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Something should be said about an essay organized around a comparison or a
contrast, say. of the settings in two short stories. of two characters in a novel, or of
the symbolism in two poems. (A comparison emphasizes resemblances whereas a
contrast emphasizes differences, but we can use the word “comparison” to cover
both kinds of writing.) Probably the student’s first thought, after making some jot-
tings, is to discuss one-half of the comparison and then go on to the second half
Instructors and textbooks (though not this onc) usually condemn such an organi-
zation, arguing that the essay breaks into two parts and that the second part in
volves a good deal of repetition of categories set up in the first part. Usually they
recommend that students organize their thoughts differently, making point-by-
point comparisons. For example, in comparing Adventures of Huckleberry Finn
with The Catcber in the Rye, you might organize the material like this:

f_.";
- . . . . E
1. First similarity: the narrator and his quest e
a. Huck ¥
W OTTALAL ¥,
ik 448 f:uLlJ - ==
2. Second similarity: the corrupt world surrounding the narrator s
a. society in Huckleberry Finn 5o
b. seciety in Caicher :
3. First difference: degree to which the narrator fulfills his quest and escapes

from society
a. Huck's plan to “light out” to the frontier
b. Holden's breakdown

HLEEE i5 ABOUICT WY Ol OB 4 COLLLPLATsol dnd contrast:

1. First point: the narrator and his quest
a. similarities between Huck and Holden
b. differences between Huck and Holden
2. Second point: the corrupt world
a. similarities between the worlds in Huck and Catcher
b. differences berween the worlds in Huck and Catcher
2. Third point degree nf success
a. similarities between Huck and Holden
b. differences between Huck and Holden

But a comparison need not employ either of these structures. There is even
the danger thar an essay employing either of them may not come into focus until
the essayist stands back from the seven-ayer cake and announces, in the conclud-
ing paragraph. that the odd layers taste better. In your preparatory thinking, you
may want to make u:mp.mmm in pairs, but you must come to some conclisions
— about what these add up to bciore writing e final version, This final version
should not duplicate the thought processes; rather, it should be organized to make
the point clearly and effectively. You are making a list; you dre arguing a case.

I'he point of the essay presumably is not to list pairs of similarities or differ-
ences, but to illuminate a work or works by making thoughtful comparisons. Al-
though in a long essay the writer cannot postpone until page 30 a discussion of the
second half of the comparison, in an essay of, say, fewer than ten pages nothing is
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wrong with setting forth one-half of the comparison and then, in light of it, the sec-
ond half The essay will break into two unrelated parts if the second half makes no
< of the fiest or if it fails to modify the first half, but not if the second half looks
ok to the first half and calls attention to differences thai iie new midicrial iSveais.

Learning how to write an essay with interwoven Comparisons is worthwhile, but be
2 are that there is another, simpler and clearer way [0 Wrile 4 COmparison.

Review: How to Write an Effective Essay

S writer st wosk out his or her own writing procedures and rituals. (Hem-
inzway liked to sharpen pencils: Robert Frost liked 1o do furm work bliorc wiit
1z.) The following suggestions may provide some help.

1. Read the work carefully.

Choose a worthwhile subject. something that interests you and is not so
big that your handling of it must be superficial. As you work, shape and nar-
row your topic—for example, from “The Character of Hester Prynne” (o

“The Effects of Alienation on Hester Prynne.”
wn nates af all relevant matters, As vou read,

< sl
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reflect on your reading and record your reflections If you have a feeling or an

idea, jot it down; don't assume that you will remember it when you get around

to writing your essay. The margins of the book are a good place for initial jot
tings, but many people find that in the long run it is easiest to transfer these
notes to 3 % 5 cards, writing on one side only.or to a file on your computer.

