting each

source, so that earlier contributions receive appropriate credit” (142).  It is custom
ary to

provide this inform
ation on w

hat is called a W
ork(s) Cited page.  The W

ork(s) Cited
page is the last num

bered page of the research paper—the W
ork(s) Cited page IS A

SEPARATE PAGE.  At the top and centered, w
rite “W

orks Cited” if you are using m
ore

than one source and “W
ork Cited” if you use only one.  Lines are double-spaced

throughout.  For additional inform
ation, consult the M

LA Handbook for W
riters of

Research Papers, 6th ed., or visit the W
riting Lab (Bldg. 51, Rm

. 157).

Follow
 the stipulated M

LA form
at:

A
 N

O
V

E
L

Author’s Name. Title of Novel. City, State: Publisher, copyright date.

Follett, Ken. Pillars of the Earth. New York: M
orrow, 1989.

A
 W

O
R

K
 IN

 A
N

 A
N

T
H

O
LO

G
Y

Au thor’s Name. Title of W
ork. Title of Antholog y. Name(s) of Editor(s). City,

 State: Publisher, Copyright Date. Pages of Selection.

Shakespeare, W
illiam. “The History of Troilus and Cressida.” The Riverside

Shakespeare . Eds. G. Blakemore Evans, J.J.M
. Tobin, et al. Boston: Houghton

 M
ifflin Company, 1997. 477-532.

A
 J

O
U

R
N

A
L

Au thor’s Name. “Title of Article.” Title of Jour nal Volume Number (Year): Pages of Selection.

W
inslow, Joan D. “The Stranger W

ithin: Two Stories by Oates and Hawthorne.” Studies in Short

Fiction 17 (1980): 263-8.

A
 J

O
U

R
N

A
L A

R
T
IC

LE
 FR

O
M

 A
N

 O
N

LIN
E
 S

O
U

R
C

E

Au thor’s Name. “Title of Article.” Title of Jour nal Volume or Issue Number (Year): Pages. Name of

Databa se. Date of Access <website>.

Reid, Nicholas. “Form in Coleridge, and in P erception and Art M
ore Generally .” Romanticism on

the Net 26 (2002) 27 January 2005 <http://www.erudit.org/ revue/ron/2002/v/

n26/005699ar.html>.

T
H

E
 B

IB
LE

Name of the Bible. Editor(s). City, State of Publication: Publisher,  Copyright Date.

NIV Study Bible. Ed. Kenneth L. Barker. Grand Rapids: Zondervan, 2002.

W
O

R
K

 C
IT

ED

Gilbadi, Joseph, ed. M
L A Handbook for W

rtiers of Research P apers. 6th ed. New York: The

M
odern Language Associate of America, 2003.
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In
troductory V

erbs for Q
uotation

s
by  C

arol R
ose

W
hen

 you’re in
corporatin

g quoted m
aterial in

to your text from

an
oth

er source, try to get aw
ay from

 th
e stereotyped verbs says, w

rites,

thin
ks, or feels.

T
he citation

 leadin
g up to a quotation

 represen
ts an

 im
portan

t lin
k

betw
een

 your thoughts an
d those of your source.  T

he in
troductory verb

can
 tell your reader som

ethin
g abou

t your reason
s for presen

tin
g the

quotation
 an

d its con
text in

 the w
ork that you’re takin

g it from
.  Try these

verbs below
 to create som

e n
ew

 an
d in

terestin
g possibilities:

ackn
ow

ledges
con

cedes
en

dorses
poin

ts ou
t

adds
con

firm
s

establish
es

proposes

adm
its

con
ten

ds
explain

s
reason

s

agrees
con

tin
ues

fin
ds

refu
tes

argues
declares

gran
ts

respon
ds

asserts
den

ies
im

plies
states

believes
disagrees

in
sists

suggests

claim
s

dispu
tes

m
ain

tain
s

com
pares

em
ph

asizes
n
otes

T
he follow

in
g are exam

ples of w
ays to vary in

troductory verbs:

In the w
ords of H

erbert Terrace, “. . . .”

A
s Flora D

avis has noted, “. . . .”

The G
ardners, W

hashoe’s trainers, point out that “. . . .”

“. . .” claim
s N

oam
 C

hom
sky.

Psychologist H
. S

. Terrace offers an odd argum
ent for this view

: “. . . .”

Terrace answ
ers these objections w

ith the follow
ing analysis:  “. . . .”

Verbs that suggest you agree w
ith your source in

clude the follow
in

g:

n
otes

poin
ts ou

t
suggests

has discovered

Verbs that suggest you are n
eu

tral or that you disagree w
ith your source

in
clude the follow

in
g:

alleges
claim

s
con

ten
ds

argues

yards" w
hen you m

ean "He kicked that ball only ten yards."
27.

O
rie

n
ta

te The new
 students becom

e oriented, not orientated. The sam
e

thing applies to a
d
m

in
istra

te -- w
e adm

inister a project.
28.

P
e
r Use according  to instead. W

e did it per your instructions? Naah. (This
w

ord is used frequently in legal language and in technical specifications,
w

here it seem
s to be necessary and acceptable.)

29.
P

lu
s Don't use this w

ord as a conjunction. Use and  instead.
30.

P
o
in

t in
 tim

e Forget it! At this tim
e or at this point or now

 w
ill do the job.

31.
P

re
v
io

u
s as in "our previous discussion." Use earlier or nothing at all.

32.
S

o
 a

s
 to Usually, a sim

ple to w
ill do.

33.
S

u
p
p
o
s
e
 to

, u
s
e
 to

. The hard "d" sound in supposed to and used to
disappears in pronunciation, but it shouldn't disappear in spelling. "W

e used
to do that" or "W

e w
ere supposed  to do it this way."

34.
T
h
e
 re

a
s
o
n
 w

h
y
 is

 b
e
c
a
u
s
e
. Deja vu  all over again!

