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				What readers are saying about Writing and Developing Your College Textbook

				“TAA and the authors have done a wonderful service to us all—textbook, academic, and even trade authors—with this seminal, blood-and-guts guide to the art, craft, and work of authoring. Even though I signed my first contract in 1987, I read every word of this valuable new book and took pages of notes to guide me forward!” 

				—Robert Christopherson, author of Geosystems

				“This guide is an essential tool for anyone interested in writing textbooks, from beginner to seasoned veteran. It’s like having a group of trusted mentors sitting on the edge of my desk.” 

				—Kevin Patton, author of Anatomy & Physiology

				“Wow! Lots of changes! I appreciate all the new graphics, the book is much more visually appealing for the reader than the 2nd edition. You won’t have to read a whole chapter to find the important nuggets you are looking for. The new organization is great! The co-authors that were brought in definitely add to the authority of this book for new authors. The case studies and author to author features add real-life examples and offer relatability.” 

				—Laura Frost, author of General, Organic, and Biological Chemistry

				“Writing and Developing your College Textbook is a wonderful reference for those interested in entering the field. Written by knowledgeable publishing insiders, this guide will help readers successfully navi-gate the ever-changing publishing landscape. At each stage of the process, from initial proposal and con-tract negotiation all the way through development and into production, the authors provide thoughtful instruction, enabling new authors to fully partner with publishers to create their best work.” 

				—Linda S. Ganster, Editorial Director, Rowman & Littlefield

				“This comprehensive guide to college textbook development is a straightforward compendium of every-thing you need to know to get started writing textbooks. I wish someone had given me a guide like this when I started developing textbooks! It took years to learn all the insights contained within these covers. This guidance is precisely the information that I shared with my authors as their development editor. Like all writing, textbook writing is a specialized genre, and this guide provides all the necessary support for writers looking to be successful in the college market.” 

				—Sonny Regelman, Content Development Executive
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				Welcome to the revised and expanded third edition of Writing and Developing Your College Textbook. If you’re thinking about writing a college textbook or have already started, you most likely are a higher education faculty member or practitioner in your field. You have taught for many years, built a strong appreciation for what constitutes useful teaching materials, and developed a successful approach to teaching that you want to share with a wider audience. Perhaps you feel frustrated with textbook offer-ings in your discipline or want to write one for a course you teach. Perhaps you seek a broader influence on the way your course is taught or on people entering your field. 

				This book is divided into three parts: 1) Understanding the Higher Education Textbook Publishing In-dustry, 2) Negotiating Your Textbook Contract, and 3) Writing and Developing Your College Textbook. Part 1 (Chapters 1–3) provides you with essential background information on the changing higher edu-cation publishing industry. Part 2 (Chapter 4) shares insight into how to negotiate a textbook publish-ing contract and how you can establish good author-publisher relations. Part 3 (Chapters 5–15) guides you through the nuts and bolts of the textbook development process. What are the steps in develop-ment and why are they needed? How do you identify your audience and establish a voice and style? How do you craft learning objectives and headings to express your instructional goals, organization, and content? How can you provide appropriate textbook apparatus and pedagogy? How can you best manage the business of authorship—drafting and revising, working to length and schedule, clearing permissions, keeping records, and so on? And how can you enhance the visual presentation of your material and adapt it for online applications?
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				In a new feature called “Author to Author”, you will get an inside look at how many of the concepts introduced in this book have been put into practice by successful textbook authors.

				This book is not just for beginners but also aims to help experienced textbook authors enhance their products’ content and improve their working relationships with publishers. It is also a resource for ed-itors and content developers in the field of higher education publishing and is equally useful for self publishers. Whatever your reasons for consulting this book, our principal goal in writing it is to empower you to undertake textbook development on your own to improve your chances of success. Writing and crafting a textbook and attending to authoring tasks is a time-consuming, complex—some would say monumental—project, even harrowing at times. Publishers may contribute little to this process beyond assigning and paying advances. Most houses seldom employ more than a handful of staff development editors, who tend to be reserved for textbooks with the highest projections of sales. At the same time, outsourced development projects may lack the same commitment or quality control on the part of a freelancer or packager that in-house editors may bring. As the textbook author, therefore, you are your best bet.

				Your greatest source of success is a truly good product. Minimally, a good textbook teaches, using good content and organization expressed in a good voice and style. This book aims to explain in each case what we think “good” means and how to achieve it. Even good textbooks sometimes fail because they missed their market or were somehow mismanaged, and mediocre books may initially succeed be-cause of publisher hype and aggressive sales campaigns. Many textbooks fail simply because the author or publisher abandoned them. Textbooks that are both good and successful, however, become classics in their field, indispensable. They last into their tenth editions and beyond, sometimes outliving their original authors. And they consistently make good money for everyone involved.

				What makes a textbook truly both good and successful is product development and authorship—and that’s what this guide is about. You are an expert in your field, but you are not an expert in textbook pub-lishing, which is just as sophisticated, multifaceted, layered, and nuanced as your field. This book aims to share with you the knowledge and skills of college acquisitions and development editors, intellectual property rights experts, and successful textbook authors, which you can use to your advantage as an academic author, textbook writer, and/or content developer.
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					You are an expert in your field, but you are not an expert in textbook publishing, which is just as sophisticated, multifaceted, layered, and nuanced as your field.

				

			

		

		
			[image: ]
		

	
		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

		
			
				4

			

		

		
			
				Part 1

			

		

		
			
				Understanding the Higher Education Textbook Publishing Industry

				By Sean W. Wakely

				Sean W. Wakely is Founder and Principal Adviser at Academic Author Advisers, a literary agency and consulting service with a primary focus on advising higher education authors and educational technol-ogy startups. He began his career as a sales representative for Allyn & Bacon and was a top-performing acquisitions editor and editorial manager at Pearson Education and Houghton Mifflin’s college division. In several senior executive roles at Thomson Learning and Cengage Learning, including president of Wadsworth Publishing and manager of National Geographic Learning, Sean successfully guided edito-rial, product, marketing, production, and digital media teams to achieve industry-leading growth.
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				The Evolving Higher Education Textbook Publishing Industry
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				Whatever your background—a fledgling writer seeking your first contract, an experienced author with many books under your belt, an editor or product manager, or an academic with an itch to self pub-lish a textbook—you almost certainly picked up this book to learn more about the nuts and bolts of de-veloping excellent college textbooks and online learning content. But do you understand how textbooks are constructed, produced, and sold through a series of publishing processes? Are you familiar with the extensive, ongoing changes taking place in the higher education publishing industry today? Are you confident navigating the evolving college publishing landscape, and do you clearly understand your place in it as an author, a publisher, or a consumer? We’ll address these questions and more in the first few chapters, before focusing on content development strategies, because it’s helpful first to understand the industry’s basics before imagining yourself in today’s ever-changing publishing picture. 

				The Publishing Landscape

				The higher education publishing ecosystem is complex, but its main components are distributors (col-lege bookstores and online retailers), producers (authors or subject matter experts and publishers), and a customer base comprised of buyers (students) and decision makers (faculty or administrators). If you are a college-level faculty member, you probably are a decision maker—you select textbooks for your classes or participate in textbook selection committees—and certainly you were a buyer when you were a student. You interact with distributors when you order course materials for your students, and you experience firsthand whether and how students acquire and use those materials. However, even with all 
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				those experiences under your belt, you still might not appreciate the size and complexity of the textbook publishing business. 

				Distributors: College Bookstores and Online Retailers

				The National Association of College Stores (NACS) is a global, nonprofit trade association represent-ing over four thousand stores and vendors serving colleges, universities, and K-12 schools. According to NACS, U.S. college bookstores generated just over $10 billion in sales revenues from all products they carry—sweatshirts, backpacks, electronics, mugs, textbooks, food items, and so on, in 2014 (National Association of College Stores, Inc. 2015b). About $7 billion of those revenues are typically attributed to textbook sales alone (Bowker 2013, slide 10), but in 2014, Nielsen PubTrack (formerly Bowker Market Research) estimated higher education textbook sales at over $11 billion (Nielsen 2014, slide 10). The actual number is likely to be somewhere between those extremes. Underlying industry sales have been flat or shrinking for several years in spite of consistent price increases, so the discrepancy in Nielsen/Bowker’s estimates between 2013 and 2014 are unlikely due to sales growth. It’s more likely their attempt to factor the most recent entrants, such as Amazon or Chegg, into industry estimates that previously tracked only campus-based sales. For example, in 2015 Amazon began targeting large institutions for a web-based partnership program called Amazon Campus to replace or augment local college stores. In fact, a fall 2015 student survey, Student Watch (funded by the NACS Foundation), found that students either purchased or rented about 50 percent of their course materials through Amazon or Chegg, two of the largest online retailers of used and rental textbooks (National Association of College Stores, Inc. 2015c). Just as with other markets it has entered, Amazon is shaking up textbook sales and rentals and is poised to become the dominant player at some institutions.

				Amazon’s interest confirms that college textbook publishing/distribution is a big business. Yet, just a handful of companies provide most of the products sold by campus bookstores and online retailers, trailed by a large number of smaller publishers who specialize in certain subjects or focus on small-en-rollment courses. To better understand the industry dynamics, let’s turn first to the larger publishers who produce the bulk of the textbooks used by today’s college students. 

				Producers: College Publishers 

				For many years, the top five college publishers based on overall market share have been Pearson Edu-cation, Cengage Learning, McGraw-Hill Education, Macmillan Learning, and John Wiley & Sons (Figure 1.1). While precise market shares are difficult to pinpoint, various estimates suggest these five publishers hold 70 to 90 percent of the U.S. college textbook/course materials market (Button 2014; Koch 2013, 4). The college divisions of Pearson, Cengage, and McGraw-Hill head up the short list. Even with consid-erably smaller annual revenues, Macmillan Learning and Wiley are influential players in course areas they target. 
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				Other important publishers include the college textbook divisions of Elsevier, Jones & Bartlett, Ox-ford University Press, SAGE, Sinauer Associates, Taylor & Francis Group (CRC Press, Focal Press, Gar-land Science, M.E. Sharpe, Paradigm Publishers, Psychology Press, and Routledge), Vista Higher Learn-ing, Waveland Press, Wolters-Kluwer (Lippincott Williams & Wilkins), and W. W. Norton. A number of smaller publishers, such as Rowman & Littlefield and the University of California Press, are expanding their lists at the junior, senior, and graduate levels as well. See “A Sampling of College Textbook Pub-lishers and Commercial Publishing Alternatives” at the end of this chapter for a detailed listing of typ-ical publishers’ profiles. 

				According to sales data gathered by the American Association of Publishers (AAP), the principal trade association representing over two hundred U.S. publishers, higher education publishing activity generated a total of $4.08 billion in revenues in 2015, a decrease of 7.2 percent over 2014 (Shelf Awareness 2016). Not all textbook publishers report results to the AAP, which is partially responsible for the discrep-ancy between the AAP’s reported annual industry revenues and Nielsen’s $11 billion estimate mentioned above. Much of the gap, however, reflects estimated revenues attributable to online and brick-and-mor-tar retailers’ used book and book rental activity, from which neither publishers nor authors derive earn-ings following an initial sale—and they also aren’t reported to the AAP. 

				Higher education textbook markets are global, but the lion’s share of most authors’ and publishers’ earnings are derived from North American markets or from the original, English-language versions sold by a publishers’ international divisions or third-party distributors. Therefore, this book focuses primarily 
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				on products developed for the U.S. higher education market—and the best place to begin a discussion of the industry is with its customers. 

				Customers: Buyers and Decision Makers

				College textbook publishing is not a typical consumer market, because the purchasers—students—do not select the products they use. Instead, administrators or instructors make the initial selections, and students are expected to purchase the assigned materials. While publishers market to various customer channels, most college textbooks are used in either for-profit or nonprofit higher education institutions.

				For-profit institutions’ textbook selections or adoptions are generally made by the school’s owners or its administrators, and course materials are usually included in the costs of tuition and student fees. However, for-profit schools only constitute around 10 percent of undergraduate enrollments (U.S. De-partment of Education, National Center for Education Statistics 2015, Figure 4). Therefore, publishers and authors are more greatly impacted by the decision-making process at nonprofit institutions. At these schools, full-time faculty members or faculty committees usually evaluate and adopt course materials, and students purchase the assigned materials separate from the tuition and fees they pay. Unlike their counterparts at for-profit institutions, students at nonprofits must decide whether to purchase new, used, or rented books, take advantage of digital options, search for substitutes, or forego a textbook purchase altogether. Given all the options available, how do students make such decisions?

				Students

				The National Center for Educational Statistics (NCES) projects 19.6 million undergraduate students will be enrolled in degree-granting institutions by 2024. Compared to the 37 percent increase between 2000 and 2010, this is a modest increase (12 percent) from the 17.5 million students enrolled in 2013 (U.S. De-partment of Education, National Center for Education Statistics 2015b, Figure 1). Thus, competition for the slow-growing student population’s dollars is fierce, and understanding students’ priorities is crucial to generating products they will purchase from an adoption order, known to publishers and experienced authors as sell through. Student Monitor data, based on a spring 2016 survey of 1,200 four-year under-graduates, highlights what we currently know about some key features of students’ current purchasing and learning behaviors (see “Student Monitor Survey Highlights” on facing page).

				Publishers have recently begun paying more attention to students’ preferences in an effort to increase sell through. Their marketing and relationship-building focus is still primarily on faculty, however, be-cause student cohorts cycle out of the educational system every few years, whereas faculty members typ-ically persist for decades. What basic information do we know about the faculty with whom publishers seek to establish long-term adopter relationships?

				Faculty

				Authors’ and publishers’ relationships with faculty textbook adopters are intimate and complex. Well-pre-pared course materials can make an instructor’s life immeasurably easier, while flawed course materials can make teaching and learning difficult for all involved. An author’s job is to present a current, accurate, 
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					Textbooks Purchased or Acquired 

					Students registered for an average of 4.5 courses and on average purchased 4 titles (89% of the requirement). 73% purchased all required titles.

					Ebooks

					46% of respondents report purchasing an etextbook in the past or are currently using one. Of students who have purchased at least one etext, 41% are somewhat or very unlikely to buy another one, 39% are somewhat or very likely to purchase one in the future. The top reasons for not buying an etextbook are a preference for used textbooks or having a book buyback option, greater ease of highlighting and note taking in print and legitimate purchases of etextbooks comprised up to an estimated 12% of the textbook market in spring 2016.

					Learning Management Systems 

					Over 77% of students used a learning management system (LMS) to facilitate online learning, and over 65% used an LMS daily. The top four LMSs were Blackboard, Canvas, Moodle, and Desire2Learn.

					Online Homework Systems

					24% of students purchased access to an online homework system and 19% bought a book+passcode bundle to access homework online. The top-selling online systems were Pearson’s MyLab and Mastering, McGraw-Hill’s Connect and ALEKS, Cengage’s Cengage Now, MindTap, Aplia, WebAssign, and WileyPlus.

					Online Courses

					33% of students have taken a fully online course. Of them, 56% pre-ferred its convenience, half said taking the course online resolved a schedule conflict or the course was only offered online, and 17% thought the online course would be easier. 64% of these students would take another fully online course.

				

			

			
				
					 Student Monitor Survey Highlights

				

			

		

		
			
				Source: Student Monitor 2016, slides 60, 65, 69, 71, 76, and 104
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				and clear explanation of the course content in a manner that best supports teaching and learning. To help authors achieve this goal, textbook publishers arrange for potential adopters and subject experts to review manuscripts while they’re being written and sometimes assign editors who specialize in textbook content development to work closely with an author. Publishers’ editorial, marketing, and sales staff ex-pend a great deal of time and expense researching, meeting, and getting to know key faculty who control targeted adoptions. Consequently, they understand the basic demographics of faculty adopters, and it’s helpful for textbook authors to keep those basics in mind, too (Figure 1.2).

				Faculty members will be your first and toughest critics in the product development, adoption, and sales process. As noted in the figure, they’re relatively homogenous. They’re also often harried and under increasing pressure from administrators to cater to students (Fredrickson 2015). The course materials faculty choose may be cited in student evaluations and factored into decisions about promotion and sal-ary or teaching contract renewals. Poor quality or ill-functioning course materials, insofar as they impede student performance, can therefore have serious, negative impacts on faculty beyond complicating the teaching experience. As a textbook author, you have the opportunity to build a high-quality, strategically written, competitively successful product. It can add tangible value to the college course for which you’re writing, greatly enhance each learner’s performance, and effectively support your adopters’ efforts.

				
					1.5 million faculty taught in degree-granting postsecondary institutions in 2013, an increase of 69% from 1993. 

				

				
					Full-time teaching faculty increased by 45% between 1993 and 2013 (from 545,700 to 791,400).

				

				
					Part-time faculty increased by 104% between 1993 and 2013 (from 369,800 to 752,700).

				

				
					63% of faculty are employed by public institutions.

				

				
					29% of faculty are employed by private, nonprofit institutions.

				

				
					8% of faculty are employed at for-profit institutions.

				

				
					49% of faculty are female (an increase of 39% since 1993) and 51% are male.

				

				
					Figure 1.2 Source: U.S. Department of Education, National Center 

					 for Education Statistics 2015a. 
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						Ethic Self-Identification

					

				

				
					
						White: 79%

					

				

				
					
						Asian/Pacific: 10%

					

				

				
					
						Native American: 1%

					

				

				
					
						Mixed: 1%

					

				

				
					
						Black: 

						6%

					

				

				
					
						Hispanic: 

						5%
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				The Role of Textbooks

				The significant benefits authors and publishers bring to the market in the form of textbooks, and which students and instructors prize, have remained remarkably consistent over the years. Those benefits derive from properly developed works that are current, accurate, and engaging enhancements of the teaching and learning experience. Textbooks that provide value are well-researched and clearly written, whether delivered in print or as part of an online learning experience. They cover the most important topics in the most useful progression within a supportive pedagogical framework. Excellent textbooks liberate faculty from the need for in-depth presentations of basic vocabulary and support the introduc-tion of fundamental concepts in class meetings. These qualities are universal and timeless, regardless of the media, systems, or means of delivery. Yet those media, systems, and means are changing radically, and successful authors must also understand how to translate the best teaching and learning strategies into new and continually evolving contexts.

				Industry Trends

				It’s not an exaggeration to observe that college publishing is undergoing a profound transformation. Factors making their mark include corporate acquisitions and mergers, digital product strategies, new business models, disrupted retail channels, evolving customer preferences and buying patterns, contin-ued growth in the used and rental markets, nettlesome copyright infringement and piracy trends, and inroads made by open educational resources (OER)—repositories that provide freely accessible educa-tional content to replace or augment commercially published textbooks. It’s an uncertain and potentially perilous time to be in college textbook publishing, but it is also a period of great opportunity for the small number of publishers who dominate the market.

				Corporate Consolidation

				The number of higher education publishers is a fraction of what it was in the 1970s and 1980s. Much of the decrease is due to corporate acquisitions and mergers, rather than companies going out of business. After decades of business acquisitions, large publishers such as Cengage Learning, Macmillan Learning, Pearson Education, and Taylor & Francis, continually restructure and rebrand themselves. They’ve com-bined previously independent publishing operations and discontinued many established imprints in the process. The net result is a small producer network of publishers who control innovation and product origination and possess far greater power to set prices than ever before. 

				Publishers’ pricing policies in particular have generated significant resistance from students and faculty. The outcry has sparked policy responses by state and federal governments and provided traction for a growing OER movement. Customers’ and policy makers’ increasing skepticism about textbooks can be traced in large part to discrepancies between textbook prices and customers’ perceptions of their worth. What happens to an industry when customers no longer believe prices they pay for its products are equivalent to those products’ value?
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				Textbook Costs

				Years of simmering anger and protest over textbook prices were captured in “Ripoff 101,” first published in 2004 and revised in 2005 by the State Public Interest Research Groups (PIRG). “Ripoff 101” claimed publishers artificially inflated the cost of textbooks by publishing unnecessary revisions, bundled text-books with supplements of questionable pedagogical value, and employed other, underhanded strate-gies (State Public Interest Research Groups 2005). 

				Subsequent studies claimed to uncover additional unfair practices driving price increases that far exceeded historical rates of inflation. State and local governments responded with policies and regula-tions that attempted to control publishers’ business practices, and the federal government soon became interested in the issue. In 2006, the AAP participated in an impact study on textbook costs, conducted by the Congressional Advisory Committee on Student Financial Assistance (ACSFA). ACSFA’s 2007 re-port, “Turn the Page: Making College Textbooks More Affordable,” rejected government-imposed price controls in favor of less draconian measures. Those prescriptions included establishing institutionally sponsored book rental and lending programs, strengthening the used book market, and encouraging the development of OER content (The Advisory Committee on Student Financial Assistance 2007).

				Despite ACSFA’s prescriptions, the average price of a textbook continued to rise unabated, prompting the U.S. Congress to include specific requirements for textbook publishers and educational institutions in the 2008 reauthorization of the 1965 Higher Education Opportunity Act (HEOA). The reauthorized HEOA took a strong approach to curbing the rising costs of learning materials. Among other provisions, publishers were required to list copyright dates of previous editions on a book’s copyright page and in marketing materials, provide instructors with a list of revisions and changes in new editions, and offer for separate sale all supplements not essential for using the associated textbook. 

				The reauthorized HEOA expired in 2013, and as of this printing another reauthorization is under dis-cussion in the U.S. House of Representatives. The proposed Affordable College Textbook Act (HR 3721) gives a sense of where things may be headed. For example, the bill provides for grants to institutions of higher education to develop OER:

				… under a non-exclusive, permanent license to the public to exercise any of the rights under copyright conditioned only on the requirement that attribution be given as directed by the copyright owner … The full and complete digital content of each educational resource created or adapted … shall be made available free of charge to the public on an easily accessible and interoperable website … in a machine readable, digital format that anyone can directly download, edit with attribution, and redis-tribute. (Durbin 2015, sections 3 & 4)

				Another initiative, signed into California law in 2013, established the California Open Educational Re-sources Council to structure and populate a new higher education California Digital Open Source Li-brary (CDOSL). The council is responsible for identifying the top fifty lower division courses, soliciting stakeholders’ input, bestowing faculty grants for the development of OER materials or revival of out-of-print classics, and setting up production and delivery strategies that ensure high-quality content and user experiences (Intersegmental Committee of Academic Senates 2014).
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				Advocates of textbook price regulations and supporters of OER development often cite College Board data regarding how much students pay for textbooks and course materials. Comparisons with other sources, such as Student Watch and Student Monitor, raise questions about the College Board’s estimates, however (Table 1.1).

				
					Organization

				

				
					Estimated Average Annual Textbook Costs for Academic Year 2015–2016

				

				
					College Board

				

				
					$1,300*

				

				
					Student Monitor

				

				
					 $607

				

				
					Student Watch

				

				
					 $646**

				

				
					Table 1.1 *Average of four-year and two-year estimated expenditures. **Based on fall 2015 survey figures applied to spring 2016.

					Sources: College Board 2015, 12; National Association of College Stores, Inc. 2015b; Student Monitor 2015, 25. 

				

				The College Board tracks all materials purchased for students’ educational use, including computers, so it’s difficult to draw specific conclusions about spending on textbooks from its annual survey (College Board 2015, 12). In contrast, Student Monitor and Student Watch data focus solely on textbooks and course materials. While the prices of new textbooks continue to mount (U.S. Bureau of Labor Statistics 2016), surveys conducted by Student Watch indicate students’ overall expenditures on required course materials are stable or even decreasing (National Association of College Stores, Inc. 2015a). Such trends are likely because of widespread online access to lower cost alternatives, such as used books and rentals, but could also be influenced by some number of students avoiding textbook purchases altogether (Flor-ida Virtual Campus 2012, Table A6). In response to price resistance, regulation, and softening market demand for new textbooks, many publishers increasingly rely on digital alternatives to print textbooks to drive revenue growth. 

				The Digital Transition

				Textbook publishing is a focused, labor-intensive industry, and can be only partially mechanized or crowd-sourced by using collaborative wiki models. Skilled human judgment and an individual perspec-tive remain key to creating high-quality print textbooks and online course content. While simple, digital versions of textbooks are still the most common digital product sold by publishers, there is substantial demand for online homework systems that require complex digital content, such as multilevel simula-tions, interactive video cases, and 3-D art. However, the cost of transitioning from print to digital product 
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				models is enormous. The many new investments and process changes publishers must implement to operate successfully in a constantly evolving digital environment include the following: 

				Converting extensive archives of existing print-oriented, two-dimensional art and illustrations into rich, interactive visual and audio experiences.

				Paying for electronic rights for global distribution.

				Ensuring equal access for all customers regardless of physical abilities.

				Overhauling or creating new content management systems.

				Just as publishers are incurring extensive retooling costs, alternatives to purchasing new textbooks have blossomed. Web-based ecommerce has made it possible for students to buy used books or rent books from around the world with just the tap of a finger. At the same time, piracy is easily accomplished through scanning and file sharing. In response, publishers ask authors to revise their books more often, thereby making old editions obsolete after two or three years and arousing intense criticism in the pro-cess. However, obsolescence has become an ineffective strategy because an increasing number of teach-ing faculty advise their students to buy older, cheaper editions. These instructors can accommodate students’ use of previous editions by creating flexible course syllabi and homework assignments. Even if publishers tried to turn back the clock by cutting in half the average price of their textbooks, it’s unclear that sufficient additional units would be sold to offset the lower per-unit revenue generated. Used, rental, and pirate competition have become too entrenched. For publishers who can afford it and authors who can accomplish it, the answer is to change the game altogether: Quickly transition from printed books to interactive, online learning products that can’t be resold, rented by third parties, or pirated.

				Student Preferences

				Imagine you’re a time traveler transported from the early 1990s to the present. If you ignore the current fashions and new model cars in the parking lot, many sights would be familiar, such as students hurrying from one building to another to make the next class or pausing to greet friends. But a closer look would reveal something new and pervasive—smartphones, tablets, and lightweight computers. Whether hur-rying to class or chatting with companions, students would often be gazing into their hands. Personal computing technology in its many forms is ubiquitous. In the last twenty years, web-based technologies have transformed the learning experience just as they have radically altered so many aspects of com-merce, culture, and society.

				Some studies have shown, however, that students still prefer print textbooks to online versions, even though they often perceive online products to be cheaper or more convenient. In Words Onscreen, Nao-mi S. Baron, a professor of linguistics at American University, summarizes a study she conducted with students in the United States, Japan, and Germany. In each case, the students expressed a strong prefer-

			

		

	
		
			[image: ]
		

		
			[image: ]
		

		
			
				Industry Trends

			

		

		
			[image: ]
		

		
			
				15

			

		

		
			
				ence for hard copy when costs were equal to digital options. German students led with a 94 percent pref-erence for print; they were joined by 89 percent of U.S. students and by 77 percent of Japanese students (Baron 2015, location 2147). A poll of 500 students released in fall 2015 by Direct Textbook, an online textbook price comparison site, indicated a 72 percent preference for print over digital (Direct Textbook 2015), and a fall 2015 survey of almost 3,000 two- and four-year faculty commissioned by the Indepen-dent College Bookstore Association found that only 16 percent of faculty respondents were assigning primarily digital core course materials that term (Green 2016). What, then, are students doing online if not reading their digital textbooks (Figure 1.3)? 

				
					1. Access grades

				

				
					2. Work on assignments

				

				
					3. Search for weather information

				

				
					4. Check email

				

				
					5. Check assignments

				

				
					6. Review another person’s online profile

				

				
					7. Read news

				

				
					8. Conduct research for a school assignment

				

				
					9. Look at school’s site

				

				
					10. Access free music

				

				
					Figure 1.3  Source: Student Monitor 2016, slide 49.

				

				In light of Baron’s speculation that the future of reading is hybrid, combining print and digital op-tions seems to be a reasonable model for the foreseeable future. Barring technological breakthroughs, however, online readers must contend with eyestrain, impaired mental focus, lessened comprehension, and inferior recall that put digital versions at a disadvantage. Consequently, for the deep reading that textbooks require, research still favors print as the more effective medium (Baron 2015, locations 5246 and 22589). Nevertheless, many textbook publishers are rushing toward a fully digital future. Fortunate-ly, there are strategies textbook authors can employ to tame the chaotic online college publishing world and thrive.
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				The Path Forward

				Authors and publishers succeed when they fully meet customers’ needs or exceed their expectations. How can you so greatly improve your customers’ teaching and learning experiences that they will want to adopt and purchase your online textbook? How can digital and print best work together to enhance in-structors’ and students’ experiences? What new tools are available to connect with faculty and students to create awareness for your product, build loyalty, and stimulate additional sales? We suggest you focus on integrated learning systems, content for learning management systems, high-quality data-driven as-sessments, adaptive learning systems, and social media integration, along with providing the greatest possible value for the price of your product.

				 Integrated learning system (ILS). Integrated learning systems deliver personalized learning ex-periences through online learning objects, modules, assessments, and customized learning paths. They’re a publisher’s best defense against eroding sales caused by the circulation of used books, rentals, and pirated copies. Pearson, Cengage, McGraw-Hill, Macmillan, and Wiley all maintain their own ILSs. Before you approach these large publishers, study their proprietary ILSs (some maintain several), understand how they work, and determine how you can optimize your content within them. If you’re approaching smaller publishers who are unlikely to possess their own ILSs, research which third-party LMSs and homework systems they’re using by reviewing their websites and determine how your content can best work within those platforms. 

				 Data-driven assessment. Credible assessment programs depend on quality test items that are reliable and validated. Publishers’ traditional strategy for preparing assessment items is to hire a faculty decision maker at a large, potential adoption to write a product’s test bank. Unfortunately, publishers’ staff who manage test-item writers are often unprepared for the task and the writers themselves may not be proficient at composing assessments. The result is unreliable and often poor-quality test items—a perennial source of adopters’ complaints. Authors who understand how to compose excellent test items should write or closely supervise the creation of all assessment items and answer feedback for their works. 

				 Adaptive learning. A useful description of adaptive learning systems is contained in a 2013 report commissioned by the Bill and Melinda Gates Foundation and prepared by Tyton Partners. According to the report, an adaptive learning system “behaves differently based on how the learner interacts with it—the system goes beyond providing binary responses (i.e., right / wrong) to stu-dent interactions . . . An adaptive learning system will adjust to what the learner’s interactions with the material suggest about his or her mastery of the materials over time and, based on the learner profile it develops, will begin to anticipate things about the learner and serve up content based on knowledge of that profile. As a result, one learner might be challenged, for example, to better mas-
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				ter verb tenses while studying a foreign language whereas another learner working with the same material might be challenged to more rapidly build up a functioning vocabulary” (Tyton Partners 2013, 6). Online adaptive environments provide a guided learning path by delivering content tai-lored to the user’s needs. Learning paths are based on the user’s responses to periodic, interim as-sessments. Students tend to like adaptive learning because it allows them to move quickly through material they already know and focus their energies on content they still need to master. Like text-books, instructors can rely on adaptive learning systems to help students cover the basics so that class time can be spent on more valuable activities. You can contribute to the success of adaptive learning products by ensuring high-quality test items accompany your product. Your publisher will then tag those assessment items with rich metadata (machine-readable information about content as learning assets) and key them to a content taxonomy (a system for classifying content into asset categories). Metadata may indicate the level of difficulty or learning objectives to which the assessment item is linked, for example, and a typical content taxonomy aligns very closely with a standard textbook table of contents for a given course. If your publisher invites you to contribute to its metadata definitions or taxonomies to better match your own product, it could be very much worth the additional effort.

				 Social media integration. Textbook publishers have been sometimes slow to leverage the enormous capabilities of social media, but they will certainly catch up. In the mean-time, you can use social media (e.g., Facebook, Twitter, Instagram, etc.) to build customer loyalty, arrange for student and instructor feedback during development, and add the “cool” factor to your book or online course content. Begin by exploring the social media platforms commonly used by faculty and students. Buy a domain for your name and the title of your book, and set up a website for your product that you can link to your publisher. Use social media to reach out directly to poten-tial adopters and students. Highlight your talents as a teacher, scholar, and author to promote your product, develop your brand, and influence adoption decisions.

				 Value for the price. Your publisher will determine your product’s price. It’s up to you to ensure it’s packed with value. Make the features and benefits of your content clear to customers and easy for marketing and sales staff to explain to potential adopters. Remember to build key learning features into your writing plan from the start—in far too many cases features are invented at the last minute, making them much less effective or even disruptive to the narrative flow. Ask yourself, what do learners value, what topics do they struggle to understand, and how can you explain them better? We’ll discuss how to select and develop useful learning features in subsequent chapters of this book. In addition, you should remain current with how general teaching and learning principles are being applied in your subject area. They will help you craft a more value-packed product.
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				If you stay abreast of the evolving publishing marketplace and its uncertain but exciting future, you will be in a better position to create a winning product. In addition to The Chronicle of Higher Education, online clipping services such as Education Dive or EdSurge, and the online publication Inside Higher Ed, are excellent sources for keeping up with higher education digital developments and their impact on textbook publishers and other educational content providers. 

				Presuming you’ve decided to commit to writing a book or course product (and we hope you do!), and once you’ve formed some initial ideas about your project, there are some important next steps. You must first decide what kind of a work you wish to publish, why, and for whom. Next, you must determine if there is sufficient potential demand for such a product. Finally, you need to familiarize yourself with the appropriate publishers for the project you have in mind.

				Publisher Profiles

				Before you put too much work into fleshing out and perfecting your ideas, it’s wise to be sure there’s potential demand for your contemplated product—that someone is likely to be interested in publishing it or that you can publish and promote it competently yourself. Based on what you learn, you may revise your ideas to better serve your customers and align with investments publishers are likely to make. Or you may decide that you’d rather not work with a conventional textbook publisher at all and custom or self publish instead.

				Prospective authors sometimes misidentify their work, thinking they have produced a textbook, for example, when actually they have created a dissertation conversion, a professional book for practi-tioners, a scholarly book for colleagues, a contributed volume or anthology, a reference work, a course supplement, or a crossover trade book aimed perhaps at nonfiction best-seller lists. Each of these genres has a different cadre of publishers, and we’ll briefly touch on them in the next section.

				College Textbook Publishers

				Large college textbook publishers primarily offer introductory and intermediate textbooks and sup-plements for undergraduate students enrolled in college or vocational courses. Introductory or Intro courses survey subject areas or fields and are intended for first- and second-year students. As many as two to three million students can enroll in just one U.S.-based intro course each year, so the sales poten-tial for a successful textbook can be substantial. Such courses provide an overview of the discipline’s history and philosophy, key concepts and practices, core vocabulary and jargon, and basic methodology 
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				and applications. Intro courses may also serve to recruit majors into the program of study or fulfill dis-tribution requirements. In a survey of Textbook & Academic Authors Association (TAA) members con-ducted by June Jamrich Parsons, 38 percent of respondents reported earning over $100,000 in royalties from textbooks, and another 28 percent reported over $20,000 in royalty earnings in 2014 (Parsons and Textbook & Academic Authors Association 2015. While annual royalty earnings in excess of $100,000 are not typical for most textbook authors, they do show how much potential exists for successful authors to generate substantial income, usually from sales generated by intro or intermediate courses. 

				Intermediate or midlevel courses can often function similarly to intro courses, although the scope of topics is narrower. Prerequisites to enroll in midlevel courses, particularly in the social sciences and hu-manities, have been relaxed at many institutions in recent years. Consequently, first-year students now enroll in midlevel courses that may have been reserved previously for second- or third-year students. As the first or an early exposure to a subject, intro and midlevel textbooks and course materials must be clearly written, accurate, up to date, and engaging enough to capture and hold students’ attention. Finally, upper level titles target junior-, senior-, and graduate-level courses; in the past, they were often the most profitable part of a large publisher’s portfolio. Upper level titles must be well-written, of course, and they’re expected to be more challenging than intro or midlevel titles.

				The College “Big Five”

				First coined to describe the five largest consumer trade publishers, the “Big Five” is also an apt descrip-tion for the five largest college publishers serving the U.S. market: Pearson Education, Cengage Learn-ing, McGraw-Hill Education, Macmillan Learning, and John Wiley & Sons.

				The Big Five’s advantages include large sales forces that build close relationships with adopting faculty, robust marketing operations, and economies of scale that create barriers to new entrants. These houses make significant investments in intro-level titles, such as robust product development and ex-pensive production values for their top-selling properties. Authors who gravitate toward the Big Five are seeking strong brand recognition, scaled sales and marketing operations, and deep pockets for invest-ment in intro and some midlevel courses.

				In response to the impact on revenue and profits from used, rental, and pirate competition, the Big Five are undergoing corporate restructuring and retooling to accelerate their transition to fully digital models. In the process, they have redirected capital investment away from conventional print products and upper level titles toward the development of ILSs, digital assets, and online courseware, particularly for the intro levels. As a result, some midlevel and most upper level publishing activity at these houses is shrinking or withering away.

				Following decades of acquiring competing companies and their author contracts, the Big Five have access to an abundance of content. As a result, their product acquisition strategies are less aggressive than in the past. Staff positions previously devoted to uncovering and acquiring new projects have been reduced, and remaining staff are focused on transitioning existing content into digital formats. For the most part, the Big Five are no longer pursuing new products for midlevel and upper level courses and are extremely selective about acquiring new intro titles. The best opportunities with the Big Five are 
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				for digitally savvy, well-known academics with strong credentials. A project that takes full advantage of a big publisher’s ILS is the surest way to get its attention. Occasionally, there may be the chance to join an established textbook team when a founding author retires, but those opportunities are relatively rare. Finally, many large publishers are now interested in fully acquiring content for a one-time, flat-fee payment for use in their digital products. If such an arrangement appeals to you, and if you’re digitally savvy, you’ll probably find opportunities to sell content to a publisher outright. 

				While the picture painted here might sound a little bleak for a new author with a great idea who wants to be compensated by a royalty arrangement, we still encourage you to make contact with a Big Five publisher that interests you (we’ll provide you with some tips in Chapter 3). A more aggressive content acquisition strategy may once again become the norm. Even if there’s no immediate expression of inter-est, building a relationship with a Big Five publisher in the short run could pay off with an expression of interest in a proposed project later on.

				Boutique Publishers

				So-called boutique publishers internally operate like the Big Five in many ways. For example, they often have sales and marketing departments that are as good, or even better, than the Big Five; they’re simply smaller. We refer to them as boutiques because they specialize, and usually excel, in publishing text-books for a small cluster of disciplines (versus the Big Five’s “supermarket” model). A boutique publisher may be a textbook division within a large academic press, a small publisher that focuses primarily on textbook materials, a general interest publisher with titles that cross over into course adoptions, or some combination of the above. Examples of boutique publishers or textbook divisions include Bloomsbury Publishing, Elsevier, Human Kinetics, Rowman & Littlefield, SAGE, Sinauer Associates, Vista Higher Learning, and W. W. Norton. A list of boutique publishers and their areas of focus appears at the end of this chapter.

				In many cases, authors are attracted to boutique publishers because they desire more personal re-lationships with their product teams and admire the quality of their publications. Some boutique pub-lishers can invest heavily in strategic areas, so you may even be able to attract the kind of investment needed to produce an especially complex or beautiful product. On the other hand, a boutique publisher may have a small (or no) sales force, a focused marketing strategy, modest digital capabilities, and less capital to invest in costs of development and production outside of a few priority course areas. 

				University and Academic Presses

				University and academic presses publish varied product catalogs. They sometimes publish clusters of textbooks, but their core mission is typically to publish theoretical discourses, research papers, intel-lectual syntheses, dissertation conversions, original contributions to a field of study, papers on esoteric subjects, reprints of classics, critical reviews of the literature of a field, and translations. 