Arrange and organize vour thoughts into reasonable divisions, and

reject those irrelevant to your topic. lf you are writing an explication, the order

probably is essentially the order of the lines or of the episodes, but if you are

writing an analysis you aimost surcly will want (o rcarrange your notes. If
you took notes on your computer. it is best to print them out and do one of
rwo things. (1) Either add notes on the printout (such as “put this with X" or
~put this at the end of file; probably not useful™) so that you can, by moving
blocks of type, rearrange the sequence in your file and have something fairly
well-organized to look at and think about on-screen; of (2) Cut the notes
apart. reorganize them as you would index cards, and after they are in good
order, go back to your file and rearrange them there.

Whichcver methad vou use, get the notes into order. For instance, you
may wish to organize your essay from the lesser material to the greater (10
avoid anticlimax) or from the simple to the complex (Lo ensure intelligibility).
If. for instance, you are discussing the roles of three characters in a story, it
may be best to build up to the one of the three that you think the most im-
portant. If you are comparing two characters it may be best to move from
the most obvious contrasts to the least obvious. When you have arranged
your notes into a meaningful sequence of packets, you have approximately
divided your material into paragraphs, though of course two or three notes
may be combined io ONe paragrapii, of onc packed note muy turn Inio tWo

ir more paragraphs

Prepare an outline. Most cssayists find it useful to jot down some sort of
outline, indicating the main idea of each paragraph and, under cach main
idea, supporting details that give it substance. An outline—not necessarily

Beoecad the work i
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anvthing highly formal with capital and lowercase letters and roman and
wabic numerals, but merely key phrases in some SOrt of order—will help
you to overcome the paralysis called"writer's block” that commonily afflicts
professionals as well as students. A page of paper with ideas in some sort of
sequence, however rough, ought to encourage you to realize that you do
have something to say. And so, despite the remptation to sharpen another
pencil or put a new ink cartridge into your prinier or check your e-mail, the
best thing to do at this point is to sit down and start writing.

If you don't feel that you can work from note cards and a rough outline, try
another method: get something down on paper (or on d disk) by writing
freely, sioppily, auiomatically, or whutever, bur allowing vour ideas about what
the work means to you and how it conveys its meaning—rough as your ideas
may be—to begin to take visible form. If you are like most people, you can't
do much precise thinking until you have committed to paper at least a rough
sketch of your initial ideas. Later you can push and polish your ideas into
shape, perhaps even deleting all of them and starting over, but it is a lot easier
to improve your ideas once you sce them in front of you than it is to do the
job in your head. On paper or on the screcn of a computer one word leads to

hes in vour head one word often blocks another.

Just keep going; you may rcalizc, as you near the end of w seutence, that
you no longer believe it. OK, be glad that your first idea led you to a better
one, and pick up your better one and keep going with it.What you are doing
is.in a sense, by trial and error pushing your way not only toward clear ex-
pression but also toward sharper ideas and richer responses.
if there is time, reread the work, looking for additional material that
strengthens or weakens your main point; take account of it in vour outline
or draft.

. As soon 4s your thesis (your argiime at) is clear to you, give your essay

an informative title—not simply the title of the story, poem, Or play, but
something that lets your reader know where you will be going.

With a thesis and title clearly in mind, improve your draft, checking

your notes for fuller details, such as supporting quotations. If, as you work,
you find that some of the points in your earlier jottings are no longer rele-
vant, eliminate them, but make sure that the argument flows from one point
to the next. As you write, your ideas will doubtless become clearer: some may
nrove to he poor ideas. (We rarely know exactly what our ideas are until we
have them set down on paper. As the hitle gl suid, replying to the suggestion
that she should think before she spoke,“How do I know what I think until I
say it?") Not until you have written a draft do you really have a strong sensc
of what vour ideas are and how good your essay may be.
After a suitable interval, preferably a few days, read the draft with a
view toward revising it, not with a view toward congratulating your-
self. A revision, after all, is a re-vision, a second (and presumably sharper)
view. When you revise, you will be in the company of Picasso, who said
that in painting he advanced by a series of destructions A revision—say,
the substitution of a precise word for an imprecise one—Iis not a mattcr
of prettifving but of thinking. As you read, correct things that disturb you
(for example, awkward repetitions that bore, inflated utterances that
grate), add supporting detail where the argument is undeveloped (a para-
graph of only one or two sentences is usually an undeveloped paragraph),
and ruthlessly delete irrelevancies however well written they may be.
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But remember that a deletion probably requires some adjustment in the
preceding and subsequent material.

