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Grading Standards: 
 
The A paper is rare (90-100 points). It is of outstanding quality in all, or almost all, respects. The 

paper is free of grammatical errors. It presents a clear, organized, and well-supported 
thesis. The essay is well focused, and all paragraphs clearly work toward furthering the 
main point. Examples and ideas are well elaborated and rooted in concrete detail without 
being redundant. The body of the piece is well organized with smooth transitions. The 
paragraphs build on each other such that thoughts are developed from the beginning of 
the essay to the end. The prose is clear, mature and engaging; sentences evince by precise 
word choice, syntax, and grammar. With few exceptions, there is substantial revision 
from beginning to end. 

The B paper (80-89 points) is a successful representation of the writer’s thoughts. This essay 
shows readers that the writer knows how to construct an argument (including an 
introduction, topic sentences that reflect the main idea of the paragraph, and a 
conclusion). Furthermore, the essay is clearly organized with a well-developed thesis. 
However, this essay could be improved by further emphasis on revision and editing. 
Some grammar flaws sneak through, but don’t seriously undermine reader 
comprehension. Language and word choice throughout may be bland and uninspired. The 
essay may be "choppy," needing smoother transitions or better organization. There may 
be a flaw in an otherwise coherent, persuasive argument. Part of the argument may be 
undeveloped. 

The C paper (70-79 points) needs substantial revision. It usually exhibits problems in 
organization, development, and style, but offers sufficient content to make a single, fairly 
basic point. Serious grammar flaws may stall the flow of reading. Oftentimes, the paper is 
underworked, having not been put through the series of vigorous revisions that are 
necessary components of A and B papers. Revision may be needed on one of these major 
areas: thesis, focus, organization, topic choice, analysis. The thesis may be obvious, 
unoriginal, or inadequate to the assignment. The argument may be undeveloped. The 
focus may be so broad that the essay merely skims the surface of the assignment without 
going into anything in any depth. 

The D paper (60-69) is almost always profoundly lacking in content and/or evidence of standard 
American English writing skills. The paper contains five or more serious spelling, 
grammatical, mechanical, or stylistic errors. Furthermore, ideas and organization may be 
suggested but are seriously underdeveloped. Sometimes the flaws in this paper are so 
numerous and compacted that single sources of error are difficult to isolate and analyze. 
Often, this paper is significantly short of required length or word count. This essay has 
serious and consistent problems. Such problems may include: little or no sense of writing 
purpose; lack of logical organization (points lack unity or connection to one main point); 
inconsistent use/failure to use appropriate evidence; and/or failure to maintain a 
respectable prose style. 

The F paper (59 and below) is oftentimes a work characterized by a lack of care or effort. It is 
under-done in every sense of the term. Other times, however, this paper may exhibit 
characteristics of the higher grade paper, even an A-level paper, but is undermined by 
grammar and mechanical flaws so numerous and serious that no skilled assessor of 
college-level writing can give it a pass. This essay is unacceptable because: it may not 
meet the minimum requirements of the assignment; it may show a complete 
misunderstanding of the material with which it deals; its prose style may fail to meet the 
basic communication requirements of standard written English. 
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Essay 1 
Fiction Summary 

 
Assignment: You have read several stories so far this semester from Best American Short 
Stories. Summarize one of them. Simply re-tell the story in a concise form in your own 
words. Do NOT quote from the story; write your summary entirely in your own 
words. 
 
Content: 

 Your essay must begin with an introduction that identifies the story you are 
summarizing by title and tells your reader who wrote it.  

 Your introduction must contain a thesis that describes, in one or two sentences, 
what the story is generally about. You may write a thematic summary, with a 
thesis that describes what the story means, or an expository summary, with a 
thesis that briefly encompasses what happens in the story. 

 Your body paragraphs must discuss details from the story. 
 Your paragraphs must begin with interesting transitions that move the reader from 

one major plot point to the next. 
 You must write your paragraphs in accordance with the MEAL plan. 
 Your essay must be written entirely in your own words; you may not quote from 

the story or any other source for that matter. 
 

 
Format: 

 Papers that do not adhere to all of these formatting instructions will receive an automatic 
10 point deduction.  

 Type your name, a title for your paper, the number of words in your paper, and your class number 
and time on the top-right-hand side of your first page. 

 Indent all paragraphs. 
 Refer to works correctly as either short stories or essays. Put all short story and essay titles in 

quote marks. Put titles of longer works (films, novels, books) in italics. Papers that fail to do so 
will receive an automatic five point deduction. 

 Type your essay with double spacing and 1” margins; use 12 pt. Times New Roman font and left 
justify your body paragraphs.  

 You must write a minimum of four fully-developed paragraphs and a maximum of six fully-
developed paragraphs. A fully-developed paragraph is a minimum of five sentences long.   

 Your essay must be written in Standard American English, making use of proper grammar, diction 
and spelling. Papers with excessive serious errors will not receive a passing grade.  

 You must upload a properly formatted file of your paper to turnitin.com in 
order to receive a grade 
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Essay 2 
Creative Non-fiction Interpretation 

 
Assignment: You have read several essays in Best American Essays in which an author makes 
an argument. Pick one of those essays and interpret that argument in a concise form for your 
reader. Your interpretation should implicitly answer the following questions: what is the author’s 
main point? how does the author make that point in his essay? Do NOT quote from the essay; 
write your interpretation entirely in your own words. 
 
Content: 

 Your essay must begin with a fully developed introduction that contains your thesis, a 
precise statement about what point your chosen author is making. 

 Your body paragraphs must discuss details from the essay you are writing about; 
paraphrase your author’s supporting points, proof, examples, etc. where appropriate. 

 Your paragraphs must begin with interesting transitions that move the reader from one 
point to the next. 

 You must write your paragraphs in accordance with the MEAL plan. 
 Your essay must be written entirely in your own words; you may not quote from the 

piece you are writing about or any other source for that matter. 
 Your essay must end with a fully developed conclusion that wraps up your argument. 

 
Format: 

 Papers that do not adhere to all of these formatting instructions will receive an automatic 10 point 
deduction.  

 Type your name, a title for your paper, the number of words in your paper, and your class number and time 
on the top-right-hand side of your first page. 

 Indent all paragraphs. 
 Refer to works correctly as either short stories or essays. Put all short story and essay titles in quote marks. 