				University presses are usually nonprofit organizations and can be endowed or subsidized, which al-lows them to publish works that might not be economically viable elsewhere. In 2015, the Association of American University Presses boasted more than 130 nonprofit member organizations. Academic press-es may be affiliated with a university, or they might be independent and in business to make a profit. 
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				As noted previously, the textbook divisions of some academic presses, such as SAGE or Elsevier, are included in the boutique category because the bulk of the parent company’s revenue may be derived from nontextbook academic publishing activities, such as journals and scholarly publications. Examples of university presses that currently enjoy or are striving to develop a strong presence in the textbook market are Cambridge University Press, Oxford University Press, and the University of California Press. 

				University and academic presses’ sales and marketing resources are more modest than at the Big Five, but they can be very much equivalent to those of boutique publishers. The luster of being associated with a certain high-profile series or list, strong credibility with faculty adopters, and staff’s deep knowl-edge about the subject areas for which they publish are just some of the advantages offered by university and academic presses listed in the resources section at the end of this chapter. 

				Other Publishers

				Scholarly and professional, elementary and high school, and trade publishers are unlikely to publish works for use as core textbooks in college courses. However, scholarly, professional, and trade publications can often be assigned as recommended readings, particularly for upper level courses. We mention them to provide a fuller picture of the publishing industry and help you determine if your book idea is really more suited to one of these other publishers’ product models, rather than to a core textbook treatment.

				Scholarly and Professional

				The typical structure and authorial voice of a scholarly or professional book are quite different from a college textbook. If you’re not writing for a specific undergraduate course, if your primary audience is peers, and if you’re averse to in-text learning features such as chapter summaries, discussion questions, and bold-faced key terms, then you’ll discover textbook writing is a bad fit. Consider writing for the scholarly or professional markets instead. 

				Some examples of scholarly presses are American Chemical Society, American Psychological As-sociation, HighWire Press, and Nature Publishing Group. These companies, along with some boutique publishers and university presses, are members of the Society for Scholarly Publishing, which maintains a list at its website.

				Publishers of professional books produce “how-to” books for practitioners, training manuals, prepa-ration guides for certification or licensure, guides to practice, desk references, readers or contributed volumes, surveys of literature and research on practices in a particular field, point-of-view books for colleagues and practitioners, and books on theory and research for graduate and postgraduate students. Acquisitions are by affiliation and field or profession. Publishers of professional books often also publish reference books in their fields. 

				Elementary and Secondary

				Educational publishing for preprimary, primary, and secondary grades is sometimes referred to as el-hi publishing. Examples of el-hi publishers are Houghton Mifflin Harcourt, Scholastic, and primary/secondary divisions at McGraw-Hill Education and Pearson Education. 
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				The writing and marketing strategies that underpin el-hi titles are specialized and rigid. El-hi series are written to exactly meet detailed state education board requirements. As a result, authors or subject matter experts typically submit content to a publisher that can be substantially rewritten by teams of ed-itors and professional writers. If you’re interested in publishing for the el-hi market, approach an editor in the el-hi division of a company directly. You cannot count on an introduction from an editor in the company’s college division, because there is typically little overlap between the groups.

				High schools are increasingly offering Advanced Placement (AP) classes that prepare students to take AP tests that confer college credit when exam results meet certain standards. In many cases, mar-ket-leading, college-level intro textbooks cross over to the AP market, and high schools will sometimes adopt college-level textbooks for non-AP, elective courses. If your intro book becomes a market leader, you may be asked to participate in preparing an AP version that could boost your royalties considerably if it’s successful.

				Trade

				If you want the general public to read your book, rather than only students in a course or colleagues, then you may want to write a trade book. Beware of this, however. Most trade publishers will not consider a manuscript unless a literary agent has submitted it. You can find a list of agents in the Literary Market-place (LMP), found in the reference section of your local or academic library or online at the Association of Authors’ Representatives, or you can review the online version of the LMP.

				Commercial Publishing Alternatives

				Unlike trade books, most college textbook publishers don’t require agent submissions. Soliciting a text-book writing contract is straightforward provided you meet certain qualifications. Even so, some au-thors want to avoid commercial publishers for philosophical and practical reasons—textbook publishers require many compromises regarding a textbook’s organization and content, for example. In addition, authors surrender all rights to decisions about pricing, format, production value, derivatives, permis-sions licenses, and promotion when they sign a commercial publishing agreement. Alternatives to commercial textbook publishing include custom publishing, self publishing, and distributing your work through OER networks.

				Custom Publishing

				Over the years, a custom publishing business segment has evolved for college faculty who, rather than adopt textbooks, prefer to assign print or online course packs drawn from existing material, combine their own course materials with others’ content, add or remove chapters from a standard textbook, or publish their own materials for their classes. Each of the Big Five publishers maintains a custom publish-ing unit that, in addition to offering publishing services, enables adopters to remove, add, and recombine textbook content and to create modular, digital, and derivative versions of the publisher’s textbooks. There are also several independent companies that offer custom services aimed at textbook authors. Many colleges and universities have long-standing relationships with custom vendors, and your campus bookstore’s textbook manager can guide you to the most reliable sources.
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				Whether a custom publisher is interested in your book idea usually depends on the number of stu-dents expected to purchase your custom product and the net price of the work. Net price is set by the publisher, and it’s what wholesalers or retailers pay for a college textbook publisher’s product. Net price does not include the markup added by the retailer when setting the price the customer pays (the marked-up price is usually called the “shelf price” or “bookstore price”). The custom publisher then calculates the projected production and author royalty costs and compares them to the anticipated rev-enue the product will generate from the custom adoption. College textbook author royalties, including those for custom products, are fundamentally calculated by applying the royalty rate to the net price, multiplying by the number of units sold, and subtracting any costs paid by the author. If the financial return meets the custom publisher’s requirements, it will offer a contract. Custom contracts often specify that a certain number of books must be purchased, so it’s important to involve your campus bookstore in such discussions in case it has a policy against guaranteeing unit purchases. 

				Self Publishing

				Self publishing differs from custom publishing in at least one key respect: Self-publishing authors al-most always provide the entire investment in their publications. It’s unusual for self-published books to make substantial inroads into intro and midlevel college textbook markets for several reasons, but pri-marily it’s because self-published books are not marketed at the same level of scale or efficiency applied by a publisher. Self-published authors simply cannot compete with publishers’ massive investments in production value, digital services, supplements, promotion, and faculty training. In addition, bookstores find it difficult to invoice and order from individuals rather than companies. These challenges are not insurmountable, but they are formidable. 

				Self publishing through Amazon’s Kindle Direct Publishing portal using the Kindle Textbook Creator or Apple’s iBooks store may be a breakthrough for self-publishing authors who are sufficiently proficient (or can hire someone) to create the required digital files. To help address bookstores’ concerns, Amazon offers print-on-demand (POD) services that can deliver just a few copies in a cost-effective manner and provide order fulfillment capabilities. Customers can even sidestep the bookstore entirely and purchase Kindle downloads direct from Amazon. For other options, the Open Education Database website offers a concise primer on self publishing and an extensive list of self-publishing outlets.

				Regardless of the self-publishing platform you choose, marketing and promotion are a challenge. But with a smart social media strategy and some basic knowledge of direct marketing or with the help of an experienced consultant, an energetic self-published author may be able to secure significant adoptions, especially for midlevel and upper level courses. 

				Open Educational Resources

				OER is attractive to many instructors not only for price but for the flexibility to freely alter, mix, and augment the content. If your primary motivation for writing a college textbook is to provide a contribu-tion to the discipline by supporting teaching and learning, you’ll find a wealth of exciting OER options at websites such as those maintained by Creative Commons, OpenStax CNX, Curriki, MERLOT, OER 
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				Commons, OER Consortium, The Orange Grove, and the University of Minnesota’s Center for Open Ed-ucation. If your objectives include generating royalty income, however, OER is not a good option right now. After all, the main focus of the movement is to provide open and free content for students, which hasn’t yet translated into significant author royalty earnings. 

				If you want to generate income and still be part of the OER movement, opportunities are available, but they do not always result in royalty arrangements. OpenStax, which retains subject matter experts to write textbooks according to a traditional content development model, pays its authors a flat fee instead of a royalty. Some start-up edtech companies, such as panOpen and Boundless, are experimenting with different product and business models as well. They’re attempting to find the right formula for offering high-value OER services while still providing monetary incentives to content experts. If they’re success-ful, others are likely to follow their lead. 

				OER is a natural outgrowth of the web’s challenge to the business models of many long-established companies, particularly those that generate income from selling intellectual property. The college text-book publishing landscape won’t be left untouched by the OER tide sweeping across higher education, and new revenue-generating models are bound to arise in its wake. Smart authors will keep their eyes peeled for opportunities to generate homework content and assessment items, tutorials, coaching, and other services that faculty will assign and students will purchase as supplements to OER content. 

				The college textbook market is a large and rapidly evolving industry. While print continues to dom-inate, digital product and business models are rapidly disrupting the status quo. Publishers are respond-ing with new products, processes, and investment priorities. Savvy authors and product developers un-derstand that best practices for developing clear, accurate, and compelling textbook narratives apply regardless of medium, business model, or product configuration. With this in mind, we now turn to an overview of the typical college textbook publishing cycle.

				A Sampling of College Textbook Publishers and Commercial Publishing Alternatives* 

				The Big Five

				Cengage Learning [www.cengage.com]

				Ownership: Private. 

				Estimated Fiscal Year 2016 Revenue: $1.6 billion overall, with U.S. higher education revenue estimated at ap-proximately $1 billion.

				Proprietary Integrated Learning System (ILS): MindTap.

				Current or Former Higher Education Brands or Imprints: Cengage Learning, Aplia, Brooks/Cole, Chilton, Course Technology, Delmar, Harcourt/Saunders/Dryden College Division, Gale, Heinle, Houghton Mifflin College Division, Milady, Schirmer, South-Western, Wadsworth.

				Product Portfolio: Allied health, arts and humanities, behavioral and social sciences, business, career/tech-nical/vocational, computer science, economics, life sciences, mathematics and statistics, nutrition, nursing, health and fitness, physical sciences.
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				Macmillan Learning [macmillanlearning.com]

				Ownership: Private. 

				Estimated 2015 Revenue: $2 billion overall, with U.S. higher education revenues estimated at approximately $300 million.

				Proprietary ILS: LaunchPad.

				Higher Education Brands or Imprints: Bedford/St. Martin’s, Hayden-McNeil, Late Nite Labs, W. H. Freeman, Worth Publishers, Sapling, Worth Publishers.

				Product Portfolio: College success, communication, English, history, philosophy, music, religion, theater (Bed-ford/St. Martin’s); astronomy, biology, biochemistry, chemistry, earth sciences, mathematics and statistics, physics (W. H. Freeman); economics, psychology, sociology (Worth Publishers). 

				McGraw-Hill Education [mheducation.com]

				Ownership: Private. 

				Estimated 2015 Revenue: $1.3 billion overall, with U.S. higher education revenues reported at $825 million.

				Proprietary ILSs: Connect, SmartBook, LearnSmart. 

				Current or Former Higher Education Brands or Imprints: McGraw-Hill Education, Irwin, Dushkin, Mayfield, William C. Brown.

				Product Portfolio: Allied health, arts and humanities, behavioral and social sciences, business, career/tech-nical/vocational, computer science, economics, life sciences, mathematics and statistics, nutrition, nursing, health and fitness, physical sciences.

				Pearson Education [pearsonhighered.com]

				Ownership: Public. 

				Estimated 2015 Revenue: $6.5 billion overall, with approximately $1.5 billion coming from U.S. higher educa-tion operations.

				Proprietary ILSs: Mastering, MyLab, REVEL.

				Current or Former Higher Education Brands or Imprints: Pearson, Addison-Wesley, Allyn & Bacon, Benjamin Cummings, Longman, Merrill, Prentice Hall, and Scott Foresman.

				Product Portfolio: Allied health, arts and humanities, behavioral and social sciences, business, career/tech-nical/vocational, computer science, economics, life sciences, mathematics and statistics, nutrition, nursing, health and fitness, physical sciences.

				John Wiley & Sons, Inc. [www.wiley.com]

				Ownership: Public.

				Estimated 2015 Revenue: $1.1 billion, with U.S. higher education revenues estimated at approximately $300 million.

				Proprietary ILS: WileyPlus.

				Higher Education Brands or Imprints: Wiley, Wiley Blackwell, Jossey-Bass.

				Product Portfolio: Agriculture, arts and architecture, astronomy, behavioral sciences and social sciences, busi-ness, chemistry, criminology, dentistry, economics, culinary and hospitality, earth sciences, education, en-gineering, humanities, life sciences, mathematics and statistics, nursing, physics, veterinary science, world languages.

				“Boutique” Publishers (small publishers or college textbook divisions of large publishers)

				Most of the following companies do not publicly report results, therefore no estimates are provided.

				Elsevier [www.elsevier.com]

				Ownership: Public.

				Nursing and health professions.
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				F. A. Davis Publishing Co. [fadavis.com]

				Ownership: Private.

				Product Portfolio: Health sciences, medicine, nursing.

				Franklin, Beedle & Associates Inc. [fbeedle.com]

				Ownership: Private.

				Product Portfolio: Computer sciences, computers in education, computer engineering.

				Hackett Publishing Company [hackettpublishing.com]

				Ownership: Private.

				Product Portfolio: Translations, editions, original works by eminent scholars—with publishing programs in Asian studies, classical studies, Latin, history, Latin American studies, literature, modern languages, philoso-phy, religion, theater, film. 

				Human Kinetics [humankinetics.com]

				Ownership: Private.

				Product Portfolio: Aging, aquatics, coaching and officiating, dance, fitness and health, kinesiology/exercise and sport science, nutrition and healthy eating, sports activities.

				Jones & Bartlett Publishing Inc. [www.jblearning.com]

				Ownership: Private.

				Product Portfolio: Allied health, biological sciences, chemistry, computer science and CIS, criminal justice and law enforcement, earth science, electrical, emergency care and EMS, fire, health administration, health sciences and nutrition, life sciences, mathematics, medicine, nursing, philosophy, physical sciences, physics, public administration, public health. 

				Laurence King [laurenceking.com; laurenceking.co.uk] 

				Ownership: Private.

				Product Portfolio: Art, art history, architecture, design, fashion, typography, interior design.

				Lyceum Books, Inc. [lyceumbooks.com]

				Ownership: Private.

				Product Portfolio: History, social work. 

				McCutchan Publishing Corp. [mccutchanpublishing.com]

				Ownership: Private.

				Product Portfolio: Primarily teacher education; a handful of titles in food service management, law enforce-ment, police officer training. 

				Rowman & Littlefield [rowmanlittlefield.com]

				Ownership: Private.

				Product Portfolio: Anthropology, archeology, business, communication, criminal justice and criminology, eco-nomics, education, English, environmental studies, foreign languages and literature, geography, health, histo-ry, international and area studies, library and information services, museum studies, music, performing arts, philosophy, physical education, political science, psychology, religion, urban studies.

				SAGE Publications [sagepub.com]

				Ownership: Private.

				Product Portfolio: Business, business management, communication and media studies, counseling, criminal justice, education, geography, health and nursing, human development and family studies, political science, psychology, research methods, statistics, social work, sociology, women’s studies.
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				Sinauer Associates, Inc. [sinauer.com]

				Ownership: Private.

				Product Portfolio: Biology, human anatomy, neuroanatomy, neuroscience, psychology, scientific computing.

				Springer Publishing Company [springerpub.com]

				Ownership: Private.

				Product Portfolio: Astronomy, behavioral sciences, biomedical sciences, chemistry, climate, computer science, earth sciences, education, energy, engineering, environmental sciences, food science and nutrition, geogra-phy, law, life sciences, materials, mathematics, medicine, philosophy.

				Taylor & Francis Group [taylorandfrancis.com] 

				Ownership: Private.

				Product Portfolio: Allied health, area studies, arts, audiology and hearing science, behavioral sciences, biosci-ence, built environment, business, communication studies, computer science, dentistry, developmental stud-ies, earth sciences, economics, finance, education, engineering and technology, environment and agriculture, environment and sustainability, food science, geography, health and social care, humanities, language and literature, law, mathematics and statistics, medicine, museum and heritage studies, physical sciences, politics and international relations, reference and information science, social sciences, sports and leisure, tourism and hospitality, urban studies.

				Vista Higher Learning [vistahigherlearning.com]

				Ownership: Private.

				Product Portfolio: Modern languages (French, German, Italian, Spanish).

				Waveland Press, Inc. [waveland.com]

				Ownership: Private.

				Product Portfolio: Agriculture and animal science, allied health, anthropology, archeology, art and art edu-cation, biology, business, chemistry, communication, computer sciences, criminal justice and criminology, dance, economics, education, engineering, environmental studies, family and consumer science, foodservice, foreign language, forestry, geography, geology, health and health education, history, interior design, journal-ism, landscape architecture and landscaping, literature and language, mathematics, mathematics education, music, nursing, oceanography, philosophy, physical education and recreation, physics, political science and public administration, psychology, religion, social work, sociology, speech pathology and audiology, statistics, technology, theater and cinema, women’s studies, writing.

				Wolters Kluwer [wolterskluwer.com]

				Ownership: Public.

				Product Portfolio: Allied health, business, law, medicine, nursing.

				W. W. Norton & Company, Inc. [wwnorton.com]

				Ownership: Private.

				Product Portfolio: Anthropology, architecture and design, art, astronomy, biology, chemistry, composition, computer science, economics, education, English, environmental studies, film, first-year reading, geology, his-tory, math and statistics, music, Norton Critical Editions, philosophy, physics, political science, psychology, psychotherapy and psychiatry, religion, sociology.

				University, Academic, and Professional Publishers

				Cambridge University Press [cambridge.org]

				Ownership: Private.

				Product Portfolio: Business, classics, computing, economics, English, humanities, mathematics, modern lan-guages, science, social sciences, teaching. 
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				Cognella Academic Publishing [cognella.com]

				Ownership: Private.

				Product Portfolio: Behavioral and social sciences, business management, humanities and fine arts, professions and careers, science, math and engineering.

				Guilford Press [guilford.com]

				Ownership: Private.

				Product Portfolio: Business, communication, economics, education, geography, politics, philosophy, psychol-ogy, psychiatry, research methods, social work.

				Oxford University Press [global.oup.com]

				Ownership: Private.

				Product Portfolio: Anthropology, art and architecture, astronomy, atmospheric science, biology and life sciences, business, chemistry, classical studies, communication, criminal justice and criminology, earth science, econom-ics, education, engineering, English, finance, geography, history, law, music, nutrition, philosophy, physics.

				University of California Press [ucpress.edu]

				Ownership: Public.

				Product Portfolio: Art, communication, history, psychology. 

				Custom Publishers

				In addition to custom publishing divisions at Cengage, Macmillan, McGraw-Hill, Pearson, and Wiley, independent custom publishers include the following:

				bluedoor Publishing [bluedoorpublishing.com]

				Ownership: Private.

				Specialty Areas: Allied health, anatomy and physiology, astronomy, biology, chemistry, geology, microbiology, physics, veterinary technology.

				Kendall Hunt Publishing Company [kendallhunt.com]

				Ownership: Private.

				Specialty Areas: Business, college success, communications, education, fine arts, humanities, math, medical, science, vocational and technical.

				Morton Publishing [morton-pub.com]

				Ownership: Private

				Specialty Areas: Anatomy and physiology, anthropology, astronomy, biology, botany, chemistry, comparative anatomy, composition, computer graphics, developmental biology, dissection guides, human biology, marine biology, mathematics, microbiology, pathophysiology, pharmacy, speech and journalism, zoology.

				*Note that ownership may have changed or specific product brands or imprints may have been discontinued. Links to the company websites may be found at TAAonline.net/resources

				Sources: Publisher websites and Publishers Weekly reports [publishersweekly.com/pw/by-topic/international/international-book-news/arti-cle/67224-the-world-s-57-largest-book-publishers-2015.html].
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				 Links to the following websites can be found at TAAonline.net/resources

				
					ACSFA’s 2007 report

				

				
					Affordable College Textbook Act (HR 3721) 

				

				
					Amazon’s Kindle Direct Publishing portal

				

				
					Apple’s iBooks store

				

				
					Association of American University Presses

				

				
					Association of Authors’ Representatives

				

				
					California Digital Open Source Library (CDOSL)

				

				
					Creative Commons

				

				
					Curriki

				

				
					EdSurge

				

				
					Education Dive

				

				
					Higher Education Opportunity Act

				

				
					Inside Higher Ed

				

				
					Kindle Textbook Creator

				

				
					Literary Marketplace

				

				
					MERLOT II

				

				
					National Center for Education Statistics (NCES)

				

				
					OER Commons / OER Consortium

				

				
					Open Education Database

				

				
					OpenStax

				

				
					panOpen

				

				
					Society for Scholarly Publishing

				

				
					The Chronicle of Higher Education / The Orange Grove

				

				
					University of Minnesota’s Open Textbook Network 
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				College textbook writing can be immensely satisfying personally, professionally, and financially—but to be successful takes much time, dedication, and hard work. Expert textbook authors understand how to evaluate and select the most relevant research, translate excellent teaching practices into stu-dent-friendly pedagogy, and construct a rich and engaging narrative. In addition, many authors must now provide appropriate content for adaptive learning paths; propose storyboards to map interactive, online experiences; and participate in the translation of their print content into various digital forms. This chapter outlines the process through which an author’s proposal and sample chapters become a manuscript and are then transformed into a product for print and online distribution, promoted by the publisher, and delivered to customers. 

				Publishers’ Lists

				The best place to start a discussion of the publishing cycle is with your project’s home within the pub-lishing company: the list. A college publisher’s list encompasses a particular subject area or discipline, usually aligned with an academic department, such as economics, history, or chemistry. Industry con-solidation and organic growth have resulted in some very large lists, so it’s not unusual to find multiple lists under the umbrella of the same discipline. For example, most houses that publish mathematics titles organize them into several lists for internal staffing and budgeting purposes. One team may focus on the developmental math list, another on college algebra and precalculus, and a third on calculus and upper level math, while the publisher still presents the math list as a unified whole to the public. A list is typi-
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				cally composed of the current year’s publications, called the frontlist; previously published titles, called the backlist; and future products under development.

				Customarily, each list is managed by an acquisitions editor (AE) and a product support team. The group often includes one or more development editors (DEs) who work closely with selected authors to guide how manuscripts are written and revised and to ensure a good match with customers’ needs. Edito-rial assistants (EAs) support the entire team, arranging for reviews, requesting payments, and assisting in manuscript preparation. Teams also include one or more digital content editors (DCEs) to help en-sure integration with the company’s online strategy, one or more marketing managers (MMs) who are in charge of promoting the products and supporting the sales effort, production editors (PEs) who manage the process of transforming final manuscripts into products ready to be printed or pushed live, and a manufacturing agent who manages the process by which the manuscript’s digital files are transformed into final products. Once received into the publisher’s inventory, books and online access codes are sold, orders are fulfilled, sales are tracked, royalties are calculated, and royalty payments are issued.

				Simple etextbooks are produced through digital workflows that branch from typical print production process. As noted in Chapter 1, some publishers are transitioning to a digital-first publishing strategy to better compete with used, rental, and pirated units. In this case, elements such as text narrative, visual design, art presentation, and photo selection are optimized for digital delivery and online user inter-action. In digital-first product development, the printed version is of secondary concern. Digital-first workflows call for new kinds of creative skill sets and different working relationships between publish-ers’ staff members and authors, but the underlying processes and staff responsibilities are the same. Understanding the basics of the traditional publishing cycle prepares you to navigate these processes and relationships in both digital and print publishing contexts.

				The Publishing Cycle

				The traditional publishing cycle consists of six basic, equally important phases. If the product is suc-cessful, a seventh phase follows that commences a fresh publishing cycle (Figure 2.1). The publishing cycle is the amount of time between the publication dates of two editions of your work. If your acquisi-tions editor says your book is on a “three-year revision cycle,” that usually means you have one year to prepare the manuscript, one year to participate in its production, and one year to help market and sell the product until you start on the next edition.

				The first phase in the cycle is acquisition, in which you typically share a prospectus and sample materials with publishers and, presuming an expressed interest, negotiate and conclude a publishing agreement. Next comes development, in which you draft and revise a manuscript in response to your publisher’s input and peer reviews. During the development process, the publisher also constructs and begins implementing a marketing strategy. Your complete and final manuscript, along with all relevant components, such as art sketches or permissions grants, then enters production; this third phase ends when the digital files for the finalized book, including all its pedagogical and visual elements, are sent to 
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				the printer for manufacture. The brief manufacturing phase ends when bound books are accepted into inventory by the publisher’s warehouse and digital products are made available online. In the fifth phase, marketing and sales, prepublication marketing activities culminate in a short, but energetic, campaign of advertising, product sample distribution, sales presentations, adoption negotiations, and order confir-mations. Distribution occurs when your publisher delivers your product and its supplements to adopt-ers and student buyers via wholesalers, retailers, or directly; tracks product shipments; calculates royalties; and makes payments to you. Finally, if your prod-uct’s performance is deemed successful, the publisher will request an updated edi-tion to start the revision phase, and the publishing cycle begins anew. For many authors, the product ac-quisition experience is, perhaps, the most memorable part of the entire publishing journey.

				Acquisition

				The first step in the publish-ing cycle when working with a commercial publisher is to conclude a publishing agree-ment, also known as a “signing.” The thrill of receiving a contract offer may be tempered, however, by the unfamiliar task of agreeing on publishing terms, the subject of Chapter 4. Your primary contact during the acquisi-tion phase is the acquisitions editor. In addition to guiding a publisher’s list, acquisitions editors are tasked with uncovering and developing promising authors, signing new products, and initiating new editions of established titles. Other key responsibilities include collecting, analyzing, and synthesizing market research and identifying and cultivating subject experts and large adoption decision makers to serve as manuscript reviewers. Depending on the company’s mission and size or on additional manage-ment responsibilities, an acquisitions editor might otherwise be called a product manager, series editor, managing editor, associate editor, executive editor, or publisher. 

				Acquisitions editors identify new writing talent and uncover new projects primarily through visiting campuses, networking with faculty, and acting on recommendations from the publisher’s sales repre-
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						1. Acquisition  Negotiate and conclude a publishing agreement.

					

				

				
					
						6. Distribution  Fulfill and track adoption orders,  calculate and  pay royalties.

					

				

				
					
						 7. Revision  Request an updated  or new edition and begin the publishing cycle anew.

					

				

				
					
						3. Production Design, edit, and finalize manuscript.

					

				

				
					
						4. Manufacturing Put final manuscript into type and digital formats.

					

				

				
					
						5. Marketing and Sales Promote and sample published  product to potential  adopters.

					

				

				
					
						2. Development   Craft acceptable  (market-ready)  manuscript.
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				sentatives. They also survey professional literature, ask published authors for recommendations, and network at academic conventions in search of writing talent. Chapter 3 describes how to make contact with publishers and attract interest in your project. 

				As part of the signing process, acquisitions editors estimate the amount of revenue a product will generate from its frontlist or first-year sales period. The first-year period may range from eight to fif-teen months, depending on a product’s publication date. Projected sales revenues are estimated based on the target course’s annual student enrollments, the product’s various qualities, and the typical level of sell through for that course. Publishers make several key investment decisions based on projected first-year sales, starting with expense budgets for manuscript development and manuscript production but also extending to planned manufacturing, marketing, and sales expenditures. An acquisitions editor proposes, and management approves, the company’s anticipated investment in a new project based on anticipated first-year sales, which are typically expressed by a priority-level ranking system. A typical priority system for a large publisher is given in Table 2.1.

				
					Priority-Level Designation

				

				
					First-Year Estimated Revenue

				

				
					AAA

				

				
					$2 million+

				

				
					AA

				

				
					$1 million–$1.9 million

				

				
					A

				

				
					$750,000–$999,999

				

				
					B

				

				
					$500,000–$749,000

				

				
					C

				

				
					< $500,000

				

				
					Table 2.1

				

				A mainstream product—one with a scope and sequence or content and organization that most adopters want to assign for the course—will usually equate to an AAA or AA priority if it’s intended for an intro or large midlevel market. While mainstream products attract a wide range of adopters, a “niche” product may merit investment at only an A or B priority level. Niche products are written from a dis-tinct point of view or theoretical perspective and so appeal to a smaller number of adopters who prefer a particular or narrower approach to the subject. 

				At a Big Five or large boutique publisher, AAA, AA, and A books are usually four color (i.e., printed in full color). They feature extensive art and photo programs and a full package of print and digital teaching and learning ancillaries and supplements. Ancillary products depend on, and are used in conjunction with, the textbook. Supplements, on the other hand, are products that support the course but can be used independently of, or even in place of, the print textbook. You should be aware that many publishers use the terms ancillaries and supplements interchangeably, however. Examples of ancillaries and sup-plements include integrated learning systems (ILSs), learning management system (LMS) cartridges, 
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				instructor’s editions, instructor’s manuals, test banks or test item files, study guides, online homework systems and lab manuals, premade PowerPoint lectures, and audio recordings in various media. 

				Only the Big Five and larger boutique publishers invest in extensive ancillary and supplement pack-ages because of their steep costs and only then to accompany high-priority titles. As the shift to online products accelerates, many formerly separate ancillaries and supplements, such as study guides or case-books, are being seamlessly integrated into ILS and LMS content cartridges. 

				Ancillary and supplement package costs—such as the fee for a test bank to accompany the author’s work—are the author’s responsibility by default unless otherwise negotiated. Consequently, and espe-cially if you’re writing an intro title, you should plan to discuss such responsibilities in your contract ne-gotiations. In particular, you should consider how many and what kinds of ancillaries and supplements to have, if any will be for sale, who will prepare them, who will pay for them, and how they will affect pricing decisions and sales revenue.

				Some A- and all B-priority books may be printed in two colors (employing a second color, other than black, for emphasis in text headings, tables, and illustrations), feature black-and-white photos, and in-clude basic ancillaries, such as an instructor’s manual and test items. C-priority books invariably are printed in one color and usually lack photos or ancillaries. Most books for midlevel courses are A or B titles, and titles for upper level courses are almost always C titles. Priority levels vary by house, and small-er publishers’ priority levels may be half or less of the magnitude expressed in Table 2.1.

				In addition to production budgets, many other elements—such as contract terms, assistance with manuscript and overall development, marketing programs, selling incentives, and a host of other pub-lisher activities and investments—are driven by a project’s priority level. Remember, though, that priority levels do not reflect your book’s intrinsic worth as a teaching tool. Priority levels reflect the publish-er’s anticipated return on investment; that is, they ensure a consistent and prudent investment strategy based on reasonable revenue performance expectations. When negotiating your contract, ask the acqui-sitions editor to explain and confirm your product’s level of priority with the company. In particular, ask what kind of manuscript development assistance you can expect, if that assistance is typical for your project’s priority level, and what you can do to optimize the resources being provided.

				Development

				Product development is a complex and iterative process. In this second phase of the publishing cycle, editors and authors collaborate for a period of months, sometimes years, to bring a manuscript and its supplements to a competitive level, meet the publisher’s standards of acceptability, and prepare the manuscript for production. While some publishers provide development assistance for high-priority titles, the Big Five or boutique publishers and most university presses and academic publishers expect midlevel and upper level authors to write and revise their manuscripts without much editorial input. For example, you may receive only a handful of reviews and little in the way of editorial guidance depending on your publisher and priority level. Yet development is critical to a product’s success, and you should be prepared to be your own development editor if necessary.
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				First, second, and final draft manuscripts are not unusual for a first edition intro title. Midlevel and upper level books tend to go from first drafts directly to revised, final manuscripts. If you’re a single author writing a first-edition intro title from scratch, you would be wise to insist on a minimum two-year drafting and revising schedule. For complex titles that consist of many in-text features, complicated equations, extensive visual programs, and numerous ancillaries and supplements, you should plan for at least three years to write, revise, and deliver a manuscript. Acquisitions editors plan their lists carefully, and each title is assigned a place on a future list to maximize its advantages—to target the year when a leading competitor is aging and most vulnerable or to align with important factors such as national elec-tions or the release of new professional standards, for example. Once you and your acquisitions editor have set a target submission date for your complete and final manuscript, acceptable to your publisher in both form and content, it’s crucial to achieve that commitment to provide your book with its best chance of success.

				Chapter 5 explains product development in greater detail, describes the development editor’s role, and offers general advice regarding product planning. Chapters 6 through 15 elaborate on the critical writing tasks involved in developing a college textbook. If you find yourself with little or no development support, or if you’re self publishing, these descriptions of best practices will prove especially helpful in getting your manuscript ready for production, the third phase in the publishing cycle.

				Production

				Once you’ve completed your manuscript and your publisher deems it acceptable, production—the phase that transforms a complete and final manuscript into a printed book or a digital offering—commences. Production usually lasts several months, and it may take over a year to produce long or complicated first-edition titles. Your product team remains involved to some degree during this stage, especially if you’ve been assigned a development editor, but your main point of contact shifts to the production team in this third phase of the publishing cycle (Figure 2.2). During production, budgets and deadlines become paramount, and authors’ stress levels tend to peak.

				In many larger commercial houses, the book production process typically goes something like this: You confirm with your acquisitions editor that your manuscript meets the publishers’ expectations for marketability and competitiveness. You (or your development editor if one has been assigned) submit your final manuscript in hard copy and electronic form to your list’s editorial assistant. The EA reviews the manuscript for proper preparation in keeping with the publisher’s manuscript preparation guide-lines and fixes small oversights or omissions. If the manuscript is too poorly prepared, the EA may return it to you for correction and additional preparation. 

				When the manuscript is deemed ready for production, the production launch is initiated. The launch formalizes the transition of primary responsibility for your book from the product team to the production team. The launch meeting may be conducted in person or, more commonly, by routing electronic forms. In either case, the launch serves to confirm final budgets, production schedules, special requests (e.g., page design or visual formatting, digital asset coordination, and copyediting preferences), and, most 
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				importantly, the projected publication and go live dates for the core product and all its ancillaries and supplements. 

				Meeting all schedules and budgets while ensuring quality outcomes are the key accountabilities of the production team, and these should also be your objectives. A book that is constantly delayed and ends up missing its projected adoption window, even after accommodations, is impaired during the sales process. Adoption windows are the time periods within which potential adopters consider prod-ucts; such windows of time are narrow, unforgiving, and driven by the academic calendar. The most common adoption windows are in October and early November for a product’s first use in winter classes and from February to April for fall classes. If your product misses its adoption window, it may be nearly a year old before its next chance comes around. In such cases, products usually miss their first-year sales projections and consequently are seen as failures. 

				After the product team launches a manuscript into production, typical stages of book production begin. Your book may be assigned to an in-house production editor, but most products at the largest publishers, and increasingly at smaller publishers, are handled from beginning to end by contractors known as services or packagers. A production service or packager is a third-party vendor hired by the publisher to manage all aspects of its titles’ production. The “packaging” service arranges for all the nec-essary professional activities formerly carried out or managed by in-house production staff, such as de-sign, copyediting, art preparation, photo research, and permissions clearance. Many services are located 
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					General Production Stages

				

			

			
				
					Preproduction Stage	Production Stage	Composition Stage

				

			

			
				
					1. Final manuscript submitted  and accepted.

					2. Proposed budgets and  product specifications  confirmed.

					3. Manuscript transmitted to  production.

					4. Production is launched.

				

			

			
				
					1. Copyediting stage begins.

					2. Production budgets,  schedules, and publication  date finalized.

					3. Production service assigned.

					4. Product interior designed  and approved.

					5. Copyediting routed and  approved.

					6. Art and associated text  elements developed,  rendered, and approved.

					7. Photo research conducted

					8. Digital assets developed.  Metadata applied to assets and text.

					9. Permissions cleared.

				

			

			
				
					1. Final, copyedited manuscript  files transmitted to compositor.

					2. Page proofs generated, routed  for approval, and corrected. 

					3. Art and photos approved and  placed, often in the first round  of page proofs. 

					4. Cover designed and  approved.

					5. Digital assets, learning paths,  assembled.

					6. Supplement development  commences.

					7. Compositor transmits book  files to printer; other vendors  finalize digital assets.

				

			

			
				
					(many of these activities take place concurrently) Figure 2.2
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				Working with Your Production Team

				By Kenneth Saladin, author of three McGraw-Hill textbooks: Anatomy & Physiology: The Unity of Form and Function, Essen-tials of Anatomy & Physiology (with Robin K. McFarland), and Human Anatomy

				It’s fair to say I have considerable experience working with production teams. At this point, I’ve written college textbooks for 23 years, I’ve completed three titles with a total of thirteen En-glish-language editions (plus translations to three other languages), and I have two titles currently in simultaneous production. In all of this time, I have worked very intimately with the production team. Never have I merely turned over a completed manuscript and sat back simply to wait for my book to arrive in hardcover. The production phase is actually much busier for me than the writing phase, as I’m always working concurrently with a developmental editor, designer, illustrators, photo researcher, copy editor, a coauthor on one title, compositors, and others. The daily emails are a multidirectional blizzard driven by ever-shifting winds. But you put on your parka and your mukluks and you adapt.

				But despite my frustrations and annoyances with some aspects of authorship, the teamwork of the production process has always been a very satisfying stage of book production for me. I enjoy working with this group as we all keep an eye out for design, style, and accuracy, and as I see the book take form. One member of the team, the project manager, is what I regard as our “traffic cop,” standing at a busy intersection as we all whiz by in different directions, heeding the traffic lights, sometimes goosing it to run a red light or failing to start quickly enough when a light turns green. But basically, she keeps us all on schedule and coordinated with each other, ensuring that everything clicks along as smoothly as possible and we don’t overlook any proverbial crossing of t’s and dotting of i’s.

				On my end, I keep a checklist for each of five or so stages of a book project. For each chapter at each stage, I check off when I’ve completed a particular task. Have I verified all my figure callouts? Check. Have I verified the sequencing of footnotes? Check. Have I approved the final art proofs? Check. Have I answered all queries to me on the page proofs? Check. Have we resolved all pending photo issues? Check. At the top of each list is the date that I received a chapter for review, and at the bottom after all the check-offs is the date I turned it back over to the editor or project manager. A typical project generates half a dozen such checklists that collectively keep tabs on the preparation for writing, analyzing the competition, updating the science, annotating my desk copy for updates, compiling the art revision plan, making any new drawings that are needed, the actual writing (com-posing those lucid paragraphs and maybe an occasional scintillating sentence), loading my changes into the online writing platform, finalizing art and photos, reviewing the copyedits, developing the cover design, and conducting final checks on the completed copy before we declare it “a wrap.”

				Keeping close tabs on these myriad details at the author’s end, running everything through my traffic cop at that busy intersection, and obsessing with getting things done, which occupies my thoughts from the first predawn coffee to long after supper, keep things moving along on schedule and make a pleasure out of working with my production team. That’s the writing life. •
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				outside the United States or employ offshore workers or subcontractors, resulting in unique challenges posed by differences in time zone, culture, and language. See the Author to Author feature, “Working with Your Production Team,” (on previous page) for one textbook author’s experience.

				Whether an in-house production editor is managing your manuscript by coordinating all the pro-duction stages or a service is performing that same role, the process for transforming a newly launched manuscript into a printed book follows a similar path. The next step is to confirm the design. 

				Design

				For the most part, today’s print and digital textbooks are created according to standard design tem-plates, which leave little room for accommodating special elements or features. Unless you’re working on a very high-priority intro product, you and your product team will have little or no input into its design. Within the confines of standard design templates, some choices can be made, however, such as typefaces or the palette (selection of colors) used to accent headings or features. 