Use transitions to make sure that the argument runs smoothly. The
details should be relevant, the organization reasonable, the argument clear.
Check all quotations for accuracy. Quotations are evidence, usually in-
tended to support your assertions, and it is not nice to alter the evidence,
even unintentionally. If there is time (lhere almost never is), put the revi-

p in, cspecially with a e
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view toward deleting “'()l‘diﬁl.‘.\‘i and, on the other hand, supporting gener-
alizations with evidence.
9. Type, write, or print a clean copy, following the principles concerning
margins, pagination, footnotes, and so on set forth on pages 1452-56.1f you
have borrowed any ideas, be sture to give credit, usually in footnotes. to
vour sources. Remember that plagiarism is not limited to the unacknowl-
edged borrowing of words; a borrowed idea, even when put into your own =
words, requires acknowledgment.
Proofread and make corrections as explained on page 1453, Remeiii- = = -
ber that writing is a form of self-representation. Fairly or unfairly, readers
will make judgments about you based on how vou present yourself to
them in your writing. With this in mind, proofread your work carefully,
making sure that there are no misspellings, misquotations, and the like.The
trick, of course, is not to feel so good about the paper that you find yourself :
skimming and congratulating yourself on your ideas, rather than reading "
word by word, with an eye for small errors. i

sdditional Readings

AATE CHOPIN

Ser a biographical note, see page 67.

Ripe Figs ¥

“faman-Nainaine said that when the figs were ripe Babette might go to visit
1er cousins down on the Bayou-Lafourche! where the sugar cane grows. Not
that the ripening of figs had the least thing to do with it, but that is the way
\Maman-Nainaine was

It seemed to Babette a very long time to wait; for the leaves upon the
cees were tender yet, and the figs were like little hard, green marbles

But warm rains came along and plenty of strong sunshine, and though 5
“taman-Nainaine was as patient as the statue of la Madone,” and Babette as 5
cestless as @ humming-bird, the first thing they both knew it was hot sum: i
mertime. Every day Babette danced out to where the fig-trees were in a long
iine against the fence. She walked slowly beneath them, carefully peering

Bavou-Lafourche a bayou in southeastern Louisiana that flows into the Gulf of Mexico.
2 sagone the Madonnd. - —
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between the gnarled, spreading branches. But each time she came disconso-
late away again. What she saw there finally was something that made her

sing and dance the whole long dav.
When Maman-Nainaine sat down in her stately way 1o breakfast, the fol-
= H

bout ncr

jowing morning, licr mudshin Cap standing like an i white,
placid face, Babette approached. She bore a dainty porcelain platter, which
she set down before her godmother. It contained a dozen purple figs,
fringed around with their rich, green leaves.

‘Al said Maman-Nainaine arching her eyebrows, “how early the figs
have ripened this year!”

“Oh " said Babette.*1 think they have ripened very late”

“Babette.” continued Maman-Nainaine. as she peeled the very plumpest
fes with her nointed silver fruit-knite. “vou will carry my love to them all

down on Bayou-Lafourche. And tell your Tante? Frosine 1 shall iook for hier at
Toussaint’—when the chrysanthemums are in bloom.”

YOUR TURN

1. Compare and contrast Maman-Nainaine and Babette.

Two questions here: What, if anything, “happens” in “Ripe Figs"? And

what, in your opinion, is the story about?