35.
T
h
ru This nonstandard spelling of through  should not be used in academ

ic
prose.

36.
‘T

il Don't use this w
ord instead of until or till, even in bad poetry.

37.
T
ry

 a
n
d Don't try and do som

ething. Try to do som
ething.

38.
T
h
u
s
ly Use thus or therefore instead.

39.
U

tilize Don't use this w
ord w

here use  w
ould suffice. (Sam

e goes for
utilization. )

40.
V
e
ry, re

a
lly, q

u
ite

 (a
n
d
 o

th
e
r in

te
n
s
ifie

rs
) Like basically,  these

w
ords seldom

 add anything useful. T ry the sentence w
ithout them

 and see if
it im

proves.
Reprinted, by perm

ission, from
 Darling, Guide to Good Gram

m
ar

(w
w

w.ccc.com
m

net.edu/gram
m

ar), Capital Com
m

unity College, Hartford, CT

P
la

g
u
e
 W

o
rd

s
 a

n
d
 P

h
ra

s
e
s

by  Charles Darling, Professor of English, Capital Com
m

unity College, Hartford, CT
w

w
w.ccc.com

m
net.edu/gram

m
ar

Avoid problem
s created by these w

ords or phrases:

1.
A

n
d
 a

ls
o This construction is often redundant.

2.
A

n
d
/

o
r Outside of the legal w

orld, m
ost of the tim

e this construction is
used, it is neither necessary nor logical. Try using one w

ord or the other.
3.

A
s
 to

 w
h
e
th

e
r The single w

ord w
hether w

ill suffice.
4.

B
a
s
ic

a
lly, e

s
s
e
n
tia

lly, to
ta

lly These w
ords seldom

 add anything
useful to a sentence. Try the sentence w

ithout them
, and, alm

ost always, you
w

ill see the sentence im
prove.

5.
B

e
in

g
 th

a
t or b

e
in

g
 a

s These w
ords are a nonstandard substitu te for

because.  Being that Because I was the youngest child, I always w
ore hand-

m
e-dow

ns.
6.

C
o
n
s
id

e
re

d
 to

 b
e Elim

inate the to be and, unless it's im
portant w

ho's
doing the considering, try to elim

inate the entire phrase.
7.

D
u
e
 to

 th
e
 fa

c
t th

a
t Using this phrase is a sure sign that your sentence

is in trouble. Did you m
ean because? Due to  is acceptable after a linking

verb (The team
's failure was due to illness am

ong the stars.); otherw
ise,

avoid it.
8.

E
a
c
h
 a

n
d
 e

ve
ry One or the other, but not both.

9.
E
q
u
a
lly a

s Som
ething can be equally im

portant or as im
portant as, but not

equally as im
portant.

10.
E
tc

. This abbreviation often suggests a kind of laziness. I t m
ight be better

to provide one m
ore exam

ple, thereby suggesting that you could ha ve
w

ritten m
ore, but chose not to.

11.
H

e
/

s
h
e is a convention created to a void gender bias in w

riting, but it
doesn't w

ork very w
ell, and it becom

es dow
nri ght obtrusive if it appears

often. Use he or she or pluralize (w
here appropriate) so you can avoid the

problem
 of the gender-specific pr onoun altogether.

12.
F
irstly, s

e
c
o
n
d
ly, th

ird
ly, etc. Num

ber things w
ith first, second,  third,

etc. and not w
ith these adverbial form

s.
13.

G
o
t M

any w
riters regard got as an ugly w

ord, and the y have a point. If you
can avoid it in w

riting, do so. I ha ve got to m
ust begin studying right away. I

have got tw
o pairs of sneak ers.

14.
H

a
d
 o

u
g
h
t or h

a
d
n
't o

u
g
h
t. Elim

inate the auxiliar y had.  You hadn't
ought not to pester your sister that way.

15.
In

te
re

stin
g One of the least interesting w

ords in English, the w
ord you use

to describe an ugly baby . If you show
 us w

hy som
ething is interesting, you're

doing your job.
16.

In
 te

rm
s
 o

f See if you can elim
inate this phra se.

17.
Irre

g
a
rd

le
s
s No one w

ord w
ill get you in tr ouble w

ith the boss faster than
this one.

18.
K

in
d
 o

f or s
o
rt o

f. These are OK in inform
al situations, but in form

al
academ

ic prose, substitute som
ew

hat, rather or slightly. W
e w

ere kind of
rather pleased w

ith the results.
19.

L
ite

ra
lly This w

ord m
ight be confused w

ith literarily, a seldom
-used adverb

relating to authors or scholars and their various professions. Usually, though,
if you say it's "literally a jungle out there," you probably m

ean figuratively,
but you're probably better off w

ithout either w
ord.

20.
L
o
ts or lo

ts
 o

f In academ
ic prose, avoid these colloquialism

s w
hen you

can use m
any or m

uch. Rem
em

ber, too, that a lo
t o

f requires three w
ords:

"He spent a lot of m
oney" (not alot of).

21.
J
u
st Use only w

hen you need it, as in just the right am
ount.

22.
N

a
tu

re See if you can get rid of this w
ord. M

ovies of a violent nature are
probably just violent m

ovies.
23.

N
e
c
e
s
s
ita

te It's hard to im
agine a situation that w

ould necessitate the
use of this w

ord.
24.

O
f Don't w

rite w
ould o

f, should o
f, could o

f w
hen you m

ean w
ould h

a
ve,

should h
a
ve, could h

a
ve .

25.
O

n
 a

c
c
o
u
n
t o

f Use because instead.
26.

O
n
ly Look out for placem

ent. Don't w
rite "He only kicked that ball ten
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by Am
y Chavers

According to the M
LA Handbook

•
W

hen using quotations fr om
 poetry in your ow

n w
riting, m

ake sure you
use quotation m

arks to fram
e the w

ork being quoted.