				If you’re the author of a high-priority title that will be specially designed, and if you have strong opin-ions about the way your book’s interior or cover should look, your best strategy is to share your thoughts with your acquisitions editor. Submit a written memo explaining your preferences with your completed final draft. Most acquisitions editors will forward the suggestions with which they agree to the book de-signer. Make your comments general rather than prescriptive, and emphasize how you think the book’s concept, mission, and pedagogical strategy could be aided through specific design choices. Designers are experienced at crafting books to be excellent learning tools, but they must balance aesthetics with stringent budgets, deadlines, and precedents set by competing products. For these reasons, it’s wise not to expect a great deal of flexibility in response to design requests.

				Copyediting

				Many processes in the production phase move in parallel, so while your book is being designed, you can expect the copyediting process to be under way. The copy editor’s job is to review the manuscript line-by-line for spelling, grammar, and punctuation. Copy editors are also responsible for ensuring consis-tent usage, applying the publisher’s style sheet (preferences for usage or specific terminology imposed on all titles), and flagging serious issues such as obvious copyright infringement or missing sentences and paragraphs. Copy editors mark the manuscript with suggested corrections, query elements they don’t understand, often apply typemarks to guide the compositor in applying the book’s design tem-plate, and then route the marked manuscript back to you, usually by transferring digital files. If you have any questions about a copy editor’s markings, ask for an explanation rather than simply removing them. You should carefully review the copy editors’ comments and ensure you address them all before return-ing the copyedited manuscript. 

				Once you’ve completed the copyediting stage, publishers’ agreements usually place strict limitations on making further changes, called author’s alterations (AAs). From this point on, the only acceptable author-generated revisions are to correct serious errors introduced during the production process or to make changes the publisher judges are important to marketability. If you exceed the agreed-upon bud-get for AAs, a contractually specified penalty will be deducted from your first royalty check. 
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				Composition

				Files containing your copyedited manuscript are then transmitted for composition or comp—an old-fash-ioned term coined in the days when book pages were set (composed) from trays of inked hot-lead type. Today, composition usually refers to electronic page makeup, when your manuscript’s copyedited digital files are exported into an approved design. At this point, the compositor estimates the final count of printed pages for your book (known as a cast-off). The cast-off takes into account the final, approved fonts, type sizes, and design elements. If the page count casts off to be significantly longer than budget-ed, you’ll probably receive a frantic message from your publisher asking you to cut sufficient content to meet the budgeted length. 

				After the copyedited final manuscript is imported into its coded design template, the compositor generates first page proofs or first pages for your review. First pages contain preliminary pagination and often indicate preliminary placement of art, photos, and captions. Any significant changes at this point will result in delays and cost overruns, again jeopardizing publication within the crucial adoption window. Mark any errors you find on first pages and return them to your production editor or service who will combine your comments with others, such as a DE or proofreader, approve them, and forward them to the compositor. In turn, the compositor will review the corrections, input them into the book’s files, and generate a corrected, presumably final, set of page proofs. Final page proofs or final pages contain final pagination and the actual placement of art, photos, captions, and features. You and your production team will view first and final pages in digital form rather than as hard copy—a stage called soft proofing. Titles with complicated page makeup issues may go through three rounds of page proofs rather than two.

				If your book features illustrations and photographs, additional activities take place while copyedit-ed manuscript and first pages are circulating. Artists and computer graphics specialists will render art from sketches you’ve provided, and photo researchers will comb archives for options that meet your photograph suggestions or photo specs (short for specifications). Just when you’re juggling copyedited manuscript and page proofs, you’ll also be expected to review and suggest necessary corrections to art proofs and to select photos from options provided by the photo researcher.

				With the continued growth in ILS products and online learning environments, many intro authors are also reviewing storyboards for interactive art or learning path schemes at all stages of production; wireframes, which are visual descriptions that show how users will interact with the final online product; and digital proofs for visual components. Manuscript preparation for ancillaries and supplements has 
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					At the peak of production, a lot is going on... even at this frantic pace, all the strands are coming together to produce an attractive and functional product...
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				begun by this point as well, and authors involved in writing or reviewing those items base their work on final pages. 

				At the peak of production, a lot is going on. Believe it or not, even at this frantic pace, all the strands are coming together to produce an attractive and functional product, as it happens thousands of times every year.

				Manufacturing

				The fourth phase, manufacturing, begins after final pages have been fully approved, including all front-matter (e.g., copyright page, title page, preface, table of contents, and introduction), endmatter (e.g., bibliography or references and index), art, and photos, along with the manuscript’s core narrative. All the decisions about the physical characteristics of your book—such as its physical dimensions or trim size, number of pages, and type of binding—were finalized at the launch, and any changes at this point will result in serious publication delays and introduce errors. 

				The specific technical processes by which all the elements are successfully assembled for manufac-ture are intricate, and the many details are beyond the scope of this general discussion. Essentially, the digital files for the book are transmitted to the printer who commits the work to paper. Pages are printed in groups of signatures, or flat sheets, typically consisting of thirty-two pages, although the exact num-ber can vary. The printed signatures are subsequently folded and gathered together to form the pages of the book in their correct order. These “folded and gathered” sheets, or F&Gs, as they are usually called, are assembled at the bindery, trimmed to size, ground and glued to the binding (more rarely sewn), and attached to the book covers. The new books are randomly checked for quality, packed in boxes, and shipped to the publisher’s warehouse, where this first print run or first printing will be accepted into inventory. 

				Once it’s checked into inventory, a book is considered to be published or in print. Shortly thereafter, the digital files are made available in various forms, such as an etextbook, as part of an ILS, or as digital files ready for importation into an LMS. Advance copies of the book are sent to the publisher’s in-house manufacturing team for inspection, and to your editors, marketing team, and key potential adopters for early distribution. At the same time, author’s copies will be sent to you. After the manufacturing phase has officially ended, the fifth phase in the publishing cycle, marketing and sales, kicks into full gear.

				Marketing and Sales

				For first edition, high-priority intro titles, marketing activity begins early, during the acquisition phase, and continues throughout the development, production, and manufacturing phases. One or more mar-keting managers may provide input into your proposal prior to its approval, conduct focus groups and other customer research to help shape your development plan, and prepare customers for the publica-tion of your book by engaging in prepublication activities. For the most part, the marketing department focuses on promoting the frontlist during its first twelve to eighteen months of publication. Consequent-ly, product teams often engage in activities customarily thought of as marketing responsibilities during the development and production phases.

			

		

	
		
			[image: ]
		

		
			
				The Publishing Cycle

			

		

		
			[image: ]
		

		
			
				41

			

		

		
			[image: ]
		

		
			
				The Marketing Department

				In large houses with extensive lists to promote, the marketing department works according to standard practices, allowing little opportunity for customized marketing on an individual product basis. For mid-level and upper level titles you can expect a marketing campaign, or publisher’s promotional activities, consisting of an email announcement giving information about the product to a targeted group of po-tential adopters. A short description will appear in the company’s online catalog, and the book may be in-cluded in a display at the publisher’s exhibit booths at academic conferences. The marketing campaign may conclude with one or two follow-up emails reminding instructors to request an examination copy during the book’s frontlist period. 

				High-priority, first-edition intro books generally receive more robust marketing campaigns, includ-ing multiple events with potential adopters. For example, publishers may invite potential adopters to fo-cus groups to raise awareness of your new title. Other marketing activities may include more elaborate email campaigns and messages, personal messages or letters written by you and targeted to specific potential adopters, webinars featuring you as presenter and usually addressing research or teaching topics for which you’re well known, and exhibit booth events at key academic conferences. Another mar-keting strategy is to arrange for potential adopters to class test your textbook in its prepublication form as a trial run. Strategies such as class testing, marketing-oriented reviews, and focus groups are forms of market seeding, or cultivating adoptions. Note, however, that only the highest priority titles receive this level of marketing investment.

				At its core, college textbook marketing serves a public relations function: to make the world aware that your product is available, engender positive opinions about the product, and obtain adoptions. With input from you and your editors, the marketing department writes promotional materials and coaches the sales force on how to sell your book when contacting potential adopters. In fact, the most important marketing activities revolve around convincing the sales force of your textbook’s value and its potential to help those representatives meet their sales goals or quotas.

				Sales Reps

				Higher education sales representatives, or sales reps, usually are paid a salary plus commission based on performance as measured against an annual sales goal. The Big Five all employ sales reps who are either inside reps, located in an office and contacting faculty by telephone or email, or field-based reps, working from home offices and regularly visiting campuses to meet with faculty. Sales reps are sometimes subdivided by market channels, that is, assigned to two-year nonprofit, four-year nonprofit, or for-profit institutions. They may also be specialized by discipline clusters, such as social sciences and humanities, mathematics and science, or business and economics. The largest publishers’ sales forces consist of hundreds of individuals. Many boutique publishers and some university press publishers em-ploy a small number of inside and field-based sales reps. Small publishers, in many cases, do not employ sales reps, although they may use freelance sales reps called contractors to sell their products.

				A common saying in publishing is that an author’s first sale is to the sales reps. This means that even the most efficient sales rep has only so many hours in the day to interact meaningfully with 
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				potential adopters. They must choose wisely which products to promote most vigorously. Therefore, you must make your product demonstrably better than its competitors, and ensure its benefits are readily observable and easy to explain. Further, if experienced sales reps who are influential in the organization informally tag your product as a winner, others will give it more attention, too. Therefore, you should check marketing materials to ensure that clear explanations are transmitted to sales reps and potential adopters, and respond quickly and concisely to sales reps’ questions or requests for assistance.

				A sales rep’s core responsibilities are to qualify potential adopters and distribute complimentary ex-amination or exam copies of your product, a process known as sampling. Sales reps are held to tight sampling budgets: Free exam copies often end up in the used book market, thus crowding out sales of new books. As a result, publishers have increasingly turned to digital sampling, which both lowers sampling costs and cuts the number of exam copies in circulation. Sales reps follow sampling activity by contacting potential adopters to answer questions, making presentations, and asking for adoption orders. Sales reps may also provide postadoption support, such as coordinating training to help faculty make the most of the extensive ancillary and supplement packages or ILSs that accompany intro titles.

				The “Marketing Strategies” section at the end of the chapter provides tips on how to augment your publisher’s standard marketing and sales efforts. Many of those suggestions also will be helpful to au-thors who are self publishing, write with a smaller publisher that lacks a sales force, or may be lost in the shuffle at a larger publisher.

				Distribution

				If you’ve taught courses at nonprofit institutions, you’re familiar with the typical rhythm for ordering textbooks and other course materials. Your local college bookstore notifies you when your book orders are due, almost always sometime in October or November for winter class starts and between February and April for fall classes. The lead time allows textbook managers to determine which books to buy back from students and in what quantities, secure inventory from book wholesalers, scour the used book market, and, if other sources are insufficient, finally order copies from college textbook publishers. As noted in Chapter 1, online retailers, such as Chegg and Amazon, are significant sources of competition for campus bookstores. Just like publishers and authors, however, bookstores must adapt to an evolving and more digital marketplace.

				College Bookstores

				College and campus bookstores may be institutional, private, cooperative or student-run, or nonprofit. In some cases, they are run by a chain, more accurately called a lease-managed store, that specializes in bookstore management. Lease-managed stores are affiliated with prominent book wholesalers and distributors, primarily Follett Corporation or Barnes & Noble Education, which are granted exclusive licenses to run on-campus stores in exchange for payments to the hosting institution. Publishers spend a great deal of time cultivating the goodwill of lease-managed store operations. Even so, according to a 2014 Inside Higher Ed interview with a National Association of College Stores (NACS) representative, “while there are hundreds of lease-managed college stores, the majority of the 4,500 stores serving U.S. colleges and universities are institutionally owned” (Kim 2014). 
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				Because they’re most often a part of the local community, campus bookstores bear the brunt of stu-dents’ and faculty’s complaints about out-of-stock titles, late-arriving inventory, and textbook prices. College stores may advocate on behalf of their customers for lower prices, but at the same time they make higher margins on the sale of used books, so they have incentives to promote used-book sales at the expense of authors’ and publishers’ earnings. According to NACS OnCampus Research, “For years, according to survey results, the margin on new textbooks has averaged around 22%. Used texts are about 34% and custom materials are 26%” (Ruckman 2015). Just like publishers, however, college bookstores’ traditional business models are also under assault—mainly by competition from direct-to-student online retailers such as Amazon.

				Online Retailers and Wholesalers

				Amazon is an ubiquitous online retailer offering a wide range of products and services, and higher ed-ucation textbooks are no exception. As noted previously, programs such as Amazon Campus obscure the differences between the mammoth retailer and an intimate on-campus bookstore and could pose a threat to lease-managed and campus stores. Amazon pushes for deep discounts on inventory it buys direct from publishers just as it does with any supplier. Like Amazon, other wholesalers also negotiate discount prices from publishers to boost profit margins when reselling their inventory to retailers. Savvy authors will anticipate the continued growth in volume discounts to online retailers and wholesalers. Make sure your publishing agreements don’t count these discounted sales in the same category as “spe-cial sales,” which often yield a lower royalty rate. If you’re an established author with existing publishing agreements, check your royalty statements carefully. If you see a jump in special sales yielding a lower royalty rate, you should question how the calculations were made.

				Many college stores and chains have established online storefronts in addition to brick-and-mortar stores on or near campus, further altering distribution models. These changes could have a profound impact on authors. If the future of textbook distribution is dominated by online retailers, if purchases of etextbooks double or triple from their current 12 percent market share (Student Monitor 2016), or if the market for reselling etexts grows, publishers’ sales of new textbooks would decline further. Consequent-ly, many publishers have concluded that the best strategy for assuring consistent, long-term earnings for themselves and their authors is to offer adaptive, personalized learning experiences housed in ILSs or LMSs that are not dependent on retailers or distributors.

				Revision

				When your first-edition textbook and its supplements have reached the distribution phase, you will have completed the sixth and final phase of the basic publishing cycle. If the product achieves its first-year sales projection and is deemed successful, following a hiatus of one or two years, your product might enter a seventh phase, revision, in which the publisher invests in a subsequent edition. Even for expe-rienced authors, the publisher’s decision-making processes that underlie determinations about whether and when to revise its products can be opaque and often confusing but are actually quite straightforward (see Figure 2.3).
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				At the start of the revision phase, your acquisitions editor prepares a project proposal for approval, similar to what was done during the initial acquisition process. The process of preparing a revision is similar to what you experienced in preparing the first edition but is more compressed. The product team solicits reviews from adopters and those who considered your book for adoption but chose another product. You create a revision plan, and within six months to a year the revised manuscript is due. In the revision, you update your manuscript to reflect adopters’ and your own experiences teaching from the book, respond to input gathered from adopters and near adopters, address new scholarship or discover-ies, smooth out wrinkles, and weave in one or two new elements to enhance the pedagogical framework and add marketing sizzle. The key goal of preparing a revision is to enlarge the potential adopter pool through new or revised content while still retaining existing adoptions. 

				Another turn of the wheel represents the life of your second edition. Presuming it is successful, the preparation of the third edition begins following a brief pause in which you catch up on pertinent re-search and recharge your creative batteries. The cycle of revision comes to an end when you stop par-ticipating in revisions, although your product may continue on without you. Most publishers’ contracts allow them to continue revising successful books after you retire from active participation. The life of your product ends when your last edition is declared out of print (OOP) due to lack of customer demand and is therefore no longer available for purchase.

				Getting Started

				Ideally, your manuscript is developed well, published on schedule and within budget, marketed and sold effectively, distributed successfully to adopters and customers, and meets or exceeds its first-year rev-
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				Review the list plan annually to provisionally plan product offerings two to three years in the future.

			

		

		
			
				Evaluate historical sales performance, poll marketing and sales reps, and commission prerevision adopter and nonadopter reviews to confirm revision titles.

			

		

		
			
				Prepare a revision proposal and financial analysis for management approval.

			

		

		
			
				Contact author to confirm revision plan, development strategy, budget, schedule, and revised manuscript’s final due date.

			

		

		
			
				Compare list growth requirements to budget availability. Review the overall list strategy with management.

			

		

		
			
				Review recent products’ sales performance and select initial titles for revision.

			

		

		
			
				Figure 2.3

			

		

		
			
				Acquisitions Editors’ Revision Planning Activities
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			[image: ]
		

		
			
				45

			

		

		
			[image: ]
		

		
			
				enue expectations. The time and effort you invested in developing your manuscript begin to pay off as you start receiving royalty checks. In no time, it seems, your acquisitions editor calls to discuss a revised edition and some exciting ideas for increasing market share. 

				But all this activity is predicated on the assumption that you have signed a publishing agreement, and so with the next chapter we return to the first phase in the publishing cycle: acquisition. How will you persuade a publisher to acquire your textbook product? Chapter 3 explains how to build relationships with publishers, attract interest in your project through a proposal and sample chapters, and generate multiple publishing contract offers.

				Marketing Strategies

				Standard Marketing Program for A, B, and C Titles

				A page on the publisher’s website or online catalog devoted to your product, usually posted a few weeks or months prior to publication.

				An email announcement sent to targeted potential adopters shortly after your product’s publication. The email usually contains a hot link to an online exam copy, product demonstration, or hard copy exam copy request form.

				One or two follow-up email reminders to recipients of the initial announcement to take action on the previous email.

				Inclusion of your title in the display at your publisher’s exhibit booth at academic conferences (provided the publisher is exhibiting and has sufficient space to include your book).

				Typical Marketing Programs for AAA and AA Titles

				Scores or even hundreds of commissioned reviewers to help shape your manuscript and seed adoptions. 

				Focus groups held in person or online to test marketing messages.

				Extensive class testing programs with potential adopters to arrange important trial runs of your final manu-script (successful class testers often become early adopters).

				A printed marketing piece that may be mailed to customers in addition to a standard email campaign.

				Attendance at company sales meetings by a handful of authors with frontlist, high-priority titles, to present their books and build relationships with sales reps.

				Special events held at the publisher’s exhibit booth at national conferences.

				Sponsored travel to visit key adoptions, present at academic conferences, or deliver online seminars with potential adopters (sponsored travel is exceedingly rare these days, however).

				Maximize Your Publisher’s Marketing and Selling Efforts

				Answer completely and accurately any requests for information made to help market your book. 

				Keep a running list of your product’s key features and their benefits. If you’re preparing a revision, also keep a running list of the changes and updates you’re making. Send the list to your publisher with your final manuscript.
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				Help your publisher choose well-known or authoritative reviewers for your textbook—as many as the publisher will accommodate. Be sure the names of reviewers and their institutional affiliations are added to your preface in an acknowledgments section.

				Draft a preface that functions as a sales tool for potential adopters and sales reps. Speak directly to these au-diences about the vision, features, and benefits of your product.

				Confirm with your marketing manager the receipt of complete and accurate information about your product. 

				Take it upon yourself to check your catalog description on the publisher’s website to ensure accuracy when first posted, and review it periodically. 

				Augment Your Publisher’s Efforts

				If your product has a distinctive title, buy the web domain name. If it’s a generic title, buy a variation of the domain with your name included. Set up a simple website to promote your book, build your personal brand, and provide an anchor for other social media activities and sites. 

				Include a description of your book, the brief and detailed table of contents, and a picture of the cover on the website you’ve set up. Include links to your book’s catalog page on the publisher’s site and provide the infor-mation supplied by your publisher on how to obtain access to examination copies. 

				Keep your website active and interesting by setting up a blog, perhaps on the topic of teaching the course or a discussion forum about using your textbook. Offer a virtual author tour, web-based seminar, or podcast for instructors and/or students using your textbook.

				Shortly before publication, draft a publication announcement based on your final preface, and send it to an email list of friends, colleagues, and acquaintances who teach the course.

				Set up a Facebook page and a Twitter account. Ask colleagues in your field which social media sites they most frequently use. Send them friend requests or follow them and ask them to do the same for you. Establish a presence on social media accounts and use it to increase awareness for your product. 

				Post a publication announcement on your website, blog, and in social media.

				Use a word processing template or the services of a local copy shop to make a postcard with a cover photo of your product and an abbreviated publication announcement. Include the URLs, email address, or other infor-mation for obtaining online exam copies. 

				Send your postcard to key contacts and potential adopters, hand them out at academic conferences, and send them to friends and colleagues to post on bulletin boards in their departments. 

				Add the title of your book to your signature so that it goes out with every email and letter you send. Include title, publisher, copyright year, and a link or other information on how to obtain an exam copy.

				Create a tip sheet for your publisher’s sales reps on how to present your product. For example, explain your product’s three most attractive features and why it’s better than its competitors.

				Make a “tabbing guide” by sticking colored tabs to key pages of your book. Tab pages that illustrate your main selling points and prove the benefits of your features, and write the page number and topic on the tab. A tab-bing guide helps sales reps know what to show to customers. Send it to your acquisitions editor or marketing manager, and include the information on your book website or social media accounts. 

				Send your marketing plan and any marketing materials you create to your publisher. Ask for extra copies of your book to send to reviewers with a personal note of thanks and a copy of your postcard. Reviewers are often overlooked, and this small courtesy can promote significant sales.

				If your publisher does not exhibit at a key academic conference in your field, ask if the company subscribes to the Association Book Exhibit or other academic exhibiting service. If so, your book may be displayed at a conference even if your publisher isn’t attending.

				Self-publishing authors can rent faculty mailing lists organized by college course from companies such as Market Data Retrieval (MDR), which also prepares and sends mailings for a fee.
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					 Links to the following websites can be found at TAAonline.net/resources:

					
						Amazon Campus

					

					
						Association Book Exhibit

					

					
						Barnes & Noble Education

					

					
						Chegg

					

					
						Facebook

					

					
						Follett Corporation

					

					
						Inside Higher Ed

					

					
						LinkedIn

					

					
						Market Data Retrieval (MDR)

					

					
						MBS Textbook Exchange

					

					
						National Association of College Stores (NACS)

					

					
						Public Interest Research Group (PIRG) 

					

					
						Scholarly Publishing and Academic Resources Coalition  (SPARC)

					

					
						Student Monitor College Market Research

					

					
						Twitter
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				Almost every experienced acquisitions editor regrets at least one rejected manuscript that went on to become a rousing success. Despite a bounty of market research from which to draw and even with the most rigorous evaluations of product proposals, publishers can never be absolutely certain which proposed projects will succeed. Therefore, the key to capturing publishers’ interest is to demonstrate beyond reasonable doubt there’s a viable market for your idea, you truly understand customers, and you can put together a competitive, intellectually and pedagogically sound work. 

				Grounded with knowledge about the publishing landscape and the basics of the publishing cycle, you can start to build relationships with publishers that are aligned with your publishing goals, attract interest in your proposed project, and generate contract offers. Combined with what you already know about teaching and scholarship, becoming familiar with how publishers evaluate textbook proposals and what considerations are important to them will help you submit a winning proposal. The first step in generating strong interest and publishing offers is to understand what motivates acquisitions editors.

				Understanding Signing Goals

				Acquisitions editors must meet signing goals for acquiring, or putting under contract, new products. Signing goals are usually based on the total of new products’ first-year revenue projections. Some com-panies pay a bonus for each new signing. In others, the acquisitions editor must achieve an annual sign-ing goal to remain in good standing or qualify for the company’s bonus plan. Savvy authors understand this key motivator. 
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				As noted in Chapter 1, industry consolidation has caused the Big Five to lower or completely elimi-nate signing goals in certain disciplines and for many midlevel and upper level courses. The larger pub-lishers are still acquiring for some intro courses, however, especially digital-first or digital/print hybrid products. At the same time, some smaller publishers are expanding their programs, which may fill the gaps left by the larger publishers. Depending on your objectives, therefore, you might still find many opportunities to build relationships with publishers and attract interest in your project. See the Author to Author feature, “How I Met My First Acquisitions Editor,” (page 53) for one textbook author’s experience.

				Building Publisher Relationships

				If you’re a well-known researcher or lauded classroom teacher, an acquisitions editor might contact you to take on a writing project, a process known as commissioning. Acquisitions editors generally prefer projects they research and find themselves, but if an acquisitions editor hasn’t contacted you, it’s still worthwhile taking the initiative. 

				Even if you’re not ready to start writing, you should start building publisher relationships that you can leverage later. Determine the most appropriate publishers for the project you’re likely to write, and make contact. Unless your publishing, teaching, or other professional activities make you a likely candidate for a commissioned project, the best way to gain a publishers’ attention is through recommendations and introductions. Then you can build rapport by contributing content to an existing textbook, writing text-book ancillaries or supplements, or completing a number of well-executed reviews. By taking on such smaller projects, you can pave the way for submitting your own proposal. 

				Leverage Connections 

				Publishers consider recommendations from successful, published authors to be their most valuable source of leads for new authors or manuscript reviewers. Tap your professional network to obtain an introduction by an experienced author who can vouch for you. Other excellent sources of recommenda-tions are publishers’ sales representatives. Get to know your local sales reps, even if you don’t adopt their products. Sales reps are sometimes paid bonuses to recommend potential reviewers, contributors, or authors, so they’re often eager to pass your name along to the appropriate editorial staff. Don’t overlook social media and social networks either, especially LinkedIn, Facebook, and Twitter. Most acquisitions editors maintain LinkedIn profiles, making it easy to see if you have connections in common who could introduce you. If all else fails, don’t be reluctant to contact acquisitions editors yourself. 

				Contribute Content

				Acquisitions editors often solicit subject matter experts (SMEs) to contribute content to a project al-ready under contract or to write material for publisher-written products not associated with a particular author. Contributors may write a whole chapter, specific features such as case studies, end-of-chapter problem sets, or special features on a chapter topic or theme (often called boxes). Contributors rarely 
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				receive royalties for their work but usually sign work-for-hire agreements that perpetually transfer all rights for the content they prepare to the publisher in exchange for a flat-fee payment. Rarely, contribu-tions may serve as an audition for joining an existing, successful project. If the publisher and its current authors approve of your work, you may be invited to join a well-established author team.

				Write Ancillaries or Supplements 

				Similar to contributing to an existing work, writing ancillaries or supplements is another way to get to know a publisher and demonstrate your abilities as an author. Your primary role is to be faithful to the associated textbook author’s mission and content, to help faculty and learners use the product better or more effectively, and to align with the publisher’s marketing needs. Resist the urge to compensate for what you may perceive as oversights or deficiencies in the core product, which will confuse students, frustrate adopters, and alienate the associated textbook’s author and publisher. 

				A textbook accompanied by strong, accurate, and useful ancillaries and supplements has a great ad-vantage in the marketplace. Payment for writing ancillaries is usually low, because most are given free to adopters. A few supplements, such as lab manuals or study guides, can generate author royalties, but in most cases publishers pay flat fees for their preparation, too. If you’re motivated to write high-quality ancillaries and supplements that support and extend the usefulness of a textbook, then you’re an ideal candidate to prepare such items. You’ll greatly enrich customers’ teaching and learning experiences and favorably impress the publisher with your abilities in the process.

				Complete Reviews

				Publishers’ staff may initiate contact with you to review a manuscript, especially if you’ve been rec-ommended by a trusted source (see facing page for “Types of Reviews”). To volunteer as a manuscript reviewer, simply contact the appropriate acquisitions editors and express interest. Note the number of adoptions you control or influence by including the course names, numbers of students taking the cours-es each term, and products you’ve recently assigned (include author, full title, and edition). Keep in mind that acquisitions editors prioritize reviewers who are recognized experts and control large adoptions. From the publisher’s standpoint, the purpose of reviews is to determine market fit; vet the manuscript for completeness, accuracy, and currency; and cultivate potential adopters. 

				Some faculty members see reviewing as an unpleasant, unrewarding chore. Honoraria often are piti-fully low—as little as $50 per chapter, although an expert reviewer can command $500 or more per chap-ter. Companies and editors vary considerably in what they will pay. In addition, reviewing schedules may be inconvenient. If you’re reviewing manuscripts to build publisher relationships, you would be wise to overlook the inconveniences and do your best job. 

				If you’re ready to write a textbook, however, and don’t want to spend years building publisher relation-ships, then make contact with one or more acquisitions editors immediately. 
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					College textbook publishers are always looking for instructors to provide the following types of product devel-opment reviews:

					Precontractual Review: The acquisitions editor asks for your evaluation of proposals and sample materials sent for consideration. Your input helps the acquisitions editor decide whether to offer the author a contract.

					User Review: You’re an adopter and know the product’s strengths and weaknesses through direct experience. You might respond to a survey to help the author and publisher prepare a revision plan, keep a diary recording your experiences using the product throughout the term, or evaluate the book chapter by chapter.

					Nonuser Review: You considered the product but adopted a competitor’s offering instead. You provide input through surveys or manuscript reviews to help the author and publisher understand what changes could be made to the product that would cause you to seriously consider adopting it.

					Competitive Review: You may or may not be an adopter. You compare a product’s strengths and weaknesses to those of its leading competitors. Competitive reviews are generally meant to provide information that helps with product marketing and messaging, rather than product development.

					Expert Review: You may or may not be an adopter. You’re an acknowledged expert in your field, not necessarily an instructor, but preferably so. You review selected chapters in your area of expertise, checking mainly for soundness, currency, completeness, and accuracy.

					Developmental Review: You may or may not be an adopter. You’re familiar with the strengths and weaknesses of one or more leading textbooks for your course. You review one or more manuscript chapters throughout the author’s writing and revision process and provide input to help improve the product’s scholarship, pedagogy, and currency.

					Ancillaries or Supplements Review: You’re likely an adopter who has used the teaching package. You provide general input to help improve ancillaries’ or supplements’ accuracy and usefulness.

					It’s also worth noting that unsolicited (and unpaid) reviews are welcome and often lead to offers of additional (paid) reviewing. 
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				Contacting Acquisitions Editors

				How do you go about approaching acquisitions editors with a project proposal? The quickest way to find the right acquisitions editors is often through your local sales reps. If you don’t know any, ask your campus bookstore’s textbook manager for contact information and make an appointment with sales reps whose publishers interest you. Explain that you’re planning to write a textbook and identify the course for which it would be appropriate. The sales rep might ask questions to learn more about the project, tell you whether your idea is a good fit for the publisher, and perhaps promise to pass on your name to an ac-quisitions editor. Before you end the meeting, be sure to ask the sales rep for the appropriate acquisitions editor’s name, phone number, and email address, so you can follow up yourself. 

				If the publishers you have in mind don’t maintain a sales force, you have trouble connecting with a sales rep, or you’d rather try another strategy to make contact, there are other options. For example, small-er companies often include acquisitions editors’ names on their websites. To identify acquisitions editors in larger companies, you’ll need to undertake some detective work. You can call the publisher directly, search LinkedIn, or check for the acquisitions editor’s name on the copyright pages or in the preface of the publisher’s recent titles in your subject area. Visiting publishers’ exhibit booths at national conventions is also an excellent way to identify acquisitions editors. Engage the booth representatives in conversation, express your interest in reviewing or writing a textbook, and ask the name of the appropriate acquisitions editor and how to get in touch. If you call a publisher directly, expect to leave a voice mail message, be-cause today’s acquisitions editors often prefer email as the primary communication medium.

				Preparing and Submitting Your Proposal

				Regardless of how you’ve gained an acquisitions editor’s attention, you’re more likely to receive serious consideration if he or she can readily grasp your project’s value. So you must thoroughly research and carefully prepare a proposal (sometimes called a prospectus) that outlines the vision for your project, clearly identifies the course for which it is intended, discusses the market’s characteristics and needs, describes your project’s approach and how it is structured, highlights key learning features, outlines the supplements program, and analyzes key, successful competitors. Apart from accurately describing the market’s characteristics, a proposal that features a concise and balanced analysis of the existing compet-itors is crucial to gaining an acquisitions editor’s confidence. A well-prepared market and competition analysis demonstrates you fully understand what it will take to seize market share and make your prod-uct successful. 

				In addition to your proposal, you must provide a detailed, annotated table of contents in outline form and a current curriculum vita. Some houses invite you to include sample chapters with proposals, while others discourage them. In any event, you’ll be in a better position to keep the process moving if you have two or more sample chapters ready to share. The “Guidelines for Preparing a Proposal, Annotated Outline, and Cover Letter” at the end of the chapter provide a helpful overview, but the best preparation 
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				How I Met My First Acquisitions Editor

				By Mike Kennamer, author of Math for Health Care Professionals

				I was introduced to my first acquisitions editor through the recommendation of a colleague. At the time, our state had added a new course in infection control to our curriculum and none of the instructors had been able to find an acceptable book that included the necessary content for teach-ing infection control to health care providers. Since I had some experience in this area, I compiled my notes and handouts into a self-published forty-eight-page booklet, which I provided to my students at no cost. A colleague at another college asked if I would make this booklet available for his classes, so I contracted with a local printer to produce the booklets and sold them to the college bookstore. 

				One day I received a call from an acquisitions editor at a major publisher asking if I would be inter-ested in using this booklet as a foundation and developing a book for this topic that could be used for a variety of allied health fields. Her call came about because my colleague who had ordered the booklets for his classes had told a publisher’s sales representative that there was a market for this type of book and that they should talk to me about filling the need. The sales rep passed the information along to the acquisitions editor, and that led to my first publishing contract. 

				My experience is not a typical one, so I do wish to share other ideas for introducing yourself to ac-quisitions editors. In my view, one of the best ways to establish a relationship with a publisher is to volunteer to review books in your field of study. This strategy can help you in a number of ways. First, since publishers are always looking for qualified reviewers, this is a good way to get your foot in the door of that particular publisher. The publisher will typically pay a small fee for your review and will include your name and affiliation in the front matter. This leads to the second advantage, which is being able to indicate on your resume or vitae that you have reviewed textbooks. Take these reviews seriously; be sure to read the assigned sections carefully and provide clear feedback about how you would suggest improving the book. By finishing your reviews on time you are building a reputation of being someone who can meet a deadline. 

				You can also let these editors know if you are interested in doing work-for-hire projects. This is anoth-er way to establish a relationship with a publisher, and the work can be quite lucrative. I have written instructor manuals, online content, video scripts, test banks, slide sets, and workbooks for a number of publishers. This experience looks good on a resume and further builds a relationship with one or more editors. In fact, I have had editors in one business unit recommend me to editors in another business unit at the same publisher. 

				Many acquisitions editors are present at publisher booths at trade shows and conferences, so be sure to visit the booths of companies that publish in your field. Visit the booth when it is not crowded and introduce yourself. It is likely that the booth will be staffed with a combination of sales, marketing, and editorial staff, so let the people in the booth know that you would like information on submitting a proposal for a textbook. It is possible that the person to whom you will submit your proposal is at 
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				for writing successful sample materials is to understand how acquisitions editors go about evaluating proposals.

				Understanding How an Acquisitions Editor Evaluates a Proposal 

				When faced with the task of evaluating a new project proposal, acquisitions editors must quickly decide if it’s worth their time to read it. They may quickly skim the proposal upon receipt, keeping in mind two key questions:

				 Is there likely to be demand for this product?

				 Is this the right author for the project?

				If the acquisitions editor thinks there is sufficient demand, and if you seem to possess the knowledge and credibility to warrant the company’s investment, you’ll have passed the first set of hurdles in the evaluation process. The next step is for the acquisitions editor to confirm the potential market for your proposed project.

				Confirm the Market

				In publishers’ parlance, a textbook’s market consists of potential adopters who teach and students who enroll in a specific higher education course (e.g., the “organic chemistry market” or the “English compo-sition market”). Beyond simply identifying the course, the personified “market” refers to adopters’ and 

			

		

		
			
				the conference. Be sure to visit with small publishers also. While their lists are not as long as those of the larger publishers, it is more likely that you will be able to meet higher level editorial staff at shows. 

				Publishers’ websites are also a source for learning about proposal requirements. When one of my publishers dropped one of the product lines in which I had been working, I went to the web-sites of publishing leaders in that field of study and found the names and email addresses of acquisitions editors. I sent each a quick email address explaining that my current publisher had closed its Emergency Medical Services product line and that I was an experienced author who was looking to establish a relationship with another publisher in that space. Two of the editors I contacted responded and, within a few weeks, had offered me projects. I am still working with both of these editors today. •
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				students’ needs, requirements, and behaviors as judged by the publisher (e.g., “the mainstream calculus market won’t adopt textbooks that are too reform oriented,” or “the intro to speech communications market is dominated by one textbook”). Courses offered sporadically, seminars, special topics courses, or other nonstandard curricular fare do not interest boutique or large college textbook publishers. The reason is that potential adopters for such courses are difficult for sales reps to identify for sampling and follow-up, and student enrollments are too small to profitably publish for them. Publishers make these determinations on the basis of data on market size.

				Estimate Market Size

				A useful strategy for gauging the size of a given market is to check MDR’s online catalog, which is available at no cost. MDR is a for-profit business that collects faculty contact information and sells course-based mailing lists to publishers. Larger publishers might consider a market to be viable if an MDR list for a particular course shows at least 1,500 faculty teaching it. Smaller publishers may be in-terested in courses with faculty counts of as little as several hundred. If the market seems well defined and sufficiently robust, an acquisitions editor’s next activity is to estimate annual enrollment. 

				The simplest rule of thumb is to multiply the number of faculty names in an MDR course mailing list by an average number of students likely to take the course in a given year, per instructor. For many intro courses, that may be between 150 and 200 students per instructor on average. For midlevel cours-es, enrollments may total 75 to 100 students, and for upper level courses probably 25 to 50 students. While not an exact measure, this strategy should yield an accurate, rough estimate. In addition to online mailing list catalogs, publishers have access to other data to estimate course enrollments, and they’re often willing to share that information with aspiring authors. 

				Beyond estimating annual enrollment, the acquisitions editor must also gain a sense of the ad-dressable market for your product—the number of students likely to have it assigned to them by facul-ty who will adopt your approach. Even the most mainstream textbook will not appeal to every faculty member who teaches the course for which it’s written. For example, if you were planning to write an in-troduction to U.S. history product, you may learn that an estimated 1.2 million students enroll annually in the course. It would be a mistake, however, to consider all 1.2 million students and their instructors to be the addressable market; the reality is more complicated. Consequently, an acquisitions editor may make the following calculations to estimate the addressable market based on his or her publishers’ customer research. 

				Eighty percent of U.S. history instructors prefer a mainstream treatment (versus 20 percent who prefer the narrative to be written from a point of view or in the style of a general-interest trade book).

				Seventy percent prefer a full-length hardback (also called “casebound”) core product or a two- or three-volume version in paperback (or “softcover”) for semester or quarter schools (versus 30 percent who prefer a brief, paperback core product that may only be available in a two-vol-ume option).
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				Sixty percent prefer a social history approach (versus 40 percent who prefer an overtly political narrative).

				According to these factors, a project that takes a mainstream, casebound, social history approach would appeal to an estimated addressable market of approximately 400,000 students. If the project takes an overtly critical perspective, is in paperback form, and is organized according to a strict political chronol-ogy, the addressable market might reasonably be estimated at 30,000 students.

				The acquisitions editor next estimates how many students are likely to be assigned the book. Based on a publisher’s experiences in the U.S. history market, for example, an acquisitions editor might project 5 percent market penetration for a new introduction to U.S. history that takes a social history approach. In that case, the expected first-year sales would be 20,000 units (400,000 students × .05 market penetra-tion), while the niche political history approach would generate a projected 1,500 units (30,000 students × .05 market penetration).