3 What, if anvthing, would be lost if the last line were omitted? (if you
can think of a better final line, write it, and explain wlhy your version s
preferable.)

2

WILLIAM STAFFORD

Willian Stafford (1914-1993) was born in Hutchinson, Kansas, and was edu-
cated at the University of Kansas and the State University of Towa. A conscien-

g i1t Id War 11, he worked for the Brethren Service and the
Church World Service. After the war be taught at several universilies and iben
settled at Lewis and Clark College in Portland, Oregon. In addition to writing
several books of poems, Stafford is the author of many books of poetry and
prose, including Down in My Heart (1947), an account of bis experiences as a

conscientious objfector.

 /
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Traveling Through the Dark (1960)

Traveling through the dark I found a deer

dead on the edge of the Wilson River road.

It is usually best to roll them into the canyon:

the road is narrow: to swerve might make more dead i

By glow of the tail-light I stumbled back of the car
and stood by the heap,a doe, a recent killing:

she had stiffened already, almost cold.
id the belly 8

Soanieoo e o
i drupoesd her ofi; shic W

IToussaint a bavou town in Louisiana.“La Toussaint’ is the Cajun-French

Tante aunt
name for All Saints’ Day, a day of religious festiv al and celebration
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Linda Pastan

My fingers touching her side brought me the reason—
her side was warm; her fawn lay there waiting,

alive. still. never to be born.

Beside that mountain road i hesitated.

The car aimed ahead its lowered parking lights;
under the hood purred the steady engine.

I stood in the glare of the warm exhausl turning red;
around our group 1 could hear the » ilderness listen.

[ thought hard for us all—my only swerving—
Then pushed her over the edge into the river.

YOUR TURN

irst sentence (the first two lines) and try to recall what your

1. Look at the f
impression of the speaker was, based only on these two lines, or pre-

tend that you have not read the entire poem, and characterize him
merely on these two lines. Then take the entire poem into considera
waracterize him

5 What do vou make of the title? Do you think it is a good ulle for this

tion and cl

poem? Ex plain.

LINDA PASTAN

Linda Pastan was born in New York City in 1932 and educated at Radcliffe
noms College, and Brandets I miversity. The author of many books
srous prizes and bas received a grani froii ife

College, Simu
F poems, she bas won UK
Sational Endowment for the Arts

Ethics [1980]
In ethics class sO many years ago

our teacher asked this question every fall:

if there were a firc i a muscum

which would you save, a Rembrandt painting
or an old woman who hadn’t many

vears left anyhow? Restless on hard chairs
caring little for pictures or old age

we’'d opt one year for life, the next for art

and always half-heartedly. Sometimes

the woman borrowed my grandmother's face
ing her nemal kitchen to wander

i
i

some drafty, half-imagined museum.

One year, feeling clever, [ replied

Why not let the woman decide herself?
Linda, the teacher would report, eschews

the burdens of responsibility.
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This fall in a real museum [ stand

before a real Rembrandt. old woman,

or nearly so, myself. The colors

Within this frame are darker than autumn, 20
darker even than winter—the browns of earth,

though earth’s most radiant clements burn

through the canvas. [ know now that woman

e

and painting and season are almost one

=
=

andd

YOUR TURN

1. What, if anything, do we know about the teacher in the poem? Do you
think you would like to take a course with this teac her? Why?

2. Lines 3-6 report a question that a teacher asked. Does the resl of the
poem answer the question? If so, what is the answer? if not, what does

the rest of the poem do?

1 D vou assume that, for this noem, the responses of vounger readers -
(say, ages 17-22) as a group would differ from those of older readers? If =
so, why? E

LORNA DEE CERVANTES

Lorna Dee Cervantes, born in San Francisco in 1954, founded a press and a
poctry magazine, Mango, chiefly devoted lo Chicano literature. in 1978 she re- :
ceived a fellowship from the National Endowment for the Arls, and in 1981 o
she published her first book of poems. “Refugee Ship. originally written in ‘i
1974, was revised for the book. We print the revised version. € ervantes is cur-
rently a professor at the University of Colorado at Boulder.