Put titles of longer works (films, novels, books) in italics. Papers that fail to do so will receive an automatic 
five point deduction. 

 Type your essay with double spacing and 1” margins; use 12 pt. Times New Roman font and left justify 
your body paragraphs.  

 You must write a minimum of four fully-developed paragraphs and a maximum of six fully-developed 
paragraphs. A fully-developed paragraph is a minimum of five sentences long.   

 Your essay must be written in Standard American English, making use of proper grammar, diction and 
spelling. Papers with excessive serious errors will not receive a passing grade.  

 You must upload a properly formatted file of your paper to turnitin.com in order to 
receive a grade. 
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Essay 3 
Compare and Contrast 

 
Assignment in-class: Write a paper in which you compare and contrast director Joyce Chopra’s 
film, Smooth Talk, and author Joyce Carol Oates’s short story, “Where Are You Going, Where 
Have You Been?” Your essay should implicitly answer the following questions: do Chopra’s and 
Oates’s treatments of the same grotesque story have similar or different meanings? Do the 
characters in the film and the short story behave the same way, learn the same things, and meet 
the same ends? 
 
A videotape of the film Smooth Talk is in the library, so you may watch it again if you wish. 
 
Content: 

 Your essay must begin with a fully developed introduction that contains your thesis. 
 Your essay must end with a fully developed conclusion that wraps up your argument. 
 Use summaries when necessary in your essay. 
 You must use at least four direct quotes and/or paraphrases from Oates’s story and/or 

Chopra’s film in your essay. When using parenthetical citations, cite Oates’s story using 
parenthetical citations with Oates’s name and the page number in them, as in (Oates 85); 
cite Chopra’s film using parenthetical citations with only Chopra’s name in them, as in 
(Chopra).1 Use signal phrases and helping verbs to incorporate your quotes and 
paraphrases into the flow of your own writing. 

 When discussing the choices made in directing the film, refer to the film’s director just as 
you would refer to author of a work of literature (e.g., “Joyce Chopra changes the setting 
of Oates’s story, opening the film not at a mall but on a beach…”). 

 
Format: 

 Papers that do not adhere to all of these formatting instructions will receive an automatic 10 point 
deduction.  

 Type your name, a title for your paper, the number of words in your paper, and your class number and time 
on the top-right-hand side of your first page. 

 Indent all paragraphs. 
 Refer to works correctly as either short stories or films; put all short story titles in quote marks; italicize all 

film titles: Smooth Talk and “Where Are You Going, Where Have You Been?” Papers that fail to do so will 
receive an automatic five point deduction. 

 Type your essay with double spacing and 1” margins; use 12 pt. Times New Roman font and left justify 
your body paragraphs.  

 You must write a minimum of four fully-developed paragraphs and a maximum of eight fully-developed 
paragraphs. A fully-developed paragraph is a minimum of five sentences long.   

 Your essay must be written in Standard American English, making use of proper grammar, diction and 
spelling. Papers with excessive serious errors will not receive a passing grade.  

 You must upload a properly formatted file of your paper to turnitin.com in order to 
receive a grade.

                                                 
1 You don’t need to put page numbers in your citations of Chopra’s film because a film does not have pages. If the text you are citing (such as a 
film or webpage) doesn’t have page numbers, don’t put page numbers in your parenthetical citations; use only author or director names in that 
case. 
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Essay 4 
Film Review 

 
Assignment: Write a review of director Billy Ray’s film, Shattered Glass. Your review 
should discuss whether it is worth watching and give specific reasons for your 
recommendation. Drawing upon the notes you took in class during our film viewing, 
make reference to specific scenes and elements of the film in the body of your essay to 
support your review. The film is also on reserve in the library, so you may watch it again 
if you wish. 
 
Content: 

 Your essay must begin with an introduction that contains an evaluative thesis.  
 Your essay must end with a conclusion. 
 When discussing the choices made in directing the film, refer to the film’s director just as 

you would refer to author of a work of literature (e.g., “Billy Ray has Stephen living in a 
cold, lifeless apartment where a black stereo fills the fireplace…”). 

 When discussing the choices made by the actors as they created their characters, refer to 
the actors’ names as well as the names of the characters they play (e.g., “Hayden 
Christensen plays Stephen as a nervous, oily little boy…”) . You may want to consult the 
website imdb.com to get precise information about actor and character names. 

 Draw upon the skills of summary, interpretation, and compare-and-contrast that you have 
practiced this term to organize your essay. What is the film about? What are the texts it is 
based on about? How does it compare and contrast to the work it is based on?  

 Your essay must refer to specific elements of the film as criteria for your evaluative 
thesis. Ask yourself, what elements of the film prove my thesis? Its plot structure? 
Specific scenes? Characters? Acting? Direction? Theme? Imagery and symbolism? 
Setting? Style? Etc. 

 Use direct quotes and/or paraphrases from the film or Glass’s essays as need be. 
 
Format: 

 Papers that do not adhere to all of these formatting instructions will receive an automatic 10 point 
deduction.  

 Type your name, a title for your paper, the number of words in your paper, and your class number 
and time on the top-right-hand side of your first page. 

 Indent all paragraphs. 
 Refer to works correctly as either short stories or essays. Put all short story and essay titles in 

quote marks. Put titles of longer works (films, novels, books) in italics. Papers that fail to do so 
will receive an automatic five point deduction. 

 Type your essay with double spacing and 1” margins; use 12 pt. Times New Roman font and left 
justify your body paragraphs.  

 You must write a minimum of four fully-developed paragraphs and a maximum of six fully-
developed paragraphs. A fully-developed paragraph is a minimum of five sentences long.   

 Your essay must be written in Standard American English, making use of proper grammar, diction 
and spelling. Papers with excessive serious errors will not receive a passing grade.  

 You must upload a properly formatted file of your paper to turnitin.com in 
order to receive a grade. 
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Essay 5 
Narrative  

Assignment:  
This semester we have been reading and writing about many works of narrative fiction and film. 
The stories we have read and the films we have seen have had interesting characters, unique 
settings, and different tones and styles.  
 
Taking inspiration from the stories and essays we have read as well as drawing from your own 
experiences, write a narrative of your own invention. Describe characters and settings, plot out a 
series of events, and write with your own tone and style.   
 