				To extend the example, assume the publisher plans to charge $100 net per unit. Net price is the actual cash received from the retailer or wholesaler when those companies purchase inventory from the pub-lisher. At that price, the social history title would generate estimated first-year revenues of $2 million, and the political history would yield $150,000. As a consequence, the social history would be assigned AAA priority and the political history a low-C priority (see Table 3.1). As described in Chapter 2, the AAA proj-ect would almost certainly spark a competitive bidding war among the Big Five and large boutique pub-lishers if the author spread the word effectively and the C-level project would be considered a niche book. 

				Ironically—some would say tragically—the niche book may actually be a more important contribu-tion to the discipline, but neither the top line, total sales revenues produced, nor bottom line returns, or profit, will appeal to larger publishers, particularly in today’s cash-strapped environment. Fortunately, smaller boutique houses, nonprofit university presses, and academic publishers may be very interested in such a project and could produce a quality publication that adequately meets their top- and bot-tom-line requirements.

				Understanding your addressable market and how it aligns with a publisher’s financial goals puts you in a stronger position to generate interest in your project. Now that you know how the process works, you can ask acquisitions editors about the factors they apply to their estimates so you can align your expectations. If you enter the acquisitions conversation with some knowledge of the addressable mar-ket, you can present your project and negotiate more effectively. Fortunately, in addition to MDR, other information sources can help you make your own market assessments.

				Conduct Market Research

				Most acquisitions editors will expect that you have recently taught and continue to teach the course for which you plan to write. A surprising number of proposals are submitted by authors who haven’t taught the course in several terms or perhaps never taught it. Most publishers think it’s important for an author to experience the course firsthand—to observe what concepts learners find difficult to grasp and what 
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				teaching strategies work best. Your recent teaching experiences are perhaps the best and most authentic sources of market research and will enhance your proposal.

				In addition to classroom experiences, you need to engage in market research that broadens your perspective so your proposal successfully addresses a national and, in some cases, a global audience. You might start your research with the Wikipedia website, “Lists of American Institutions of Higher Education.” Use this directory to locate colleges and departments that teach your targeted course. From there, try the following strategies:

				Survey a variety of course syllabi to develop a sense of how faculty are teaching the course, the topics usually covered and in what depth, the typical topical sequence and the pace at which topics are covered, and what are the common expectations for learning outcomes. 

				Make note of the most often-assigned textbooks and online products. 

				Once you grasp the big picture, contact trusted colleagues to discuss your impressions, solicit their input, and begin formulating ideas on how your product could improve the target course’s teaching and learning experiences. 

				Monitor and participate in discussion groups related to the course. Consider writing a blog or starting your own online discussion group as a forum for potential adopters and, later on, to solic-it input on your developing textbook. 

			

		

		
			
				
					Project Name: Social History

				

				
					Project Name: Political History

				

				
					Annual student enrollment

				

				
					1.2 million

				

				
					1.2 million

				

				
					Adopting faculty prefer mainstream approach (80%)

				

				
					× .8

					960,000

				

				
					Adopting faculty prefer critical ap-proach (20%)

				

				
					× .2

					240,000

				

				
					Adopting faculty prefer casebound product (70%)

				

				
					× .7

					672,000

				

				
					Adopting faculty prefer paperback core product (30%)

				

				
					× .3

					72,000

				

				
					Adopting faculty prefer social history approach (60%)

				

				
					× .6

					403,200

				

				
					Adopting faculty prefer political history approach (40%)

				

				
					×.4

					28,800

				

				
					Total addressable market (rounded)

				

				
					400,000

				

				
					Total addressable market (rounded)

				

				
					30,000

				

				
					Projected first-year market penetra-tion/first-year sales in units (5% )

				

				
					× .05

					20,000

				

				
					Projected first-year market penetration/first-year sales in units (5% )

				

				
					× .05

					1,500

				

				
					First-year sales in dollars ($100 estimated net price)

				

				
					× $100

					$2,000,000

				

				
					First-year sales in dollars ($100 estimated net price)

				

				
					× $100

					$150,000

				

				
					Product priority level

				

				
					AAA

				

				
					Product priority level

				

				
					C

				

				
					Table 3.1
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				Program a survey on a site like SurveyMonkey to poll colleagues and others who teach the course to describe their teaching experiences, respond anonymously to your ideas, and suggest import-ant research for you to consider.

				Acquisitions editors will want your proposal to identify the closest competitors for your book idea, de-scribe why they’re successful, and explain how your book will be different and better. Therefore, you must make it your business to understand existing competitors. If you’re teaching the course, you can easily obtain sample copies or online access to the leading titles to review them. You can identify competing titles on publishers’ websites; see what’s offered on Amazon, Chegg, and other online retailers; ask the opinions of your local textbook sales representatives and your campus bookstore’s textbook manager; poll your colleagues who teach the course for their opinions; and browse among the campus bookstore’s shelves or online storefronts. Chapter 5 provides detailed guidance on how to perform competitive anal-yses on the products you identify. 

				Don’t be concerned if the publisher already has a similar product or one that is pitched to the same audience. The adoption base for each product is determined by clearly differentiating it from internal competitors and assigning a complementary revision cycle to it. Frontlist titles get the most attention from sales and marketing efforts, so it is to a publisher’s advantage to publish a product every year in a major market and sometimes more than one if those products are well differentiated. This strategy can help authors, too, because sales reps form stronger relationships with adopters when they have a reason to see them every year. As a result, they’re in a better position to recommend the right product for an adopter’s approach when it comes along. 

				Author’s Qualifications

				 An acquisitions editor’s next step in evaluating your proposal is to dig deeper into your qualifications as an author. While it may seem unfair to an enthusiastic author candidate, strong commitment alone is insufficient to obtain a publishing offer. Your publishing record, the kind of institution at which you teach, your rank, recognition for teaching excellence, and overall professional reputation are key criteria that determine whether an acquisitions editor will be interested in taking time to read your proposal. Generally, college textbook publishers prefer to offer contracts to tenured academics, although some very successful two-year and nonacademic textbook authors are exceptions to this rule. Ideally, you have published articles, conducted important research that’s often cited, and reviewed a number of works in your field. Preferably, you’ll have presented at many academic conferences or symposia, because active networking builds your professional profile and enhances your personal brand with potential adopters. If you’re planning to write with one or more coauthors, at least one of you needs to possess a strong professional reputation, and the others need to meet certain minimum expectations for scholarship and teaching.

				When acquisitions editors consider project proposals, injustices sometimes result, as is possible in all professional evaluations. Retired faculty, junior or adjunct instructors, community college instructors, and candidates with little or no scholarly publishing records, for example, may find it harder to gener-
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				ate publishers’ interest. In some practice-oriented or vocational subject areas, however, administrative responsibilities, classroom experience, commercial success, and specialized knowledge or technical expertise can offset lack of traditional academic credentials. The main concern of publishers is that a textbook will have authority and credibility with potential adopters in whatever ways the target market defines such factors. Your task is to persuade the acquisitions editor that you possess those qualities, either through building a relationship or by clearly communicating your qualifications in the sample materials you submit.

				Multiauthor Teams

				It is just as common for coauthors to approach publishers as it is for publishers to commission multiau-thored works. For some course areas, such as introductory history or introduction to business, coauthor-ship is the norm. Before embarking on a joint project, it’s wise to get a number of decisions out of the way. Time and again, the best of coauthor friends have fallen out because expectations weren’t made clear up front. Acquisitions editors have neither the time nor the desire to be relationship counselors, and if they sense the potential for serious interpersonal troubles, they’ll immediately back away from a proposed project. We suggest you strike your own, separate coauthor agreement during the proposal-writing pro-cess. At a minimum, you should be sure to address how you’ll divide writing responsibilities and royal-ties and include some of those decisions in the proposal you send to publishers (see “Tips for Coauthors” on next page).

				Proposal Reviews

				Once your proposal has passed an initial scrutiny, the acquisitions editor undertakes a precontractual review of it. During a precontractual review, the acquisitions editor more carefully reads your proposal, outline, and sample chapters and may informally share the materials with trusted, published authors who know the market. The proposal, outline, and sample chapters may also be sent out for anonymous review to potential adopters and experts in the area. At some houses, an editorial board of senior editors or peers in other departments may read the materials and make recommendations on whether to offer a contract. 

				It’s common for acquisitions editors to ask for additional information, sample chapters (if not already enclosed with the proposal), or your response to precontractual reviews. Let’s say, for instance, that pre-contractual reviewers indicate one of your sample chapters is too long, mainly because it overempha-sizes one particular topic. The acquisitions editor might ask you to address these concerns by revising and resubmitting the chapter. As well as addressing real market concerns, such requests test how well you respond to editorial guidance. If you refuse to make any changes, you probably won’t be offered a contract. This stage is an important opportunity to find the right publisher match. If you can’t forge a productive working relationship with a particular acquisitions editor at this point, it’s better to explore opportunities with other publishers.

				The proposal evaluation process can go very quickly or take several months, all depending on the availability of reviewers, time of year, and other demands on the acquisitions editor. It’s important to be 
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						Author teams that openly discuss and resolve key writing issues at the beginning of their collaboration, even before a contract is signed, have the greatest chance of long-term success.

						• Who is the primary audience? 

						• In what formats and media do we want the final product to appear?

						• What are the rationale, goals, approach, and mission of the book?

						• What does the preliminary table of contents look like?

						• Who will draft the proposal, and how will we collaborate on the final version?

						• What is the desired writing style and tone, and who will be responsible for ensuring consistency?

						• Who will write which chapters or modules, and how will we divide responsibilities not related to a  specific chapter?

						What is the proposed final manuscript deadline, and how will we ensure fidelity to the schedule as it evolves?

						How will we ensure consistent, accurate, and courteous communication among ourselves, even during times of great stress?

						Which of us will be the primary contact with the publisher?

						In what order will our names appear on the cover or product page?

						How much time can each of us commit to the project?

						How and when will the division of advances, grants, and royalties be determined?

					

				

				
					
						 Tips for Coauthors
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				patient but also to not let your project fall through the cracks. If multiple publishers are simultaneously evaluating your project, they can move at very different paces. Consequently, if acquisitions editors know you’ve made multiple submissions, they’ll probably move the process along faster. Once you’ve received a contract offer, you should notify the other publishers who are considering your project and provide them with a reasonable deadline to submit their offers. If they’re serious, you’ll soon hear back from them. 

				Don’t be discouraged if your initial submissions are rejected or if the evaluation process takes longer than you had imagined. Remain positive, learn from the input you receive from rejections, adapt your approach, and try again. Provided you’ve chosen the right college course for which to write, researched the market thoroughly, prepared a persuasive proposal, built the right publisher relationships, and sub-mitted the sample materials to an appropriate acquisitions editor, you’re on the path to one of the most exciting stages in a new author’s experience—receiving one or more offers to publish, deciding which one to pursue, and negotiating a publishing agreement.

				Guidelines for Preparing a Proposal, Annotated Outline, and Cover Letter

				These guidelines are general, and some elements or details may not be in keeping with the vision for your project. We encourage you to adapt, eliminate sections, or augment these suggestions as appropri-ate to align with the submission guidelines your target publishers have posted on their websites.

				The Proposal

				A manuscript proposal is an author’s formal request for a publisher’s inveent of time and financial resources as represented by a publishing agreement. Of course, publishers must choose wisely: Too many bad decisions and a publisher is out of business. Therefore, your proposal needs to impress and convince others by revealing your strengths in all respects. The document must be free of grammatical, spelling, and punctuation errors. Further, your proposal must demonstrate that as an author or content expert you can: 

				Describe and support a sufficiently robust market need for your product.

				Explain why your product’s approach, content coverage, pedagogical features, ancillaries and supplements (if any), and distinctive elements will drive sales performance.

				Demonstrate why you’re qualified to write or develop content for such a work.

				Logically organize your thoughts and content presentation.

				Express yourself clearly.

				Introduce both known and unfamiliar concepts effectively and in an engaging manner.

				Convey a distinctive voice or sense of personality.

				Use appropriate and current research to substantiate a narrative.
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				I. Product Overview

				Your proposal should start with an introductory section, or “Product Overview.” This section must be concise (two or three paragraphs at most), grab the reader’s interest, and sell the project. The overview usually contains a core statement that incorporates the project’s working title and employs active, key words that define the vision, mission, and rationale for the project. Examples of core statements might be the following: 

				Social Work will be an introductory text for entry-level courses in programs leading to licensure in social work. It will integrate theory and practice using a problem-solving casebook approach that prepares readers to appropriately address real-world client challenges.

				Introduction to Technical Writing surveys all aspects of professional practice in technical writing and features authentic models of excellent writing in both technical and nontechnical fields.

				Biology and the Life Sciences: An Introduction is a survey text for instruction of undergraduate biolo-gy majors. Genomic research, its applications, and its implications are the unifying, central theme of the book. In an exciting innovation that reflects a widespread restructuring of how the course is taught, a whole chapter is devoted to the implications of recombinant DNA for reproductive technologies and gene therapies in the treatment of disease.

				The product overview previews the proposal’s most compelling elements and highlights the proposal’s main points. Think of it as an abstract but one that’s oriented toward selling your project to the publisher, like a marketing pitch. In addition to the core statement, you should include:

				Typical course title(s) in which the book would be used.

				How adopters and learners will benefit from using your product. For example, imagine you’re in an elevator at an academic conference with a colleague who is a potential adopter of your book. How would you explain its value in the few seconds you have before the elevator reaches your floor?

				You want an acquisitions editor to know immediately where your project fits into his or her list and how to begin estimating potential market demand. To this end, be specific about potential customers, key val-ue propositions (the core benefits that customers derive from your product), and what makes your book a useful and compelling teaching resource. Remember, the product overview is just a teaser, so don’t get into details. You’ll cover all the same topics in greater depth later on.

				The product overview should be energetic and attention grabbing. Play around with how to build in a narrative hook to grab attention and make the acquisitions editor want to continue reading. End the section with a sentence or two of transition to the next section, “Market Environment.”

				II. Market Environment

				In this section, you describe faculty and student customers, define their priorities, and foreshadow how your product will meet the market’s needs. Acquisitions editors want to know if you understand which fac-ulty profiles are likely adopters based on your book’s approach, pedagogy, themes, or other key elements. 

				Begin with an introductory paragraph before moving to the first subsection, “Primary Market.”

				Primary Market. Repeat here the appropriate higher education course titles(s) for which this prod-uct could be used, and confirm the following points:
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				Is your product appropriate for higher education courses taught primarily in four-year schools? Two-year schools? Nonprofit colleges and universities? For-profit schools? Other?

				Is your project intended for majors? Nonmajors? What is the likely grade level of the learner: freshman/soph-omore? Advanced undergraduate? Graduate?

				Is this an assigned, core resource for the course? Or would it typically be a recommended or optional student purchase?

				Is it a narrative text? Or is it a reader or anthology? 

				Is this a single-authored text or will multiple authors participate? Will it be an edited text (i.e., written by many contributors)? If coauthored, which author will serve as the primary publisher contact?

				Primary Market Size. In this subsection, you estimate the overall enrollment for the target course area. Provide information that helps a publisher narrow down the estimate to just the addressable market. 

				Secondary Markets. Are there any sizable sales opportunities outside of the core, addressable, do-mestic market described in the preceding section (e.g., Advanced Placement, high school, corporate development, international)? If so, indicate them here and provide rough estimates of enrollments or customer populations, if possible.

				Market Trends. How is the target course evolving or changing, and how do those factors impact your proposed project? Reiterate any significant market needs you noted in the “Product Overview,” section and cover them in more detail here.

				Note in the “Market Environment” section, if you currently assign the manuscript in your classes, report your students’ responses, and summarize their performance results. If you’ve done any formal market research, refer to your findings here, but place lengthy research summaries in an appendix. 

				The “Market Environment” section must demonstrate your understanding of customers and the re-quirements of the course you’re targeting. The market trends and evolving customer needs you outline in this section are the basis for the “Product Description” section that comes later, and the information must align with descriptions of how your product meets the market’s needs.

				III. Competitors 

				The purpose of this section is to demonstrate you fully understand what it will take to seize market share from existing, successful products. Start with a brief overview of what adopters and students like and don’t like about the products currently being assigned for this course. How does your book specifi-cally address gaps in leading competitors’ approaches, coverage, or learning strategies? Why would an instructor adopt your book instead of one of the existing titles? Why would students spend money to buy your book, rather than go without it? 

				Next, evaluate three to five of the top-selling competitors that target the same customers or take the same approach as your proposed product. In a separate paragraph or two for each competitor, describe what the competitor does well and provide insights into its deficiencies. Highlight the competitor’s gaps 
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				or poor execution that relate to what your book will do well. Conclude each competitor’s analysis with a clear description of how your project will be different and better. End the section with a smooth transi-tion to the next section: “Product Description.”

				IV. Product Description

				The product description is the heart of your proposal. Begin with an introductory paragraph to set up the remainder of this section. To start, you should clearly state the rationale for the project and why it is both a credible and marketable addition to the choices available to adopters. Be sure the product de-scription is consistent with the market needs you’ve already described. You should refer back to those same requirements and expand on them to describe in detail how your project addresses customers’ requirements and why, therefore, a publisher should be interested in it. 

				Next, specifically describe the work, starting with information about the proposed physical format, key learning strategies, and features and benefits. A feature is an element of your product as you define or describe it. The benefit is what the customer finds useful in it. For example, if you indicate that every chapter opens with a description of a well-known national monument or a psychiatric patient’s case study, that’s a feature. If you then explain that these openers activate the learner’s prior knowledge or reinforce conceptual understanding or model good practice, then you’ve identified the benefit. Explana-tions of both features and benefits are crucial to making your product description useful and persuasive. If you describe only features, you can’t be sure an acquisitions editor understands why they’re being included, thereby losing the chance to emphasize why your product is worth investment.

				Rationale

				What is the proposed product’s overall teaching strategy? Why is it better or easier for explaining or learning about the content? Why are you excited about your product, and why should publishers, potential adopters, and learners also be enthusiastic? What is special or distinctive about your ap-proach? How is it better than or different from currently available products? Specifically: Why should any instructor who is reasonably happy with the available offerings want to adopt yours instead? 

				Be sure to provide explicit support for the value propositions you’ve been building throughout the preceding sections. This is where you provide an explanation of how the product is composed, de-signed, and works—always linking these explanations to how its features and benefits support value for the customer.

				Learning Objectives and Outcomes

				Briefly reiterate the product’s overall purpose. What are your content goals and how do they align with typical teaching and learning objectives and outcomes? Go on to explain the following:

				What teaching and learning challenges will the product address or resolve?

				What key competencies or learning outcomes will this product help learners develop? Define and describe them.

				Are these competencies keyed or geared to any professionally mandated outcomes, such as objectives or goals endorsed by a professional or academic organization related to your discipline?
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				How are the competencies expressed in learning objectives or other pedagogy? How do those learning objec-tives shape the structure and content of the narrative?

				How are objectives integrated into the learning solution itself? How are they assessed?

				Format

				Acquisitions editors start envisioning a product and its budget needs when evaluating a proposal. You can support this process by providing basic information about how the final product might look. Review the research you’ve conducted on the competitors to ensure you’re in the same ballpark re-garding length, the number and type of visuals, and other physical elements. 

				Will this be a print product? Or will it be a hybrid product (print and digital components)? Will the print component be casebound or paperback? Will the interior printing be black and white? Or does it need to be in full color (and why)? How will the online product be configured—of what elements will it be composed? How will online learning modules be organized? Will the online product stand alone, or will it rely on a commercial learning management system (LMS) to function fully? Will it be built to interoperate with the publisher’s integrated learning system (ILS)?

				For printed products, estimate the final number of manuscript pages and word count. Estimate what you’d like the final number to be. Is a special trim size (a printed book’s physical dimensions) required (and why)?

				Estimate number and type of illustrations, tables, figures, and visual teaching elements per chapter, module, or for the product as a whole. Do they need to be in color (and why)? Do you have the skills to participate in the creation of digital versions of these components? For example, are you adept at storyboarding or evaluating wireframes?

				Estimate the number and type of photos (if any). Do they need to be in color (and why)? From what sources will you draw photos?

				Do you expect to incur any significant fees for use of third-party materials (known as permissions)? Items requiring permission include photos, illustrations, and text excerpts that are under the copyright ownership of a third party.

				Are there any other special elements you should bring to the publisher’s attention?

				Learning Elements 

				What is the teaching framework or “pedagogical apparatus” of a typical chapter, learning module, or learning object? For example, do all chapters or modules start with learning objectives, an opening case example, and a graphic organizer? What types of pedagogical features will appear in every chapter or module, and how will they close in respect to summary or review content? List all the ele-ments and explain why you’ve chosen them. How do they support learning? What are their benefits?

				Ancillaries and Supplements

				List the instructor’s and students’ ancillaries and supplements you want to accompany the core prod-uct you’re proposing. Take your cue from the competitors. If your ancillaries and supplements will possess distinguishing characteristics or advantages, explain their benefits. Indicate if you plan to write or closely supervise the writing or development of these items.
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				Summary

				Briefly reiterate what makes your proposed product special or unique, harkening back to sections on “Market Environment” and “Competitors.” Bring together the details in the “Product Description” section by restating the project’s core value proposition or why adopters would want to use your product instead of the titles currently available. Be sure to once again mention why a publisher should invest in your project and want to work with you. End on a high note; it’s your job to “close the sale” with this section’s summary.

				V. Background, Curriculum Vita, and Contact Information

				Do you have credibility in the discipline? For what research are you known? How does your background provide competitive advantages in marketing the final product? For example, will potential adopters recognize your research or presentations at academic conferences? Are you an expert teacher with pres-tigious teaching awards? Attach a detailed, current curriculum vita that reflects your full scholarly pub-lishing record and links to your website, online courses, or other pertinent information. 

				In this one- or two-paragraph section of your proposal, briefly highlight the key elements of your academic background that qualify you to take on this project. Include:

				Recently taught, pertinent courses

				A brief summary of degrees earned

				A list of other recent book-length publications

				Teaching and professional recognition awards

				Titles of one or two recent presentations at academic conferences (presumably, they’ll relate to the topic of the proposed project)

				Refer the reader to your curriculum vita for more details and for a complete list of articles and other scholarly publications. Include a separate paragraph with your preferred contact information, including phone number and email address.

				VII. Appendix (optional)

				You want the core proposal to read smoothly, so if there are extensive citations or research-based ex-planations for your approach, pedagogical strategy, or other elements, consider including them in a separate appendix. 

				Additional Tips

				There are also some additional tips for writing a proposal worth keeping in mind.
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					Be sure to once again mention why a publisher should invest in your project and want to work with you. End on a high note; it’s your job to “close the sale”...
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				Employ two levels of headings (main heads and subheads). If a third level of heads is needed, use them consis-tently to prevent the appearance of randomness. 

				Avoid stacked heads (i.e., headings with no text following them). 

				Use bulleted or numbered lists and white space to break up text and make examples easier to read and remember. 

				Keep the use of boldface, italics, and underlining to a minimum. 

				Avoid the use of multiple fonts and point sizes.

				The entire document should not exceed ten to twelve pages (excluding references or appendices). Shorter is better, and you probably can cover what you need to discuss in six to eight pages.

				As noted previously, the materials should be grammatically correct and free of errors.

				Detailed Table of Contents

				When submitting a proposal, you must include a detailed table of contents, preferably annotated with short descriptions that address questions about how content will be handled. If you can’t compose a table of contents, then you’re probably not ready to submit the proposal. 

				The most persuasive tables of contents are presented as detailed outlines with short explanatory overviews embedded at the beginning of each chapter or learning module heading. A detailed table of contents will make clear what you propose for the range of topics you plan to cover, in what order, and to what depth (i.e., scope and sequence). The table of contents must be consistent with the claims you made in the “Product Description” section, clearly appeal to the target market, and support how the product will be superior to the competition.

				The table of contents should include all planned chapters or modules. Annotate each chapter’s or module’s title with the key learning objectives or learning outcomes and a brief (one or two paragraph) rationale for the topics covered in it. Then, in standard outline form, list all main headings and subhead-ings. Include the titles of any unique pedagogical features you plan to include, such as applications, case studies, interactive simulations, and so on. Finally, check to ensure that everything you include in a detailed table of contents matches the claims and descriptions you made in your manuscript proposal.

				Cover Letter

				The purpose of a cover letter is to provide basic information about you and to prompt the acquisitions editor to read the attached or enclosed proposal and sample materials. You may want to refer to the pub-lisher’s mission or goals, how they relate to your own, and why the convergence of those goals prompted you to contact the acquisitions editor. Recall any existing relationship with the current acquisitions edi-tor or if you discussed your project with predecessors. Briefly describe your project in a way that invites an acquisitions editor to read the full proposal. Make your cover letter lively and energetic, but keep the tone professional.

				Provide information about your availability, and where, when, and how the acquisitions editor can reach you. Include practical information as well, such as the present status of the manuscript, your time-

			

		

	
		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

		
			
				Ch 3: How to Capture Publishers’ Interest

			

		

		
			[image: ]
		

		
			
				68

			

		

		
			
				table for submitting sample chapters and for completing the work, the estimated length, and your back-ground in working with digital content development.

				Indicate if you’re making multiple submissions—sending your proposal to more than one publisher simultaneously—although you are not obligated to do so. Publishers naturally discourage simultaneous submissions to minimize competitive bidding, but it’s an ethical and acceptable practice in college text-book publishing. 

				Thank the acquisitions editor for his or her time and consideration, and suggest that you will follow up by phone or email within the next two to three weeks to check progress. If you’re submitting hard copy materials, include a stamped, self-addressed envelope if you want your sample materials returned to you.

				Good luck with your submission!
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				Negotiating Your Textbook Publishing Contract

				By Stephen E. Gillen

				Stephen E. Gillen teaches Electronic Media Law at the University of Cincinnati College Conservatory of Music. He worked for nearly 20 years in publishing prior to entering private practice in the mid-1990s. He is presently a partner at Wood Herron & Evans (a 145-year-old Cincinnati law firm focused on intel-lectual property), where he concentrates his practice on publishing, media, and copyright matters. He is a long-time member of the TAA Council and a regular speaker at TAA conferences.
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				When the Acquisitions editor (AE) receives your prospectus and enclosures, he or she will read it and decide whether to reject it outright, accept it outright, send it for peer review, or send it for internal review and approval (with or without a preapproval peer review). Every publisher will go through some sort of internal review and approval process, but each publisher works a little differently. At some smaller publishing houses, the decision will be made by the principal owner and the process may go relatively quickly. At other houses, the process may involve several layers of internal review and ultimately ap-proval by an editorial board, panel, or committee. In the latter case, it may take many months and in rare cases up to a year to get a proposal approved for acquisition. Don’t be bashful about periodically calling or emailing your AE to ask about the status of your proposal; every three to four weeks is acceptable. 

				Steps to Getting an Offer

				If the AE is interested in your proposal, he or she may call you to discuss the project further. Before dis-cussing contract terms, however, the AE will want to get to know you a little better and may ask you some of the following questions (see Figure 4.1 on facing page). These are questions you should also consider before you proceed.

				The AE has compelling reasons to try to gauge your ability to deliver. Publishing a textbook involves a major commitment of time and resources. Ask anyone who has done it. The publishing process, like the writing process, is complex, ongoing, and recursive. Also, in most large commercial houses, publish-ing schedules have decision points, points of no return, and only minor flexibility.
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				If authors cannot fulfill all their authoring tasks in time, it is expected that they will be able to del-egate or let the publisher do so. If scheduling does not work out for any reason, a book can miss its in-tended copyright year, thus upsetting the company’s publishing plan. The book could then be bumped one to three years depending on other titles already in the pipeline. Delayed books usually need further revision before they are ready again for production, and some delayed books never see print. The AE has a stake in seeing that this does not happen, which is why he or she must try to develop a relationship with you before deciding to make an offer.

				In the company’s eyes, your commitment is not only to your book but also to its market—the custom-ers your book serves. As suggested at the end of Chapter 3, it is expected that you will be responsive to reviewer concerns and proven customer needs. Further, author commitment may not end with publica-tion, especially if the company is handling your book as a major-market offering. You might be called on to contribute material for advertising and promotion, talk to potential customers, provide signed copies of your book, or conduct a forum on a companion website. The AE therefore has strong reasons to gauge your market savvy, sensitivity, and interest in helping make your book a commercial success.

				Establishing a Positive Relationship

				A prospective author’s attitude and ability to work well with other professionals are important factors for the success of a project. In addition to teaming with an AE and possibly a coauthor or two, you also 

			

		

		
			
				
					 Ten Things Your AE May Want to Know About You Before Signing

				

			

			
				
					
						1. Are you and your book a good choice for the company and for the market?

					

					
						 2. How committed are you to the project and do you have the self-management skills to complete it?

					

					
						 3. Can you put aside enough time for this monumental task?

					

					
						 4. What resources do you have for getting help with your project and completing it on time?

					

					
						 5. How knowledgeable are you about what is involved in textbook publishing?

					

					
						 6. How responsive are you to market issues and company needs?

					

					
						 7. How responsive are you to professional peer review and to editorial input?

					

					
						 8. How willing are you to consider suggested changes?

					

					
						 9. Do you seem to have good interaction and collaboration skills?

					

					
						10. Do you seem to have positive attitudes toward the editor’s and the publisher’s roles?
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				might be working with a development editor (DE) or managing editor, production coordinator, copy editor, photo researcher, packager, marketing manager, supplements authors, and others. Through inter-personal conflicts and misunderstandings about the roles of all the players, projects can fail to meet their potential or can altogether crash. Your AE, therefore, has a stake in establishing friendly rapport with you and gauging your cooperative spirit. Unproductive author attitudes toward publishers and editors usually relate to issues of trust, power, and control.

				Trust

				Mistrust about contracts and publishers is common. It is true that publishers try to cut themselves the best possible deal. So-called standard contracts favor the publisher, but normally, it is not in a reputable publisher’s long-term interests to be underhanded with authors.

				In abnormal situations, however, such as small subsidiaries being squeezed for profits, things can change. Also, in mergers, large numbers of books on the same subjects can change hands, and publish-ers routinely neglect or discontinue less profitable titles by putting them out of print. Disadvantaged au-thors justifiably feel abused, although, as mentioned previously, all rights are reassigned to them eventu-ally and they can seek another publisher. In the balance, authors should be wary of potential ruthlessness but should not assume that author–publisher relations are predicated on opportunities for exploitation.

				Power

				This is not to say that publishers in higher education only follow market trends. They innovate to create demand, sometimes making it difficult for customers to stick with tried and true ways. For example, the revolution in electronically delivered instruction, which instructors certainly never asked for, was spearheaded by publishers. Nevertheless, some academics are insulted or disappointed to discover that textbooks are products and obey the dictates of a market economy. As suggested in Chapter 3, they may treat requests for changes to their manuscripts as Faustian confrontations in which making any amend-ment is selling out.

				It is true that publishing companies have market-derived power over content. A common misper-ception, however, is that marketability requires textbooks to be dumbed down and that publishers are to blame for this. Actually, textbooks need to address their true readers—students for whom the book is intended, those whose learning is at stake. These students need to be addressed where they are. That is, textbooks need to be brought to market level, wherever that level is, and if instructors demand low-level textbooks, publishers will supply them. Bringing readers to your intellectual level is a different problem. For most introductory college courses, the reader is an eighteen- or nineteen-year-old person in late adolescence with little or no prior exposure to your field. If you do not wish to write for this audience but prefer to maintain the language and style of discourse you use in journal articles, monographs, and graduate seminars, you should not attempt to write an undergraduate textbook.

				Another common misperception is that books must be made into clones of all the other books on the market. On the contrary, publishers know that each title needs to be unique, special, or innovative in 
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				some way to distinguish itself among competitors. At the same time, they know that textbooks that are too different or too far before their time, even great ones, like other great ideas for which the world is not ready, will fail.

				Control

				Many control issues concern the manuscript. Some authors believe strongly that their words should not be subject to outside forces. They tend to think like this: I am the expert and no one can tell me what to write. Reviewers have their own axes to grind or cancel each other out and thus can be ignored. Custom-ers should have the good sense to want what I am providing. These authors also tend to see their editors as adversaries and treat every editorial request as an issue of ownership and control. If you tend to hold strong Orwellian views, consider the following reasons other than thought control that editors might have for asking you to revise, add, or delete material.
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				The book is too long for its intended market or its budget and has to be cut.

				Undocumented opinion is presented as fact.

				Undocumented facts seem inaccurate or misleading.

				Information seems outdated or lacks currency.

				Topical coverage seems unbalanced or biased.

				Material is judged to be strongly offensive to some or all readers.

				Abstractions or conclusions are insufficiently supported by concrete examples.

				Language or expression seems inappropriate to the subject, course, or audience.

				Digressions, redundancy, or lack of transitions compromise meaning or coherence.

				There are errors of grammar, punctuation, spelling, or usage.

				The manuscript departs significantly from the agreed-upon book plan.

				New intelligence about the market or competition suggests changes.
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				Editors, too, are experts. They can save you from yourself and help you craft a successful book—the editor’s true purpose. Reviewers and customers also are experts. Authors uninterested in satisfying the people who will order, buy, and read their textbook should consider self publishing or custom publishing instead. Positive author–editor relations are built on mutual respect, benefit-of-the-doubt trust, power sharing, and rationally negotiated control over content.

				Before Negotiating Your Agreement

				Let us assume, on the basis of editorial input on, and peer reviews of, your sample chapters, the AE wants to get you under contract to write the book and is satisfied that the company can work with you amicably, productively, and profitably. Before the AE presents you with a proposed contract for your consideration, there are a few questions you should ask (see “Questions for Your AE” below)
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				1. Tell me about your current list:

				a. How many titles are there?

				b. In what disciplines are your titles?

				c. At what curricular levels are your titles?

				d. What are your lead titles?

				e. What market share does each have?

				f. Are any of them market leaders?

				2. How many books do you sign in a typical year?

				3. How many have you signed so far this year?

				4. How would you envision positioning my book vis-à-vis the competition? (In other words, how will they distin-guish it from the competition? What are its unique selling points?)

				5. Who are your principal competitors in this market?

				6. Do you have any other titles similar to mine?

				7. How big a market are we talking about?

				8. How would my book be marketed, promoted, advertised, and sold? 

				9. What sort of market penetration do you generally expect with a new book? (What percentage of potential buyers for a book on any given subject does the pub-lisher typically expect to capture?)

				10. How many units would an average book do in the market for which my book is targeted?

				a. What about the first year?

				b. What about for the lifetime of the book/edition?

				c. How many do you think the market leader does?

				11. How many units does a book like mine have to do to break even?

				12. How many units would it have to do before you would consider it a roaring success?

				13. How would you see it priced?

				14. Do you think it would travel well? (In other words, will it sell well in countries other than the United States?)

				15. Why should I publish with you rather than with another publisher?
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				You will not get answers to all of these questions. And you will not get answers to any of them without a fair amount of prodding. But to the extent you are successful here, the information you gather will put you in a better position to negotiate the terms of your contract when the time comes. We’ll discuss how below, as we address the corresponding provisions in the contract. 

				You Can Negotiate

				Yes, that’s right—there is more to review in your first publishing contract than the spelling of your name, choice of title, and projected completion date. You have more leverage than you might realize or believe. Authors, you see (particularly first-time authors), are an insecure lot. As often as not, you have toiled in isolation, hour after hour, wondering all the while whether your proposal is good enough to get past the slush pile. More often than not, your anxiety is then validated by rejection after rejection until finally, for the good who are also lucky, a receptive AE signals an interest.

				But editors are under ever increasing pressure to sign new titles, meet publication dates, and deliver sales results. For many of them, these factors have a direct bearing on their year end compensation (a circumstance that can work to your significant bargaining advantage as year-end approaches). While there are many aspiring first-time authors out there, only a relative handful will be published. If you have attracted interest or a contract offer, then you have already made the first cut. A reasonable list of tactfully stated concerns and requested amendments will only reinforce the impression that you are a competent and thorough professional. Moreover, the AE will have invested a significant amount of time in reviewing your proposal, perhaps getting outside reviews, preparing a pro forma profit and loss anal-ysis, and drafting a publication plan and recommendation for his or her superiors—if you are not signed, all of this effort will have been for naught and the AE will be back at square one.

				You Have to Do Your Homework

				Negotiations are ultimately influenced by which side knows the most about the other side’s positions. The AE starts this contest with an advantage gained from experience in the market, experience nego-tiating other similar deals (undoubtedly many more than you), and the benefits of your perspective as reflected in your proposal. The way to get on an even footing with the editor/publisher is to learn more about the publisher’s plans for, and expectations of, your work—information that will help you evaluate your leverage and the editor’s needs. Ask about these issues in the context of negotiating a book con-tract and the AE will evade them, hedge, or refuse to answer. Ask about them after the AE has indicated an interest in your work but before you engage in active, contract-focused negotiations—in the context of learning more about the editor/publisher, more about their list and their business, more about the market and your potential competition—and you may catch the AE still in his or her selling mode. Ask the AE yourself, in person or over the phone (rather than through your lawyer), and you are more likely to get candid responses. Negotiations may be formal and may be best handled by your lawyer in order to preserve your relationship with your editor. But information gathering will be most effective if you do it in person—face-to-face is best; by phone is next best. You want to be able to adjust your questions 
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				in response to real-time answers. It may take some prodding, probing, wheedling, and cajoling, but the information you gather will prove valuable, so make sure you take copious notes.

				Determine What’s Important to You

				There is no one-size-fits-all solution. If money issues are at the top of your list, advances, grants, roy-alties, and reuse rights should be the focus of your attention. If, on the other hand, you are in search of the inner peace that tenure will bring, then the money issues may well take a back seat to ensuring that your work is actually published—on schedule and intact. If you have a consulting business as an adjunct to your academic duties and you view the book not so much as a revenue generator but more as a promotional piece and as your professional bona fides, then your principal focus may well be on the noncompete provision and ensuring that it does not preclude you from engaging in the kind of profes-sional writing, speaking, and consulting that does pay the bills. Keep your goals firmly in mind as you review the various terms in the contract and the negotiating objectives and strategies discussed below. 

				The Form Contract

				In commercial publishing, contracts favor the publisher, who generally paid to have the form agreement drafted by a lawyer experienced in such matters. Having the contract reviewed and commented on by an attorney who knows publishing certainly is a very good idea. After all, you are signing a legally binding document. You cannot count on your AE to act in your interests or even to refrain from taking advantage of your naivety. Publishing lawyers can be expensive but a good one can steer you clear of bad deals and can often negotiate improvements that quickly pay for the cost of her or his engagement. Pro bono advice for authors also is available. 

				All publishing contracts are negotiable to some degree. What follows is a list and description, in more or less priority order from most important to least, of the principal provisions in a textbook publishing contract. We’ve also suggested some strategies for negotiating improvements in the provisions com-monly provided in these contracts. It is certain that you will not get everything we suggest you ask for, but it is equally certain that you will not get that for which you do not ask. So ask away. 

				Grant of Rights and Copyright

				The grant of rights clause spells out the breadth of rights being acquired by the publisher—and there is a broad range of possibilities here. 

				Least favorable to the author are “work-for-hire” provisions, which transfer the broadest possible rights to the publisher and deprive the author of certain statutory protections. While relatively uncom-mon in trade book deals, they are often used in educational publishing (especially at lower curricular levels). More common (and slightly more favorable to the author) are grants of “all right, title, and inter-est.” While appearing to be all encompassing, the “all rights” grant at least leaves the author with his or her statutory protections intact. But in the final analysis, there is little reason for the publisher to get rights that it does not intend to exploit. If your publisher intends only to publish an ebook edition for 
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					Getting a publisher to compromise on this issue may be a tough sell, but that’s no reason not to ask—the only certainty here is that you will not get that for which you do not ask.
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				distribution in North America, then the grant of rights should arguably convey North American ebook rights only. Alternate editions can be addressed by amendment to your book contract if and when the publisher expresses an interest in publishing them. As a practical matter, however, most publishers are unlikely to give much ground here because of uncertainty about how the market is evolving and what the distribution media and channels of the future will be. 