Bradstreet fram
es the poem

 w
ith a sense of m

orality:  “All things w
ithin this

fading w
orld hath end” (1).

•
If you are quoting tw

o or three consecutive lines of poetry, you should
separate each line w

ith a slash m
ark (/).

Cullen concludes, “Of all the things that happened here / That’s all that I
rem

em
ber” (11-12).

•
Please note the spacing around the slash m

ark.  The M
LA Handbook

show
s spaces on both sodes of the sla sh m

ark.

•
Notice in the exam

ples that the line num
bers are put in parentheses

directly follow
ing the closing quotation m

ark.  The w
ord “line” or an “l” is

not necessary; sim
ply put the num

ber(s) of the corresponding lines from
the text being quoted.  Also notice that the period is placed after the
closing parenthesis.  If you are quoting a line of poetr y that ends in a
question m

ark, this punctuation w
ill go inside the quotation m

ark, and a
period w

ill still follow
 the closing parenthesis.

“W
hat need you / To follow

 in a house w
here tw

ice so m
any / Ha ve a com

m
and

to tend you?” (4-6).

•
Quotations of 4 or m

ore lines of poetr y should
--begin on a new

 line
--be indented 10 spaces from

 the left m
argin

--be double spaced
--not have quotation m

arks
--have a period (or ending punctuation m

ark) af ter the final w
ord of the

quoted poetry, before the parenthesis w
ith the page num

ber.

Elizabeth Bishop’s “In the W
aiting Room

” is rich in evocative detail:
It was w

inter.  It got dark
early.  The waiting room
was full of grow

n-up people;
arctics and overcoats,
lam

ps and m
agazines. (6-1 0)

•
W

hen quoting a poem
 w

ith unusual spacing or spatial arrangem
ents,

reproduce the lines as accurately as possible.

e. e. cum
m

ings concludes the poem
 w

ith this v alid description of a carefree
scene, reinforced by the carefree form

 of the lines them
selves:

it’s
spring
and

     
the

          
goat-footed

balloonM
an

w
histles

far
and
w

ee (16-24)

•
If you are quoting a piece of a poem

 that begins in the m
iddle of a line,

the partial line should be positioned w
here it is in the original text and

should not be shifted to the left m
argin.

In a poem
 about Thom

as Hardy (“T.H.”), M
olly Holden recalls her encounter w

ith
a “young dog fox” one m

orning:
I rem

em
ber

he glanced at m
e in just that way, independent

and unabashed, the handsom
e sidelong look

that w
ent round and about but never directly

m
et m

y eyes, for that w
ould betray his soul.

He was not being sly, only careful.  (38-43)

W
R
IT
IN

G
 A

B
O
U
T
 P

O
E
T
R
YW

ritin
g A

bout P
oetry

Dr. Bill Freind

To w
rite w

ell about poetry, one needs to read w
ell.  Here are a few

 tips for
reading poem

s that w
ill help to m

ake the process of reading and w
riting a little

easier.•
Read the poem

 at least five tim
es.  There’s no way to understand a

good poem
 after only one or tw

o hasty readings.
•

Annotate as you read.  Underline, com
m

ent, w
rite questions in the

m
argins of your book.

•
Use a dictionary to look up w

ords you don’t know.  If the poem
 has

footnotes or endnotes, be sure to read them
.

•
Rem

em
ber that poetry com

es not only from
 the literal m

eaning of
the w

ords, but also from
 their sound.  Pay attention to how

 the
poem

’s m
usic—its rhym

e, rhythm
, assonance and consonance—

contributes to the m
ood or m

eaning of the poem
.

O
rgan

ization
 T

opics for a P
oetry P

aper
Adapted from

 Dr. Pierre Kaufke’s Outline for a Poetry Paper

Introduction
W

hat background inform
ation do you know

 abou t the poet or poem
?

Defining the speaker
W

ho is the speaker?
W

hat inform
ation do you ha ve about the author?

Does defining the speak er shed any light on any of the elem
ents in the

poem
?

Defining the situation and the setting
Do the tim

e and place of the poem
’s action link to the poem

 contextu-
ally?

Defining structure
W

hat is the external structure of the poem
:  form

, rhym
e schem

e,
pattern, appearance?
W

hat is the poem
’s internal structure:  content, plot, story?  Is it

dram
atic or narrative?

Is there a tw
ist?

How
 do the internal and external structures interrelate?

Defining language
W

hat is the m
eter or rhythm

?  W
hat are their effects?

W
hat m

etaphors, sim
iles, sym

bols, or allusions are used?  W
hat are

their effects?
How

 does the poem
 sound?  W

hat are the effects of the sound?

ConclusionCan you sum
m

arize the poem
?

Can you m
ake a connection to it personally or universally?

D
on’t expect your reader to accept a piece of

w
riting you w

ouldn’t accept yourself.
D

onald H
. R

oss

T
hat’s not w

riting, that’s typing.
T

rum
an C

apote
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Adapted from
 Dr. M

ary Low
e-Evans’ Stylistic Pointers

1.
Start early.  Finish a ro

u
g
h
 d

ra
ft early.  Allow

 tim
e to test your product on

an educated reader w
ho can tell you w

hat’s confusing, m
issing, or just plain

w
rong.

2.
Anchor your argum

ents and a ssum
ptions in the text you are critiquing; that

is, use quotation and paraphra se from
 the text as e

v
id

e
n
c
e  to support your

c
la

im
s.

3.
The first tim

e you m
ention a critic’s or author’s w

ork, give his or her fu
ll

n
a
m

e
 a

n
d
 th

e
 fu

ll title
 o

f th
e
 w

o
rk

; subsequently, use the critic’s or
author’s last nam

e only and possibly a shortened title if you are referring to
m

ore than one w
ork by the sam

e author.
4.

Use an a
p
p
ro

p
ria

te
 ve

rb to introduce a quotation.  Here are a few
possibilities:  asserts, argues, contends, points out, observes, notes, insists,
questions, denies, claim

s.  Seldom
 does a critic, an author, or even a

character sim
ply “say” or “state” anything.