Content Requirements:  
Remember all the qualities of narrative that we have discussed. You will have to work out the 
details of your characters, setting, and plot; you will have to decide when to quickly summarize 
non-essential events and when to describe scenes in detail; you will have to decide when to use 
imagery (metaphors and similes); you will have to choose a tone in which to write; and you will 
have to choose a point of view from which to write.  

Appeal to all the senses as you describe your scenes. Strike a balance between description and 
dialog that is appropriate to your theme. Make your characters come alive through vivid and 
unique details. Get inspired by the stories that we have read.  

The rule for writing dialog is to start a new indented paragraph each time someone else speaks. 
Model your dialog on the stories we have read, as follows: 

 “How do I write dialog?” she asked. 
He looked at her for a while and then said, “Like this.” He stood there staring at her as 

she pondered what he had just said. 
 “So I should write dialog like this?” she asked, demanding more clarification. 
 “Yes,” he said after a short, thundering silence, “exactly like this.” 

Format Requirements:  

 Papers that do not adhere to all of these formatting instructions will receive an automatic 10 point 
deduction.  

 Minimum length 500 words; maximum word limit ∞. 
 Format: typed, double-spaced, with 1” margins, 12 pt. Times New Roman font, left justified.  
 Include the following in the upper right hand side of the first page: your name; the title of your 

paper; the number of words in your paper; the name, number, section and time of your class; and 
your professor’s name. 

 Number each page. 
 Proofread carefully.  Use your spell check function on your word processor. 
 Write within the rules of Standard American English. However, since dialog represents how 

people really speak, you can break every single rule of grammar in your dialog—but only in your 
dialog. 

 You must upload a properly formatted file of your paper to turnitin.com in order to 
receive a grade. 
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Film Terms and Topics 
 
If you are writing an essay about a film, consider incorporating some of this specialized 
vocabulary into your argument. 
 
Theme: the ideas that drive and structure a film, what a film is about 
 
Narrative: the flow of a films parts over time to form a coherent, connected whole 
 story: all the events in a narrative 
 plot: specific arrangement of events 
 
Most Hollywood films are “classical narratives,” meaning that there is a logical 
connection between their plotted events, there is “closure” at the end of the film, the 
film’s focus is upon characters, and the film’s style is presented “objectively” to give us 
the illusion that what we are seeing is “real,” even though everything in a film is a 
product of many people’s artifice. 
 
Characters 
 explore types, focus on choices made by actors, directors, and crew to create 
“people.” Characters are not real; they are made. 
 
Point of View 
 objective pov: the illusion that the camera is showing us everything 
 subjective pov: the sense that we are seeing things through one characters eyes 
 
Mise en scene: what is ‘put in the scene,’ everything independent of camera position, 
movement, and editing. The most common kind of mise en scene is ‘the illusion of 
realism’ 
 setting: where a scene is set in ‘the real world’ 
 sets: a space designed to look like a place in the world 
 acting styles, define characters 
 costumes, define characters 
 lighting, creates feeling and meaning 
 use of space, puts characters in relation to one another and the world 
 
Composition of Image 
 The Shot: the basic unit of film, the image you see before a cut to another image. 
Shots have several photographic properties 
  tone (range and texture of colors) 
  film speed (slow, normal, fast) 
  perspective: what you are allowed to see clearly (and not clearly) 
   deep focus: everything looks clear 
   shallow focus: only one thing is clear 
   rack focus: clarity shifts suddenly 
  frame; the border that contains the shot. 
    properties of still frames: 
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   widescreen 
   standard screen 
   high-angle 
   low-angle 
   canted/unbalanced 
   close-ups (eg, of faces) 
   medium-shots (eg, of people’s full bodies) 
   long shots (eg, of large groups of people) 
   off-screen space (what isn’t in the frame) 
  properties of moving frames: 
   crane shots (camera is on a crane, swooping image around) 
   tilting shots (shot is not true to the horizontal of the frame) 
   panning shots (camera stays still, follows action) 
   tracking shots (camera moves to follow action, usually on a track  

or with a body-mounted ‘stillcam’) 
   hand-held shots (camera held by hand, moves with body of  

cameraman) 
 
Editing: the linking of shots between cuts 
 Editing establishes a films pace (speed of a film’s action), rhythm (pattern to 
film’s pace), scenes (action confined to one place and time), and sequence (interwoven 
action, times, locations) through a number of techniques: 
  long takes: drawn-out scenes with no cuts 
  rapid-cuts: quick editing, lots of cuts 
  continuity or ‘invisible’ editing: illusion of continuous action, viewer does  

not notice the editing 
  jump-cuts: cuts that break up a scene 
  establishing shots: locate a scene clearly in space and time 
  shot-countershot editing: usually featured in dialog, cuts between faces in  

conversation, creates illusion of intimacy, featured in dialog 
 Other editing techniques: 
  fade in and out (image darkens and lightens on new scene) 
  iris in and out (circle closes in and opens out on new scene) 
  wipe (a line ‘wipes’ one scene off the screen, replacing it with another) 
  dissolve (one image becomes more translucent  as image of new scene  

replaces it) 
match-on-action (two separate events in time and/or space are editing so  

as to appear synchronous 
 
Sound: everything that you hear while watching a scene, human and nonhuman 
 pitch, loudness, timbre 
 effects (offscreen voiceover, distortion) 
 music  
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“It’s All Over Now, Baby Blue” 
By Bob Dylan 
 
You must leave now, take what you need, you think will last. 
But whatever you wish to keep, you better grab it fast. 
Yonder stands your orphan with his gun, 
Crying like a fire in the sun. 
Look out the saints are comin' through 
And it's all over now, Baby Blue. 
 
The highway is for gamblers, better use your sense. 
Take what you have gathered from coincidence. 
The empty-handed painter from your streets 
Is drawing crazy patterns on your sheets. 
This sky, too, is folding under you 
And it's all over now, Baby Blue. 
 
All your seasick sailors, they are rowing home. 
All your reindeer armies, are all going home. 
The lover who just walked out your door 
Has taken all his blankets from the floor. 
The carpet, too, is moving under you 
And it's all over now, Baby Blue. 
 