				Getting a publisher to compromise on this issue may be a tough sell, but that’s no reason not to ask—the only certainty here is that you will not get that for which you do not ask.

				In this day and age, most publishers are positioned to exploit (through subsidiaries, affiliates, and standing relationships) more than book publishing rights, and it is in your best interest to let them have everything they will effectively commercialize. The extent to which you bargain to retain some of these rights will depend on the nature of your work and whether it lends itself to these alternative uses, the publisher’s ability and interest in exploiting them for you, and your ability to do this independently. Resist the temptation to get sloppy here. You should endeavor to force the publisher to specify which, if any, of the following rights it truly needs and is presently positioned to exploit:

				The list of possibilities goes on and on. To the extent these rights are licensed by the publisher to some other, they are referred to as “subsidiary rights” (i.e., rights subsidiary to the publisher’s principal line of business).

			

		

		
			
				hardcover

				softcover

				ebook

				custom publishing

				bundling

				rentals

				incorporation in a digital database or integrated learning system

				audio (books on tape)

				translation

				English language adaptation

			

		

	
		
			[image: ]
		

		
			
				Ch 4: Negotiate Your Contract

			

		

		
			[image: ]
		

		
			
				78

			

		

		
			[image: ]
		

		
			
				Electronic Rights

				If the grant language in your contract acknowledges creation of the work as a work-for-hire or if it con-sists of an assignment of the entire copyright, then electronic rights are included in the transfer without more being said. Some 1970s-vintage and earlier contracts conveyed “book publishing rights.” Because some of these older books are still selling as classics, courts have been asked on a few occasions to de-termine whether the “book” in “book publishing rights” is only a print book or whether it encompasses also the ebook form. The resulting decisions have been highly fact dependent and have split as a result. Suffice to say that it is important to be clear about the rights being granted and that most post-1970s publishing contracts have consequently provided expressly for ebook rights and have gone further to encompass rights in all media and by all means, whether now known or hereafter developed.

				Although electronic rights are often discussed as though they are one homogenous format, the truth is that they range from an ebook that is little more than a PDF version of the printed text to a fully inte-grated learning system. The business and pricing models are different from that for printed books for many reasons, among them that resales are much less of an issue and manufacturing and distribution costs can be much less. But although the market is clearly headed in the direction of digital formats, progress is slow, and those sales are still a small fraction of total sales. Because unit volumes are low, upfront costs must be spread over a smaller base and are, for that reason, more of a factor. The norm for royalty rates in this market is that the rate for revenue from digital sales is the same as the rate for do-mestic sales of the print edition. You may hear that publishers are paying 25 percent of net receipts on ebook sales, but it is only the trade book publishers who are doing this, and rates in that market tend to be effectively about double what textbook publishers are paying. You may also hear that because ebooks are technically licensed and not sold, this revenue stream is more like the subsidiary rights revenue from third-party licenses, which is generally split 50/50 between publisher and author. Although this may be technically accurate where ebook sales are effected through an intermediary, as a larger percentage of the publisher’s business moves to this channel, paying an overarching 50 percent royalty is probably not a sustainable business model for them.

				Copyright Registration

				Most textbook contracts will provide that the publisher may register the copyright in the name of the publisher. Although there might under certain limited circumstances be an advantage to the author to holding the copyrights in his or her name, as a practical matter this is probably not an issue worth doing battle over. The publisher is in the best position to handle the registration and to police and enforce the claim. In the event the book is allowed to go out of print, the publisher will revert ownership of the copyrights and the registrations to the author.
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					Although electronic rights are often discussed as though they are one homogenous format, the truth is that they range from an ebook ... to a fully integrated learning system. 
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				Manuscript Acceptance

				We discuss this provision ahead of the money provisions because if you don’t get this one right, you may never see the money. It is one thing to be signed to a publishing contract but unfortunately (and perhaps unfairly) quite another to actually be published. Most form publishing agreements include a provision reserving to the publisher the discretion to determine at some later date whether a tendered manuscript is satisfactory.

				Editors come and go and markets change. An open-ended manuscript acceptability standard can leave you holding an unpublished manuscript. Most form contracts will require that you deliver a com-pleted manuscript that is acceptable to the publisher in form and content. This arguably allows the pub-lisher to reject your completed work for any reason or even for no reason at all (provided only that the publisher is not acting in bad faith). Instead, you should strive for an acceptability clause that requires only that the finished manuscript conform in coverage and quality to the sample chapters provided with your prospectus or, alternatively, a clause that requires the manuscript to be professionally competent and fit for publication. 

				Ask for language that obliges the publisher to provide you with detailed editorial comments and at least one opportunity to revise and that does not permit the publisher to complete or otherwise use your work and charge any third-party costs against your account without your consent.

				Don’t assume that just because you were offered a contract based on your tender of a proposal, or even a completed first draft manuscript, that the publisher will necessarily publish the work. If the AE moves on, you will be back to square one with a new AE who may not have the same level of interest in, or commitment to, your work. When seeing the work in print is an important objective, make sure you close and lock the publisher’s back door. See the case study, “Failure to Publish,” for one textbook author’s experience. 

				Money Matters

				What follows is a description of those provisions in the typical contract that deal with financial matters.

				Royalties

				Understanding royalties and royalty accounting can be a daunting task for the uninitiated. The roy-alty clause generally provides for a base rate on the cash actually received by the publisher from sales through its traditional distribution channels, with much lower rates on sales through a number of sec-ondary channels. Over the last decade, it has become common for publishers to reserve to themselves the absolute right to determine the method for allocating the sales proceeds from special bundling deals and from exploitation of electronic rights. On rights sales, as opposed to product sales, the publish-er typically splits the proceeds 50/50 with the author. Sometimes the publisher takes a larger share; only with some significant effort will you get the publisher to take less. Understanding these provisions means understanding the publisher’s distribution and accounting models, which can be labyrinthine. Include an audit clause (discussed later), and leave unraveling the maze to the sharp pencils.
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					Failure to Publish

					By Phil Tate, coauthor and author of 17 books, including Anatomy & Physiology, Essentials of Anatomy & Physiology, Understanding the Human Body, and Seeley’s Principles of Anatomy & Physiology.

					In September 2012, my long-time publisher, McGraw-Hill, asked me to author the third edition of Seeley’s Principles of Anatomy and Physiology, for which I had served as the sole author for two editions. A development editor was assigned, and reviews of the second edition, as well as text and art manuscript, were provided.

					In December 2013, I submitted the completed first draft to the publisher, at which time I was told that the third edition was being placed on “pause,” meaning it was not being cancelled but was not being published. In October 2014, I was informed that the pause had become a cancel.

					I appealed this decision within the company, but as of January 2015, the appeal process had been exhausted and the final decision was that the third edition would not be published (the second edition is still in print). The reason given for the cancellation was that it was a “business decision” based on changes in the market. It was never suggested that the first draft of the third edition was not accept-able in form or content. The decision to do a third edition was made and work began two months prior to the sale of McGraw-Hill Education to Apollo Global Management. I can only speculate that a change in goals under new management affected myself and other authors.

					The result of the cancellation is that I have nothing to show for 14 months of work that the pub-lisher asked me to do. I sought legal counsel, but based on the following language in my contract, they determined that it was legal for the publisher to use this reason as justification for cancelling an agreed-upon revision without any compensation or consideration for work performed:

					•	“It is understood that acceptance of the Work for publication by the Publisher will be determined by the Publisher in its sole judgment based on its analysis of the Work’s form, content, and marketability.”

					•	“The Author agrees to revise the Work, or any part of it, or prepare brief or alternate editions or versions of the Work, at the Publisher’s request (a ‘Revision’). The terms of this Agreement will apply to each revision as though it were the work being pub-lished for the first time under this Agreement. The Publisher will have the sole right to determine if and when a Revision is to be prepared and published.”

					If you have similar language in your contract, consider yourself warned. The wording in my contract is so broadly stated that the publisher can cite almost anything as a reason not to publish and be within legal bounds. Here are other lessons learned from this experience: 

					•	There is, in contract law, an implied covenant of good faith and fair dealing. How-ever, it is difficult to prove that a publisher broke the covenant. The probability of winning a lawsuit on this basis is low, unless there is clear evidence of bad faith.
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					By Phil Tate, coauthor and author of 17 books, including Anatomy & Physiology, Essentials of Anatomy & Physiology, Understanding the Human Body, and Seeley’s Principles of Anatomy & Physiology.

					In September 2012, my long-time publisher, McGraw-Hill, asked me to author the third edition of Seeley’s Principles of Anatomy and Physiology, for which I had served as the sole author for two editions. A development editor was assigned, and reviews of the second edition, as well as text and art manuscript, were provided.

					In December 2013, I submitted the completed first draft to the publisher, at which time I was told that the third edition was being placed on “pause,” meaning it was not being cancelled but was not being published. In October 2014, I was informed that the pause had become a cancel.

					I appealed this decision within the company, but as of January 2015, the appeal process had been exhausted and the final decision was that the third edition would not be published (the second edition is still in print). The reason given for the cancellation was that it was a “business decision” based on changes in the market. It was never suggested that the first draft of the third edition was not accept-able in form or content. The decision to do a third edition was made and work began two months prior to the sale of McGraw-Hill Education to Apollo Global Management. I can only speculate that a change in goals under new management affected myself and other authors.

					The result of the cancellation is that I have nothing to show for 14 months of work that the pub-lisher asked me to do. I sought legal counsel, but based on the following language in my contract, they determined that it was legal for the publisher to use this reason as justification for cancelling an agreed-upon revision without any compensation or consideration for work performed:

					•	“It is understood that acceptance of the Work for publication by the Publisher will be determined by the Publisher in its sole judgment based on its analysis of the Work’s form, content, and marketability.”

					•	“The Author agrees to revise the Work, or any part of it, or prepare brief or alternate editions or versions of the Work, at the Publisher’s request (a ‘Revision’). The terms of this Agreement will apply to each revision as though it were the work being pub-lished for the first time under this Agreement. The Publisher will have the sole right to determine if and when a Revision is to be prepared and published.”

					If you have similar language in your contract, consider yourself warned. The wording in my contract is so broadly stated that the publisher can cite almost anything as a reason not to publish and be within legal bounds. Here are other lessons learned from this experience: 

					•	There is, in contract law, an implied covenant of good faith and fair dealing. How-ever, it is difficult to prove that a publisher broke the covenant. The probability of winning a lawsuit on this basis is low, unless there is clear evidence of bad faith.
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				Royalties are the proverbial two birds in the bush. It is far better to negotiate for nonrefundable ad-vances—these represent a bird in the hand and, if they are significant, increase the publisher’s up-front stake in promoting your work to ensure its commercial success. In textbook deals, your rate will most likely be calculated on net receipts (cover price is more common in trade book deals). Be sure, however, that the “net” in net receipts is clearly defined so you know what will be deducted. Also ask for a copy of the publisher’s discount schedule and for some historical averages (i.e., how much of the publisher’s sales are typically done at each discount rate) so that you can compare apples to apples in the event you are the happy holder of two or more contract offers. 

				What is a good royalty rate and how much should you ask for? Unfortunately, there is no pat answer to this question, though a decades-old 1,200-respondent survey conducted by the National Writers Union (1995) concluded that textbook rates range from as low as 5 percent for K-6 to as high as 20 percent for 

			

		

		
			
				•	Most authors do not have the financial resources to challenge publishers. My contract—and probably many others—requires legal matters to be litigated in New York County, New York. This is convenient for publishers with offices and lawyers in New York County but can be expensive for authors.

				•	Win or lose, authors usually have legal fees. Attorneys are not willing to take a case on a contingen-cy basis unless they think there is a good chance of winning and recovering substantial damages. Even if an author reaches a settlement with a publisher, the compensation is typically small and is offset by legal fees. 

				•	Settlements usually come with a nondisclosure clause. Achieving a settlement, instead of winning a judgment in court, does little to establish precedent that could help other authors.

				•	Although other authors have experienced cancellation of work without compensation, a class ac-tion suit is not a viable option because the details of each case can differ significantly.

				•	Contract language probably prevents authors from taking their rejected work to another publisher. If a publisher has the rights to a text, it can refuse to return the rights to the author. Even if the publisher does return the rights, it can drag out the process for years. If there is a noncompete clause, authors cannot produce new work that is similar to the rejected work. For revision work that is rejected, authors have the rights to original new work, but that can be of little value without the materials from the previous edition on which the new work is based.

				•	At the end of the day, an author shouldn’t press to have his or her book published by a publisher who has lost interest in or faith in a book. It is far better to negotiate for a reversion of the rights and then work to place the book elsewhere or to get permission to shop the book to other publishers with an eye toward arranging a publisher-to-publisher buyout. •
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				some college and graduate-level works, and a more recent but smaller (100-respondent) survey conducted by June Jamrich Parsons (Parsons and Textbook & Academic Authors Association 2015) indicated a range from below 9 percent to 30 percent, with the most common range from 10 percent to 18 percent. If you do your homework, you will at least be able to ask for a tiered royalty structure—a base rate up to the publisher’s break even volume, a higher rate on sales over break even, and a higher rate still on sales over the volume at which the publisher achieves its target margin, that is, the operating profit percent-age that a publisher hopes to achieve with its books on average (answers to the previous fifteen-question list will help you derive these trigger points). 

				Advances and Grants

				An advance is a prepayment of royalties to be earned upon the publication of your textbook. It will be recouped out of the royalties first accrued from the commercial exploitation of your work. It is not uncommon for publishers to agree to advance from 50 percent to 100 percent of expected royalties on projected first-year sales. (Here, too, answers to the previous fifteen-question list will help you derive these trigger points.) The advance may or may not be refundable if your manuscript is rejected and your contract is cancelled.

				A grant, conversely, is a payment intended to cover some or all of the out-of-pocket costs of research and/or manuscript preparation. It is generally not recouped out of accrued royalties.

				If you are successful in obtaining substantial advances, be sure that they are paid upon submission of the manuscript (and not on the publisher’s acceptance, which might be delayed) and that they are not cross-collateralized (i.e., recoverable from royalties earned by other titles that you might have written or might yet write for the same publisher; discussed later). Since grants are intended to offset or reimburse expenses, some portion should be disbursed right away to get you started and the remainder should be disbursed as you provide evidence of expenses incurred. Grants should not be refundable, even if your manuscript is rejected.

				Royalty Reporting and Payment

				It is most typical in textbook publishing for the publishers to account for and pay royalties twice yearly. Those on a calendar year do this for the periods January to June and July to December. Those who have elected a different fiscal year will adjust accordingly. Often they will take up to four months from the close of a period to provide the accounting and corresponding payment. In this day and age, there is little justification for such a long delay. That said, many publishers are accounting to thousands of authors for tens of thousands of products and their systems are necessarily highly automated. So it is one thing to get them to agree to account to you on a schedule that departs from their norm and an entirely different thing to get them to actually do it. 

				So, as unlikely as you are to get meaningful changes in the publisher’s reporting and payment lan-guage, the one change you should absolutely work to get concerns the language that allows them to recover charges against the contracted title “from this or any other agreement between the Author and the Publisher.” This concerns a concept called “cross-collateralization,” which is the publisher’s right 
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				and ability to recover charges against one book or edition from royalties otherwise due on another. Each book you agree to write, and each revision you agree to prepare, should stand on its own economic legs. There is no good reason a publisher should be able to offset its risk at your expense by covering its down-side on one project with your upside on another, even if they are related to one another but especially if one project is unrelated to the other. As just one fairly absurd consequence of the cross-collateralization provision, you could on December 15 get an advance of $25,000 against a contract you just signed for a new book only to have that $25,000 deducted from the royalties you would otherwise have received three months later in March from the sales of your successful, already published book.

				Audit Rights

				Most publishers will agree to cooperate in a voluntary audit of an author’s royalty account, whether or not the publishing contract obliges them to do so. The alternative—to refuse to cooperate and wait to be sued for underpayment of royalties—is, though uncommon, a very undesirable outcome for the publish-er, which would likely result in what would amount to a court-compelled and supervised audit on a much faster and less flexible schedule than would otherwise be probable. That said, it will be more efficient to conduct an audit if the contract anticipates the possibility and details the protocol. If, however, you ask for an audit clause and allow the publisher to provide it, the first thing the publisher will likely do is attempt to limit the look-back period to something between one and three years. The applicable statute of limitations in most jurisdictions is more like six years (and could be longer), so if you agree to this limitation you will be giving up half or more of your potential recovery at any point in time. The publish-er may also attempt to bar you from arranging for your audit on a contingent fee basis. This may, as a practical matter, keep you from being able to afford an audit, as the time and expense are otherwise sub-stantial. And finally, the publisher will want you to bear the expense of any audit. But a more reasonable compromise would have the publisher reimburse you if the error is found to be in its favor in an amount of more than 5 percent of the amount shown to be due. And, of course, the publisher should make any payment shown to be due promptly, together with interest on the underpaid amount at a reasonable rate. 

				What the Publisher Must, May, and May Not Do

				There are several provisions in the typical book contract that address what the publisher must do, what it may do, and what it may not do. We discuss them below.

				Obligations of the Publisher

				Although most publishing contracts are meticulous about detailing the obligations of the author (time being expressly noted as of the essence with respect to the performance of same), they go an equal distance in the opposite direction when it comes to the publisher’s obligations. Here is language regard-ing publishing obligations in a typical textbook publishing contract:

				When the manuscript is complete and accepted by the Publisher and is in proper form for use as copy by a printer, the Publisher will proceed to publish the same in such style and manner of paper, printing, and binding, and at such prices and under such titles as it considers most appropriate. The Publisher may use the Author’s name and likeness in advertising and promoting the Work. 
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				You’ll notice that the publisher has said it will publish the work, but it hasn’t said exactly when it will do that, or in what format, or at what price. Nor has it said what, if anything, it will do to market and promote the work. 

				If the author delivers a completed and acceptable manuscript, he or she will have fulfilled his or her obligations. But his or her compensation comes primarily from commercialization of the work by the publisher; if the publisher doesn’t bring the book to market in the agreed-upon form and in a timely fash-ion, it should be prepared to forfeit its rights in the work. Watch out for language that would permit the publisher to discharge its obligation to publish simply by making a digital version or print-on-demand edition of the work available.

				Marketing and Promotion

				The publisher’s form agreement will generally reserve exclusively to the publisher sole and absolute discretion for how and when to market and promote your work. And the publisher’s interests here are understandable—it has a business to run and needs the flexibility to allocate and reallocate resources for the purposes that make the most economic sense at any given time. This is generally not perfectly predictable—authors are sometimes late with manuscripts; reviewers are sometimes late with comments; other unforeseeable gremlins creep in from time to time. But just as it is reasonable for the publisher to maintain a fair degree of control over how it manages its internal resources, it is equally unreasonable to refuse to make any commitment at all. That said, for whatever reasons, publishers will rarely make firm commitments in this area or changes to their contract language.

				An experienced author with a lot of bargaining leverage can sometimes make inroads here. More often, however, the publisher will only commit to consult with an author on marketing and promotion de-cisions. And if a publisher seems to be holding fast to its contract language as initially proposed, some-times it will agree to put its marketing intentions in a side letter. This may or may not be enforceable as a matter of law, depending on the timing of the letter in relation to the contract’s effective date and exactly what is written in each. But sometimes just having it on paper is enough to remind a conscientious and ethical publisher of promises made by someone no longer employed by the publisher and in some cases several years before they were to be delivered on.

				Reversion

				Most publishing contracts include a provision anticipating the possibility that the book, if published, may eventually be allowed to go out of print. Because you stand to profit from your work for only as long as the publisher continues to promote and market it and to keep it available in reasonable quantities sufficient to supply the market demand, you will want the contract to ensure that if the work is allowed to go out of stock and out of print, the rights will be reverted to you so that you can take it elsewhere. In times past, when books were sold only in hard copy form, it was relatively easy to set the trigger for a reversion. With the migration to digital copies, the publishers have adjusted their language in a way that is probably overreaching.

				The language frequently employed in contemporary contracts would probably be interpreted to per-mit the publisher to hold the rights to your book as long as it has one digital copy available to supply 
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				print-on-demand orders. This is probably unrea-sonable. For its part, the publisher will not want to risk a forfeiture of its investment and rights if the book is temporarily stocked out (especially if this results from an unexpected high demand) and so will want some sort of notice and reason-able opportunity to cure. Both of these concerns can be reasonably addressed if you and your publisher can agree that if royalties drop below a certain specified amount for some number of consecutive royalty periods, the contract will be terminable at your election by notice to the pub-lisher, whereupon the rights will automatically revert to you. 

				You may be inclined to resist spending much of your leverage to negotiate the terms of a di-vorce during the courtship, but if things do not go as planned and this provision becomes im-portant, it will almost certainly be close to last on the publisher’s priority list—in that circum-stance, the publisher will have little or no interest in your plight and little or no incentive to be re-sponsive to an earnest plea to “please release me . . . .” Your only real opportunity to solve this po-tential problem is to insist at the outset that the agreement precisely define when the work must be reverted (and not leave this to the discretion of the publisher) and make the reversion process as automatic as it can possibly be. See the case study, “Patience Is a Virtue But Not a Plan,” for several authors’ experience.

				What the Author Must and Must Not Do

				Like the publisher, the author has certain obliga-tions and restrictions that are addressed in the following provisions.

				Ancillaries

				In addition to developing and delivering a complete and satisfactory manuscript for the 
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				The contract had been signed in 1985 by one of the largest college textbook pub-lishers of the day. The book had been pub-lished in its first edition a few years later and had subsequently been revised seven times, most recently in 2011. It was a market leader in its subject, but the publisher’s interest was flagging and it had recently written to the authors to say that it had no plans to publish a ninth edition but would keep the eighth in print indefinitely. The authors did not want their pride and joy to languish for years while the market migrated to other, more current substitutes. Unfortunately, their contract did not oblige the publisher to return the rights to the authors until “demand for the Work is no longer sufficient to warrant its continued manufacture and sale, in the judgment of the Publisher,” and only then if the authors agreed to pay the publisher for any remaining inven-tory and for printing plates.

				The authors nonetheless asked the publish-er to revert rights to them. The publisher de-clined without explanation. The authors hired a lawyer, who wrote a demand letter suggesting, very softly given the contract language and provable facts, that the publisher might be act-ing in bad faith and asking for reconsideration of the decision.

				More than one year later, the publisher complied (without explanation or communica-tion in the interim).

				Sometimes you get what you ask for. But if it’s a reversion you want, you will be better off if you have already negotiated reasonable terms for it. If you haven’t, you should prepare to be patient or possibly just disappointed. •
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				main text, authors are generally asked to take on development of supporting supplements and ancil-laries. Watch out for open-ended commitments to prepare and deliver all manner of nonsalable support materials. Carefully review the list of ancillaries you are being asked to provide and strike those that you think are not warranted and those that you are not prepared to develop. If nothing else, be sure that the list does not include an open-ended catchall (e.g., any other materials the publisher considers desirable). And require that, before the publisher is permitted to charge your account for having someone else do what you agreed to do, the publisher must tell you how much that will cost and give you an opportunity to reconsider. Be sure also that the publisher can only recover its actual out-of-pocket costs for out-sourcing the work; don’t let it recover some of its staff salaries by charging them back to your royalty account. Even for those supplements that are salable, like study guides or workbooks, publishers assume that if you don’t prepare them you don’t get a royalty on sales. But the fact is that these supplements are derivative of your work on the main text, without which there would be no market for, or outline for, the supplement. For that reason, it is appropriate for you to ask for some portion of the royalties on any salable supplement that accompanies your work, regardless of whether you participated in preparing that supplement. 

				Permission to Use Other Materials 

				It is likely that the publisher’s form contract will contain language that pushes complete respon-sibility for clearing permissions onto the author but at the same time leaves final authority for what constitutes a sufficient license with the publisher. But this allocation of responsibility/authority is not especially fair or efficient. The author probably knows much less about clearing rights than does the publisher and probably has not previously dealt with any of the sources from whom permission might be necessary. Conversely, the publisher doubtless has some staffers who deal with permissions regularly and who have already established relationships with many commonly used sources, like stock photo houses and trade magazine publishers. Most established textbook publishers recognize this fact of life and will, if pressed, agree to handle the job of clearing permissions. They may also agree to cover some, or occasionally all, of the cost, or at least to advance the rights payments and recover them out of roy-alties. More difficult, but still worth trying, is to get them to agree to take and pay for less than rights in all languages and all media throughout the world, the latter being more convenient for them but rarely necessary for most textbooks. In instances where the author will ultimately be called on to cover the final cost of permissions, up front or out of royalties, it is important for the author to retain a final veto power once the cost of any piece is established against the possibility that it isn’t worth what it will cost.

				Editorial Control

				The publisher’s form agreement will likely reserve exclusively to it a wide range of discretion when it comes to how your work will be edited, published, and marketed.

				Textbooks are often disregarded when it comes to promotion and tenure considerations. But if you happen to be at an institution that is willing to take them into account, you want to be certain that a text published with your name on it reflects your professional and scholarly judgment about what ought to be said and how. You will have to read this part of your contract carefully and push back to maintain any 
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				sort of control over the final, press-ready content, because publishers write their contracts to preserve for themselves maximum flexibility on these points.

				Book Revisions 

				Textbook publishing contracts anticipate and provide for regular revision of the work. Generally, the timing is up to the publisher, and when request for a revision is made, the new edition will be governed by the same terms that covered the previous edition. This protects each party from being held hostage to the whims of the other. 

				You’ll see that most contracts also anticipate that there will come a time when the author is no longer able or willing to continue. When this happens, the publisher is given the right to proceed with the as-sistance of another author of its selection. In recognition of the fact that the incoming writer gets a head start from the work done by his or her predecessor, the contract author gets a continuing right to royal-ties for some period of time. Sometimes the contract sets out a step-down period (like half the contract rate for one edition after the author ceases to participate); sometimes the contract says only that the cost of hiring a substitute will be deducted from the sums otherwise due the author. You have some nego-tiating room here to improve upon the duration and amounts of any step-down arrangement, and you will rarely have better leverage to do that than right at the outset of your relationship with the publisher.

				Competing Publications

				Almost every publishing contract will include a “noncompete” provision calculated to ensure that the publisher has a monopoly on your work on a particular subject and that you do not publish or assist in publishing any other work that might compete.

				These restrictions are usually very broadly drafted and open-ended in scope. As such, they may be unenforceable as an unreasonable restraint of trade. It is better, however, to try to narrow them before you sign. The narrower the noncompete, the better. The more precisely you can define what it is you will not do and what it is you are free to do, the less opportunity there will be for misunderstandings. If the publisher expresses a reluctance to more precisely define the boundaries, ask for a quid pro quo—that is, a parallel commitment from the publisher to refrain from publishing the works of other authors on the same subject. It is highly unlikely that the publisher would entertain such a prospect, but the suggestion may make it more reasonable about the scope of your noncompete. 

				Allocation of Risk: Warranties and Indemnities of the Author

				Publishers usually require their authors to make certain representations and warranties about the work submitted—that it isn’t libelous, that it doesn’t infringe third-party copyrights, and so on. This is gener-ally a reasonable request because, in many respects, only the author is in a position to know whether
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					The narrower the noncompete, the better. The more precisely you can define what it is you will not do ... the less opportunity there will be for misunderstandings.

				

			

		

		
			[image: ]
		

	
		
			[image: ]
		

		
			
				Ch 4: Negotiate Your Contract

			

		

		
			[image: ]
		

		
			
				88

			

		

		
			[image: ]
		

		
			
				his or her work is original and noninfringing. Be careful, however, that these representations apply only to work as supplied by you and not to the work of other contributors or editors. Also, we all know that many editors like to put their mark on a work by changing the title proposed by the author. Be sure that you do not warrant that the title does not infringe trademark or other rights (unless, of course, it is indeed your title and you have taken appropriate steps to clear its use).

				Most contracts will also require you to indemnify the publisher for any damage or cost incurred as a result of your breach of the foregoing warranties. It is reasonable for you to ask that such indemnifica-tion be limited to defects as determined by a court of competent jurisdiction and also to ask that your obligation to indemnify the publisher be capped at the total royalties and other payments you actually receive from the publisher’s exploitation of your work or that you be added as a named insured on the publisher’s media perils policy. While the latter may sound like a happy compromise, understand that the deductibles (for which you would still be liable) are generally very large.

				The publisher may have limited ability to alter the language in these clauses as a result of the re-quirements of its policy of insurance (and this is almost certainly what you will be told). In any event, your exposure under these clauses is largely within your control. If there is something about the nature of your work that makes it susceptible to attack (e.g., it constitutes a largely negative treatment of a busi-ness case reflecting poorly on the skills of certain executives), it is in your best interest to be sure that the publisher is fully aware of the issues and that you work closely with the publisher and its media perils insurer to minimize the likelihood of a successful challenge.

				Smaller Miscellaneous Matters

				Like most contracts of any sort, the typical publishing contract will end with a number of provisions addressing miscellaneous matters often thought of as “boilerplate.” 

				Author’s Copies 

				The publisher will offer you some complimentary copies of your work upon its publication—typical-ly from six to ten copies. But once a textbook has been developed and published, the cost of manufac-turing a few extra copies is negligible, so don’t be bashful about asking for more copies, especially if you intend to use them to help promote the book. If you hope to be able to sell copies of your book directly to attendees at speeches or professional presentations or workshops, ask your publisher for the right to resell copies together with the ability to purchase more for that purpose at the publisher’s best available discount to resellers. 

				Author’s and Publisher’s Changes in Proofs

				Press time is expensive and must generally be reserved well in advance. So once a publisher commits to launch a book during a particular window of time, it understandably does not want to encounter unex-pected delays. For this, and other reasons you can well guess, most publishers include language in their contracts to limit an indecisive author’s late-stage discretionary changes. The typical provision says that the publisher can charge you for the cost of revisions in excess of 10 percent of the original composition (not including the cost of correcting printer’s errors). Understand that this is typically not so much about 
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				the cost of alterations as it is about creating a disincentive to the delay they may cause. In our experience and the experience of TAA members, this provision is rarely invoked. Do, however, be sure that “pub-lisher’s corrections and errors” are included in the parenthetical carve out along with printer’s errors.

				Assignments and Successors

				As a general rule of contract law, most contracts are assignable unless they say they are not. Since the publisher intends to contract with you personally, in reliance upon your stature, reputation, and demon-strated ability to prepare and deliver the manuscript for the work, the contract will say as much.

				Although you may hear it argued that publishers should likewise not be able to sell or assign the con-tract either, as a practical matter it would be a very extraordinary circumstance where they would agree to such a restriction on their ability to sell all or a part of their business and, as much as the sale of your contract to another publisher may disadvantage you if the other publisher has a competing list, you will probably have to find another way to manage this risk.

				Choice of Law/Venue

				Like most contracts of any sort, the typical textbook publishing contract will specify which state law will be applied to its interpretation and enforcement and will probably also specify where any disputes are to be resolved.

				As often as not, New York is selected for both choice of law and choice of venue. That state has a well-developed body of statutory and case law concerning publishing contracts and there is really no good reason to object to its selection for the applicable law. As to venue, however, it is likely to be much less convenient and more expensive for authors than would be other possible venues, but unless you have a good bit of leverage, you are not likely to get any movement on this point.

				Beginning and End—Preamble and Signature Block

				The preamble is the paragraph at the top of the contract where the parties are identified, the date of the agreement is noted, and sometimes the purpose is described. Some authors may wish to enter the con-tract in the name of a personal services limited liability company or close corporation for tax or estate planning purposes. If this is the case, you will want to get professional advice first, because a mistake in the contract or process may frustrate your objectives. 

				The contract will close with a signature block where each party signifies its/his/her assent to the terms of the contract. The only significant thing to watch here is to be sure that the identification of the party signing for the author matches what is set out in the preamble; that is, if the author is entering the contract in her personal capacity, she should sign as an individual and provide her personal tax ID num-ber; if she is entering the contract through a personal services corporation, she should sign not in her personal capacity but in her capacity as an authorized representative of the company and provide not her personal tax ID but the employer identification number for her company.
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				Your AE has negotiated many more book publishing deals than you will ever see over the course of your career. But having read this chapter, you should have a firm grasp of the fundamentals—what the typical college textbook publishing contract says, what it means, what is or may be negotiable, and how best to go about it. But as we said in the beginning, you probably won’t get everything you ask for (if you do, then you didn’t ask for enough), but you absolutely will not get that for which you did not ask. So don’t be bashful.
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				Writing and Developing Your College Textbook

				By Mary Ellen Lepionka

				Mary Ellen Lepionka of Gloucester, Massachusetts is a retired publisher, author, editor, textbook devel-oper, and college instructor with a masters’ degree in anthropology from Boston University and PhD work at the University of British Columbia. In 1990 she worked in higher education publishing as a developmental editor of college textbooks, principally for Houghton Mifflin and Pearson Education. Between 2002 and 2011 she established Atlantic Path Publishing as a retirement business and published two editions of Writing and Developing Your College Textbook and related titles. She presently is an independent scholar writing a history of Native Americans on Cape Ann.
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				Now that you have negotiated and signed your contract, you can get to work developing your textbook. As defined in Chapter 2, development is a complex, recursive process in which authors and editors collaborate to bring a manuscript and all its ancillary material to market level—a level that is competi-tive and meets customers’ expectations—and prepare it for publication. If you already have a completed manuscript in hand, you may wonder why your book needs further development. As one anonymous author recalled:

				It was my magnum opus—brilliant, classroom-tested, as near perfect as I could make it, the fruit of long years of painstaking study and splendid revelation and long nights at the computer. It was a la-bor of love and professional fulfillment in a “publish or perish” world. I had said exactly what I meant to say in exactly the way I wanted to say it. My colleagues in my department, my students, and my spouse all said that they liked it. As far as I was concerned, it was done. This was it, take it or leave it. Then I met my development editor.

				This author learned that every writer needs an editor and that most textbooks need development to succeed. With appropriate development, a textbook can double its sales in its first two editions, as this author’s did. 

				You will know from the contract negotiation process whether you will have editorial help to develop your manuscript. Most introductory-level products for undergraduates in core or required courses need some development. You can always pay for development assistance yourself. During contract negotia-tions, you can ask for an advance large enough to cover development costs or arrange for the publisher to 
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				pay for development assistance up front as an advance against future royalties. You can also undertake development on your own, using this book as a guide.

				Development Planning

				Development involves making the authoring and publishing decisions listed in “Development Deci-sions,” among others. In commercial textbook publishing, most decisions are made collaboratively between author and publisher, but some are made by the publisher exclusively.
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				Market and Audience: What is the textbook’s market? Who, specifically, will buy this textbook? Who will use it? What will be the grade level, intellectual level, style, and tone? On what basis will it be marketed and sold? What other products will directly compete? How will your textbook take away business from its competition? If it is a second edition or higher, how will your product broaden its market? 

				Organization and Content: What topics will your textbook cover, in what order, and to what depth? What topics will not be included and why? How many parts and how many chapters of what length will the product need? How will content be organized or chunked in terms of headings and subheadings? What figures and tables will be included, and how many? How will content be developed for online application?

				Apparatus and Pedagogy: How will units, chapters, and web pages consistently begin and end? What ped-agogical features will be included and how often will they appear? What photographs and illustrations will be included and how many? Will there be pedagogical captions? A glossary? Marginalia? Links? What will be in the front matter and end matter? What will be on the website and available digitally? How will your textbook relate to other online content? 

				Authoring and Managing Tasks: How will each authoring task be accomplished? Who will review the man-uscript at each stage of development, and how many reviewers will be used? What questions will reviewers answer to guide your efforts? What will be your schedules for drafting, requesting permissions, reviewing, and revising? How will print and nonprint supplements be coordinated with textbook content? 

				Presentation: What will the book design look like? How will print and digital pages look? What will be the trim size, length, color palette, and typography? What will be on the cover and the book’s home page? How will the product be introduced to its market and presented to its customers?
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				Authoring and publishing decisions in the ten domains of development reflect the realities of pub-lishing (Figure 5.1). Although many development decisions are in the publisher’s purview, you would be wise to keep the big picture in mind as you work on answering questions in the author’s purview. Ideally, the questions are answered, and development is done, up front before manuscript even exists and certainly before you have a polished, final draft. Textbooks are written according to a comprehen-sive development plan in which these key questions are answered, and retrofitting a manuscript to match a development plan later on can be a nightmare for all involved. Thus, plan early and well, and, if possible, get devel-opment help. 

				Negotiating for Development Help

				During the contract negoti-ation process, ask your pub-lisher or sponsoring editor if you will have editorial help to develop your manuscript. Publishers have ranking sys-tems to distinguish projects by priority (such as AAA, AA, or A). If your book has a low priority rank-ing—for example, it is an untried first edition in an uncertain market, or it is al-ready in its eighth edition with declining sales, or it serves a small, specialized readership—investment in development may not be financially justified. If, however, the sales projec-tion is, say, 10,000 units in a new market or 20,000 units in an established market, some professional development help may be warranted. Publishers vary in the cut-off figures they use to determine if a product can afford development. 

				A Development Editor’s Role

				As you read in Chapter 2, a development editor (DE) has a different role from the acquisitions editor (AE) and the copy editor (CE). The AE sponsors your book, signs you on, proposes the budget considerations 
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				for the project, often is responsible for arranging professional peer reviewing, and with the publisher decides whether to invest in development. A CE checks your writing style, spelling, punctuation, gram-mar, usage, sentence construction, paragraphing, and other mechanics. A development editor (DE), on the other hand, analyzes your competition and reviewer feedback and collaborates with you to improve your organization and content; to establish your voice and style; to create a heading system, a pedagogy plan, and a program of figures and tables; and to prepare your manuscript for release to production.

				In some publishing houses, DEs are project managers responsible for a variety of other tasks. They may be involved in commissioning reviewers, developing an art and photo program, outsourcing per-missions research, presenting your book to a book designer, checking stages of proof, developing the supplements and working with supplements authors, and tracking and routing all the paperwork for your project. In some instances, DEs may help you revise or rewrite and, if they are content experts, may even contribute original material for your product. Every publishing house defines editorial roles differ-ently, and editors also vary among themselves in their expertise and how they define their role.

				Levels of Development

				Publishers also vary in the way they define levels of development. Typically, in what may be called “mi-nor development,” the DE:

				Reviews and comments on the book proposal and sample chapters.

				Examines the top competing books and prepares a comparison.

				Clarifies the textbook’s mission and market.

				Proposes chapter pedagogy and apparatus.

				Prepares a development plan that includes the above information.

				In “moderate” development, the DE may additionally:

				Evaluate and suggest improvements to your sample chapters.

				Convey to you the proposed development plan.

				Suggest changes to the development plan in response to a competition analysis.

				Propose improvements to your table of contents.

				Manage the reviewing process and analyze the reviews.
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				Recommend revisions on the basis of the competition and reviews. 

				In “full” development, the DE may additionally:

				Coach you on writing level, voice, and style and provide sample manuscript edits as writing models.

				Suggest improvements in organization and content.

				Write pedagogical features or create samples or models of them.

				Prepare photo and art specs.

				Acquire and manage contributors, including digital content providers and website and app developers.

				Develop and often manage the supplements plan.

				Publishing houses specify different levels of development based on their level of investment in a text-book. Minor development may involve only a few days of developmental review by an editor who writes a report but does not establish contact with you, while full development may involve having your project managed in every detail. 