Refugee Ship [1981]

Like wet cornsiarch 1 slide =
past my grandmother’s eves. Bible e
at her side, she removes her glasses. E
I'he pudding thickens. -

Mama raised me without language
I'm orphaned from my Spanish name.
The words are foreign, stumbling

on my tongue. I see in the mirror

ey weef Lot iy - -
my reflechion: o Fo
I feel I am a captive 10 g
aboard the refugee ship. -0

e ship that will never dock.
El barco gue nuncd atraca.”

13 El barco que nunca atraca The ship that never docks
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YOUR TURN

1. What do you think the speaker means by the comparison with “wet
, hat do vou take her to mean in line b

from my Spanish name"?

hole, why does the speaker feel she is “a

hip”? How would you characterize such

And

cornstarcit” i e 1f
when she says, “I'm orphaned
2. Judging from the poem as a w
captive / aboard the refugee s

feelings?
3. In an earlier version of the poem, instead of “my grandmother’s eyes”

= Cervantes wrote “mi abuelita’s eyes”; that s, she used the Spanish words
for “my grandmother.” In line 5 instead of “Mama” she wrote “mama”
lagain, the Spanish equivalent), and in line 9 she wrote “brown skin”
inetead of “bronzed skin.” 1he final line ol her original
in Spanish but in English, a repetition of the preceding line, which ran

1o thus: “The ship that will never dock.” How does each of these changes
e strike you?

JOSE ARMAS
Born in 10414, José Armas bas heen a teacher (at the
University of New Mexico and at the University of Albu-

guergiie), publisher, critic. and community organizer.

;‘_‘ E His interest in compiunity affairs won bim a fellowsbip,
which in 1974-1975 brought him into association with

the Urban Planning Department al the Massachuselts

Institute of Technology. In 1980 he was awarded a writ-
o ing fellowship by the National Endowment for the Arts,
and he now writes a column on Hispanic affairs for De

El Rﬂoﬁa’el Barrio®

! because he was always whistling

Romero Estrado was called “El Cotorro”
gs were spontaneous

and singing. He made nice music even though his son
compositions made up of words with sounds that he liked but which sel-
dom made any sense. But that didn’t seem to bother either Romero or any-
one else in the Golden Heights Centro where he lived. Not evein the kids
made fun of him. It just was not permitted

Romero had a ritual that he followed almost every day. After breakfast
he would get his broom and go up and down the main street of the Golden
Heights Centro whistling and singing and sweeping the sidewalks for all the
businesses. He would sweep in front of the Tortilleria America,” the XXX
Liquor Store, the Tres Milpas* bar run by Tino Gabaldon, Barelas' Barber
Shop. the used furniture store owned by Goldstein, El Centro Market of the

Office, and Lourdes Printn

Avila famnily, the Model Liues

£l Tonto del Barrio the barrio dummy (in
-ommunity). All notes are by the editors.
“Ires Milpas Three ( ornfields.

the United Srates, a barrio is a Spanish-speaking
IEl Cotorro The Parrot.  “Tortilleria America

.merica Tortilla Factory
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afternoons, he would come back and sit in Barelas’ Barber Shop and spend
the day looking at magazines and watching and waving to the passing peo-
ple as he sang and composed his songs without a care in the world

When business was slow, Barelas would let him sit in the barber’s chair.
Romero loved it. it was a routine that Romero kept every day except Sun-
days and Mondays when Barelas’ Barber Shop was closed. After 2 period of
years, people in the barrio got used to seeing Romero do his little task of
sweeping the sidewalks and sitting in Barelas’ Barher Shop If he didn't show
up one day someone assumed the responsibility to go to his house 10 sce it
he was ill. People would stop to say hello to Romero on the street and
although he never initiated a conversation while he was sober, he always
smiled and responded cheerfully to everyone. People passing the barber
shop in the afternoons made it a point to wave even though they couldn’t
see him: they knew he was in there and was expecting some salutation.