Leave your stepping stones behind, something calls for you. 
Forget the dead you've left, they will not follow you. 
The vagabond who's rapping at your door 
Is standing in the clothes that you once wore. 
Strike another match, go start anew 
And it's all over now, Baby Blue. 
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"Where Are You Going, Where Have You Been?" and Smooth Talk: Short Story Into 
Film 
 
By Joyce Carol Oates 
Originally published in the New York Times, March 23, 1986 
 
 
Some years ago in the American Southwest there surfaced a tabloid psychopath known as 
"The Pied Piper of Tucson." I have forgotten his name, but his specialty was the 
seduction and occasional murder of teen-aged girls. He may or may not have had actual 
accomplices, but his bizarre activities were known among a circle of teenagers in the 
Tucson area, for some reason they kept his secret, deliberately did not inform parents or 
police. It was this fact, not the fact of the mass murderer himself, that struck me at the 
time. And this was a pre-Manson time, early or mid-1960s. 
 
The Pied Piper mimicked teenagers in talk, dress, and behavior, but he was not a 
teenager—he was a man in his early thirties. Rather short, he stuffed rags in his leather 
boots to give himself height. (And sometimes walked unsteadily as a consequence: did 
none among his admiring constituency notice?) He charmed his victims as charismatic 
psychopaths have always charmed their victims, to the bewilderment of others who fancy 
themselves free of all lunatic attractions. The Pied Piper of Tucson: a trashy dream, a 
tabloid archetype, sheer artifice, comedy, cartoon—surrounded, however improbably, 
and finally tragically, by real people. You think that, if you look twice, he won't be there. 
But there he is. 
 
I don't remember any longer where I first read about this Pied Piper—very likely in Life 
Magazine. I do recall deliberately not reading the full article because I didn't want to be 
distracted by too much detail. It was not after all the mass murderer himself who 
intrigued me, but the disturbing fact that a number of teenagers—from "good" families—
aided and abetted his crimes. This is the sort of thing authorities and responsible citizens 
invariably call "inexplicable" because they can't find explanations for it. They would not 
have fallen under this maniac's spell, after all. 
 
An early draft of my short story "Where Are You Going, Where Have You Been?"—
from which the film Smooth Talk was adapted by Joyce Chopra and Tom Cole—had the 
rather too explicit title "Death and the Maiden." It was cast in a mode of fiction to which I 
am still partial—indeed, every third or fourth story of mine is probably in this mode—
"realistic allegory," it might be called. It is Hawthornean, romantic, shading into parable. 
Like the medieval German engraving from which my title was taken, the story was 
minutely detailed yet clearly an allegory of the fatal attractions of death (or the devil). An 
innocent young girl is seduced by way of her own vanity; she mistakes death for erotic 
romance of a particularly American/trashy sort. 
 
In subsequent drafts the story changed its tone, its focus, its language, its title. It became 
"Where Are You Going, Where Have You Been?" Written at a time when the author was 
intrigued by the music of Bob Dylan, particularly the hauntingly elegiac song "It's All 



 12

Over Now, Baby Blue," it was dedicated to Bob Dylan. The charismatic mass murderer 
drops into the background and his innocent victim, a fifteen-year-old, moves into the 
foreground. She becomes the true protagonist of the tale, courting and being courted by 
her fate, a self-styled 1950s pop figure, alternately absurd and winning. There is no 
suggestion in the published story that "Arnold Friend" has seduced and murdered other 
young girls, or even that he necessarily intends to murder Connie. Is his interest "merely" 
sexual? (Nor is there anything about the complicity of other teenagers. I saved that yet 
more provocative note for a current story, "Testimony.") Connie is shallow, vain, silly, 
hopeful, doomed—but capable nonetheless of an unexpected gesture of heroism at the 
story's end. Her smooth-talking seducer, who cannot lie, promises her that her family will 
be unharmed if she gives herself to him; and so she does. The story ends abruptly at the 
point of her "crossing over." We don't know the nature of her sacrifice, only that she is 
generous enough to make it. 
 
In adapting a narrative so spare and thematically foreshortened as "Where Are You 
Going, Where Have You Been?" film director Joyce Chopra and screenwriter Tom Cole 
were required to do a good deal of filling in, expanding, inventing. Connie's story 
becomes lavishly, and lovingly, textured; she is not an allegorical figure so much as a 
"typical" teenaged girl (if Laura Dern, spectacularly good-looking, can be so defined). 
Joyce Chopra, who has done documentary films on contemporary teenage culture and, 
yet more authoritatively, has an adolescent daughter of her own, creates in Smooth Talk a 
vivid and absolutely believable world for Connie to inhabit. Or worlds: as in the original 
story there is Connie-at-home, and there is Connie-with-her-friends. Two fifteen-year-old 
girls, two finely honed styles, two voices, sometimes but not often overlapping. It is one 
of the marvelous visual features of the film that we see Connie and her friends transform 
themselves, once they are safely free of parental observation. The girls claim their true 
identities in the neighborhood shopping mall. What freedom, what joy! 
 
Smooth Talk is, in a way, as much Connie's mother's story as it is Connie's; its center of 
gravity, its emotional nexus, is frequently with the mother—warmly and convincingly 
played by Mary Kay Place. (Though the mother's sexual jealousy of her daughter is 
slighted in the film.) Connie's ambiguous relationship with her affable, somewhat 
mysterious father (well played by Levon Helm) is an excellent touch: I had thought, 
subsequent to the story's publication, that I should have built up the father, suggesting, as 
subtly as I could, an attraction there paralleling the attraction Connie feels for her 
seducer, Arnold Friend. And Arnold Friend himself—"A. Friend" as he says—is played 
with appropriately overdone sexual swagger by Treat Williams, who is perfect for the 
part; and just the right age. We see that Arnold Friend isn't a teenager even as Connie, 
mesmerized by his presumed charm, does not seem to see him at all. What is so difficult 
to accomplish in prose—nudging the reader to look over the protagonist's shoulder, so to 
speak—is accomplished with enviable ease in film. 
 
Treat Williams as Arnold Friend is supreme in his very awfulness, as, surely, the original 
Pied Piper of Tucson must have been. (Though no one involved in the film knew about 
the original source.) Mr. Williams flawlessly impersonates Arnold Friend as Arnold 
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Friend impersonates—is it James Dean? James Dean regarding himself in mirrors, doing 
James Dean impersonations? That Connie's fate is so trashy is in fact her fate. 
 