5.
Have your g

ra
m

m
a
r h

a
n
d
b
o
o
k
, d

ic
tio

n
a
ry, th

e
s
a
u
ru

s
, and this

style sheet handy as you edit and revise.  There’s no need to constantly
check these resources w

hile you’re drafting, but they should all be involved
in your revision process.

6.
For recounting or describing events or characters in a w

ork of fiction, use
p
re

s
e
n
t te

n
s
e.

7.
A

vo
id

 u
s
in

g
 v

a
g
u
e
 w

o
rd

s and phrases such as “m
any” or “good.”  Be

specific.
8.

Avoid using p
ro

n
o
u
n
s such as “this,” “that,” “these,” “w

hich,” or “those”
w

ithout adding a noun.
9.

Avoid using the p
a
s
s
ive

 vo
ic

e.
10.

Avoid using present progressive tense:  “Joyce is suggesting that . . . .”
11.

Do not use s
e
c
o
n
d
 p

e
rs

o
n
 p

ro
n
o
u
n
s, except w

hen quoting.
12.

Use first p
e
rs

o
n
 p

ro
n
o
u
n
s sparingly.

13.
M

ake sure you lead your reader fr om
 one idea to another by w ay of

strategically placed tra
n
s
itio

n
a
l w

o
rd

s
, s

e
n
te

n
c
e
s
, o

r

p
a
ra

g
ra

p
h
s .  Your reader should read carefully ever ything you put on the

page, but she can’t read your m
ind.

14.
From

 tim
e to tim

e, rem
ind your reader of how

 a particular point you are
m

aking relates back to and adv ances your thesis.
15.

Collapse prepositional phrases into adjectives and adverbs.  F or exam
ple,

prefer “the green-haired creature” to “the creature w
ith green hair.”

16.
Do not use the sam

e descriptive term
 m

ore than tw
ice on a page and rarely

(usually for effect) in adjoining sentences.
17.

C
o
m

b
in

e
 s

h
o
rt, c

h
o
p
p
y
 s

e
n
te

n
c
e
s into longer, m

ore sophisticated
sentences by using subordinate clauses.  Choppy:  “Sir Arthur Conan Doyle
believed that the fairy photographs w

ere genuine.  He was the sam
e author

w
ho had created the ultra-logical detective, Sherlock Holm

es.  Revised:  “Sir
Arthur Conan Doyle, the sam

e author w
ho had created the ultra-logical

detective character, Sherlock Holm
es, believed that the fairy photographs

w
ere genuine.”

18.
Revise your w

ork.  R
e
v
is

e again.  E
d
it for errors.  Take a long last look.

Then turn it in.

Y
O

U
 C

A
N

 Q
U

O
T
E M

E O
N

 T
H

IS
!

By  M
am

ie W
ebb Hixon

W
riting Lab Director

Use quotation m
arks to set off the follow

ing:

Titles of Poem
s

“The Road Not Taken”

Titles of New
spaper/M

agazine Articles
“The Num

bing of the Am
erican M

ind”

Chapters in a Book
“Understanding Curriculum

 and
Instruction”

Titles of Essays
“Friends, Good Friends, and Such Good
Friends”

Titles of Songs
“Im

agine”

Episodes of a TV/Radio Program
“You Can’t Say This Hasn’t Been
Fabulous”

Titles of Speeches
“I Have a Dream

”

Dialogue
“Hey, m

an!” Lee yelled.  “You’re getting
old.”
“Grow

ing old is m
andatory; grow

ing up
is optional,” Basil quipped.

Intentional Slang
The fans exchanged hugs, handshak es,
and “high-fives” w

ith every passer-by.

W
ords Used for Em

phasis
Form

er “back-door-Am
ericans” are now

congressm
en.

W
ords Used in a Special Sense

A good w
riter is a “good reader .”

W
ords Used as W

ords
The staff was careful to draw

 the
distinction betw

een “strategic” and
“tactical.”

Coined W
ords

FBI field offices had been “ta sked” to
increase surveillance.

Q
U

O
T
A
T
IO

N
 M

A
R

K
S

 W
IT

H
 O

T
H

E
R

 P
U

N
C

T
U

A
T
IO

N
 M

A
R

K
S

P
la

ce
 th

e
 fo

llow
in

g
 p

u
n
ctu

atio
n
 m

a
rk

s in
sid

e
 clo

sin
g
 q

u
o
tatio

n
 m

a
rk

s:

C
O

M
M

A
S

P
E
R

IO
D

S

P
la

ce
 th

e
 fo

llow
in

g
 p

u
n
ctu

atio
n
 m

a
rk

s o
u
tsid

e
 clo

sin
g
 q

u
o
tatio

n
 m

a
rk

s:

S
E
M

IC
O

LO
N

S

C
O

LO
N

S

1.
T
hou shall n

ot steal other w
riters’ w

ords, thoughts, or ideas by n
ot

correctly citin
g sources.

2
.

T
hou shall n

ot splice tw
o sen

ten
ces w

ith com
m

as, dan
gle

m
odifiers, use restrictive pron

oun
s vaguely, or perform

 an
y other

egregious acts of violen
ce again

st gram
m

ar.

3
.

T
h
ou sh

all n
ot use clich

és; un
idiom

atic expr ession
s; or lofty,

am
biguous, con

fusin
g lan

guage.

4
.

T
h
ou sh

all n
ot use quotation

s at the begin
n
in

g or en
d of para-

graphs or in
 in

troduction
s or con

clusion
s.

T
h
e
 L

ite
ra

ry
 C

ritic
’s

 1
0

 C
o
m

m
a
n
d
m

e
n
ts

 o
f F

o
rm

a
l W

ritin
g

by Chris Yow5
.

T
h
ou sh

all n
ot ask th

e reader question
s.