When he was feeling real good, Romero would sweep in front of the
houses on both sides of the block also. He took his job seriously and took
great care 1o sweep ccanty, between the cracks and cven heiween the sides
of buildings. The dirt and small scraps went into the gutter. The bottles and
bigger pieces of litter were put carefully in cardboard boxes, ready for the
garbage man.

If he did it the way he wanted, the work took him the whole morning.
And always cheerful—always with some song.

Only once did someone call attention to his work. Frank Avila told him
in jest that Romero had forgotten to pick up an emprty bottle of wine from
his door, Rumero was 5o offended and made snch a2 commotion that it got
around very quickly that no one should criticize his work. There was, in fact,
no reason Lo.

Although it had been long acknowledged that Romero was a little
“touched.” he fit very well into the community. He was a respected citizen.

He could be found ar the Tres Milpas Bar drinking his occasional beer in
the evenings. Romero had a rivalry going with the Ranchera songs on the
jukebox. He would try to outsing the songs using the same melody but in-
serting his own selection of random words. Sometimes, like all people, he
wouid “bust out” and get drunk

One could always tell when Romero was getting drunk because he
would begin telling everyone that he loved them.

“1 looov youuu,” he would sing to someone and offer to compose them
4 song.

“Ta bueno, Romero. Ta bueno, ya bete™ they would tell him.

Sometimes when he got too drunk he would crap in his pants and then
Tino would make him go home.

nsmero received some money from Social Security but it wasn't much.
None of the merchants gave him any credit because e would alwvays [orget
to pay his bills. He didn’t do it on purpose, he just forgot and spent his money
on something else. So instead, the businessmen preferred to do little things
for him occasionally, Barelas would trim his hair when things were slow.The
Tortilleria America would give him menudo’ and fresh-made tortillas at noon
when he was finished with his sweeping. El Centro Market would give him the
overripe fruit and broken boxes of food that no one else would buy. Although

iTa bueno, ya bete OK, now go away. “menudo tripe suup.
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it was unspoken 'md unwrmen there was an agccrncnt that existed betwccn

¢ thee sidewalks clean and

e barrio looked after him. [t was a contract that worked well for a long time
T'hen, when Seferino, Barelas™ oldest son, graduated from high school he
ent 10 work in the barber shop for the summer. Seferino was a conscien-
25 and sensitive young man and it wasn't fong before he took notice of
mero and came to feel sorry for him
One day when Romero was in the shop Seferino decided to act.
“Mira, Romero. Yo te doy 50 centavos por cada dia que me barres la ban-
wsern, Fifty cents for every day vou sweep the sidewalk for us. Qué te parece?™®
Romero thought about it carefully,
Hecho! Done!” he exclaimed. He started for home right away to get his
Broom.
“Why did you do that for, m'ijo?"” asked Barelas.
It don't seem right, Dad. The man works and no one pays him for his
k. Everyone should get paid for what they do.”
“He don't need no pay. Romero has everything he needs”
1[ s not the same, Dad. How would you like to do what h

SATNE W 2y? ?

C‘-
8
P th
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scmaps and h.mdnu[s.
I'm not Romero. Besides you don’t know about these things. m'ijo.
mero would be unhappy if his schedule was upset. Right now everyone
s him and takes care of him. He sweeps the sidewalks because he wants
«:mething to do, not because he wants money.
I'll pay him out of my money, don't worry about it then”
~The money is not the point. The point is that money will not help
Ramera Nan’t vou understand that?”
“Look, Dad. Just put vourseif in his place. Would you do it? Wouid you
hair for nothing?”
Barelas just knew his son was putting something over on him but he
Ludn't know how to answer. It seemed to make sense the way Seferino ex-
ned it. But it still went against his “instinct.” On the other hand, Seferino
24 zone and finished high school. He must know something. There were
== kids who had finished high school in the barrio, and fewer who had
gone to collcgc Barelas knew thcm all. He noted (with some pride) that Se-
! at Harvard University this ycar That must

nt for something, he lhuugln Barelas himselfl had never gone to school

= mavbe his son had something there. On the other hand .. .it upset Barelas

et e wasn't able 1o get Seferino to see the issue. How can we be so far

«art on something so simple, he thought. But he decided not to say any-
12 else about it.