What is outstanding in Joyce Chopra's Smooth Talk is its visual freshness, its sense of 
motion and life; the attentive intelligence the director has brought to the semi-secret 
world of the American adolescent—shopping mall flirtations, drive-in restaurant 
romances, highway hitchhiking, the fascination of rock music played very, very loud. 
(James Taylor's music for the film is wonderfully appropriate. We hear it as Connie hears 
it; it is the music of her spiritual being.) Also outstanding, as I have indicated, and 
numerous critics have noted, are the acting performances. Laura Dern is so dazzlingly 
right as "my" Connie that I may come to think I modeled the fictitious girl on her, in the 
way that writers frequently delude themselves about motions of causality. 
 
My difficulties with Smooth Talk have primarily to do with my chronic hesitation—about 
seeing/hearing work of mine abstracted from its contexture of language. All writers know 
that Language is their subject; quirky word choices, patterns of rhythm, enigmatic pauses, 
punctuation marks. Where the quick scanner sees "quick" writing, the writer conceals 
nine tenths of the iceberg. Of course we all have "real" subjects, and we will fight to the 
death to defend those subjects, but beneath the tale-telling it is the tale-telling that grips 
us so very fiercely. The writer works in a single dimension, the director works in three. I 
assume they are professionals to their fingertips; authorities in their medium as I am an 
authority (if I am) in mine. I would fiercely defend the placement of a semicolon in one 
of my novels but I would probably have deferred in the end to Joyce Chopra's decision to 
reverse the story's conclusion, turn it upside down, in a sense, so that the film ends not 
with death, not with a sleepwalker's crossing over to her fate, but upon a scene of 
reconciliation, rejuvenation. 
 
A girl's loss of virginity, bittersweet but not necessarily tragic. Not today. A girl's 
coming-of-age that involves her succumbing to, but then rejecting, the "trashy dreams" of 
her pop teenage culture. "Where Are You Going, Where Have You Been?" defines itself 
as allegorical in its conclusion: Death and Death's chariot (a funky souped-up 
convertible) have come for the Maiden. Awakening is, in the story's final lines, moving 
out into the sunlight where Arnold Friend waits: 

    "My sweet little blue-eyed girl," he said in a half-sung sigh that had nothing to 
do with [Connie's] brown eyes but was taken up just the same by the vast sunlit 
reaches of the land behind him and on all sides of him—so much land that Connie 
had never seen before and did not recognize except to know that she was going to 
it. 

—a conclusion impossible to transfigure into film. 
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SECTION: Washington Scene; Pg. 12

LENGTH: 1082 words

HEADLINE: HACK HEAVEN

BYLINE: Stephen Glass

BODY:
Ian Restil, a 15-year-old computer hacker who looks like an even more adolescent version of Bill Gates, 
is throwing a tantrum. "I want more money. I want a Miata. I want a trip to Disney World. I want X-Man 
comic book number one. I want a lifetime subscription to Playboy, and throw in Penthouse. Show me the
money! Show me the money!" Over and over again, the boy, who is wearing a frayed Cal Ripken Jr. 
t-shirt, is shouting his demands. Across the table, executives from a California software firm called Jukt 
Micronics are listening--and trying ever so delicately to oblige. "Excuse me, sir," one of the suits says, 
tentatively, to the pimply teenager. "Excuse me. Pardon me for interrupting you, sir. We can arrange more 
money for you. Then, you can buy the comic book, and then, when you're of more, say, appropriate age, 
you can buy the car and pornographic magazines on your own." 

It's pretty amazing that a 15-year-old could get a big-time software firm to grovel like that. What's more 
amazing, though, is how Ian got Jukt's attention--by breaking into its databases. In March, Restil--whose 
nom de plume is "Big Bad Bionic Boy"--used a computer at his high school library to hack into Jukt. 
Once he got past the company's online security system, he posted every employee's salary on the 
company's website alongside more than a dozen pictures of naked women, each with the caption: "the big 
bad bionic boy has been here baby." After weeks of trying futilely to figure out how Ian cracked the 
security program, Jukt's engineers gave up. That's when the company came to Ian's Bethesda, Maryland, 
home--to hire him.

And Ian, clever boy that he is, had been expecting them. "The principal told us to hire a defense lawyer 
fast, because Ian was in deep trouble," says his mother, Jamie Restil. "Ian laughed and told us to get an 
agent. Our boy was definitely right." Ian says he knew that Jukt would determine it was cheaper to hire 
him--and pay him to fix their database--than it would be to have engineers do it. And he knew this 
because the same thing had happened to more than a dozen online friends.

Indeed, deals like Ian's are becoming common--so common, in fact, that hacker agents now advertise their 
commissions on websites. Computer Insider, a newsletter for hackers, estimates that about 900 
recreational hackers were hired in the last four years by companies they once targeted. Ian's agent, whose 
business card is emblazoned with the slogan "super-agent to super-nerds, " claims to represent nearly 300 
of them, ages nine to 68. A failed basketball agent, Joe Hiert got into the industry when one of his son's 
friends, 21-year-old Ty Harris, broke into an Internet security firm three years ago and came to him for 
advice. The software maker paid Harris $1 million, a monster truck, and promised "free 
agency"--meaning he can quit and work for a competitor at any time.

Of course, a cynic might say hacker schemes look an awful lot like protection rackets. That's an awfully 
nice computer network you got there. It'd be a shame if somebody broke into it... Law-enforcement 



officials, in particular, complain that deals between companies and their online predators have made 
prosecution of online security breaches impossible. "We are basically paralyzed right now," explains Jim 
Ghort, who directs the Center for Interstate Online Investigations, a joint police project of 18 states. " We 
can't arrest or prosecute most hackers, because corporate victims are refusing to come forward. This is a 
huge problem."

In March, Nevada law-enforcement officials got so desperate they ran the following radio advertisement: 
"Would you hire a shoplifter to watch the cash register? Please don't deal with hackers." The state took to 
the airwaves shortly after a hacker broke into a regional department store's computer system and 
instructed it to credit his Visa card about $500 per day. According to Nevada officials, the boy racked up 
more than $32,000 in credit before he was caught--but the store wouldn't press charges. It let him keep the 
money, then threw in a $1,500 shopping spree--all in exchange for showing them how to improve their 
security.