6
.

T
h
ou sh

an
’t use con

traction
s.

7.
T
hou shall n

ot use you, I, or w
e.

8
.

T
h
ou sh

all n
ot con

sor t w
ith w

eak thesis statem
en

ts, w
eak topic

sen
ten

ces, or passive voice con
struction

s.

9
.

T
h
ou sh

all n
ot use m

etapun
ctuation

:  too m
an

y sem
icolon

s, colon
s,

dashes, or paren
theses.

10
.

T
hou shall n

ot use the M
LA

 H
an

dbook in
 vain

.
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 E
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s
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ys

:
W

ritin
g
 C

ritic
a
l R

e
s
p
o
n
s
e
 P

a
ra

g
ra

p
h
s

by Chris Yow

M
any instructors assign daily critical response paragraphs to ensure that

students are reading the assigned texts and to help students think critically about
the texts they are reading.  These paragraphs do not sum

m
arize the text or

evaluate w
hether or not you like the text.  They are persuasive analyses,

argum
ents, or interpretations that not only help you think critically about the text

you read but also help you form
ulate ideas that can be expanded into longer

essays.Think of your paragraph a s a m
ini-essay of seven to ten sentences.

Obviously, you need to get into your argum
ent quickly and get ou t before you get

too broad in your discussion.  In this kind of “flash” essay, all you really have
tim

e to do is sta
te

 y
o
u
r a

rg
u
m

e
n
t, s

u
p
p
ly

 e
v
id

e
n
c
e
 fo

r it, in
te

rp
re

t
th

e
 e

v
id

e
n
c
e
, a

n
d
 p

ro
v
id

e
 a

 c
o
n
c
lu

d
in

g
 sta

te
m

e
n
t.  The first

sentence, then, acts as your introduction and thesis statem
ent.  State the title of

the w
ork you are discussing and the au thor’s nam

e, and state precisely and
concisely w

hat you are going to argue, prove, or analyze about the text.  D
o
n
’t

sta
te

 th
e
 o

b
v
io

u
s
:  you’re not w

riting a plot sum
m

ary, so don’t begin w
ith a

topic sentence that’s a factual or obvious statem
ent.  The statem

ent m
ust be

arguable for you to be able to engage the text.  M
ost instructors pr ovide a list of

questions to w
rite about, questions w

hich are great for creating thesis
statem

ents.  If you can create a one-sentence answ
er to a question, you’ve

probably created a thesis statem
ent.  Af ter you’ve established your argum

ent, go
through the text and w

rite dow
n or m

ark passages that support your claim
.  Of

these passages, choose one or tw
o that m

ost clearly support your argum
ent.

P
a
ra

p
h
ra

s
e
 o

r q
u
o
te

 th
e
s
e
 p

a
s
s
a
g
e
s
 a

s
 e

v
id

e
n
c
e
 to

 s
u
p
p
o
rt

y
o
u
r a

rg
u
m

e
n
t.  Rem

em
ber to in

tro
d
u
c
e
 th

e
m

, stating w
here they occur

or w
ho says them

, and in
te

rp
re

t th
e
m

, explaining the passages’ relevance to
your argum

ent or how
 they prove your argum

ent.  E
n
d
 y

o
u
r p

a
ra

g
ra

p
h
 w

ith
a
 stro

n
g
 c

o
n
c
lu

d
in

g
 sta

te
m

e
n
t; don’t allow

 your paragraph to putter out
at the end.  Your concluding statem

ent should be a str ong sentence that restates
your topic sentence and brings all of your thoughts together into a final com

m
ent

about the text.
A

p
p
ly

 th
e
 “

S
o
 W

h
a
t? Te

st” to each step in your w
riting process.

Read your thesis, your evidence, your interpretation, your conclusion, and a sk
yourself “So w

hat?”  If you can’t think of a response, then w
hat you’ve w

ritten
has not been properly developed, and you w

ill need to revise it.  D
o
n
’t lo

s
e

p
o
in

ts
 fo

r p
o
o
r h

o
u
s
e
k
e
e
p
in

g
:  always p

ro
o
fre

a
d
, e

d
it, and re

v
is

e to
avoid silly m

istakes, aw
kward sentences, and poor gram

m
ar .  They not only cost

you points, but also detract from
 the authority you are trying to create in your

responses.  Critical response paragraphs m
a y seem

 tedious, but they prepare you
for intelligent discussions about the texts, help you lear n to read critically, give
you practice at form

al analytical w
riting, and give you a head start w

hen it
com

es tim
e to w

rite a larger ess ay.

W
R

IT
IN

G
 A

B
O

U
T
 FIC

T
IO

N
1.

D
ecide w

hat aspect of the fiction
al w

ork you’re goin
g to w

rite abou
t:

sym
bolism

, recurrin
g m

otif, specific them
e, a character or ch

aracters, etc.

2
.

R
ead the w

ork w
ith this aspect in

 m
in

d
.

3
.

Look for specific quotation
s to in

corporate in
to your argum

en
t.

4
.

G
en

erate a thesis based on
 the aspect that you’re in

terested in
. (Ex. In

 T
he

T
hird Life of G

ran
ge C

opelan
d
, A

lice W
alker uses the S

ou
th as a sym

bol of

the oppression
 of the n

ovel’s prin
cipal characters.)

5
.

In
troduce the thesis in

 the first paragraph.

6
.

If your thesis is sim
ple, en

sure that it is clear an
d specific.

7.
If your thesis is com

plex, en
sure that its com

pon
en

ts are specified an
d

explain
ed

.

8
.

A
ddress on

e idea per paragraph.

9
.

In
clude appropriate com

m
en

ts. (Lim
it your quotes to less th

an
 on

e-third of

the body of the paper.)

10
.

In
terpret every exam

ple you give.

11.
En

sure, for the ben
efit of the reader, that your exam

ples are referen
ced

clearly.

12
.