				Realistically, unless your work is slated as a four-color introductory textbook, your chances of having development help are small. Development usually is reserved for products with high-volume sales pro-jections. In some companies, a portion of the staff development editor’s annual salary is figured as part of the cost of a book, so only the books with the largest sales projections can afford development. The publisher may prorate the services of a freelance editor at $80 to $100 an hour or an in-house editor at $500 to $1,000 per day, charged to the plant costs for your book. 

				Who Does the Development Editor Work For?

				DEs work for their employers. However, good DEs also work for the customers who use your textbook, and in that capacity, they may help to answer the questions in the ten domains of development (Figure 5.1). That is, the DE may address the questions in each domain on behalf of both the employer and the reader and report and suggest ways to reconcile discrepancies. For example:

				What is the textbook’s market? Whom specifically will it be for? The DE compares the audience ad-dressed in the manuscript with the audience in the desired market placement and suggests strategies to reconcile any differences.

				What will be the intellectual level, style, and tone? The DE champions the target reader and makes suggestions to help you say what you really mean.
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				On what basis will the textbook be marketed and sold? How will it take away business from the competition? The DE suggests ways to reconcile the manuscript with the publisher’s ambitions for the product.

				What topics will the textbook cover, in what order, and to what depth? The DE serves the students taking the course, the instructors teaching the subject, and the company (by ensuring a competitive scope and sequence). The DE also tries to help you write clearly (in ways that students unfamiliar with a subject will readily understand and remember) and think about what to include and what to leave out.

				How many parts and how many chapters of what length will the textbook need? How will content be organized in terms of headings and subheadings? The DE champions the reader as learner while giving the publisher a competitive table of contents and a book that is the right tone, level, and length for its market.

				What figures and tables will be included and how many? The DE serves the learner’s pedagogical needs while protecting the company’s budget and market needs.

				Authors may assume that development editors’ only allegiance is to the publisher and that their job is solely to guarantee a salable product. Publishers and acquisitions editors, no doubt, would like to think so, too. In truth, however, a good professional development editor gives his or her chief allegiance to your book and the people who will use it. For as little as a few days to as much as two years or more, the DE may be working for them as well as for you and your publisher. The goal is to make an excellent product that will achieve its purpose as well as its full market potential. 

				Establishing a Good Working Relationship

				Working with a development editor may involve frequent contact, collaborative or consensual decision making, and adherence to manuscript length requirements and schedules for submitting work. Working with a DE also involves having a positive attitude and an appreciation for what the DE needs from you and what he or she can do for you and your project. The DE traditionally and normally is, above all, your ally and your book’s champion and should be treated accordingly.

				Sources of Tension in Author–Editor Relations

				For a variety of reasons, authors and editors typically experience some tension in their relationship. Author and editor need each other to achieve their goals but have differing agendas. When author–editor relationships are unsatisfying or stressful, the book is at risk, much as a child may be at risk when parents bicker or separate. In addition to the issues of trust, power, and control in author–publisher relations, sources of tension between authors and editors range from issues of manuscript preparation demands to turf battles. As the following examples in Table 5.1 suggest, as in a marriage, it takes two.
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				Editors, like authors, vary greatly in their personalities, knowledge, abilities, professional com-mitments, standards, strengths, and needs. They vary greatly in education, subject area knowledge, publishing experience, motivation, and skill. In failing to deal with tensions, if and when they arise, authors and editors may become unmotivated, suspicious, antagonistic, or alienated. Straightforward communication and a spirit of cooperative problem solving are the antidotes. Good editors—and good authors—rise above conflict. See the Author to Author feature, “The Author–Editor Relationship,” (next page) for one textbook author’s experience.

				Rules of Thumb for Maintaining a Good Working Relationship

				There are three rules of thumb for maintaining good working relationships. Respect the editor’s rec-ommendations, because he or she understands the textbook publishing business. For every editorial 

			

		

		
			
				
					Issue

				

				
					Author Perspective 

				

				
					Editor Perspective 

				

				
					Schedule, Length, and Mechanics

				

				
					Editor has unrealistic expectations about schedule, nags about deadlines, asks for or dictates seemingly impossible cuts for length, and requests nitpicky formatting changes.

				

				
					Author cannot be reached or does not return calls promptly, sends manuscript late without notice, does not draft to length, does not attend to rules of manuscript preparation, and does not attend to permissions correctly or in a timely way.

				

				
					Effort and Commitment

				

				
					Editor requests changes involving too much time and effort and requests extra rounds of revision or causes more work by changing the book plan in midstream.

				

				
					Author is too busy, is insufficiently committed to get the job done, does not update sources sufficiently, submits manuscript with elements missing or treated inconsistently, and avoids responsibility for pedagogical features.

				

				
					Evaluation and Ego

				

				
					Editor expects too much or too little, is overly critical, focuses on weaknesses, edits too heavily, and is too heavy-handed or else fails to provide sufficient feedback.

				

				
					Author is not receptive to valid criticism, is unresponsive to review-er concerns and sound editorial suggestions, and accepts or insists on mediocre output.

				

				
					Ownership and Control

				

				
					Editor dictates cuts and changes but refuses to assist with (or to desist from performing) authoring tasks and acts like this is his or her book. Whose book is it anyway?

				

				
					Author makes unnegotiated changes to text at the last minute without notice, expects or overdepends on the editor to perform the author’s responsibilities, and has to be bailed out through unbudgeted help or unscheduled overtime.

				

				
					Table 5.1
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				The Author–Editor Relationship 

				By Steven E. Barkan, author of nine textbooks, including Criminology: A Sociological Understanding.

				Before I began writing textbooks a quarter-century ago, my understanding of the author–editor relationship stemmed from what (little) I knew of the world of publishing fiction. I had read many times of authors of best-selling novels who had a very close relationship with an editor from their publishing house. This editor consulted regularly with the author during the writing of the novel, read every sen-tence of the author’s manuscript, and offered many suggestions that greatly helped the author write and publish a successful novel.

				When I began writing my first textbook, I assumed that this lofty model of the author–editor rela-tionship also characterized the world of textbook publishing. I soon discovered that it does not. This is because textbook company editors are primarily acquisitions editors. Their main role is to acquire new textbooks and to monitor the revision of their company’s existing textbooks. To acquire new textbooks, they either reach out to prospective authors or respond after receiving a letter of inquiry from an aspir-ing author. If interested, the acquisitions editor solicits a prospectus and, if still interested, sends it out for peer review. If the reviews are favorable, the editor will either ask the author to revise the prospectus or, better yet for the author, prepare a proposal for review by various parties in the editor’s company. Along the way, the editor discusses contract terms with the author. Assuming the in-house review is favorable (and editors rarely submit a proposal for in-house review unless they are fairly certain it will be approved), the author signs a contract, and the editor’s work is done.

				Let’s focus on the last part of the last sentence: The editor’s work is done. That is only a bit of an exaggeration, as the editor will often send out the author’s first few chapters for review once they are written. But otherwise, the editor’s involvement with the book has ended. The editor will supervise pro-duction and marketing of the book by making sure appropriate parties within or outside the company take over those tasks, but in my experience, the editor does little else concerning the book. I have writ-ten many books and editions under many editors, and never once have I been told or even perceived that an editor read anything I had written. My editors do read the reviews of my chapters that they commission but not the chapters themselves. This is not meant to be criticism, just an acknowledg-ment that the acquisitions editor’s role at a textbook company is not the same as an editor’s role at a traditional publishing house.

				I talk with my editors at academic conferences, where we chat about their companies, about how my book has been doing, and about plans for revision. I have liked almost all of my editors over the years and value the professional relationships I have had with them. They are good at what they do, and they have helped their companies and authors (some authors more than others) make a lot of money. But the relationship I have had with them is much less weighty than what I assumed a quarter-century ago was true for authors of novels and what I assume is still true today.

				Another aspect of the textbook author–editor relationship is worth noting. In my experience, at least, textbook editors come and go. An author may sign a contract with an editor, only to have that editor leave the company less than a year later. Some editors do stay in their position for years, but 
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				request, however grand or trivial, normally there is a reason relating to publishing needs and realities. The first rule of thumb, therefore, is to never ignore an editorial request. Good development editors hesitate to confound authors routinely with the many technical details of publishing needs, but they will gladly explain reasons or argue a case. It is the editor’s job to anticipate and address your questions and concerns—you need only ask. This is not to say that you must accept the DE’s request. Productively challenging requests are warranted as part of a healthy author–editor relationship. 

				The second rule of thumb is to carefully establish boundaries and ground rules for your working relationship early on in a positive manner, starting with mutual appreciation for the many personal and professional sacrifices both author and editor may make in creating a textbook. Ask the DE what his or her role on the project will be and what will be expected of you. Establish when and how your communi-cations will take place.

				The third rule of thumb is to not complain to the publisher about your DE without confronting him or her directly first. Publishing houses, like academic departments, are political working environments. If you have a grievance about the way development is going, the DE has a right to know about it directly first and to have an opportunity to amend the process. Professional, emotionally intelligent DEs ask their authors for feedback on their work to ensure mutual satisfaction with the manner in which development is done.

				Doing Your Own Development

				What if your book is among the majority of titles that are not assigned a DE? Or what if you are self publishing your book? During the 1990s, the role of the development editor changed from that of an 
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				many move from one company to another, and textbook authors may have several editors over the span of just one or two editions of their books.

				The moral of the story is this: Don’t fall in love with your textbook editor. I don’t mean roman-tic love, of course; I do mean that an author should not be overly persuaded to sign a contract with a textbook company because the author really likes the editor. You will likely not develop a deep professional relationship with the editor, and the editor might not stay very long with the company anyway. I don’t always practice what I preach, because I am more likely to want to write for a textbook company when I do like the acquisitions editor. My inconsistency notwithstand-ing, as long as you avoid beginning an author–editor relationship with rose-colored glasses, you will be fine. •
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				author’s alter ego—mentor, critic, muse, market analyst, creative consultant, advocate, and interpreter of the culture of publishing—to that of project manager. Publishers found it in their interests to outsource development and otherwise reduce the cost of in-house development by having DEs handle as many books as possible. The more titles editors handled, the less time and care they could spend on each one. Correspondingly, publishers placed a greater burden of responsibility for books on their authors. Responsibilities and costs once assumed by publishers or treated as author perks were passed back to authors, along with tasks that restructured development editors no longer had time to perform.

				In the twenty-first century, that trend has continued to the extent that the job of development editor is all but extinct! “Development” now refers to website, app, software, and content development, while editorial functions are encapsulated in the job description of “Project Manager.” A spot survey of the hundreds of jobs in the United States posted on the websites of the four top textbook publishers in 2015 (Pearson, McGraw-Hill, Cengage, and Wiley) revealed only five openings for “Development Editor” (all at Cengage). Much more numerous were jobs for “Project Editor,” “Product Developer,” “Project Manag-er,” and “Content Developer.” That textbooks have become projects and products reflects present-day business realities of commercial publishing. That textbooks have become aggregations of “content” also should come as no surprise in light of the radical global changes in digital publishing technologies and delivery systems. 

				Even if you are assigned development help, in other words, you likely will be on your own for many development tasks, which is the reason for this book. Lacking substantive collaboration with an editor, you need to be able to do your own development. A major advantage of this is that you retain more con-trol over your textbook and what goes into it. The disadvantage is that you need to devote more time and resources to planning your book with a view to commercial success. That success comes largely from getting publisher input, charting the competition, professional networking, and working with reviews.

				Get Publisher Input

				Request information from the publisher about your book’s market. How large is this market? That is, what is the overall enrollment in the course, and for what percentage of those courses will your textbook or website be suitable? Ask for information about competing products. What are the current top sellers? What percentage of the market do they control? Who orders those products? Why are they successful? What are customers looking for now? Acquisitions editors and marketing managers have their ears to the ground, constantly searching out market trends, consumer demand, and competitive edges. Ask them about their market research in your subject area and to send you the results of any pertinent mar-keting surveys or analyses. 

				Acquire examination copies of the current leading competing textbooks and compare their con-tents. Also study the relevant product information on competing companies’ websites. Then perform a competition analysis, including tallies of pedagogical elements per chapter. The aim is to ensure that your product will be competitive enough to succeed in the marketplace. See the “Sample Competition Grid” at the end of this chapter for a matrix of categories to use in comparing competing textbooks.
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				Chart Your Competition

				Some authors resist looking at their competi-tion for a variety of reasons relating to the fear that benchmarking—comparing your work withbest practices—will reveal or create deficiencies. Benchmarking includes fears of undue influ-ence, unconscious imitation, injury to profes-sional pride, invasion of turf, or simply feeling outgunned. Natural fears such as these are worth overcoming, however, because a close examination of competing books will help you avoid spending a lot of time writing something that the publisher cannot sell because (a) it’s a clone of all the other textbooks out there, or (b) it’s an alien from outer space—unlike any other textbook out there—that instructors can’t use.

				At the same time as they are unique, success-ful products selectively match or top the charac-teristics that make competing books successful. These characteristics include the organization, the length, the topical coverage, the pedagogical features, and so on. Also, anything you discover about the competition is ammunition for getting your publisher to invest more in your project, be-cause textbooks must be competitive to sell. Per-haps you can make a good argument for going full color or all digital, having more images, or populating the website with novel content.

				Develop Your Competition Analysis

				Competition analysis involves comparing your product with others for the same market. So, how many pages do other art history websites and textbooks have on the European Renaissance? Is it significant that all the other intro psychology textbooks devote at least forty pages to cogni-tion? Should you plan an etext with a print sup-plement? Should you have embedded calculus 
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				Looking at syllabi for Introduction to Earth Science, you may see that all the courses “must” include rocks and minerals, volcanoes and earthquakes, plate tectonics, the atmo-sphere and weather, and water and topogra-phy. Most are taught in one semester. Some courses crave a more big-picture approach and include a bit of planetary geology and earth history. Others are more lab oriented and include a bit of chemistry or field trips to roadside exemplars of rock formations and landforms—travertine, breccia, flood plain, drumlin swarm.

				Some courses insist on being called Earth System Science rather than Earth Science. The former are organized to survey the in-teractions and transformations of systems (e.g., lithosphere, atmosphere, biosphere, hydrosphere, etc.), while the latter are or-ganized more concretely to survey materials near to far, granite to hurricanes to glaciers to stars. Other earth science textbooks seem to be regional geography books in disguise or stray significantly into geology.

				Buzzwords in earth science today seem to include, for example, geohazard and carbon footprint. New knowledge has arisen from remote sensing of earth from space. Green-house effect and wind farm are in all the glossaries but not necessarily global warm-ing or fracking—these are hot buttons or sore points, depending on the point of view. Astrobiology no doubt remains a sticking point. In a competition analysis, textbooks for earth science could be compared on all these points and on the amount of coverage they have of each topic. •
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				problems for students to solve as they read? In what primary context do the other health textbooks dis-cuss AIDS in detail? Do the market leaders in criminal justice cite Smith and Jones on their controversial new research? Should you consider adding maps showing frequency distributions in every chapter of your sociology book? Should engineering applications be treated separately or integrated throughout? Should you think about converting some concepts in business law into flowcharts or graphics? Does your social problems manuscript have enough global and comparative coverage to be competitive?

				To help organize your competition analysis and keep it from becoming overwhelming, try focusing on both the stock-in-trade and the hot buttons, buzzwords, sore points, and sticking points in your field for the course you are writing. Every subject area has these. Some topical issues are perennial, but others change fairly often, reflecting new trends and paradigms. See the case study, “Thinking About Competi-tion Analysis,” for an example of a competitive analysis for an earth science textbook.

				The point is that for every subject area nuance there will be a product whose publisher or author has recognized the market need and has purposely set out to fill it. An important corollary is that no one textbook can be all things to all people. Typically, however, this truth does not prevent publishers from wanting you to write for the greatest mass of students taking Introduction to Earth Science. Which earth science textbook would you write, and for whom? How would you use headings and pedagogy to high-light the approach you are taking and the topics you are emphasizing? 

				Network

				Competition analysis also can be accomplished through networking. Use your own professional net-work, professional meetings, or resources such as the Higher Education Directory to contact instructors who teach the course for which you are writing your text. You may also be able to mine your publisher’s database of targeted customers for the course. These people are potential adopters of your product. Select schools with large enrollments in the course you are writing for. Find out what products they are using, why they chose them, what they think the products’ strengths and weaknesses are, what pedagog-ical features they use or don’t use, what they need in a course product that existing ones lack, and what supplements they would like to have.

				As you network, try out some of your ideas. Without giving away the whole show, ask them if they would be interested in a book that does what you are planning to do. Within reason, maintain strict con-fidentiality in your contacts. You are working on an introduction to African American literature, and that is all anyone really needs to know. More than one product has been scooped in its market because word of it reached rival publishers. If your textbook is a revision, keep the new copyright date to yourself. Keep a log of what you learn from your networking contacts and discuss the information with your acquisi-tions editor for additional feedback and follow-up.

				Transform your informal email or phone survey into an online search. The possibilities are limited only by your imagination. Browse websites, databases, and news feeds for information on your subject or field that may enhance your textbook’s currency and appeal. Start or join a discussion group or Facebook group, asking colleagues about their courses and instructional concerns and about the products they 
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				use. Browse academic conference programs, attend academic sessions, and network with presenters and attendees. This kind of information gathering gives you a broader insight into the instructional needs, hot topics, research developments, academic movements, patterns, and trends that your textbook may profitably reflect or represent.

				Get and Use Helpful Reviews

				Use information from the publisher, your competition analysis, and your networking to refine your table of contents and to draft or revise your manuscript. With draft chapters in hand, the next step in develop-ment is to send out your chapters or content for professional peer review, a process the publisher should manage for you. The acquisitions editor has already had your book proposal, table of contents, and sam-ple chapters reviewed, and has available a ready database for selecting reviewers.

				For each chapter of your manuscript, develop a list of specific questions you would like your review-ers to address. The editor can include these questions with the general reviewing guidelines that go out to cover the publisher’s concerns. Your questions should reflect your informed concerns and should be worded neutrally—that is, no leading, loaded, or rhetorical questions. Would the reviewer assign this chapter for students to read? Why or why not? Does it cover all the topics it should? What should be add-ed? Dropped? Is it current? Accurate? Balanced? Coherent? Clear? If your textbook is a revision, develop two sets of questions, one for past users and one for nonusers—potential new customers. See the sample, “Guidelines and Questions for Peer Reviews,” at the end of this chapter for a set of general reviewing guidelines and questions that you can adapt to your particular needs. 

				Also identify chapters that you think should go out for expert reviews—critical reviews by specialists in a field. Especially in a textbook for an introductory course, you would be wise to select a chapter or two at the edge of your range of expertise that a specialist could check for you.

				Manage Your Reviews

				Advocate for the publisher to have your book reviewed adequately and to sufficiently remunerate review-ers. In some publishing houses, skimping on reviewing is a solution to overstretched editorial budgets. Ask how many reviews are being commissioned and what the honorarium will be. As a rule of thumb, every manuscript chapter for a first edition college textbook should have an absolute minimum of three generalist reviews at each stage (first draft, revised draft, final draft), and selected chapters should have additional expert reviews. In large college houses and for first-edition titles geared to large introductory courses, five to eight expert reviews per chapter are more typical. Online surveys can garner more re-
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					For each chapter of your manuscript, develop a list of specific questions you would like your reviewers to address. 
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				views and reach many more potential customers at modest expense. The more reviews you have to work with, the easier it is to identify areas of critical consensus, and the more certain you can be of crafting a successful book. Your publisher usually pays the honorarium for each review and should not disclose to you the identities of reviewers until your book is in page proof.

				Authors who are signed with university, scholarly, association, or academic presses sometimes are asked to arrange their own reviewing. These kinds of reviews function quite differently, however, as au-thors naturally ask friends and like-minded colleagues to review their work. The purpose is not so much to improve the manuscript as to collect positive testimonials for the publisher’s promotional campaign. This focus is not appropriate for college publishing, however. If you are sincere about providing intellec-tual and educational value to instructors and students, you will want critical reviews.

				For commercial textbook publishers, reviews are everything. Editors typically are not content experts, though they may become so. Most count on reviewers to give them an idea of whether or not to publish or revise a manuscript. They also use the reviewing process to seed adoptions. You want positive re-views, therefore, in addition to critical ones. Helpful reviewers guide you in improving your manuscript and also make you look good in the eyes of the publisher, and finding and cultivating these reviewers is an art. You can help yourself best in the process by providing reviewers with complete manuscript—no missing pieces—that you have at least spell-checked.

				Develop Your Review Analysis

				The review analysis is a chapter-by-chapter comparison of reviewers’ comments on content develop-ment or revision. When the reviews come in, perform your own review analysis as objectively as possi-ble. Analyzing reviews can be difficult. It is natural to focus on laudatory remarks, and it is tempting to dismiss criticism. It is easy to become defensive and to discard wholesale the comments of people who seem to disagree with you philosophically. Reviewers do sometimes have axes to grind and may not communicate in ways that are helpful or kind. Focusing too much on criticism also is a fault, and authors are wise to accept corrections and useful suggestions and ignore the rest.

				Review analysis also can be confusing. Publishers do not always select reviewers with the best fit for your book plan, approach to the course, or intellectual goals. Positive and negative reviews have a way of canceling each other out, leaving you with no clear direction. However, your natural resistance must be balanced with openness to the possibility that the content is imperfect and can be improved, that improvements can be made without compromising your views or intellectual integrity, and that such improvements can lead to greater success for your product. At the same time, avoid joining the small minority of “knee-jerk” authors who attempt to accommodate every stray comment every reviewer has to offer. Often, theirs are the books critics call “vacillating and bland.”

				As with your competition analysis, you can use your analysis of reviews to further refine your book plan, beginning with issues of writing style and voice and moving on to issues of structure, organization, and content. If the publisher has conducted the reviewing for you, you should receive annotated copies of the reviews and a review summary or analysis. Your editors will use the reviews to request changes they think will affect sales and to make final decisions about when and how to publish your book. 
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				Summary

				Development is a multifaceted and far-ranging enterprise requiring many complex decisions. Whether or to what extent development is provided by your publisher or undertaken on your own, it is essential to the commercial success of your publishing project. Ideally, you work with a development editor with whom you build a positive working relationship. Developing your book yourself or with editorial assis-tance, you work with publisher and marketing manager input, a competition analysis, intelligence from networking, and reviewer feedback to achieve a development plan. Your final draft is a reflection of that plan, should accommodate proven publisher concerns, and also should fairly address reviewer concerns. Chief among those concerns is whether you are reaching your true audience, and this is the subject of the next chapter.

				Guidelines and Questions for Peer Reviews

				Your critical review of this manuscript will greatly help us revise it for publication. Using the following questions as a guide, please comment in some detail. Thanks in advance for your help.

				Organization and Content

				Does the organization match the way the course is taught in your department? How, if at all, would you change the sequence of parts and chapters? Are there chapters you could drop, add, or combine? Are there chapters you would not assign? Why?

				Does topical coverage match syllabi for this course at your school? What topics, if any, would you drop or add? How, if at all, would you change topical emphasis or improve topical balance?

				Is this manuscript current enough and accurate? What chapters and topics are most in need of updating? Does it cover appropriate research and trends in the field and provide appropriate examples? Is it sufficiently documented? What source citations or references do you think should be added?

				Writing Style and Presentation

				Is the manuscript written at an appropriate length and intellectual level for the students taking this course? Are the writing style and tone appropriate and motivating? Is the exposition clear? What sections, if any, may need to be revised for greater unity, clarity, or coherence? Which chapters and sections would hold the most and the least interest for students?

				Are the figures and tables appropriate, clear, and useful to students? Which figures and tables in each chapter would you identify as the most and the least valuable to learners? Which, if any, would you drop or add?

				Apparatus and Pedagogy

				Are the chapter opening and chapter closing elements inviting to students and useful as learning tools? What, if anything, would you change about the way chapters open and close?

				Are the features or boxes appropriate in themes, interesting to students, and useful as learning tools? What are some examples of features you regard as especially strong or weak? What, if anything, would you change about the features? How else, if at all, would you improve the pedagogical value of each chapter for students?

				Overall Assessment 

				What do you identify as the three greatest strengths of this manuscript? What, if any, weaknesses do you identify? How well does this manuscript compare with other texts you have used for this course? How well does this manuscript achieve its mission, as set out in the preface? Would you adopt this text for use in your course? Why or why not?

			

		

		
			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

			
				
					Chapter 5 Samples

				

			

		

	
		
			[image: ]
		

		
			
				Summary | Chapter 5 Samples

			

		

		
			[image: ]
		

		
			
				107

			

		

		
			[image: ]
		

		
			
				
					Competitor 1

				

				
					Competitor 2

				

				
					Competitor 3

				

				
					Book

					Author, title, edition, publisher, year

				

				
					Market

					Authors’ mission, text themes, unique features, special coverage

				

				
					Organization and Content

					Number of parts and chapters, number of pages per topic

				

				
					Apparatus and Pedagogy

					Chapter openers, chapter closers, pedagogical features

				

				
					Presentation

					Number of pages, number of colors, trim size, bind-ing, number of figures, tables, and photos

				

				
					Supplements

					For instructors

					For students

				

				
					Digital Components

					Ebook, website, links, apps, other software
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				Download this sample template online at TAAonline.net/resources
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					Links to the following websites can be found at TAAonline.net/resources

					
						Constant Contact 

					

					
						Higher Education Directory

					

					
						MDR School Data

					

					
						National Association of College Stores 

					

					
						Simba Information 

					

					
						The Chronicle of Higher Education
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				In writing, your voice is the way you “speak” to your audience, and it includes your word choices, your “tone” of voice, and what you intentionally or unintentionally reveal about yourself. Style is the way you use words to express yourself in writing. A second meaning of style is the system of conventions you adopt to format your writing for your subject area, such as the American Psychological Association (APA), Modern Language Association (MLA), Council of Biology Editors (CBE), or The Chicago Manual of Style (Chicago style). These editorial styles are discussed further later in this chapter. Voice, the sub-ject of Chapter 7, and style are important matters in textbook publishing. By themselves, your voice and writing style can make or break your book. Making decisions about voice and style involves reflecting on your mission, understanding your audience, choosing how you will represent yourself and your subject, and monitoring your tone. This chapter focuses on audience and intentions.

				Reflect On Your Mission

				A good way to ascertain whether you are ready to write your textbook is to draft a working preface, which may change as your manuscript evolves. The preface sets out your mission—the reason you wrote it, other than the potential status, security, and income—and what you hope it will accomplish. Textbook authors may have any of the following goals or a combination. These are goals you will have expressed in your product proposal.

				Correct misconceptions, myths, and stereotypes.

				Expose students to the subject.
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				Assist instructors teaching the course.

				Enable mastery of the subject.

				Fill a need for more, less, or different content coverage.

				Share a love of the subject and attract students to the field.

				Get students to think differently about the subject.

				Introduce new facts, ideas, models, or paradigms.

				Show students how to use or apply subject knowledge and skills.

				Share professional knowledge, skills, and experiences.

				However, authors with the following mission or goals (intentional or latent) enter a shady or risky area, especially if they are writing an introductory text:

				Advance an argument.

				Expose falsehoods or misconduct.

				Discredit a person, theory, or point of view.

				Promote a particular paradigm or approach to the subject.

				Indoctrinate students.

				Discourage induction into the field.

				Change the way the course is taught.

				Instructors teach to their venerable, perhaps decades-old, oft-revised course syllabi and lecture notes. They really do not want to overhaul the way they teach the course. Changing a course takes additional thought, time, and effort. While most instructors strive to improve their courses through minor changes, few will be up for massive changes or changes based on unknown or unwelcome paradigm shifts.

				Intellectual crusades also are a disservice to learners. Your mission should be grounded in the fact that textbooks are, by nature, expository. They present facts, theories, research, analyses, comparisons, contrasts, examples, nonexamples, applications, extensions, and interpretations in a balanced, objective way. Above all, textbooks should teach. Personal syntheses (everything you have learned so far), critical analyses of your field, and crusades (reforming the field or changing the way your subject is taught) 
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				unfortunately tend to be too idiosyncratic and difficult (hence inappropriate) for introductory under-graduate textbooks. Publishers invariably want a “mainstream text,” and in this sense, the concept of “mainstream” extends to the content as well as to the course or market.

				Take a moment, then, to reflect on your mission. Frame a mission statement to keep before you as you draft. What will students come away with when they have finished reading your textbook? What of importance will they take with them (other than a grade) when they have finished the course? Who is your real reader anyway?

				Identify Your Real Reader

				What students will read your textbook? Identifying and successfully addressing your readership is a complex enterprise. Consider, for example, the role of user personas in the development and design of digital products. User personas are hypothetical characters built from marketing data—avatars, if you will—who represent the buyers and users of a product. Multiple user personas permit dynamic product development that is interactive, recursive, and open-ended. Note, however, that the buyers and users of your textbook are not the same personas. The buyers are the course instructors, the gatekeepers, and your product must satisfy them first before addressing the diversity of student users taking the course. 

				After identifying their buyers, many authors forget their true user audience as they draft. Shifts occur in which the author begins to write not for the student learner but for his or her peers: the faculty mem-ber, adoption committee, professional review board, journal editorial committee, colleague, doctoral stu-dent, reviewer, or critic. Authors writing for experts, on the other hand, by some reverse compulsion, tend gradually to treat the expert reader as a neophyte. Keeping the real learner firmly in mind requires mindfulness and self-discipline.

				Who, then, is your true audience? In the case of introductory college textbooks in the liberal arts and sciences, the real user may be eighteen or nineteen years old, away from home for the first time, heavily invested in peer culture, and not yet transformed from late adolescence into adulthood. On the other hand, the real user may be a nontraditional student—for example, an older single parent without a standard high school diploma working full time (Stansbury 2015). According to the National Center for Education Statistics (NCES), the average age of students enrolled in community colleges in 2014 was 29 (NCES 2015). In either case, your reader may not have declared a major, may be uncertain about career paths, and probably is not, for now, planning to enter your field or follow in your footsteps. Your textbook may be the student’s first substantive exposure to your specialty. The reader also may be naive if he or she has few assumptions about your subject and little direct experience with it, harbors misconceptions, does not recognize the big names you cite, and is not aware of the in-group issues, controversies, histo-ries, personalities, debates, agendas, and nuances that rivet the attention of professionals in your field.

				The student brings few or many skills to the classroom, depending on family background, life expe-rience, and preparation at the secondary level or in the labor force. Students may be in a two-year com-munity college; a technical school; a small, private, four-year college; an adult education night school; an 
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				online for-profit school; or a large, state university—wherever your course is taught. Regardless of prepa-ration, undergraduate readers are still developing reading comprehension skills and critical thinking skills. Most are still learning to distinguish fact from opinion and to evaluate evidence. Most still tend to treat constructs as real and are concrete thinkers who need concrete examples to grasp abstractions. Most important, few of these students have learned to question what they read.

				Thus, on unfamiliar ground, undergraduate readers, however intelligent or street smart, often strug-gle to construct meaning from text. The majority will not recognize irony, for instance, at least not your idea of it. Nor will they distinguish well among irony, sarcasm, cynicism, humor, sexual innuendo, and opinion in a textbook on French composition, neurophysiology, political science, or electrical engineer-ing. Irony, sarcasm, cynicism, and sexual innuendo especially have no place in textbook writing. Authors of textbooks at any educational level need to provide straightforward, unnuanced, expository prose.

				Avoid Undeclared Bias

				Your introductory audience also is diverse. Nationally, at least half your readership will be members of racial, ethnic, religious, linguistic, immigrant, and sexual minority groups, with as many as half speaking English as a second language. According to the NCES, in 2011 and 2012, as many as 11 percent were students with disabilities (NCES 2013). In 2007, 24 percent of people age 65 and older were enrolled in college courses (American Council on Education 2007). More than half of your readers will come from single-parent, blended, and low-income, inner city and rural families. And more than half will be wom-en (NCES 2015). In the past, textbook authors were a demographic described stereotypically as white males in middle age from comparatively affluent suburban backgrounds. Whatever their demographics, authors typically tend to forget those of their readers, which is why editors remain constantly vigilant about writing that can be construed as racist, classist, culture biased, or gender biased. This vigilance has traditionally been known as concern with political correctness. 

				“Political Correctness”

				Political correctness is not about politics, nor is it necessarily about making books politically neutral. In textbook publishing, the term politically correct, which originally referred to towing the party line in Communist regimes, is a borrowed euphemism for language that does not offend readers who are members of minority groups of any kind, to be immigrants or nonnative speakers of English, to have disabilities, to be elderly, to come from economically disadvantaged environments, or to be female, gay, and so on. Condescension toward the young or inexperienced also is taboo. Some authors disparage publishers’ concerns about political correctness. However, it makes a good deal of practical sense not to offend your intended reader if you can avoid it. An offended reader will stop reading—will not learn from you. In addition, your publisher will be handicapped in attempting to sell your book successfully.

				Guidelines for making your textbook culture and gender fair are available, and there are many re-sources for writers, including a number of comical or searing parodies. For gender-fair writing, the classic

			

		

	
		
			[image: ]
		

		
			
				Avoid Undeclared Bias

			

		

		
			[image: ]
		

		
			
				113

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

				
					[image: ]
				

			

			
				
					[image: ]
				

				
					
						 Guidelines for Making Your Textbook Culture and Gender Fair
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				Balance your representation of people, places, and activities so that all your readers can identify with your textbook examples.

				Use examples that relate to the prior experience or future expectations of all your potential readers.

				Include ethnically diverse given names and both males and females in examples.

				Scrupulously avoid all stereotypes, unless stereotyping is itself the subject of discourse.

				Use nonsexist language, including occupational designations.

				Use “he or she” and “his or her,” and so on, rather than shortcuts such as “he/she,” “s/he,” or “him or herself.” Alternating sexes in examples, such that an example about “Fred” is followed by an example about “Becky,” and so on, as in the naming of hurricanes, may seem fair, but this strategy strikes some readers as gratuitous.

				Use formally correct names and labels for categories or aggregates of people, especially racial and ethnic designations, and for groups and organizations.

				Use “people first” language for individuals with disabilities (e.g., “students with intellectual disabilities”).

				Refer to “low-income” versus “poor” or “disadvantaged” people or groups, unless the subject of discourse is poverty or “the poor.”
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				source is by Casey Miller and Kate Swift, updated in 2001 by Kate Mosse (Miller & Swift 2001). Be aware, however, that rules and labels, as well as the identification of groups undergoing marginalization, are constantly changing in the world of political correctness. Advocacy groups publish their own prefer-ences, journalists follow the international standards of their profession, and each college textbook pub-lishing house has its own rules about language to use for minority groups. Your acquisitions (AE) or development editor (DE) should provide information about house style preferences in the naming of social aggregates, attributes, and groups. 

				Unfortunately, political correctness sometimes can extend to matters involving reality and the truth, and in these matters, concerns about censorship can be quite valid. Historically relevant usages, such as Negro and Indian, may disappear altogether from history textbooks, for example, just as for a time Vietnam was a “police action” and not a “war.” Publishers only recently gave up insisting on referring to “the United States” versus “America” on grounds of actual political geography; and after a decade of ISIS atrocities and events such as the Boston Marathon bombing, sympathetic or self-critical responses to international and domestic terrorism are, for better or worse, not especially welcome. Thus, some degree of censorship, some would say sanitization, is inevitable. Textbooks are written in particular times within particular political contexts.

				A survey of schoolbooks through time reveals racist moralizing in McGuffey’s Readers of the nine-teenth century and political chauvinism in early twentieth-century editions of Muzzy’s. There are count-less other examples; they are global—and sometimes extreme. Maps in Saudi geography textbooks do not show Israel, for instance. Additionally, according to research reported in The Washington Post (Shea 2006), Saudi schoolbooks explicitly teach hatred of Christians and Jews. The most comprehensive study of Saudi textbooks commissioned by the U.S. government, completed at the end of 2012, reported only superficial reforms (U.S. Commission on International Religious Freedom 2012). 

				Textbooks enter an already made world that changes, and publishing as a social institution or social contract is no less influenced by political and economic factors than other social institutions, such as the family, education, or medicine. As a textbook author of your time and place, it is up to you, your editors, and your publisher to decide where to draw the line regarding political correctness.

				Pitfalls of Unwarranted Assumptions

				As simple and sensible as ideas about politically correct speech may be, authors frequently violate the guidelines, usually unintentionally. Instances of insensitivity are not always obvious. In the following sample textbook passages, put yourself in the place of any intended reader. How might you feel about the passages? How might you feel if the passages described you (or did not describe you)? How might you feel toward learning the subjects of these passages?

				Example A: Suppose a person jumps from the top of the Empire State Building in Manhattan. The scientific law of gravity leaves him little choice: He will fall swiftly to the ground, most likely to his death. However, should he choose to equip himself with a parachute, he would foil the law of gravity by exploiting other laws of physics.
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				Example B: The essential characteristic of physical experience is the abstraction of the physi-cal properties of objects encountered in the environment. For example, by setting a spinnaker, playing the oboe, or cultivating freesias, one comes to know that spinnakers are “billowy,” oboes are “reedy,” and freesias smell “sweet.”

				Example C: Restricted language codes are associated with short, simple, and grammatically uncomplicated sentences, which are usually devoted to actions and things in specific con-texts. Language codes have a strong correlation with parenting styles, with restricted lan-guage codes being more characteristic of authoritarian, power-centered families or neglect-ing, ignoring families. In such families questions are rarely asked. Children from this type of language environment are behind when they enter school and their deficit grows as they continue through school. Elaborated language codes, on the other hand, are most often found in middle and upper class, educated families. Parents who exhibit elaborated language codes tend to socialize their children. Speech is used for communication and discussion when chil-dren are asked to comply with parental wishes, not as an element of control. 

				In Example A, personhood involves being male, knowledge of a specific cultural landmark is assumed, and the scenario evokes an image of suicide. In Example B, as lovely as it sounds, the assumption that readers have the kind of background and social environment that would have enabled them to experi-ence spinnakers, oboes, and freesias is unwarranted. Example C is even more classist and by extension racist. Lower and working-class families are authoritarian or neglecting; they do not have elaborated language and do not socialize their children! In addition, naive readers may not notice or understand the significance of the fact that passage C is undocumented. Source citations, in addition to their other functions, are important clues for readers’ reasoned judgments about what you are saying and what you are telling them to think.

				The Place of Ideology

				Unlike different theoretical perspectives in your academic discipline, political ideologies have no place in introductory textbooks unless they are themselves the subject of discourse or are presented in a bal-anced way. Contrary to critics’ complaints, this does not mean you must avoid taking a stand on issues, only that you must refrain from doing so secretly, claiming that yours is the only stand, or misrepresent-ing other stands.

				If your liberalism, conservatism, Marxism, feminism, deism, positivism, existentialism, or other “ism” unavoidably informs (or contaminates) your content, it is your duty to declare it. Depending on the level of investment in your textbook, your publisher may prevail upon you to eliminate the need for a declara-tion of this kind, because it inevitably shrinks the market for your book and reduces sales. Even with only a particular single-focus theoretical perspective, you risk becoming the author of a niche book—defined in Chapter 2 as a self-limiting or specialized title with a small market, more so if you are authoring an introductory undergraduate textbook.
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				Niche books may not earn enough to be revised. To sales representatives, the label “niche” is code for unprofitable, a kiss of death. Realistically, they won’t want to spend a lot of time trying to sell a niche book. Besides, how can readers taking their first college-level course in your subject possibly be in a po-sition to detect your stance on their own, to compare and contrast it with other stances, and to evaluate critically what you are asking them to believe? On both mercantile and moral grounds, therefore, authors must be mindful of inappropriate ideological biases in instructional materials.