Romero came back right away and swept the front of Barelas’ shop
szain and put what little dirt he found into the curb. He swept up the gutter,
owut the trash in a shoe box and threw it in a garbage can.

seferino watched with pride as Romero wiai about His job and w

+as finished he went outside and shook Romero’s hand. Seferino told
ssw he had done a good job. Romero beamed.

\anolo was coming into the shop to get his hair cut as Seferino was giv-

: Bomero his wages. He noticed Romero with his broom

“m'ijo (mi hijo) my son
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“What's going on?" he asked. Barelas shrugged his shoulders “Que tiene
Romero?® Is he sick or something?”

“No, he’s not sick,” explained Seferino, who had now come inside. He
told Manolo the story.

“We're g¢ nm, o I“d}\(. Romero a businessman,” said Seferino.“Do you re-
e if evervone n.rnr\ him just fiftv

¥ ---lU-\{ MaRs
CEﬂtS a day? Like my dad says, ‘Everyone should be able to keep his dignity,
no matter how poor. And he doces a job, you know.”

“Well. it makes sense.” said Manolo.

“Hey, maybe I'll ask people to do that.” said Seferino.’ “That way the poor
old man could make a decent wage. Do you want to help, Manolo? You can

go with me to ask people o pay him.”

“Well” said Manolo as he glanced at Barelas,"I'm not too good at asking
people for money.

This did noi discourage Scicrino. He went out and contacted all the
husinesses on his own, but no one else wanted to contribute. This didn't dis-
courage Seferino either. He went on giving Romero fifty cents a day.

After a while, Seferino heard that Romero had asked for credit at the
grocery store.”See, Dad. What did 1 tell you? Things are getting better for him
already. He's becoming his own man. And look. It's only been a couple of
weeks” Barelas did not reply.

But then the next week Romero did not show up to sweep any side-
walks He was around but he didn't do any work for anvbody the entire
week. He walked around Golden Heights Centro in his best gray work pants
and his slouch hat, looking important and making it a point to walk right
past the barber shop every little while.

Of course, the people in the Golden Heights Centro noticed the
change immediately, and since they saw Romero in the street, they knew he
wasn't ill. But the change was clearly disturbing the community. They dis-
cussed him in the Tortilleria America where people got together for coffee,
and at the Tres Milpas Bar. Iln:rvv. here the topic of conversation was Lht

. Only Hareiay did not talk ;

great change that had come over Rg
The following week Romero came into the barber shop and askcd to
talk with Seferino in private. Barelas knew immediately something was
wrong. Romero never initiated a conversation unless he was drunk
They went into the back room where Barelas could not hear and then
Romero informed Seferino. 1 want a raisc.
“What? What do you mean, a raise? You haven't been around for a week.
You only worked a few wecks and now you want a raise?” Seferino was
clearly angry but Romero was calm and insistent.
Romero correctly pointed out that he had been sweeping the sidewalks
for a long time. Even before Seferino finished high school.
i5 “I deserve a raise.” he repeated after an eloquent presentation.
Seferino looked coldly at Romero. It was clearly a stand-off
Then Seferino said, “Look. maybe we should forget the whole thing. 1
was just trying to help you out and look at what you do.”
Romero held his ground.“T helped you out too. No one told me to do it

and 1 did it anyway. I helped you many years.”

fQué tiene Romero? What's with Romero?