Little wonder, then, that 21 states are now considering versions of something called the Uniform 
Computer Security Act, which would effectively criminalize immunity deals between hackers and 
companies--while imposing stiff penalties on the corporations who make such deals. "This is just like 
prostitution," says Julie Farthwork of the anti-hacker Computer Security Center, which helped draft the 
legislation. "As a society, we don't want people making a career out of something that's simply immoral."

Not surprisingly, hackers hate the proposed legislation. They see themselves as "freelance security 
investigators," and they even have their own group--the National Assembly of Hackers--to lobby against 
the new law. " Really, hackers have to put in a lot of sunk costs before they find the one that's broken and 
get paid," says Frank Juliet, the group's president. "So, it's definitely a large community service that we 
are doing."

Less predictable, however, is the opposition of companies that have been hacked. It seems they don't like 
the proposed law, either, because they're worried they'll be stuck with no legal way to patch holes in their 
security systems. The Association of Internet-based Businesses has actually formed a task force with the 
National Assembly of Hackers to lobby against the law.

It remains to be seen who will win, but, until new laws are passed, hackers like Ian Restil will continue to 
enjoy a certain exalted status--particularly among their peers. At a conference sponsored by the National 
Assembly of Hackers last week, teenage hackers and graying corporate executives flocked to Ian, patting 
him on the back and giving him high-fives. "We're so proud of him," said Ian's mother. "He's doing such 
good things, and he's so smart and kind." At the formal dinner that followed, the emcee explained that Ian 
had just signed a contract for $81,000 in scholarship money--and a collection of rare comic books. The 
audience applauded wildly. Then, Ian stood on his chair and took a bow. He announced that he had 
hacked into a new company and frozen their bank account temporarily. "And now they're going to show 
me the money," he said, swirling his hips and shaking his fists. "I want a Miata. I want a trip to Disney 
World...."

(Copyright 1998, The New Republic)
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HEADLINE: SPRING BREAKDOWN

BYLINE: Stephen Glass

HIGHLIGHT:
Conservative youths despair, drink, debauch.

BODY:
On the fourth floor of Washington's Omni Shoreham Hotel, eight young men sit facing each other on the 
edge of a pair of beds. They are all 20 or 21 and are enrolled in Midwestern colleges. Each is wearing a 
white or blue shirt with the top button unfastened, and each has his striped tie loosened. One of the young 
men, an Ohioan, is wearing a green and white button that reads: "Save the Males." The minibar is open 
and empty little bottles of booze are scattered on the carpet. On the bed, a Gideon Bible, used earlier in the 
night to resolve an argument, is open to Exodus. In the bathroom, the tub is filled with ice and the 
remnants of three cases of Coors Light. The young men pass around a joint, counterclockwise. "I'm 
telling you, I'm telling you, we don't know what we're doing," says Jason, a brown-haired freckled boy 
from Iowa, between puffs. "We've got no mission. We've got no direction. Conservatives--we're like a 
guy who has to pee lost in the desert, searching for a tree." The other seven young men nod and mumble 
in agreement. 

Over the next hour, in a haze of beer and pot, and in between rantings about feminists, gays and political 
correctness, the young men hatch a plan. Seth, a meaty quarterback from a small college in Indiana, and 
two others will drive to a local bar. There, the three will choose the ugliest and loneliest woman they can 
find. "Get us a real heifer, the fatter the better, bad acne would be a bonus," Michael shouts. He is so 
drunk he doesn't know he is shouting. Seth will lure the victim, whom they call a "whale," back to the 
hotel room. The five who stay behind will hide under the beds. After Seth undresses the whale, the five 
will jump out and shout, "We're beaching! Whale spotted!" They will take a photograph of the unfortunate 
woman.

This is the face of young conservatism in 1997: pissed off and pissed; dejected, depressed, drunk and 
dumb. The eight young men were visiting Washington, D.C., in early March, as they did last year and the 
year before that, for the Conservative Political Action Conference (cpac), arguably the most important 
event of the conservative year. Over the past twenty-four years, cpac, hosted jointly by the American 
Conservative Union and Human Events, and sponsored by every conservative group from the Christian 
Coalition to Citizens for a Sound Economy, has become the greatest draw on the right-wing circuit. Last 
year, more than 1,000 conservatives paid about $100 just to hear the lectures. Many coughed up another 
$200 to attend the banquet and receptions. During the 1996 primaries, every major Republican 
presidential candidate tried to shore up their conservative credentials by speaking at cpac. As the young 
men on the fourth floor smoked and swilled and schemed, Jack Kemp was delivering this year's keynote 
address.



cpac became a rite of passage for young conservatives in the Reagan glory days. Every year, hundreds of 
college students and recent graduates drove to Washington from around the country. Often sleeping five 
to a room, they made up nearly half of the participants, and they gave cpac the abundant raw energy that 
made the event special. They filled the conference room to hear discourses in tax cutting (good) and 
feminism (bad). They gave standing ovations to Phyllis Schlafly and Pat Robertson. Every year, they 
believed victory was close at hand. Patience, they said, was all that was needed.

But, this year, cpac bore no resemblance to a victory party. Turnout was down 50 percent. Not just seats, 
but entire tables were empty during Newt Gingrich's opening address. Vendors said they sold fewer GOP 
buttons, stuffed animals, aprons, T-shirts, books and tea-cozies than in years past. His arms windmilling 
and flailing in the air, Gingrich begged the audience to be more excited. This is "one of the first times that 
I've ever seen where the winning team feels defeated," he screamed at the glum faces. "And people walk 
around with long jaws and talk about how concerned they are that the Republicans lost their way." Later 
in the day, when Alan Keyes, one of the right's most popular speakers, ascended the podium, the room 
was even emptier. Keyes often paused as if waiting for thunderous applause, but there was only silence.
When he looked up, puzzled, a few individual claps could be heard from the back of the room. "For those 
people who have been conservatives their whole lives and are stumbling about right now asking 
themselves all kinds of strange questions about conservatism, I simply feel sorry for them," Keyes 
proclaimed. "We have the moral structure to lead us ahead." Ralph Reed, the Christian Coalition's 
executive director, spent much of his time at the podium, blaming the GOP funk on "muddle-headed" 
moderates who don't accept a socially conservative agenda.