				In many ways, then, understanding your readership and avoiding undeclared bias are more complex than you may expect. “Respect your audience and meet their needs as learners” is the prime directive. If you find you have difficulty remaining mindful of your readers and their needs, collect class pictures of students in any class in which your book might become the assigned text. Mount the pictures around your computer monitor and glance at them as you draft. See if you can develop a liking for those stu-dents and sympathy for their individual journeys to enlightenment. Write for them.

				Write to Reading Level

				Your vocabulary, sentence length, sentence construction, paragraph length, and level of conceptual ab-straction determine the reading level of your book. Other commonly used terms for reading level are “cognitive level,” “comprehension level,” and “difficulty level.” In elementary and secondary textbooks, various mathematical formulae are applied to determine reading levels, which are critical for successful adoption by state- and district-run textbook adoption committees. In college publishing, however, tests of reading level usually are commissioned only when the publisher needs to prove that a book is too far above or below reading level for the course for which it is intended. As a rule of thumb, introductory un-dergraduate textbooks should be written at a Grade 10 to 12 level. The reader is a high school graduate.

				Reading level and difficulty level are not the same thing, though they may be related. The difficulty level of your textbook depends on your intellectual level and degree of rigor, the quality and integri-ty of your expository writing, your explanation of the language or the vocabulary you use, and your progression of completed thought. The language you choose for exposition should have the following characteristics:

				Audience appropriate

				Content appropriate

				Level appropriate

				Readably written

				Comprehensible (meaningful)

				Unbiased and inoffensive
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				Language that is not appropriate for any reason, not well defined, not well integrated into narrative con-text, and not supported by application or example automatically increases the difficulty level. The level of difficulty also depends on the following factors; the greater the number or salience of these factors, the greater the difficulty. 

				Level of abstraction

				Amount of prerequisite knowledge or skill

				Amount of new information

				Lack of definition and illustration

				Pace of instruction

				Assumptions about reading comprehension

				Expectation of reader prediction, application, or practice

				Expectation of reader expertise or innovation

				On a scale of one to ten—low to high—how would you rate the difficulty level of the following passage?

				Earth’s axis is not perpendicular to the plane of the earth’s orbit but is tipped by 23 and a half degrees. The celestial coordinate system of ascension and declination is complicated somewhat by the fact that the earth’s axis wobbles as the earth spins. For the earth, gravity from the sun and moon cause the wobbling, which is called precession. The earth’s axis actually traces out a huge curve in the sky over a 26,000-year period, such that different stars occupy the position of the North Star at different times. The Vernal Equinox moves slowly westward along the ecliptic at about 50” per year. That is, it precesses.

				We give it an 8 and with a little research would revise it as follows.

				The axis on which Earth spins is not perpendicular to the plane of Earth’s orbit. It tips 23.5 degrees. The differential pull of the gravity of the sun and moon on the top and bottom of this tilt causes the axis to wobble, much as Earth’s gravity causes a spinning top to wobble. This wobbling is called pre-cession. As a result of the precession of Earth’s axis, the celestial coordinates of stars change slightly over time. For example, Polaris is only temporarily the North Star. Four thousand years ago Thuban was the North Star, and 13,000 years from now, Vega will be.

				Readability, on the other hand, relates more to the ease with which people of different ages or levels of educational attainment can read for comprehension. See the case study, “Writing to Reading Level,” for one textbook author’s experience in achieving readability.
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					Writing to Reading Level

					By Robert Christopherson, author of the market-leading physical geography/earth systems science five-textbook franchise, Geosystems, 9e.

					Essential to writing success is attention to reading level. I suggest a holistic approach to writing as central to successful readability. Of course, there are basics to craft-ing appropriate writing, for instance: insight into your book’s specific market niche, a careful outline that drives two or three orders of headings, deliberate topic sentences anchoring strong paragraph structure, preset key terms for boldfaced treatment defined at point of first use, varied sentence structure, an active verb tense, paraphrased meanings for obscure words, and learning objectives stated up front and used as the framework for the chapter summary. 

					The reading level you seek is enhanced by integrated text and figures (arts, illustrations, sche-matics, photos, and images), where words and figures are developed simultaneously. A common mistake is to get the words down and then look for something to illustrate points later. Figure and text development should work hand in hand; reading level benefits from this synergy.

					Readability shortfalls result from failure in the basics—page-long paragraphs, walls of text, figures inserted after the writing was completed, key terms illogical to your discipline, or terms that are not defined when first presented, among others. A common mistake is thinking that writing a textbook means you sign a contract and sit down at a blank screen or blank legal pad and start writing, as if all academics were born with writing skills. Struggles quickly ensue if a personal support infrastruc-ture of basics is not in place as a guide. Writing is a creative art and can forever be practiced and improved.

					I was asked, why not just record a lecture, transcribe it, and there is your chapter—such flawed thinking. When a student reads words, there is no teacher eye contact, no eyebrow motions, no body language, and no hand gestures. In good textbook writing, at an appropriate level, the explan-atory energy that a teacher expends in a classroom must be vested in the words and figures. 

					Imagine you are in your writing studio, your personal infrastructure is in place, like a supporting scaffold, and you are ready to begin construction. Be aware of the reader in your mind’s eye as you type. Who is gathered in your imagination, looking over your shoulder as you craft words? Is a former demanding professor glaring as you write? If your mental images are filled with peers, col-leagues, even editors, this influences writing. Such negative mental forces drive pedantic writing, as you try to please this imagined audience. The mental images of skeptical authority fuel dense text and poor readability, something we might see in professional journal writing. If that is the crowd in your mental writing studio, stop. Reset, and kick everyone out. 

					A writer’s mental map and psychological setting are key elements in hitting the level of the audience he or she serves. Try placing student readers in your imagination, curious expressions on their faces, a positive behavioral change in the air, all surrounding and embracing your work in your writing studio. 
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				Readability

				A system commonly used for checking postsecondary reading level is the Fry Readability Formula, which is readily available for free online. Your word processing program probably also will calculate readability based on the statistics it tracks on the number of pages, words, characters, paragraphs, and lines in your chapter files. This function usually is an option in the spelling and grammar check utility. Note, howev-er, that word processing programs use different formulae, such as Dale-Chall, McLaughlin’s SMOG, the Flesch scale (general), or the Flesch-Kincaid (reading ease and grade level). The Coleman-Liau and the Bormuth scales both use only word length and sentence length to determine a grade level and so are not optimal for calculating readability in college textbooks. Check the readability of your text online using conversion charts based on a number of different scales. You will find a link to readability.com on the TAA web page for this book.

				Readability is just as important in digital products as in print products, if not more so. In websites and apps, type needs to be more than decipherable. Line length, text blocking, type size, column width, characters per line, contrast, color, space between lines, margins, wraps, heading length, alignments, and word breaks all affect readability in digital design. Most important, text for digital application needs to be brief, chunked or nuggeted as much as possible without loss of meaning, and frequently broken up with brief headlines and subheads. You can test the readability of your website online. 

				Textbooks notoriously are written two grades or more above grade level, especially in the sciences. If you find that your reading level is too high, the “Rules of Thumb for Improving Readability” (page 120) will help you improve readability without compromising content. 

				Principles of Writing for Comprehension

				Some authors mistake simple straightforward language and sentences of modest length for accessible reading. They oversimplify language in the hopes that this will make their thought more comprehensi-ble. However, writing for readability does not involve this kind of dumbing down. Enriched vocabulary 
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					Writing to Reading Level

					By Robert Christopherson, author of the market-leading physical geography/earth systems science five-textbook franchise, Geosystems, 9e.

					Essential to writing success is attention to reading level. I suggest a holistic approach to writing as central to successful readability. Of course, there are basics to craft-ing appropriate writing, for instance: insight into your book’s specific market niche, a careful outline that drives two or three orders of headings, deliberate topic sentences anchoring strong paragraph structure, preset key terms for boldfaced treatment defined at point of first use, varied sentence structure, an active verb tense, paraphrased meanings for obscure words, and learning objectives stated up front and used as the framework for the chapter summary. 

					The reading level you seek is enhanced by integrated text and figures (arts, illustrations, sche-matics, photos, and images), where words and figures are developed simultaneously. A common mistake is to get the words down and then look for something to illustrate points later. Figure and text development should work hand in hand; reading level benefits from this synergy.

					Readability shortfalls result from failure in the basics—page-long paragraphs, walls of text, figures inserted after the writing was completed, key terms illogical to your discipline, or terms that are not defined when first presented, among others. A common mistake is thinking that writing a textbook means you sign a contract and sit down at a blank screen or blank legal pad and start writing, as if all academics were born with writing skills. Struggles quickly ensue if a personal support infrastruc-ture of basics is not in place as a guide. Writing is a creative art and can forever be practiced and improved.

					I was asked, why not just record a lecture, transcribe it, and there is your chapter—such flawed thinking. When a student reads words, there is no teacher eye contact, no eyebrow motions, no body language, and no hand gestures. In good textbook writing, at an appropriate level, the explan-atory energy that a teacher expends in a classroom must be vested in the words and figures. 

					Imagine you are in your writing studio, your personal infrastructure is in place, like a supporting scaffold, and you are ready to begin construction. Be aware of the reader in your mind’s eye as you type. Who is gathered in your imagination, looking over your shoulder as you craft words? Is a former demanding professor glaring as you write? If your mental images are filled with peers, col-leagues, even editors, this influences writing. Such negative mental forces drive pedantic writing, as you try to please this imagined audience. The mental images of skeptical authority fuel dense text and poor readability, something we might see in professional journal writing. If that is the crowd in your mental writing studio, stop. Reset, and kick everyone out. 

					A writer’s mental map and psychological setting are key elements in hitting the level of the audience he or she serves. Try placing student readers in your imagination, curious expressions on their faces, a positive behavioral change in the air, all surrounding and embracing your work in your writing studio. 
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				A possible fear of introductory textbook authors is a perception that their colleagues might think that all they know is reflected in their introductory text; this fear can lead to dense writing and poor readability. Again, reset, and focus on your introductory audience. Students and colleagues respond to good readability; this is the attention to seek.

				The ease students experience as they read your words, the degree to which they mentally visualize concepts and principles, the interest they feel as they process your writing, the focus they maintain, the critical thinking they experience as they take control of learning, and the content retention they experience—all result from good read-ability, at the appropriate level for your text. •
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				and suitable complexity actually are desirable in a college textbook. These characteristics usually are not the problem in reading comprehension, especially when a glossary is provided. 

				Contrary to popular misconception, your college textbook publisher is not the source of dumbing down. The source is customer demand, especially demand for survey texts for science courses for non-majors, leading to titles like “Anthropology for Dummies” and “Physics for Poets”. However, as Edward Morley writes in Inside Higher Education (2006), “It’s Time to End ‘Physics for Poets.’”

				By their very existence, these classes send two damaging messages to students in other disciplines: first, that science is something alien and difficult, the exclusive province of nerds and geeks; and second, that we will happily accommodate their distaste for science and mathematics, by providing them with special classes that minimize the difficult aspects of the subject. The first of these messages is sadly misguided. Science is more than just a collection of difficult facts to be learned. It’s a way of looking at the universe, a systematic approach to studying the world around us, and understanding how things work. As such, it’s as fundamental a part of human civilization as anything to be found in art or literature. The skills needed to do science are the same skills needed to excel in most other fields: careful obser-vation, critical thinking, and an ability to support arguments with evidence.

			

		

		
			
				
					 Examples of Readability Formulas

				

			

			
				
					
						FRY

					

					
						SMOG

					

					
						1. Select a sample of one hundred words from the reading to examine.

					

					
						1. Choose ten sentences from near the start of the reading, ten from the approximate middle of the reading, and ten from near the end, for a total of thirty sentences.

					

					
						2. Total the number of sentences within the passage, rounding to the nearest one-tenth if needed.

					

					
						2. Total the number of words containing three or more syllables. Hyphenated words count as one word. Include proper nouns. Include all the syllables in words represented by abbreviations. 

					

					
						3. Count the total number of syllables in the passage. 

					

					
						3. Determine the grade level by looking it up on the SMOG Conversion Table. 

					

					
						4. Find the approximate grade reading level by plotting the numbers on a Fry graph.

					

					
						_____________
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					Avoid strings of polysyllabic words.

					Reduce sentence length. (Using active voice automatically reduces the number of words in a sentence.)

					Avoid interrupting compound verb forms—including infinitive phrases—with adverbs.

					Keep the verb as near as possible to its subject. Keep the object as near as possible to its verb.

					Eliminate unnecessary prepositional and appositive phrases.

					Eliminate unnecessary nonrestrictive (usually relative) clauses (e.g., large dogs, not dogs that are large in nature).

					Break long compound and complex sentences into separate sentences. Keep sentences that are both compound and complex to a minimum.

					Avoid stringing together independent clauses with colons, semicolons, or dashes.

					Do not place key content in parenthetical expressions, and eliminate parenthetical asides.

					Break long blocks of narrative text into separate shorter paragraphs.

					Increase the number of subheadings and word them to guide reading comprehension.

					Add clear transitions between paragraphs and sections of text.

					Define technical terms fully in narrative context where they first appear.

					Operationalize concepts by giving concise, concrete examples.

				

			

			
				
					 Rules of Thumb for Improving Readability
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				What matters for reading comprehension is your progression of thought, connections between one thought and the next, and support of abstractions using concrete examples. Complex heuristic devices, unsupported generalizations, intellectual assumptions, undefined jargon, and leaps of logic (or of faith) leave readers in the dust. Consider the reading levels of the following excerpts from (unnamed) introduc-tory college textbooks. Which is easier both to read and to comprehend, and why?

				Example A: The table indicates a difference of 1.8 percentage points between the proportion of the Indian population living in urban places in 1972 and 1980, a span of eight years. Given this fact, it may be surprising to learn that there is great concern over urban growth in India, while there is not much concern in Spain where the urban population shows nearly 7 percent-age points difference between 1972 and 1980. To understand the concern over the Indian rate, one has only to look at the actual numbers involved. In the eight years between 1972 and 1978, through migration and natural increase, India increased its total number of urbanites by over thirty-one and a half million people (note that in contrast to industrializing Europe, where urban growth was typically solely the product of migration, Third World cities were experi-encing additional growth due to an excess of births over deaths within the urban population). The number of new urbanites in India in the span of those eight years was just five million less than the total population of Spain in 1978. [Paragraph continues for another seven sentences.]

				Example B: Hypothermia is arbitrarily defined in humans as a condition in which the core temperature of the body falls below 35° C. It is a major cause of death in boating accidents, in mountaineering and polar expeditions, and in aged people living in cold climates in homes with no central heating. Table 12.2 lists the symptoms associated with various levels of hypo-thermia. It illustrates two important points. The first is that manifestations of cerebral dys-function (i.e., apathy, amnesia, confusion, poor judgment, and hallucinations) are among the earliest overt signs of hypothermia as the temperature of the body core drops. As a result, the idiosyncratic behavior of people under dangerously frigid conditions often increases the haz-ardousness of the situation. The second point is that humans can recover from core tempera-tures below 27° C, although they appear to be dead at such temperatures, with no detectable heart beat, respiration, or EEG (e.g., Niazi & Lewis, 1958). The only certain sign of death in hypothermia is failure to recover when warmed (Lloyd, 1986). [Paragraph ends.] 

				You no doubt chose Example B as the easier text to read and comprehend. It starts with a definition, provides a concrete context for learning about the subject, and systematically and without digression explains the behavioral significance of the data in the table, thus linking them to the subject. At the same time the passage retains an enriched vocabulary with many multisyllabic descriptive and technical words. The subject is equally complex as the passage on India’s urbanization, yet easier to comprehend.

				Example A, in contrast, contains only one vaguely interesting word (urbanites), yet makes a hash of the reader’s effort to construct meaning. For example, the author assumes that the reader will understand what is meant by the conventions of the first sentence, despite the incorrect grammar, and will implicitly 

			

		

		
			[image: ]
		

	
		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			[image: ]
		

		
			
				Write for Clarity

			

		

		
			[image: ]
		

		
			
				123

			

		

		
			[image: ]
		

		
			
				understand the significance of a span of eight years (i.e., the reader will realize that this is a significantly long or short time). For readability, the first sentences could have been better stated as follows:

				The table indicates a 1.8 percentage increase in the proportion of the Indian population living in cities between 1972 and 1980. This percentage increase is remarkable for the comparatively (short) (long) span of eight years. 

				Example A goes on to say prematurely, “Given this fact,” before any fact has been made clear. The author then immediately introduces a comparison between India and Spain, suggesting we might be surprised. But we are baffled. Why Spain? In what way is Spain comparable to India? Why not Italy or Pakistan? Then we are asked to believe that urbanization in Spain is not so great a concern as urbanization in In-dia, despite the fact that Spain’s rate of urbanization is so much greater than India’s.

				At the very next sentence, most readers will stop struggling with the text and will study the table in-stead or will skip to the next paragraph, for in the next sentence the span of “eight” years changes from “1972–1980” to “1972–1978”! Readers who try to read on may start to feel stupid as they come to the long digression in parentheses, which obliquely suggests the point of the comparison between India and Spain, and the italicized words and, new, and total. These words have been singled out for emphasis, and the author assumes emphasis alone will cue readers as to significance. Pondering that significance, an intelligent reader may wonder why the text is making such a big deal of a simple matter of scale. Why should we be surprised if, by analogy, a pond concentrates proportionally more fish through natural increase and migration than does an ocean? But what reader has the time and level of commitment to extract or construct meaning from page after page of abstruse text?

				The proof is in the learning, and learning is what it is all about. If you think now about what you read in the examples, you will find that you remember more about hypothermia than about urbanization in India.

				Write for Clarity

				Part of the reason that Example A was difficult to read and comprehend is that it lacked clarity of expres-sion. Clarity is clearness, the quality of being comprehensible; there is no doubt as to what is being said and what is meant by it. Writing for clarity in exposition, like writing for readability, also does not involve dumbing down. It involves crafting your writing style. As Strunk and White pointed out so famously so long ago, being clear, coherent, and concise (the three Cs) are the foundations of all good writing (Strunk & White 1959). Here are some avoidable writing problems that interfere with clarity.
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					If you find you tend to write above or beyond the reading comprehension level of your audience ... enlist the aid of one or more student readers.
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					 What Makes Writing “Not Clear”?

				

			

			
				
					
						Wordiness

					

					
						Convoluted sentence structure in which the subject, verb, and predicate are separated by too many words, phrases, and clauses

					

					
						Overuse of passive voice, forms of the verb be

					

					
						Overuse of the past perfect and conditional tenses (e.g., had had, would have had)

					

					
						Lack of grammatical agreement in tense and number

					

					
						Inappropriate uses of personal and relative pronouns; unclear referents for pronouns

					

					
						Lack of transitions

					

					
						Lack of concrete examples or illustrations

					

					
						Archaic and formal usages unrelated to the purpose of exposition

					

					
						Undefined or unnecessary jargon

					

					
						Skipped steps in logical development, progression of ideas, or cause and effect

					

					
						Statements of the obvious, causing readers to doubt their comprehension

					

					
						A focus on accuracy before basic comprehension has been achieved, for example, premature presentation of alternatives, disclaimers, and exceptions

					

					
						Digression

					

					
						Repetition or redundancy
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				If you find you tend to write above or beyond the reading comprehension level of your audience, as an alternative to using readability analyses, enlist the aid of one or more student readers. Give them copies of a chapter of your manuscript and ask them to write “Not Clear” alongside any passages that trip them up. Your analysis of those passages should help you identify and overcome patterns of exposition that reduce comprehension and learning rate in your readers. 

				Aim for Good Expository Writing

				The best way to ensure clarity is to write well. When editors mark passages “Not Clear,” they are not being stupid but are basing their judgments both on the perceived needs of your target audience and on standards of good expository writing. All good writing for any audience at any educational level has the same basic qualities, including clarity, concision, unity, coherence, and emphasis. Wordiness is perhaps the greatest enemy of good writing.

				Wordiness

				Wordiness is the habitual practice of using more words than are necessary to convey information, an idea, or a feeling. Passive constructions and optional adjectives, adverbs, and prepositional phrases cause the greatest offense. In addition, wordiness comes from uncertainty and self-regard. That is, au-thors tend to use more words when they are unsure of the information they are attempting to convey, the points they are trying to make, or their efficacy in communicating on the page. Self-regarding au-thors, who like to hear themselves talk and extemporize on the page, also use more words. Whatever the reason, wordiness is to be scrupulously avoided. However careful or fascinating you believe you are in your writing, in reality, wordiness bores readers and interferes with their learning.

				Consider the following unedited passage for a college textbook on criminal justice.

				Example: Rehabilitation and restorative justice are more contemporary philosophies defining the purpose of criminal sanctions. Rehabilitation and restorative justice philosophies argue that criminal sanctions should provide for a “cure” of the criminality of the offender. The re-habilitation model is often referred to as the medical model in that it views criminality as a “disease” to be “cured.” Rehabilitation of the offender is considered to be impossible by some. For those who believe that it is possible to rehabilitate the offender through rehabilitation and restorative justice models the most common approaches involve psychology, the biological/medical approach, self-esteem treatment, and programs aimed at developing ethical values and work skills. 

				Here is the same passage with thirty-six fewer words. Note that in tightening the paragraph, the devel-opment editor preserved, even improved, the author’s intention and meaning.
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				Improved Version: Rehabilitation and restoration are contemporary philosophies for obtain-ing justice through criminal sanctions. Rehabilitation calls for sanctions that “cure” the of-fender of criminality. Because it sees criminality as a disease to be cured, this philosophy is described as a medical model. Some doubt that offenders can be rehabilitated. Others, howev-er, believe that effective rehabilitation is possible through psychological approaches, medical treatment, self-esteem counseling, and programs promoting ethical values and work skills. 

				Eliminating unnecessary words and phrases helps control manuscript length as well as improve clarity in exposition. See the sample, “Wordiness Elimination Guide,” at the end of this chapter for tips on how to reduce wordiness. 

				Unity, Coherence, and Emphasis

				In addition to clarity and concision, all good expository writing exhibits unity, coherence, and emphasis. Unity is the quality of centrality and relevance, or belongingness. That is, all the paragraphs in a section relate to the purpose of that section, and all the sentences in a paragraph relate to the point set out in the paragraph’s topic sentence or thesis statement. In prose, irrelevancies, tangential remarks, digressions, sudden insights, flashbacks, cosmic syntheses, and brainstorming on the page can all compromise unity.

				Coherence is the quality of sequentiality and integrity, or togetherness. Sentences and paragraphs progress in a logical or natural order, flowing smoothly from one to the next while sticking together in meaning. The writing and the meanings it conveys have direction and thrust. Coherence is compromised most by lack of transitions, derailment of logic, stagnation of thought, and—statements that do not fol-low from what has just been said.

				Emphasis in writing is the quality of focus, interest, and control. Words, ideas, and images are subtly weighted or ranked such that the most important word, idea, or image in each sentence, paragraph, sec-tion, and chapter stands out. Emphasis guides the reader in constructing meaning from text by distin-guishing what is to be regarded as important. Emphasis is compromised when words, ideas, and images are all given equal importance or when the reader’s attention is focused inappropriately.

				The above section of text, “Unity, Coherence, and Emphasis,” exhibits the qualities described in it. The three paragraphs all address the same implied purpose to define and illustrate these qualities. This is unity. The progression of thought within and between paragraphs facilitates sense-making—through the repetition of a pattern of exposition. This is coherence. And the section ends with the application in this paragraph, which reinforces the emphasis introduced in the first sentence of the section. Good writers and editors evaluate writing in terms of these qualities of unity, coherence, and emphasis.

				Style

				The elements of style are word choices, word usages, sentence constructions, paragraph constructions, writing rules and conventions and formats, and your personal distinguishing communication values and 
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				expression of self. Read a list of the standard rules of style in English composition in the table of contents of the Strunk and White book or in Steven Pinker’s The Sense of Style: The Thinking Person’s Guide to Writing in the 21st Century (2014). Keep in mind, however, that many elements of style are arbitrary conventions and matters of taste. These vary nationally and among publishing houses, and they change over time. Items in a series may or may not require a comma before the last item, for instance; certain abbreviations may or may not be allowed, and so on. Rules that you learned in school—and disobeyed only at your peril—may no longer apply, so it serves to be flexible on matters of style.

				Ask your acquisitions or development editor about house style—the publisher’s style guidelines. You may find it helpful to consult the house style sheet as you draft. The copy editor, digital content editor (DCE), and production editor (PE) assigned to your manuscript will work to these guidelines as well. House styles are built from manuals of editorial style based on the publisher’s list needs, publishing ex-perience, and idiosyncrasies of powerful editors. Preferences include simple matters, such as capitaliza-tion and punctuation, and larger decisions, such as using endnotes rather than footnotes. You can save yourself, any coauthors, your editors, and the people who will produce your book a great deal of anguish by choosing and consistently using one agreed-on style.

				As mentioned at the beginning of this chapter, editorial styles most commonly used in college text-books are MLA, APA, CBE, Chicago, and several others. These styles differ mainly in their treatment of headings, source citations, notes, references, bibliographies, and technical notational or symbol systems used in the respective disciplines. These editorial styles are listed in the resources at the end of this chapter and all are available online.

				Summary

				Developing your voice and style begins with reflecting on your mission, identifying your real readers, and making a commitment to writing for them in a way that is inoffensive, unbiased, and appropriate in both reading and difficulty levels. In both the broad and the narrow sense, your writing style is a key ingredient in reaching your true audiences and accomplishing your true mission. Your writing should be good exposition. In your words and sentences you should avoid unwarranted assumptions, remain mindful of reading and difficulty levels, strive for optimum readability, eschew wordiness, and aspire to clarity, unity, coherence, and emphasis. Another, closely related, critical ingredient in your textbook’s success is your authorial voice, the subject of the next chapter. 
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					Ask your acquisitions or development editor about house style—the publisher’s style guidelines. You may find it helpful to consult the house style sheet as you draft.
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						One of the most important factors that ambiguity is caused by that is often ignored is wordiness.

					

					
						Tip

					

					
						Example

					

					
						First Pass: Change the sentence to active voice.

					

					
						One of the most important factors that causes ambiguity that is often ignored is wordiness. 

					

					
						Second Pass: Eliminate unnecessary articles and prepositional phrases.

					

					
						An important factor that causes ambiguity that is often ignored is wordiness.

					

					
						Third Pass: Eliminate unnecessary words and relative phrases and clauses, including parenthetical asides.

					

					
						An important, often ignored, cause of ambiguity is wordiness.

					

					
						Fourth Pass: Delete additional adjectives or adjectival forms that do not directly advance the purpose or point of the sentence.

					

					
						An often ignored cause of ambiguity is wordiness, OR: An important cause of ambiguity is wordiness, OR: A cause of ambiguity is wordiness.

					

					
						Fifth Pass: Change the word order so that the subject comes first, directly followed by an active verb. 

					

					
						Wordiness causes ambiguity.

					

					
						Sixth Pass: Beyond the sentence level, delete every sentence in the paragraph that does not directly support this topic sentence.

					

				

			

			
				
					   Sample: Wordiness Elimination Guide

				

			

			
				
					Download this sample template online at TAAonline.net/resources
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					Links to the following websites can be found at TAAonline.net/resources

					
						Academic Style Guide for Geology and Earth Sciences: Bates, Robert L., et al., Eds. 1995. Geowriting: A Guide to Writing, Editing, and Printing in Earth Science. 5th ed. American Geosciences Institute. 

					

					
						Academic Style Guide for Government: Garner, Diane L., et al. 1993. The Complete Guide to Citing Government Information Resources: A Manual for Writers and Librarians (Rev. ed.). Congressional Information Service. 

					

					
						Academic Style Guide for Journalism: The AP Stylebook and Briefing on Media Law. 2015. 46th ed. Associated Press. 

					

					
						Academic Style Guide for Law and Legal Studies: The Bluebook: A Uniform System of Citation. 2011. 20th ed. Harvard Law Review Association. 

					

					
						Academic Style Guide for Linguistics: Unified Style Sheet. 2003. Linguistics Society of America. Others, including historical and comparative linguists, commonly use MLA, APA, or Chicago style.

					

					
						Academic Style Guide for Mathematics: A Manual for Authors of Mathematical Papers. 1990. 8th ed. American Mathematical Society. 

					

					
						Academic Style Guide for Medicine: : AMA Manual of Style. 2012. 10th ed. American Medical Association. 

					

					
						Academic Style Guide for Physics and Astronomy: Style Manual for Guidelines in the Preparation of Papers. 1990. 4th ed. American Institute of Physics. 

					

					
						Academic Style Guide for Political Science: Style Manual for Political Science. 2006. American Political Science Association. 

					

					
						Academic Style Guide for Psychology (and other social sciences): Publication Manual of the American Psychological Association. 2015. 6th ed. American Psychological Association. 

					

					
						Academic Style Guide for Sociology: ASA Style Guide. 2012. 5th ed. American Sociological Association. 

					

					
						Academic Style Manual for Anthropology and History: Chicago Style: The Chicago Manual of Style. 2006, 2010. 15th and 16th eds. University of Chicago Press. 

					

					
						Academic Style Manual for Biology: Huth, Edward J. 1994. Scientific Style and Format: The CBE Manual for Authors, Editors, and Publishers. 6th ed. Cambridge University Press. 

					

					
						Academic Style Manual for Business and Management: The AMA Handbook of Business Writing, AMACOM. 2010. 

					

					
						Academic Style Manual for Chemistry: Coghill, Anne M., and Lorrin R. Garson. 2006. The ACS Style Guide. American Chemical Society. 

					

					
						Academic Style Manual for Engineering: Institute of Electrical and Electronics Engineers (IEEE).
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						Recommended Resources
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					American Psychological Association Guidelines for Non-Sexist Use of Language by Virginia L. Warren.

				

				
					American Statistical Association Style Guide. 2012. American Statistical Association. 

				

				
					Council of Science Editors 

				

				
					English and Philosophy: Gibaldi, Joseph. 2008. MLA Style Manual and Guide to Scholarly Publishing. 3rd ed. 

				

				
					European Union English Style Guide

				

				
					Fry Readability Formula

				

				
					Grant, B. 2003. Geoscience Reporting Guidelines (Canada). 

				

				
					Government Publications Citation Guides. 2015. 

				

				
					Juicy Studio Online Test for Website Readability

				

				
					Modern Humanities Research Association: MHRA Style Guide. 2011. 3rd ed.

				

				
					Modern Language Association Style: MLA Style Manual and Guide to Scholarly Publishing. 2008. 3rd ed. Modern Language Association. 

				

				
					LaTeX: A Document Preparation System. 2015. The LaTeX3 Project.

				

				
					Oxford Style: New Oxford Style Manual. 2012. 2nd ed. Oxford University Press. 

				

				
					Readability

				

				
					SMOG Readability Formula

				

				
					The Canadian Press Stylebook, 17th ed., and Guide de rédaction (for French language writers and editors). 2013. The Canadian Press. 

				

				
					Turabian Style: Kate Turabian, A Manual for Writers of Research Papers, Theses, and Dissertations. 2012. 8th ed. University of Chicago Press. 

				

				
					UPI Stylebook and Guide to Newswriting. 2004. 4th ed. United Press International. 2008. 
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				Your authorial voice is the way you speak to your audience. You achieve a distinctive authorial voice in three ways: (1) your attitudes toward your subject as revealed in the language you use and your carefully disclosed theoretical, philosophical, or political orientations; (2) your attitudes toward the read-er as revealed in the style and tone you use; and (3) elements of your personality that inevitably leak through your prose. Voice is tricky. If voice is missing, your textbook is likely to fail. If readers are put off by the voice, it will fail faster.

				Your Voice

				As you read in Chapter 6, a common complaint is that textbook writing can go overboard in avoiding offending or being too difficult for anyone, resulting in a lack of true authorial voice. In such cases, expo-sition becomes anonymous, noncommittal, sanitized. However, the best textbooks are not, need not, and should not be “soulless and bland.” They have distinctive authorial voices. A person and a teacher, not just an expert, is talking to us. Who are you as a person and a teacher? Who will you be to your readers? To begin with, how do you feel about what you are saying? And how do you feel about the people who will read what you write? How would you answer these questions for the voice in the following example?

				Example: The title of this chapter mentions an “invitation” to corrections. What does this mean? How can anyone feel “invited” to such a complex field riddled with critical issues and deeply disturbing realities and focusing as it does on human tragedy and failure? How can anyone feel “invited” to a field so shaped by its social context that political and economic 
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				realities at times seem impossible either to maintain or to change? The answer is that cor-rections also is inspirational and change is always possible, though not always predictable. In corrections there are opportunities to make a positive difference in people’s lives and in cor-rectional institutions at different levels of the system, in ways ranging from common decency and kindness to penal reform.

				This author conveys his passion for his subject in a way that inspires confidence in his authority to ad-dress that subject. Further, he shares with the reader the personal beliefs and values that shape his mo-tivation to write. He cares for the reader, whom he hopes to entice into his field, and has compassion for all the players, it seems, in the system he is about to describe. His will be an unblinkered story of hope.

				Your Attitude Toward Your Subject

				A surprising number of authors write as if they were bored by their subject. An effective authorial voice uses language that conveys respect for the subject, focuses attention on it, arouses curiosity about it, and generates excitement for learning it. Education research supports the importance of these ingredients in preparing readers to “listen and learn.” Compare the following paragraphs from two world history texts introducing chapters on the scientific revolution, for example. Which one would you prefer to read? Why?

				Voice A: The foremost cause of the change in worldview was the scientific revolution. Modern science crystallized in the seventeenth century. Whereas science had been secondary and subordinate in medieval intellectual life, it became independent and even primary for many educated people in the eighteenth century.

				Voice B: The sixteenth and seventeenth centuries witnessed a sweeping change in the scien-tific view of the universe. An earth-centered picture of the universe gave way to one in which the earth was only another planet orbiting about the sun. The sun itself became one of mil-lions of stars. This transformation of humankind’s perception of its place in the larger scheme of things led to a vast rethinking of moral and religious matters as well as of scientific theory.

				Both samples are perfectly clear, but Voice B presents a more positive attitude toward the subject, as the comparison chart in Table 7.1 shows (see facing page).

				You undoubtedly chose Voice B, the more attractive piece. Voice B contains more interesting verbs in an active rather than a passive voice (witnessed vs. was). Voice B also provides adjectives that are dis-tinctly more compelling; that is, anyone would probably prefer to read about something that is sweeping and earth-centered rather than about something that is foremost and subordinate. Voice B also contains a number of engaging concrete nouns (planet, sun, etc.) in contrast to Voice A’s more abstract nouns.

				Consider also the subtle differences in attitude toward the subject that are revealed in the lan-guage. Voice A interprets the subject as science, which is reinforced through the use of the pronoun it. Crystallized conveys the idea that science was in a muddle until the scientific revolution made it right. 
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				The relevance of science is confined to “medieval intellectual life” and “educated people.” The net effect is stuffiness. The author of Voice A seems to want us to feel inferior to the subject.

				In Voice B, on the other hand, relevance is extended to “humankind’s perception of its place in the larger scheme of things.” Voice B interprets the subject as a “change.” Witnessed focuses attention on the impact of the change. Voice B further identifies knowledge of planets and stars as the basis of the change. The author seems to want us to feel a bit in awe of the subject, the experience of which we are being let in on. We readers can feel connected to the subject, as we are a part of this universe. Our pref-erence for Voice B is an outgrowth of the author’s attitudes toward us and toward the subject as reflected in the authorial voice.

				Your Philosophical and Political Orientations

				Philosophical orientation consists of your beliefs and values concerning your subject, including your professional judgments and personal political, religious, or ideological biases. These beliefs and values come through in subtle ways in your writing, much like the subliminal images and messages in advertis-ing. Like truth in advertising, intellectual honesty is an entitlement of the consumer.

				Consider, for example, an introductory cultural anthropology textbook that skews its presentation of modern theoretical frameworks without indicating its own orientation. Cultural materialism is linked with Marxism and given twice the space of other perspectives. Interpretivism and structuralism are dismissed in four paragraphs. Conflict perspectives are treated synonymously with both Marxism and gender studies. Students have no way of evaluating the significance of the presence of three unique chapters: “Inequality,” “Conflict,” and “Colonialism.” For all they know, all introductory textbooks on cultural anthropology have these chapters. Their instructors know, of course. They chose this textbook as a reflection of their own undeclared view that power is the root of all evil. All the examples, features, photos, and photo captions point this out, forcing the heartsick reader to bear witness. This reader is in the dark, exploited as surely and completely by the author and the instructor as the world’s aboriginals have been by others.

				Intellectual honesty requires including ideas with which you do not agree. Authors of an introductory psychology textbook who reject Freud must nevertheless discuss Freud and his followers in their book and must manage to do so evenhandedly. Intellectual honesty is expressed not by avoiding a point of view but by clearly identifying a point of view for what it is, perhaps identifying strengths and weakness-es of that view, and providing information about the existence of other points of view, all the time using fair, value-free language.

				“Value-free” language does not mean that you must not convey a point of view, simply that your point of view and the assumptions on which it is based must be expressed openly and defended and that read-ers must be allowed to evaluate them for themselves. The following is a simple and concise example of such a self-declaration.

			

		

	
		
			[image: ]
		

		
			
				Your Philosophical and Political Orientations

			

		

		
			[image: ]
		

		
			
				135

			

		

		
			[image: ]
		

		
			
				Example: This textbook is written to inform you about corrections—the institutions and meth-ods that society uses to punish, control, and change the behavior of convicted offenders. Throughout, four major themes are developed. First, corrections is a system that functions as a subsystem of the criminal justice system. Second, corrections takes place in particular social contexts—environments and situations that influence people’s responses to events. A socio-logical approach sheds light on how corrections functions in various social settings. Third, all the participants in the corrections process are important—victims, reformers, individuals who work within the system, offenders who are sentenced to the system, and others. Fourth, and last, the field of corrections offers many opportunities for a challenging, satisfying career. 

				As mentioned earlier, and it bears repeating, an undergraduate introductory textbook is not the place for political posturing, grandstanding, or proselytizing. Achieving balance and objectivity in exposition is easier said than done, however. In writing, as in life, honesty and authenticity are a struggle. Let us con-tinue with the scientific revolution example from world history, which may illustrate how authors may not even be aware of a need for balance and objectivity.

				Voice A: The emergence of modern science was a development of tremendous long-term sig-nificance. A noted historian has even said that the scientific revolution of the late sixteenth and seventeenth centuries “outshines everything since the rise of Christianity and reduces the Renaissance and Reformation to the rank of mere episodes, mere internal displacements within the system of medieval Christendom.” The scientific revolution was “the real origin both of the modern world and the modern mentality.”1 This statement is an exaggeration, but not much of one. Of all the great civilizations, only that of the West developed modern science. It was with the scientific revolution that Western society began to acquire its most distinctive traits.

				Voice B: The process by which this new view of the universe and of scientific knowledge came to be established is normally termed the “Scientific Revolution.” However, care must be taken in the use of this metaphor. The word revolution normally denotes fairly rapid changes in the political world, involving large numbers of people. The Scientific Revolution was not rapid, nor did it involve more than a few hundred human beings. It was a complex movement with many false starts and many brilliant people with wrong as well as useful ideas. However, the ultimate result of this transformation of thought revolutionized the manner in which Europe-ans thought about physical nature and themselves. This new outlook would later be exported to every other major world civilization. 