U
se on

ly the m
ost sign

ifican
t exam

ples.

13
.

P
lan

 before you w
rite.

W
R
IT
IN

G
 A

B
O
U
T
 F

IC
T
IO

N
Q

u
o
tin

g
 P

ro
s
e

by Chris Yow
According to the M

LA Handbook for W
riters of Research Papers by Joseph Gibaldi

All exam
ples are from

 The Third Life of Grange Copeland  by Alice W
alker

Quotations in your paper provide the evidence you need to support your thesis
statement.  Follow these guidelines when quoting material from a literary text.

•
Always document the source you are quoting by using p

a
renth

etica
l

d
o
cu

m
entatio

n
.  Parenthetical documentation includes the author’s last

name and the page number(s) the material is quoted from.  In a short
quotation, use quotation marks to enclose the quoted material.  Parentheti-
cal documentation goes at the end of the sentence containing the quote and
is placed outside the quotation marks.  If you cite the author and page
number in the sentence containing the quotation, then the parenthetical
citation is not necessary.

“Brownfield knew this movement well; it was the fatal shrug” (W
alker 17).

On page 17, W
alker writes, “Brownfield knew this movement well; it was the fatal

shrug.”•
S

h
o
rt qu

o
tatio

n
s can be incorporated into your paper a number of ways.

One way is to simply quote the author’s words exactly as written and
connect them to your own statement with a colon or a comma.  Another way
to use a short quotation is to integrate the author’s words into your own
sentence.

Brownfield recognizes his father’s lack of compassion:  “W
hile his son watched, Grange

lifted his shoulders and let them fall” (W
alker 17).

The author reveals Grange’s lack of compa ssion when she writes, “W
hile his son

watched, Grange lifted his shoulders and let them fall” (W
alker 17).

Brownfield’s father “lifted his shoulders and let them fall,” revealing his lack of
compassion (W

alker 17).
•

For lo
n
g
 q

u
o
tatio

n
s (quotations longer than four lines), you will need to

use a block quote.  Usually, a colon introduces the quote.  The block quote
should be double spaced and indented one inch (1 0 spaces) from the left
margin.  Do not use quotation marks, and do not indent the first line more
than the other lines unless you are quoting two or more complete
paragraphs.  Use an ellipsis mark (three spaced periods) to indicate words or
sentences left out.  Parenthetical documentation follows the last line of the
quoted excerpt and is ou tside of the sentence.

Grange’s lack of compassion is apparent when Grange and Br ownfield are looking at
their house:Grange stood with an arm acr oss the small of his back, soldier f ashion, and

with the other hand made gestures toward this and that of the house, a s if
pointing out necessary repairs.  There were ver y many . . . .  W

hile his son
watched, Grange lifted his shoulders and let them f all.  Brownfield knew this
movement well; it was the fatal shrug.  It meant his father saw nothing
about the house that he could change and would therefore give up gesturing
about it and he would never again think of repairing it.  (W

alker 16-17)
If you use a quote, it should be intr oduced and explained or interpreted.  Remember
that the quotation itself does not stand alone a s evidence for your thesis statement.
You must interpret it in relation to the point you are trying to make.  If you use a long
quotation, it should be followed by an equally long and detailed explanation or
interpretation.  Don’t use long quotations as a means to lengthen your paper!  Usually,
one or two quotations per paragraph are all you need to give you plenty to write about.
Avoid filling your paper with too many quotations.  Stay focused.  Remember that you
can also paraphrase instead of quoting directly.  W

hen quoting or paraphrasing, always
remember to remain fair to the author.  Do not use statements out of context or
omissions that will cause a misreading or misunderstanding of the meaning of the
original passage.
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ide Suggested Reading List