Something quite peculiar has happened to conservatives. As they keep telling each other, they should be 
delighted with the way things are going. In 1996, they passed a test of historic importance in holding 
Congress. Although weakened, Newt Gingrich remains speaker, and the vacuum left by his political 
diminution has been at least partly filled by Senate Majority Leader Trent Lott. The Democratic president 
is in the worst trouble of his frequently troubled tenure, and these troubles will, at the least, consume the 
president's attention and energy for much of 1997. In recent weeks, the trouble has spread to Vice 
President Gore, the presumptive Democratic nominee in 2000. Conservative ideas so dominate the 
political agenda that the debate between the White House and Congress largely concerns questions of 
degree and methodology, not principle. By logic, this should be a season of GOP contentment, or at least 
relative satisfaction.

Yet the sound of right-wingers bitching and moaning is all over Washington. The money wing of the 
GOP and the Christian moralist wing are no longer on speaking terms; they snipe at each other from 
opposing columns on the op-ed page of The Washington Times. The Weekly Standard, which seeks to 
supplant National Review as conservatism's arbiter, ran a cover story exhorting the faithful to shape up 
and get tough. But the most telling of all these signs of conservative malaise is that, suddenly, the 
movement's youth look like a lost generation. The youth turnout at this year's cpac was so dismally low 
that the event's organizers won't release specific numbers, but veterans of the event estimated it was 75 
percent less than in years past. Several College Republicans running for national chairman canceled the 
small parties (called, in genteel fashion, "hospitalities") that have been used for years to woo supporters. 
And, at a booth for recent college graduates, stacks of free blue and white "conservative and proud" 
bumper stickers remain untouched. Meanwhile $1 "show us the way" stickers, bemoaning the void of
leadership, sell out. For youth at cpac, idealism is out. Despair and hedonism are in.

Around 9:30 p.m., Seth, Rick and Jason drive to a popular downtown bar. They park in front of a fire 
hydrant. Within fifteen minutes they spot their victim. About 5'3" and stout, she is standing near the bar, 
alone. Her lipstick has rubbed off on her wine glass, leaving only the cherry outline. Jason says this may 
be the only time he has wished a woman would wear a longer skirt to hide her legs. Seth walks up to her, 
and they exchange smiles. Forty minutes and two gin and tonics later, he invites her back to his hotel to
get stoned. He signals the other two, and they drive back to make sure everyone is hidden under the beds. 
Twenty minutes after that, Seth arrives with the young woman in a taxi. The two go into Seth's room. 
From the hallway, they can be heard through the door talking loudly. Half an hour later, the woman 
begins screaming. The door flies open, and she runs out. Tears, black from the mascara, stream down her 



face. She is holding her shoes and gripping her crumpled blouse to her chest. Inside the room, Charlie 
gives Seth a high- five. He promises to get the photo developed and duplicated in the morning. The men 
start chanting Seth's name over and over. Shirtless Seth bows and then flexes his biceps over his head. He 
grunts loudly.

This repellent scene was only a little beyond the norm of the conference. A wash of despair and alcohol 
and brutishness hung over the whole thing. Everywhere I went, it seemed, something sad or sordid was 
underway, or just finished, or about to begin. Halfway through the Keyes speech, I leave to go to the 
men's room. Inside, a wiry mustached twentysomething is getting to second base with a svelte blonde. 
The woman is sitting on the sink counter, her white blouse unbuttoned and hands above her head, pressed 
against the mirror. His face is buried between her breasts. I ask them why they ditched Keyes.

"Get out of here. Can't you see we're busy? This is way not cool," the man snaps back.

"Since I've already interrupted you, could you please just quickly answer the question?" I ask politely.

"Get out. Get out. Look, it's just not interesting listening to all them. I was having fun here. Now get out," 
he yells.

The blushing woman starts buttoning up her shirt to leave. But the man pleads: "Come on, stay. Please 
stay. You know this is what it's about."

A hotel janitor says he discovered two college students having sex on the dais in the middle of the night. 
At 4 a.m., in the hotel's empty garage, three students smoke pot. They explain that the sidewalk is too 
public, and they don't want the professor who came with them to smell it in their rooms.

Kids at cpac have always gotten drunk and laid, but that wasn't always the primary reason they came. This 
year, it seems, it was. "Yes, of course we're here to have fun," explains 19-year-old Jon Segura, a 
Vermont student who shakes hands with everyone who walks by the College Republicans' booth. "We 
like to say that up in Vermont there are more cows than girls... And sometimes you can't tell which one is 
which. It's not the same here." Several college sophomores standing around the Christian Coalition booth 
say that they party so hard because partying is all that the event--all that conservatism--really offers them. 
"Our problem is there is no defined torchbearer," explains Jason Burgen, the treasurer for North 
Carolina's College Republicans. "Now there is no Reagan, no one to lead us. So, there's a cynicism and a 
depression that has set in."

On Friday night, forty of the young conservatives ditch Lott's speech and pack a sweaty hotel room on the 
second floor. On the door someone has taped a sign that reads: "The lost ones--in here." Again, the 
bathtub is filled with beer, and a thick cloud of marijuana smoke hangs above the crowd. A red- headed 
guy whose name tag only says "Greg" tries unsuccessfully to program the pay-per-view to show an 
X-rated movie. Almost everyone in the room says they supported Phil Gramm or Pat Buchanan in last 
year's election.

"Look around, you'll see we're wandering," says Chuck Reingold, a College Republican from California. 
"I didn't even sign up for the conference this year. What's there to learn? You see that? That's why I come 
now." Reingold points to the bed. A short, busty woman is standing on the foot of the bed to kiss a very 
tall man. One hand is wrapped around his torso, the other is holding a cigarette with an ever-extending 
and fragile ash. When the two come up for air, the woman tucks her cigarette-free hand into the man's 
front pocket. She is, it turns out, a 22-year-old Marylander, and a big fan of the Republicans' chief 
moralizer, Bill Bennett. "He has some good morals to impart, and I really like his book," she says. "Is that 
an okay answer? I'm not really sure what else to say."