A
 L

e
s
s
o
n
 B

e
fo

re
 D

y
in

g
 by Ernest Gaines

A
m

e
ric

a
n
 N

o
m

a
d
s by Richards Grant

A
n
g
e
ls

 a
n
d
 D

e
m

o
n
s by Dan Brow

n
B

la
c
k
, W

h
ite

, a
n
d
 J

e
w

is
h by Rebecca W

alker
B

rin
g
in

g
 D

o
w

n
 th

e
 H

o
u
s
e
: T

h
e
 In

s
id

e
 S

to
ry

 o
f S

ix
 M

.I.T
. S

tu
d
e
n
ts

 W
h
o

To
o
k
 V

e
g
a
s
 fo

r M
illio

n
s by Ben M

ezrich
C

h
a
s
in

g
 th

e
 S

e
a
: L

o
st A

m
o
n
g
 th

e
 G

h
o
sts

 o
f E

m
p
ire

 in
 C

e
n
tra

l A
s
ia

by Tom
 Bissell

C
o
ld

 M
o
u
n
ta

in by Charles Frazier
D

e
a
th

 C
o
m

e
s
 fo

r th
e
 A

rc
h
b
is

h
o
p by W

illa Cather
D

u
n
e by Frank Herbert

E
m

p
ire

 F
a
lls by Richard Russo

F
ive

 P
e
o
p
le

 Y
o
u
 M

e
e
t in

 H
e
a
ve

n by M
itch Albom

F
lo

rid
a
: A

 L
a
n
d
 R

e
m

e
m

b
e
re

d by Patrick D. Sm
ith

F
ro

m
 G

o
o
d
 to

 G
re

a
t by Jam

es Collins
H

o
u
s
e
 o

f S
a
n
d
 a

n
d
 F

o
g by Andre Dubus

In
v
is

ib
le

 M
a
n by Ralph Ellison

Is
h
m

a
e
l by Daniel Quinn

J
a
n
e
 E

y
re by Charlotte Bronte

L
ife

 o
f P

i by Yann M
artel

M
o
n
e
y
b
a
ll: T

h
e
 A

rt o
f W

in
n
in

g
 a

n
 U

n
fa

ir G
a
m

e by M
ichael Lew
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M

o
rd

e
c
a
i: A

n
 E

a
rly

 A
m

e
ric

a
n
 F

a
m

ily by Em
ily Bingham

O
a
xa

c
a
 J

o
u
rn

a
l by Oliver Sacks

O
n
e
 H

u
n
d
re

d
 Y

e
a
rs

 o
f S

o
litu

d
e by Gabriel Garcia M

arquez
P

rid
e
 a

n
d
 P

re
ju

d
ic

e by Jane Austen
R

e
a
d
in

g
 L

o
lita

 in
 Te

h
ra

n
: A

 M
e
m

o
ir in

 B
o
o
k
s by Azar Nafisi

S
e
a
b
is

c
u
it by Laura Hillenbrand

S
e
c
re

t L
ife

 o
f B

e
e
s  by Sue M

onk Kidd
T
h
e
 B

ig
 S

le
e
p by Raym

ond Chandler
T
h
e
 D

a
 V

in
c
i C

o
d
e by Dan Brow

n
T
h
e
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e
v
il in

 th
e
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h
ite

 C
ity
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u
rd

e
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a
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, a
n
d
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a
d
n
e
s
s
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t th
e
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a
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a
t C

h
a
n
g
e
d
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m
e
ric

a by Erik Larson
T
h
e
 E

m
p
e
ro

r o
f O

c
e
a
n
 P

a
rk by Stephen L. Carter

T
h
e
 H

u
m

a
n
 S

ta
in by Philip Roth

T
h
e
 M

u
s
ic

 L
e
s
s
o
n by K. W

eber
T
h
e
 O

n
e
 T

ru
e
 O

c
e
a
n by Sarah Beth M

artin
T
h
e
 P

o
is

o
n
w

o
o
d
 B

ib
le by Barbara Kingsolver

T
h
e
 R

is
e
 o

f th
e
 C

re
a
tive

 C
la

s
s by Richard Florida

T
h
e
 S

e
w

in
g
 C

irc
le

s
 o

f H
e
ra

t by Christina Lam
b

T
h
e
 S

p
irit o

f C
o
m

m
u
n
ity by Am

itai Etzioni
T
h
e
 S

to
ry

 o
f M

y
 L

ife
 e

d
ite

d by Roger Shattuck and Dor othy Herrm
ann

To
 K

ill a
 M

o
c
k
in

g
b
ird by Nelle Harper Lee

W
a
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in
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n
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ro

s
s
in

g
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ta
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e
n
ts
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m
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)

by David Hackett Fischer
W

e
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 th
e
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o
rld

, B
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y
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irl by Fannie Flagg
W
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g
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h
ts by Em

ily Bronte
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The follow
ing are som

e faculty reading lists for lit classes w
hen they are offered. Note

that book lists m
ay vary depending on the instructor.
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Denise Levertov
Selected Poem

s
W

.C. W
illiam

s
Collected Poem

s, Vol. I
Philip W

halen
Overtim

e

Kenneth Koch
On the Great Atlantic Railway

Henry Jam
es

The Bostonians
Corm

ac M
cCarthy

Blood M
eridian

Kathy Acker
Great Expectations

To
p
ic

s
 in

 P
o
e
try

 (L
IT

 5
0

3
7

)

Com
te de Lautréam

ont
M

aldoror
Richard Huelsenbeck

Dada Alm
anac

André Breton
M

ad Love
Fernando Pessoa

Selected Poem
s

Araki Yasusada
Doubled Flow

ering
Frank O’Hara

Collected Poem
s

John Ashbery
Chinese W

hispers
Bernadette M

ayer
M

idw
inter Day

Harry M
atthew

s
Oulipo Com

pendium

2
0

th
 C

e
n
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ry
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rit L
it (E

N
L
 4

2
7

3
)

M
artin Am

is
London Fields

M
ary Butts

From
 Altar to Chim

ney-Piece
Angela Carter

Burning the Boats
Ivy Com

pton-Burnett
M

anservant and M
aidservant

M
alcolm

 Low
ry

Under the Volcano
M

ina Loy
The Lost Lunar Baedeker

Tom
 Raw

orth
Tottering State

Jeanette W
interson

Sexing the Cherry
Virginia W

oolf
Orlando

F
e
m
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ist L

it T
h
e
o
ry

 (L
IT

 4
3
8
5

)

Charlotte Perkins Gilm
an

The Yellow
 W

allpaper
Kate Chopin

The Awakening
Alice W

alker
The Color Purple

G
re

a
t B

o
o
k
s
 I (L

IT
 111

0
)

Hom
er

The Iliad of Hom
er

Hom
er

The Odyssey of Hom
er

Aeschylus
The Oresteia

Sophocles
Sophocles I

Euripides
Euripides V

Aristophanes
Lysistrata

Herodotus
The Histories

Thucydides
The Peloponnesian W

ar
Plato

The Last Days of Socrates
Plato

Sym
posium

B
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c
k
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o
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e
n
 W

rite
rs
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Harriet E. W
ilson

Our Nig
Zora Neale Hurston

Their Eyes W
ere W

atching God
Paule M

arshall
Brow

n Girl, Brow
nstones

Alice W
alker

The Third Life of Grange Copeland
Ntozake Shange

for colored girls w
ho ha ve considered suicide/

w
hen the rainbow

 is enuf
Toni M

orrison
Song of Solom

on
Gloria Naylor

M
am

a Day
Bebe M

oore Cam
pbell

Your Blues Ain't Like M
ine

B
la

c
k
 W

o
m

e
n
 W

rite
rs

 –
 B

o
o
k
 C

lu
b
s

Dorothy W
est

The W
edding

Edw
idge Danticat

Breath, Eyes, M
em

ory
Veronica Cham

bers
M

am
a’s Girl

Pearl Cleage
W

hat Looks Like Crazy on an Ordinary Day
Pam

ela Thom
as-Graham

A Darker Shade of Crim
son

Nella Larsen
Passing

Gloria Naylor
The M

en of Brew
ster Place

Terry M
cM

illan
A Day Late and a Dollar Short

Alice Randall
The W

ind Done Gone
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Som
e books are to be tasted;