As the night drags on, two people begin snorting what looks like cocaine in the bathroom. Several bottles 
of vodka are brought in. By 1 a.m., more than half the guests have paired up and are making out. The fog 
of marijuana and cigarette smoke gives the scene an unfocused, almost slow-motion quality. Two women 



wearing Buchanan buttons, and swaying to a beat only in their heads, move from man to man along the 
windows, kissing the men and rubbing their breasts against them. One of the partygoers invites "everyone 
who wants to get naked" to his hotel room. Five men and four women, all college students, high and 
drunk, follow him to the elevator.

In the get-naked room, everyone disrobes immediately, without a hint of embarrassment. One couple 
fondles each other in the corner. A muscular man, apparently hallucinating, prances around the room like 
a ballet dancer. A woman locks herself in the bathroom, crying and shouting out the name "Samuel. " No 
one knows who Samuel is. The rest lounge on the beds, watching television and eating pretzels. They 
stare glassily at the screen, and, when they speak, they sound like they are talking through Jell-O. Among 
the naked bodies on the bed is Cynthia, a Dole supporter who lives less than a mile from the hotel. "What 
would give you the idea we're having problems? Huh? Why do you think that?" she asks me. "What was 
I saying? Oh, yeah. This is, like, just how the movement is now. Get used to it."
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It's been said that no previous White House perfected the art of rapid political response as well as 
President Clinton's has, so perhaps it was not surprising to find a Democratic loyalist camped out at this 
year's National Memorabilia Convention, held last weekend in Rockville, Maryland. With the Monica 
Lewinsky scandal nearly three months old, the novelty industry is well on its way to cashing in with a 
variety of knickknacks ranging from the silly (a computer game where players must guide Lewinsky from 
the Watergate to the Oval Office) to the salacious (an inflatable "Leaves of Grass"-reciting sex doll with 
the word intern stenciled across its chest).

Although a few of these goods are available already, the real onslaught won't begin until early 
summer--peak season for novelty sales--which means there's still time for Clinton supporters to minimize 
the public relations impact. In February, some Democratic fundraisers got together and helped create a 
new organization called Patriotic Profits. Its self-proclaimed purpose: to "uphold the esteem of the office 
of the presidency" by encouraging manufacturers not to put out such denigrating merchandise. "There is 
some fear here that a new fad glorifying Lewinsky could be born and heavily marketed," said P.J. Hozell, 
the organization's director. "Say it becomes like the Rubik's Cube; that would be bad for us." 

Maybe so, but Patriotic Profits will have a hard time holding back this merchandising bonanza. As Hozell 
was explaining her strategy to me, she had to shout over the throngs of merchants chortling over an item 
on display in the very next booth: a talking figure called "Loving Lewinsky" that looks and works like a 
child's doll. (Pull the string, and it says, "I'm a good intern," "All hail to the chief," "I can fetch your 
mail," and "Whatever you want, Mr. President.") It was one of the more than 3,000 Monica-related items
either on display or promised in catalogs at the convention. According to Clay Resin, a financial analyst 
who studies the collectibles markets, scandal-related novelty sales could top $80 million. "This is the 
biggest event ever to be sold in U.S. history," he explained to the convention-goers. If Resin is right, the 
Lewinsky scandal will sell more than five times the merchandise that the Gulf war did and 15 times 
Watergate.

Some of the wares on display were predictable, like the countless Lewinsky t-shirts and more than 70 
varieties of berets (available in more than 30 colors). Some were more creative, like a "Naturally scary 
Linda Tripp" Halloween mask for adults and a Lewinsky microcassette recorder that attaches to any 
telephone. Still others came with their own add-on accessories. Users of the inflatable Monica sex toy, for 
example, can also purchase Lewinsky wigs (the new pageboy cut goes for $24 while the old do with 
bangs runs for $22) and different voices (it's $13 for the "hot-talk voice" and $15 for the " little-girl 



voice"). There are greeting cards for Christmas (a Lewinsky caricature chanting "Ho-Ho-Ho") and 
birthdays ("I'll blow out your candle!").

Hozell realizes the scandal is a kitsch-maker's dream; she says her organization merely hopes to nudge 
manufacturers, ever so slightly, in a more constructive direction. "We want them to make money; we 
understand that, so I am offering novelty designers profitable alternatives that validate the office of the 
presidency," she says.

Incredibly, she's had some success. Last month, fashion newsletters reported that at least seven 
companies, including the Gap, had considered postponing plans to feature berets in upcoming headwear 
lines. It turns out that Patriotic Profits had arranged for several prominent Democratic donors to call 
designers and sway them toward "fashion that affirms our nation's greatness." "You won't see any more 
berets than normal next year," Hozell beamed. "We are successful because our callers explain the sensitive 
nature of how fashion and politics intersect." Indeed, although the companies won't officially comment on 
whether Patriotic Profits influenced fashion decisions, one designer who received a call told me his firm 
was nervous about getting mixed up in politics in any way and decided the wisest course of action was to 
simply hold off introducing the line.

But it may be easier to win over skittish fashion houses than it will be to convince the P.T. Barnum-types 
who manufacture gags. Take Joel Carni, whose family business, Four Aces, is one of the nation's largest 
political novelty manufacturers. This summer, stores will be hit with Four Aces's newest product: the 
Monicondom. "It's thinner--specially designed for oral sex, when people often forget" to be safe, Carni 
said, boasting of its public health utility. "The Centers for Disease Control would be proud of this item." 
The cardboard box encourages users to put it on their "slick willy" and to "turn the White House scandal 
into a safe-sex public service."

Hozell insists Monicondoms could be just as profitable with some "tinkering. " Her suggestions: change 
the flavors "beret berry" and "intern ice" to " berry good" and "interesting ice," and remove the word 
"slick willy" from the box and change the name to "My condoms." "None of these changes alters the 
meaning of the product, which is to prevent HIV transmission, something the White House is for," she 
earnestly explained. "But what they do is respect the presidency."

But Carni rejected those suggestions. "She doesn't get it. The whole point of a novelty is a gag," he added, 
clearly annoyed by the proximity of Patriotic Profits's booth to his. "The Star Spangled Banner' is not 
funny. The Pledge of Allegiance is not funny... The president with an intern under the Oval Office desk. 
That's funny. We sell funny."

(Copyright 1998, The New Republic)
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