others to be sw
allow

ed,
and som

e few
 to be chew

ed and digested.
- Francis B

acon

A
m

e
ric

a
n
 F

ic
tio

n
Edgar Allan Poe

Selected Short Stories
Herm

an M
elville

M
oby Dick

Ken Kesey
One Flew

 Over the Cuckoo ‘s Nest
W

illiam
 Faulkner

The Sound and the Fury
Frank Norris

M
cTeague

Edith W
harton

The House of M
irth

John Steinbeck
The Grapes of W

rath

A
m

e
ric

a
n
 L

ite
ra

tu
re

 II
Em

ily Dickinson
Selected Poem

s
W

. D. How
ells

“Editha”
Brett Harte

“Outcasts of Poker Flat”
Henry Jam

es
“Daisy M

iller”
Am

brose Bierce
“An Occurrence at Ow

l Creek Bridge”
Stephen Crane

“The Open Boat”
Jack London

“To Build a Fire”
T.S. Eliot

“The Love Song of J. Alfred Prufr ock”
Eugene O’Neill

Long Day’s Journey into Night
Tennessee W

illiam
s

A Streetcar Nam
ed Desire

W
illiam

 Faulkner
“Barn Burning”

John Steinbeck
“Chrysanthem

um
s”

Robert Frost
Selected Poem

s
Charlotte Perkins Gilm

an
“The Yellow

 W
allpaper”

Arthur M
iller

Death of a Salesm
an

Ernest Hem
ingway

“A Clean and W
ell Lit Place”

M
ark Twain

“Cooper’s Offenses” and Huckleberry Finn
Kate Chopin

The Awakening
Flannery O’Connor

“The Life You Save Could Be Your Ow
n”

Alice W
alker

“Everyday Use”
John Updike

“A&P”

Langston Hughes
Selected Poem

s
Sylvia Plath

Selected Poem
s

Bernhard M
alam

ud
“Jew

bird”
Eudora W

elty
“A W

orn Path”

F
ic

tio
n
 a

n
d
 F

ilm
Henry Jam

es The Turn of the Screw
F.  Scott Fitzgerald The Great Gatsby
Joseph Conrad Heart of Darkness
Francis Ford Coppola, Director Apocalypse Now
Jack Clayton, Director The Great Gatsby and The Innocents
“The Book of M

atthew
” The New

 Testam
ent

Herzog, Director Agurre: the W
rath of God

In
tro

 to
 L
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re
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2
112

)
Source:

The Norton Intr oduction to Literature, Shorter 8th Edition

Short Stories:
M

. Atw
ood, “Happy Endings,” 20

E. A. Poe, “The Cask of Am
ontillado,” 70

D. Lessing, “Our Friend Judy,” 142
Am

y Tan, “A Pair of Tickets,” 159
N. Haw

thorne, “Young Goodm
an Brow

n,” 189
Bharati M

ukherjee, “The M
anagem

ent of Grief ,” 224
Louise Erdrich, “Love M

edicine,” 257

Poetry
M

. Pierce, “Barbie Doll,” 619
A. Rich, “Aunt Jennifer’s Tigers,” 628
T. Hardy, “The Ruined M

aid,” 639
A. Lorde, “Hanging Fire,” 656
G. Brooks, “W

e Real Cool, “ 658
J. Dickey, “Cherrylog Road,” 661
W

. de Ia M
are, “Slim

, Cunning Hands,” 696
R. Burns, “A Red, Red Rose,” 722
W

. Blake, “The Sick Rose,” 735
H. Chasm

, “The W
ord Plum

 ,“ 743
S. Coleridge, “M

etrical Feet,” 750
Anon., “The Young M

aiden of Riga,” 751
H. Nem

erov, The Goose Fish,” 773
C. M

cKay, “The W
hite House,” 7 99

H Chasm
, “Joy Sonnet in a R andom

 Universe,” 803
D. Thom

as, “Do Not Go Gentle... 805
E.E. Cum

m
ings, “Buffalo Bill’s,” 810

E.E. Cum
m

ings, “[(Ia],” 809
G. Herbert, “Easter W

ings,” 803
Basho, “This Road,” 880; “[Old P ond]” poem

s, 881
B. Deutsch, “The Falling Flow

er,” 882
Anon., “W

estern W
ind,” 817

R. Frost, “Design,” 822)

D
ra

m
a
:

S. Glaspell, “Trifles,” 995
L. Hellm

an, “The Children’s Hour,” 1028-1078

A
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Slave Narratives by Selected Authors including Frederick Douglass and Harriet Jacobs
Ralph Ellison

Invisible M
an

Booker T. W
ashington

Up from
 Slavery

W
.E.B. Du Bois

The Souls of Black Folk
Jam

es W
eldon Johnson

The Autobiography of an Ex-Colored M
an

Richard W
right

Native Son
Ann Petry

The Street
Jam

es Baldw
in

Go Tell It on the M
ountain

M
aya Angelou

I Know
 W

hy the Caged Bird Sings
Lorraine Hansberry

A Raisin in the Sun
August W

ilson
The Piano Lesson

 Zora Neale Hurston
“How

 It Feels to Be Colored M
e”

A
m

e
ric

a
n
 L

it

Kate Chopin
The Awakening

W
illiam

 Faulkner
As I Lay Dying

F. Scott Fitzgerald
The Great Gatsby

Zora Neale Hurston
Their Eyes W

ere W
atching God

Thom
as Pynchon

The Crying of Lot 49
Don DeLillo

W
hite Noise

Art Spiegelm
an

M
aus I and M

aus II
Joy Kogawa

Obasan
Toni M

orrison
Beloved

Tim
 O’Brien

The Things They Carried

Faculty Reading Lists continued