				Voice A is full of value statements. Author A says that the subject is “tremendous” and that we don’t have to take Author A’s word for it, because others, such as the footnoted historian, claim that the subject is even more important than that, that it “outshines everything since [Christ].” Author A doesn’t buy this entirely; it’s a slight exaggeration. In the last two sentences, Author A concludes that we should value 
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				the subject because it was unique to Western civilization—a conservative, somewhat Eurocentric, view. It is important to Author A that we correctly interpret the degree of importance of the subject. Meanwhile, the material reveals (a) a belief in the absolute ranking of historical events in terms of importance, and (b) the value judgment that the rise of Christianity should receive the highest rank. The quoted historian also has a metaphysical stance (defining a selected origin as the “real” one) and assumes that the notion of a “modern mentality” has validity as a construct.

				In the second sample, Author B is not so much concerned with our interpretation of the subject’s im-portance as with our definition of it, our conceptualization. The name for the subject is a metaphor, Au-thor B says, and we should value accuracy in our use of metaphors. The subject’s importance is qualified in terms of the rate of change, the number of people involved, the degree of complexity, and the degree of continuity. The qualifiers further encapsulate the views that being brilliant doesn’t make you right and that right ideas are ones that are useful. Author B offers a liberal conclusion that the metaphor is appropriate because the subject resulted in a new outlook and that we should value the subject because it affected not only Europeans but the world.

				Few readers analyze what they read in this critical way, however. They simply acquire your undeclared assumptions and attitudes toward the subject. This fact imparts to you a grave responsibility to find the right motivation for writing your textbook, to do right by your subject, and to do right by your reader. 

				Your Tone

				The stinginess or stuffiness of Voice A in the history examples, and the generousness or openness of Voice B, are aspects of tone. Tone refers to the quality of voice that reflects how an author feels about the subject and about the reader. Thus, tone is your affective response as revealed through the words and phrases you choose. These choices have a cumulative and subtle psychological net effect on readers. 

				Few authors would consciously choose a negative tone. However, negativity can creep into the writ-ing of authors who are inwardly angry or resentful or have a private agenda. Be aware that regardless of subject matter, any audience at any age and level of educational attainment is more motivated to read and learn text that has a positive tone (Arnold-Morgan and Fonseca-Mora 2007; Hanrahan 1998; Rayner et al. 2011).

				Determining Your Attitude Toward the Reader

				Your tone and the language you use should convey respect for your audience as well as for your subject. Authors sometimes convey negative expectations of readers or imply that readers are deficient, ignorant, immature, inexperienced, inferior, stupid, dumb, lazy, repulsive, pathetic, helpless, or irrelevant. Other messages are that readers need the author to enlighten them; to parent, counsel, patronize, chastise, or reform them; to put them in their place, show them a thing or two, or trick them into learning something.

				Authors who convey these negative messages usually do so unintentionally. These messages are not lost on readers, though they may be equally unaware of them. Like participants in sociological studies of 
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				conformity, your readers will become complicit in your definition of their roles in the learning enterprise, based on your expectations of them as reflected in your writing.

				The most common faults in authorial tone involve language that is avuncular and gratuitous, sec-onded by the frosty, stern, or authoritarian voice of the taskmaster. Third is the neutral or “pure” voice, devoid of affect—the android’s synthesized voice. Fourth is the manipulative voice of the propagandist or spin doctor. The fifth most common fault is ambivalence toward the audience, at times championing readers and at times criticizing them. You may recognize this fifth fault as a tendency of the voice of this book—and of editors in general. For examples of these aspects of tone, see “Some ‘Bad Voice’ Arche-types” and “Some ‘Good Voice’ Archetypes” at the end of this chapter.
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				Considering Who You Are

				Because of its duration and intensity, writing a textbook is unavoidably a self-defining endeavor. Authors working with development editors sometimes feel a bit exposed. Your persona thins, and, for better or worse, aspects of your personality become visible. In any case, authors often unintentionally reveal interesting self-concepts or character traits in their writing. “I am omniscient” or “I am brilliant” is the commonest message. “I’m plain folks just like you” or “I’m just a good ole boy” are close seconds.

				Intellectual arrogance, however subtle, tips us off to authors who regard themselves as geniuses (and who among us does not?). Our narratives might contain self-congratulatory nuggets, arguments or dia-lectics with the self, highly competitive judgments of others, self-conscious claims of authority, self-pro-motion, self-justification, and summary condemnations of others’ views or works. “Of course,” “obvious-ly,” “in fact,” “clearly,” and “perhaps” are identifying markers, along with prodigious use of jargon.

				Often, textbooks with ego also are peppered with “I” and “we,” sometimes in the form of “the au-thor(s).” In some textbooks, authors’ first-person accounts of their experiences or research are an asset. For example, authors of a textbook on archaeology who describe their most challenging digs and amaz-ing finds may well be serving their readers and mission. The problem with we is that usually it has too many referents, confusing the reader as to which “we” is meant—the authors, structural engineers or paleontologists as a group, Americans or Canadians or Westerners, or human beings in general.

				In addition, the use of we can establish a power and control issue that distracts the reader and de-tracts from the instructional content. In the following (ungrammatical) example, the authors appropriate the information and make themselves the subject of the paragraph instead.

				Example of Inappropriate Use of First Person: If multicultural education efforts are to be suc-cessful as the school accepts the growing diversity among its student body, we see a multi-tude of social, cultural, and educational issues that need to be addressed. We present here what we believe some of those major issues to be. As prospective teachers, we suggest that you examine these issues with us and build them into your concerns about education as you embark on your career. We no longer accept that the problems of cultural differences are so great that the school cannot respond to them. There must be a beginning and we believe it should start here with the major point we have attempted to stress in this chapter: the school we know today will become vastly different as we enter the next century. 

				As you can see, “we” becomes the subject of the paragraph. While the use of personal pronouns is ac-cepted, often even expected, in professional and scientific journals, “the author(s)” is not an appropriate focus for a textbook. In introductory textbooks, especially those that consciously adopt an informal tone, the student reader (“you”) and the subject are paramount.

				Example of Appropriate Use of Second Person: When you look at this pattern, what do you see? You probably recognize it as part of a human eyeball, even though all that’s physically present in the photos are many different colored dots. In this case perception actually creates an object from sensory stimulation. That is, your perceptual processes determine that certain 
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				features go together to form objects. This is challenging because you often see only parts of objects, with some nearer or more distant or obscured by other objects. Nevertheless, in the second photo below, you recognize that the orange is one object even though it is partially hidden by the apple.

				Achieving a Voice through Style

				Inexperienced authors who have not yet felt the copy editor’s lash often try to establish a distinctive voice through the use of colloquialisms, regionalisms, clichés, dialect, or slang, often in the mistaken belief that a Prairie Home Companion presentation makes their textbook more accessible. In exposition, these usages cannot substitute for authorial voice, however, and in most contexts, they constitute bad style as well.

				Distinctive authorial voices come through in subtle choices among words and expressions that cu-mulatively create an impression of the author as a person and as a teacher in the reader’s mind. Follow-ing are three passages from different, older textbooks on the same subject, suggesting the diversity, subtlety, range, and effectiveness of authors’ voices.

				Voice A: As an educational reform movement, multicultural education seeks to change the effects described above. Exactly how to do this is the topic of heated debate. Should education emphasize the similarities or the differences among people? Some reformers urge schools to focus on improving human relations so that students will learn to respect all people. Other ed-ucators press for in-depth studies of various racial and ethnic groups as part of the curriculum. But critics believe this is not enough. They want to infuse the entire curriculum with material written by and about minority group members. Still another approach to multicultural edu-cation is to transform the entire educational system so that students learn to be politically effective in reshaping society. 

				Voice A briefly but persuasively describes alternative approaches to addressing problems that have been presented previously. The writing conveys the feeling that the subject is important. Without going into detail, the voice wants us to advance our appreciation of a complex matter by considering degrees of response to the problems. The tone is sincere and informal, even personal and warm. The use of italics—which actually is not good style—emphasizes comprehension through oral rhythms, as if this author–teacher were speaking to us directly.

				Voice B: General disagreements about multicultural education have followed some of the same lines as the specific arguments about Afrocentric and other minority-oriented curricula. For example, critics contend that multicultural education may divide society by emphasizing ethnic separatism rather than developing citizens who will work together to accomplish com-mon goals.70 Some believe that multicultural education will fragment and overload the school curriculum, reinforcing tendencies for teachers to stress memorization and regurgitation of disconnected facts and concepts.71 Furthermore, critics argue that multicultural concerns may 
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				be misused to justify second-rate education for economically disadvantaged or minority stu-dents.72 If “ethnic studies” programs do not make great efforts to maintain a high quality of instruction, the diplomas or degrees students receive may be viewed as second-rate. 

				Voice B struggles to present fairly an issue on which he or she has strong views. In this passage, those views are largely conservative or negative, but perhaps the writing will go on to present opposing views. The language is straightforward and precise but mildly shocking, edgy with implied harsh judgments. The tone is authoritative, hard-edged, and aggressive, and statements are supported by source citations through which this author–teacher perhaps seeks to overwhelm us. Nevertheless, although admonitory, Voice B is not claiming that he or she has all the right answers.

				Voice C: Why is multicultural education so controversial? The debate about multicultural education is neither new nor faddish. It is part of the larger, continuing dialogue about the meaning of e pluribus unum. As one country composed of many states and many peoples, the nation continues to struggle to define itself. How is America to conceptualize and deliver a public education that is appropriate for all its people? This question arises in many forms and many languages in political forums, churches, social organizations, and schools across the country. 

				Voice C conveys the feeling that the subject is important but should not be taken too seriously because it is a perennially unresolved issue. The tone is inflated or passionate, depending on your point of view, and the language can be taken as pretentious or imitative of stump speeches. This author does not seem as knowledgeable about the subject as the others. This voice is easy to listen to, the prose stirring but empty.

				Consider now the readers of these three passages. What relationship to the text and to the subject might they develop based on their experience of Voice A, Voice B, or Voice C? In each case, how does the voice invite learning or motivate the learner to read? Most important, what would readers learn or take away from these passages?

				Integrating Coauthors’ Voices and Styles

				Because introductory undergraduate textbooks are by nature far-ranging, many have two or more coau-thors whose overlapping areas of expertise can cover the subject adequately. Too often, however, each coauthor does things his or her way. The author of Chapter 1 decides to underline everything that seems important, the author of Chapter 2 writes verbosely above grade level, and the author of Chapter 3 pro-vides twenty-five figures and tables thinly connected by text. In addition, Chapter 1 is warm and inviting, Chapter 2 is distinctly contemptuous in tone, and Chapter 3 admits no affective response at all. The reader, meanwhile, is doomed. Random differences and mixed messages from chapter to chapter foil any attempt at coherent learning. As a result, whatever first-year sales the publisher can garner quickly slip away and the book fails, never to see royalty, reprint, or revision.

				In professional circles, it is common practice for a group of colleagues to put their names to a journal article authored principally by only one of their number. The order of their names in bibliographies and 
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				Establishing a Metavoice

				By Hal Portner and Bill Collins, coauthors of Leader of Leaders: A Handbook for Principals on the Cultivation, Support, and Impact of Teacher–Leaders. 

				Hal Portner:

				As the sole author of over ten published books, I approached the challenge of coauthoring a book with a mixture of excitement and trepidation. Excitement, because in the process I would have the op-portunity to interact with and learn from a respected colleague who had expertise in our mutual field (i.e., education) that differed from but complemented my own. Trepidation, because I was uncertain whether our writing styles, standards, and working procedures would be compatible. 

				As it turned out, we both recognized and shared the excitement and trepidation that accompanied our decision to be coauthors. Like Abraham Lincoln, who was supposed to have said that if he had an hour to cut down a tree, he would spend 45 minutes sharpening his ax, we agreed to devote several of our initial meetings to planning and coming to consensus on roles, content, format, style, time lines, and so on.

				As a result, we were able to agree on writing to our strengths in terms of topics and experiences and, although the work was academic, to keep the material as jargon free and conversational as possi-ble. We also constantly reviewed each other’s drafts and offered (and accepted) constructive sugges-tions, including pointing out places where we might refer—directly or indirectly—to the other’s materi-al. We also checked that each of our chapters was written in a format consistent throughout the book.

				Bill Collins:

				Being brand new to textbook authoring, I was thrilled to be invited to collaborate with an estab-lished author. Not only was my coauthor a prolific and highly regarded textbook author but, and more importantly for me, his area of expertise was educational mentoring; I couldn’t have been in better hands. My “mentor” and I met numerous times to discuss the writing process prior to delving into the actual writing. 

				During our process meetings, we paid particular attention to how we could best achieve a unified voice throughout our book. We divvied up chapters and set writing goals, which, once we began writ-ing, included the frequent sharing of our individual drafts with each other. We continued to meet in person to ensure a smooth transition, and flow, among our individual chapters. 

				I find it interesting that although I would not have initiated the task of writing a textbook by myself, it was through coauthoring a text that I found my voice as an author. Much like an apprenticeship in by-gone days, the coauthoring experience began with heavy dependence on the master craftsman at the onset but, in true mentoring fashion, the project evolved into interdependence. This interdependence ultimately resulted in a more unified voice throughout the book, which would not have been possible if my coauthor had not fostered my growth as an emerging author. •

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				141

			

		

	
		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			[image: ]
		

		
			
				Ch 7: Establish an Effective Authorial Voice

			

		

		
			[image: ]
		

		
			
				142

			

		

		
			[image: ]
		

		
			
				references rotates as each “partner” takes a turn as lead author of an article, thus avoiding the lack of recognition implicit in et al. In textbook publishing, however, silent partners are rare. They include origi-nal authors who are too far into retirement to contribute or who are deceased, and new recruits to author teams who have minor or highly specialized roles in a revision. 

				In cases of multiple authorship, therefore, integrating authoring styles is critical. This integration is difficult, because authors usually have strong and unique personalities, attitudes, backgrounds, and professional agendas. The object in integration is not to bury the individual voices but to provide a con-sistent style and metavoice for the book as a whole.

				There are three ways to make a metavoice: (1) The publisher hires an editor at your expense to “smooth” the book, rectifying styles and rewriting narrative as necessary, an expensive project and one that many authors find painful; (2) one of the authors on the team is chosen consensually to make a final edit of the whole manuscript for the purpose of smoothing; or (3) the authors collaborate in advance to decide the ground rules for style, format, and voice, based on the publisher’s input concerning house style and the book’s market. If carried out, the third option usually works best for all concerned. See the Author to Au-thor feature, “Establishing a Metavoice,” (previous page) to read about the experience of one author team.

				Whether you are sole author or coauthor, establishing, integrating, and monitoring your authorial voice is a key to your book’s instructional and commercial success. Thus, establishing an effective au-thorial voice involves far more than merely expressing one’s individuality and putting one’s best foot forward in print. However experienced you may be as a professional and a human being, take time to reflect on yourself in your role as textbook author. 

				Your Reader

				Your role as textbook author is similar in many ways to your role as classroom instructor. How do you engage your students in class? What makes them listen and pay attention? What makes them care? How do you engage students when you walk into your classroom? How can your experiences inform your writing? Classroom instructors engage students through eye contact, voice and tone, verbal emphasis, and expression of affect, as well as through delivery of content. Traditionally, instructors begin classes with some combination of verbal acts and nonverbal activities that may have analogues on the printed or digital page. Aside from providing eye contact, is there any reason that a textbook chapter cannot do the same kinds of things to engage the learner?

				Summary

				In college product publishing, you engage your audience through your authorial voice, which can make or break your enterprise. Your authorial voice directly and indirectly reveals your attitudes toward your mission, your subject matter, your readers, and yourself. An effective authorial voice is intellectually hon-est, has a positive tone, and engages the learner. An authorial metavoice benefits products with multiple authorship and has the same effects. 
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				After authorial voice, your apparatus—regular elements of your product’s structure—and your ped-agogy—regular features that have educative value but are separate from your narrative—are next most important in engaging the learner. The next chapter looks at developing the learning objectives—what students will be expected to know or be able to do—that drive your choices of apparatus and pedagogy as well as your chapter content.

				Some “Bad Voice” Archetypes

				Uncle

				Tipoffs: Low-level (dumbed down) language, overexplanation, overuse of personal or down-home an-ecdotes or homilies, oversimplified examples, the use of repetitions and refrains as in storytelling, and the use of statements that go without saying.

				Message to Readers: You are children (and all that being a child implies).

				Example: Unlike scientific theories, intuitive theories come from personal experience. For example, 

			

		

		
			
				
					Nonverbal Activities

				

				
					Verbal Acts

				

				
					Using a whiteboard or screen

				

				
					Greeting

				

				
					Setting up a relevant display or equipment

				

				
					Announcement of topic or theme

				

				
					Uploading a document or URL

				

				
					Example of anecdote relating to the topic

				

				
					Writing or keyboarding a relevant topic, term, outline, diagram, formula, or assignment

				

				
					Review of previous topic and its connection

				

				
					Collecting assignments or papers

				

				
					Questions for students’ verbal or written response

				

				
					Giving a quiz

				

				
					Learning activity of some kind

				

				
					Demonstration or lecture
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				you probably have an intuitive theory about crossing the street. Crossing the street is a daily event in most people’s lives. I have an intuitive theory about crossing the street in downtown Boston. As Figure 1.1 shows, many cars turn onto Boylston Street from Massachusetts Avenue, the intersection I cross on my way to work. As a result, many cars occupy the space I must use. Through reflection on my experiences at the intersection, I have developed an intuitive theory that explains how I cross the street. At the heart of my theory is a hypothesis: If I make eye contact with the driver, the driver goes and I have to wait, whereas if I avoid making eye contact, the driver waits while I cross. My theory works fairly well. After all, here I am to write about it. Your intuitive theory about crossing the street must work well too, for here you are to read about it.

				Possible Reader Response: Give me a break! (Or, get over yourself!)

				Reader Motivation: Don’t bother; this is a gut course.

				Taskmaster

				Tipoffs: Lots of rules, conditions, and injunctions; extensive use of “should” and “must”; moralistic or legalistic overtones.

				Message to Readers: You are bad and had better shape up.

				Example: As a teacher, you should make it your business to learn how to use the computer to instruc-tional advantage in your classroom. Unfortunately, teachers often resist this kind of change. If you do not overcome resistance to educational technology, however, your students will go into the world without the background they need for success in the world of the future. Increasingly, as schools must devote more resources to acquiring equipment and training teachers in their use, teachers will be expected to fulfill society’s mandate for technologically literate graduates.

				Possible Reader Response: Shame on me! (Or, bug off!)

				Reader Motivation: Feel righteous, or seek to avoid further punishment.

				Android

				Tipoffs: Slavish devotion to logic, precision, and rigor; lack of warmth; impersonal tone.

				Message to Readers: You are unworthy as human beings and unlovable.

				Example: An organization is a group of people, working toward objectives, which develops and maintains stable and predictable behavior patterns. These behavior patterns persist over time, while the individuals who make up the organization may change. The two factors that determine behavior patterns in organizations are organizational structure and organizational culture. Organi-zational structure is determined by the tasks the organization performs. Organizational culture is determined by the beliefs, values, attitudes, and norms that are the basis for the behavior patterns in the organization.
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				Possible Reader Response: What a bore! (Or, who cares!)

				Reader Motivation: Skip the book; get the study guide.

				Spin Doctor

				Tipoffs: Evocation of strong feelings through media formats, including a tendency to write in sound bites; use of present tense in descriptions of past events; exaggerated claims, overuse of hypothetical scenarios; dramatic or inaccurate language used purely for effect; no source citations.

				Message to Readers: You are stupid or unmotivated and cannot be trusted to learn.

				Example: It’s 1862 and a curious young biologist is moving mollusks. He moves them from their calm water to a turbulent shore. What will happen? Will they be dashed to bits? Will they survive to repro-duce? If they survive, will their descendants be adapted to the new environment? The biologist, who will become known as the greatest scientist of his day, watches. Mollusks, he muses, like other life forms, must evolve. 

				Possible Reader Response: What a joke!

				Reader Motivation: Read for pleasure; I’m not going to learn anything from this.

				Some “Good Voice” Archetypes

				Lone Ranger (or action hero)

				Tipoffs: Muscular no-nonsense prose, fast pace, passion, possible concealed identity, seeker progres-sion of thought.

				Message to Reader: Join my posse. Saddle up. Let’s ride! (Or, I’m on point; everyone lock and load!) 

				Example: Sedimentary rocks are mute witnesses to their own creation. Each one could tell us the story of how it formed and the conditions of Earth’s surface at the time. Thus, as you saw in Chapter 2, the nature of the rocks themselves gives us part of the story. Limestones form in carbonate-rich seas, for example. Rock salts form where seawater exposed on shallow submarine surfaces evaporates. Shales form in muddy water; sandstones in deserts, etc. However, it is the structures within the rocks that reveal the details of how they were formed. Here are a few structures to look for as we go along. 

				Possible Reader Response: Kemosabe! (trusty mystery friend) I can be a hero too.

				Reader Motivation: Follow the leader. Seek truth and justice. Get powers. Survive!

				Astronaut (in strange new worlds)

				Tipoffs: Technically accurate but inspired prose, “what if” constructions, flights of imagination, anti-gravity humor.
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				Message to Reader: Beam up with me for the thrill of it.

				Example: Nanoscience is the study of extremely small things. How small is that? A nanometer is one-billionth of a meter, 10-9. An inch is 25,400,000 nanometers in length. Physicist Richard Feynman in 1959 first proposed the possibility of being able to study matter that small, explaining how we would one day be able to transform materials science by handling and manipulating matter at the atomic and molecular levels. Norio Taniguchi coined the term nanotechnology for machines capa-ble of micromanaging that matter. It was not until 1981, however, that the invention of the scanning tunneling microscope enabled us even to see individual atoms, much less control them. Today, DNA origami-based nanobots capable of carrying out logic functions achieve targeted drug delivery in cockroaches! But what does our nanoworld look like? What can we do with it? And what will that mean for life on Earth?

				Possible Reader Response: Wow! Cool! 

				Reader Motivation: Fasten seatbelt. Tolerate complexity. Risk discovery.

				Detective (or tomb raider)

				Tipoffs: Focus on questions or intrigue, flashlight or spotlight emphasis, networked facts, logical conclusions. 

				Message to Reader: Follow the clues to enlightenment; you’ll be glad you did.

				Example: In October 1957, Senator John Fitzgerald Kennedy, home from a recent hospitalization for his chronic back injury and running for President, his wife near term with their first child, traveled to Fredericton, New Brunswick, to give a speech. Exactly ten years later, in October 1967, his brother Robert Fitzgerald Kennedy did the same thing. After JFK’s assassination and less than a year be-fore his own death, RFK was preparing to make his own run for the presidency. In light of crushing demands on their time and political ambitions, why would both brothers give speeches where there were no votes to be had? The reason lies in some improbable ties between their father, Joseph Ken-nedy, and Max Aitken, Lord Beaverbrook, Chancellor of the University of New Brunswick, and the events that shaped those ties.

				Possible Reader Response: This is a challenge. I’m curious!

				Reader Motivation: Run the maze. Answer the riddle. Solve the case.

				Wizard

				Tipoffs: Disarming, spell-casting, lovably nerdy prose with surprises or hints of magic.

				Message to Reader: You deserve to know there is more than meets the eye.

				Example: Human languages present an endless and fascinating array of idiosyncrasies. What could be more different from !Kung Bushman clicks and Amerindian nasalizations than the elisions of the 
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				Romance languages, for example, or the syntax of ancient Greek? Yet, underlying all the idiosyncra-sies are hidden uniformities—features that all languages have in common. Despite infinite variation, all languages share universal elements of form, function, and even meaning. These elements point to some degree of relationship among all language families past and present. Language universals further point controversially to the possibility of a common origin in deep time: the existence of a proto-human language—mother tongue of our species. 

				Possible Reader Response: Really? Show me!

				Reader Motivation: Be transcendent. Cast out falsehood. Get the inside story. Learn a trick or two.

			

		

		
			
				
					Links to the following websites can be found at TAAonline.net/resources

					
						Arnold-Morgan, J., and M. C. Fonseca-Mora. 2007. “Affect in Teacher Talk.” In Language Acquisition, edited by B. Tomlinson, 107–21. Continuum.
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				In product development, most decisions are made in advance. The publisher, editors, and author agree in advance about the audience, mission, and story. They agree about the scope and sequence of content. They agree about the chapter apparatus and pedagogy. The length, schedule, editorial style, and even the art and photo counts typically are decided in advance. Among the first tasks in textbook development, often accomplished before you write a single word of text, is to develop the learning objectives—what students will know and be able to do upon completing the chapter, unit, or course—and to build the text headings that will directly address those objectives. Development of the learning objec-tives and heading system begins with reflecting on your instructional goals for the course.

				Reflect on Your Instructional Goals

				Your instructional goals, or teaching objectives, are a good starting point. They provide an overall framework for developing your textbook manuscript. That is, what are you trying to do? How will you do it? How will your structure and content express your goals?

				Suppose you have the following four goals for your Introduction to Geology course:

				Link geology to students’ everyday lives.

				Help students acquire and retain geologic information.

				Foster scientific reasoning about geology-related issues.
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				Create geologically literate citizens.

				You may decide to link geology to everyday life through news items or anecdotes at the beginning of ev-ery chapter. To help students acquire and retain geological information, you would first identify exactly which information you believe is important for them to learn. You may then decide to help them in this through your chapter apparatus, pedagogy, illustrations, and a glossary.

				To foster scientific reasoning about geology-related issues, you would first decide which of those issues are important to include (mining, oil drilling, fracking, soil use, water use, dam building, etc.). Then you might decide to model scientific thinking in text features about geology-related situations in which disasters were avoided (or not) through the application (or not) of scientific reasoning. To figure out how to create geologically literate citizens, you would first define what you mean both by geologic literacy and by citizenship.

				Now think about your readers’ learning goals. What do they hope to get out of their Introduction to Geology course aside from a grade and distribution credits in science? They may want to identify geologic objects and features of interest to them (e.g., the plagioclase feldspar in this rock, the terminal moraine in the woods out back, the stratigraphy in the roadworks downtown, that mudslide in the news). They very likely want to satisfy their curiosity about dramatic geologic phenomena (earthquakes, tsuna-mis) and get a sense of whether they might like to major in your subject. What will you provide in your textbook package that will address their goals?

				Don’t forget to think also about your customer’s goals—the instructors teaching the Introduction to Geology course who are adopting your product and ordering it through their college stores. What do they hope to impart to students in their classes? What are you providing in your product’s package that will help them achieve their goals?

				Determine How Learning Objectives Differ from Goals

				Your goals, your customer’s goals, and the end users’ goals together provide an overall framework for developing your product, but each chapter or module must then address specific learning objectives (whether stated or implied). Each learning objective is expressed in a text heading and is taken up in one section of the chapter or module. That is, each main heading of text, along with its subheadings, address-es one learning objective. What is it that students will know or be able to do after learning the content?

				For example, suppose you have the following learning objectives for your chapter on plate tectonics.

				After studying this chapter you will:

				Define plate tectonics using the language of geology.

				Name and show the plates on a map.

				Trace the history of Earth’s lithosphere.
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				Explain the causes of plate formation, continental drift, and seafloor spreading.

				Compare and contrast three types of plate boundary.

				Describe the geologic changes that occur at plate boundaries.

				Discuss the implications of plate tectonics for life on Earth.

				This chapter has seven learning objectives and thus will have seven main headings of text. All the con-tent under each main heading, including any subhead sections, will address one of the learning objec-tives in the sequence. 

				You will consider your four instructional goals in the context of providing the content enabling read-ers to achieve each objective. For example, in providing content for the first learning objective (define plate tectonics using the language of geology), you would consider how to present the relevance of the topic to students, provide charts and diagrams and glosses to help them acquire and retain geologic information, and develop features to foster scientific reasoning and geologic literacy.

				Determine How Learning Objectives Guide Chapter Development

				As you develop your learning objectives, consider what combination of information, observations, and experiences will best help students meet each one. For each learning objective, ask yourself the follow-ing questions.

				What prior knowledge and skills will students need to master the new content?

				What terms and concepts will need to be defined?

				What subtopical content or documents will students read?

				What content can be given via nontext media (image, video, audio, animation, website)?

				What online resources will students access?

				With whom and how will students communicate or interact?

				How will students know if they are meeting the objective?

				What will be the outcome of their learning?

				How will learning outcomes be measured and evaluated?

				How will the evaluation of outcomes change the instructional goals?
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				These are the same questions that teachers ask when developing lesson plans for classroom instruc-tion or learning objectives for online courses. How does this process play out for the second learning objective in the chapter on plate tectonics (name and identify the plates on a map)?

				Students will need prior knowledge of geography and map reading skills.

				The terms and concepts to be defined will include tectonic plate, plate boundary, midocean ridge, continental shelf (etc.).

				The subtopics will be the Eurasian Plate, North American Plate, Pacific Plate, Nazca Plate, Carib-bean Plate (etc.), with maps of the plate boundaries and the ring of fire.

				Students will use the following links to online animations of plates: ucmp.berkeley.edu/geology/tectonics.html (etc.).

				Students will know they are meeting the objective if they can label the plates and draw the gener-al plate boundaries on a blank map.

				The learning outcome will be that students will improve their geologic literacy (one of the four instructional goals).

				Note that just as learning objectives are not the same as instructional goals, learning outcomes are not the same as learning objectives. A statement of learning outcomes answers the question, “What will happen as a result of achieving the learning objective?” Learning objectives also are different from skill sets, which are considered separately either as prerequisite knowledge or as new skills to be acquired. Finally, note how learning objectives tie in with assessment and evaluation as well as with course supple-ments. As you will see, learning objectives function as linchpins. They can legitimately serve as a solid basis for systematically developing product content from start to finish.

				Apply Findings from Educational Psychology

				Learning objectives come from the field of educational psychology. This field is multidisciplinary and focuses on all factors that affect learning and teaching. Most authors of college textbooks are not aware of this body of knowledge and its theoretical perspectives, however, and some reject it as irrelevant to their work. Yet many educational publishers, development editors, and learning design specialists rely on input from educational psychology and other fields—such as cognitive psychology—to help them craft and market textbooks and other course products.

				Take what is known about motivation, for example, on which academic learning depends. Are teach-ers (including textbook authors) responsible for students’ motivation? No, students clearly have some kind of motivation when they enroll in a chosen course and open the textbook or click the URL their 
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				instructor has assigned. But do you have a responsibility to engage the student in the particular learning enterprise you set forth in each chapter? Yes, and the better you get at this, the more successful your product will be.

				You can engage learners by activating their motivation to learn. Educational psychologists identify several sources of motivational needs, including external sources, such as need for approval or compli-ance, and internal sources, such as need for achievement or self-expression or need to seek or overcome challenges (Huitt 2011). Your chapters could create or satisfy selected motivational needs that stem from physical, cognitive, affective, or social sources of motivation. Consider the possibilities listed in Table 8.1, which use cognitive processes as the source of motivation.

				Research findings from educational psychology also show how the rate, efficiency, and long-term ef-fectiveness of learning improve for all learners when study is guided by learning objectives (Biggs 2011). Learning objectives identify the competencies on which student performance will be measured. They also focus attention, mobilize prior knowledge, and activate motivation to learn—three key brain-medi-ated events that initiate the learning process.

			

		

		
			
				
					
						Motivational Needs

					

					
						Textbook Applications

					

					
						Engage or maintain attention

					

					
						Exciting chapter openers, provocative opening vignette, focus questions

					

					
						Develop understanding

					

					
						Chapter outline, introduction, conclusion, summary

					

					
						Decrease uncertainty about what is to be learned

					

					
						Learning objectives, focus questions

					

					
						Figure something out

					

					
						List of key terms

					

					
						Solve a problem

					

					
						Learning transfer, applications, case studies

					

					
						Overcome a challenge

					

					
						Common myths about the subject

					

					
						Eliminate or reduce a threat or risk

					

					
						Open-ended scenario, puzzle, quest, practice tests

					

					
						Increase or decrease cognitive dissonance

					

					
						Application activity, review questions, practice test, counterintuitive example, pro–con argument, positive model
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				Use Learning Objectives to Express Conditions of Performance

				Authors of college textbooks often complain that learning objectives are for K-12 students and are not appropriate or desired for adult learners. K-12 textbooks are organized around statements describing the information, tasks, and behaviors students should master. These statements of objectives are written according to venerable rules developed for elementary and secondary education to ensure functional interrelatedness between the planning and delivery of instruction and the assessment of learning based on measurable performance (Mager 1997). The alignments of learning objectives with content, stan-dards, and measurement are criteria for school accreditation and also are critical in the evaluation of teacher accountability as well as of student performance.

				Classically, the desired behaviors, conditions of performance, and criteria for mastery are included in learning objective statements, as in the statement, “Given 10 complete sentences containing 20 nouns, students will correctly circle 18 or more nouns.” Naming measurable indicators of learning is important in this scheme. To identify, list, trace, compare, solve, write, or argue are directly measurable. To learn, reflect, understand, or appreciate, however, are not directly measurable.

				In college-level texts above the introductory level, specific measurable behaviors, conditions of per-formance, and levels of mastery often are omitted. Instead, authors express objectives more generally as goals of learning or learning outcomes that students should keep before them as they read and should anticipate on tests. Anticipation is key. All learners of any age have a right to know up front what will be expected of them minimally, and the use of learning objectives accomplishes this.

				Some authors nevertheless reject the use of learning objectives as too elementary, utilitarian, or re-strictive. They claim that stated objectives guide the student to acquire only the specified knowledge and skills, without extension or choice. However, it bears repeating that educational research clearly sup-ports the explicit use of learning objectives with students at any age or level of educational attainment and in any field of study. Research also suggests the importance of engaging the full range of cognitive abilities in both directing and assessing all students’ learning (Slavin 2014).

				Write Good Learning Objectives

				Learning objectives can be behavioral, cognitive, or affective. That is, students will be able to do, think, and feel differently after studying your chapter content. As noted above, all objectives are stated in be-havioral terms using descriptors of observable behavior. Because learning is a mind–body phenomenon of marvelous complexity, direct observation of behavior is the only way to determine if it is taking place. Stating cognitive objectives correctly thus involves choosing action words that describe the observable behavior from which learning can be inferred. Examples of such action words include define, trace, an-alyze, explain, illustrate, list, describe, evaluate, demonstrate, discuss, present, solve, prove, apply, draw, create, infer, compare, contrast, predict, write, design, outline, exemplify, and so on. In addition to using the right words, you will need to write learning objectives that tap the different levels of cognitive func-tioning from simple to complex as expressed in Benjamin Bloom’s famous taxonomy (Bloom 1956).
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				Use Bloom’s Taxonomy

				Everyone seems to know about Bloom’s taxonomy of cognitive learning objectives, but you may not know that most commercial publishers of college textbooks ask authors to use this taxonomy or one of its many variants to ensure that accountability is built into the instructional materials they publish. The various rubrics for cognitive objectives all move from simple to complex learning, from factual to 
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					  Examples of Learning Objectives

				

			

		

		
			
				After reading this chapter [on political participation, in a U.S. government text], you should be able to:

				Define public opinion and identify the forces that shape it.

				Trace the process of political socialization in American life.

				Analyze the role of technology and the media in shaping public opinion.

				Explain and illustrate how demography shapes political participation.

				List and describe six basic forms of political participation.

				Evaluate protests, political action groups, and lobbies as expressions of American political participation.

				Notice that the statements in the examples above, like the conditions of performance in K-12 education, specify in behavioral terms what students will do. College-level texts tend to emphasize learning objectives in the cognitive domain. Cognitive objectives address internal or conceptual changes in the learner—changes in what students think. Cognitive objectives also can be expressed in behavioral terms, for example, by asking students to recognize, create, interrelate, apply, demonstrate comprehension, hypothesize, predict, or transfer learning to real-life situa-tions. For example, students will:

				Demonstrate an understanding of the relationship between mass communication and public opinion.

				Create advertising copy for and against a particular political action committee.

				Apply their knowledge of political socialization to plan increased participation in student government.

				Present hypotheses explaining the institutionalization of dissent in a democracy.

				In addition to behavioral and cognitive objectives, authors often have unexpressed affective objectives; that is, they want students to care enough to vote, to become entrepreneurs, to love chemistry, to change their health habits, or to appreciate art, for example. Affective outcomes such as these involve the reader learning to value something or feel differently about something. Affective outcomes often are embedded or implied in behavioral and cognitive objectives.
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				conceptual learning, and from lower to higher levels of cognitive functioning. Bloom’s six-step rubric, revised in the 1990s, reflects these progressions. 

				Bloom’s scheme is admittedly subjective. For example, the classification of behaviors in terms of the types and levels of cognitive functioning can vary significantly depending on the classifier. Stating a hypothesis, for example, could also be classified as an application or a synthesis. Subjectivity does not invalidate the basic idea, however, which is a useful starting point for writing learning objectives in observable behavioral terms. The different types of learning performance in the taxonomy are all appro-priate at the college level for different purposes.

			

		

		
			
				
					 Bloom’s Taxonomy of Cognitive Objectives (Anderson and Krathwohl 2001)

				

			

			
				
					
						1. Knowledge (Remembering)

						Remember; recall factual information (e.g., define, describe, list, itemize, name, state)

					

					
						2. Comprehension (Understanding)

						Understand concepts (e.g., explain, predict, translate, infer, exemplify, interpret, extrapolate, hypothesize)

					

					
						3. Application (Applying)

						Use information and abstractions to solve novel or real-life problems (e.g., compute, apply, solve, prove, calculate, illustrate, show, manipulate, manage, decide)

					

					
						4. Analysis (Analyzing)

						Recognize main points; reduce complex information to explain how parts relate to a whole; understand relationships (e.g., compare, contrast, identify, analyze, trace, relate, organize, outline, discriminate, distinguish)

					

					
						5. Synthesis (Creating)

						Innovate; create something that did not exist before (e.g., write an essay, design an experiment, draw, create, express, discuss, formulate a thought, represent an idea visually, present a theory, propose a course of action, invent)

					

					
						6. Evaluation (Evaluating)

						Understand values; judge something against given or stated standards (e.g., assess, evaluate, rate, judge, determine, accept, reject, argue a point of view, qualify, recommend)
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				Consider how Bloom’s taxonomy applies to the learning objectives for the plate tectonics chapter in the introduction to geology textbook.

				Define plate tectonics using the language of geology. (1. Knowledge)

				Name and show the plates on a map. (1. Knowledge and 3. Application)

				Trace the history of Earth’s lithosphere. (4. Analysis)

				Explain the causes of plate formation, continental drift, and seafloor spreading. (2. Comprehension)

				Compare and contrast three types of plate boundary. (4. Analysis)

				Describe the geologic changes that occur at plate boundaries. (1. Knowledge)

				Discuss the implications of plate tectonics for life on Earth. (5. Synthesis)

				The plate tectonics chapter engages readers at most of the levels of cognitive functioning, providing good variety. Linking statements of learning objectives to cognitive levels is a good practice, because it helps you keep tabs on difficulty level. If all the objectives in a chapter tapped only factual recall, for example, the chapter (and possibly the product) would be regarded as too low level. As you read in Chapter 6, “level” (reading level, grade level, cognitive level, difficulty level) is a significant factor in product adoption and sales. Consulting a scheme such as Bloom’s taxonomy helps you maintain bal-ance in your intellectual demands on the reader as expressed through your stated learning objectives. See “Learning Objectives in Relation to Bloom’s Taxonomy: An Application” at the end of this chapter for another example.

				Construct Chapters from Learning Objectives

				Learning objectives are the armature of chapter content. Consider the following learning objectives for a chapter on portfolio management in a textbook on securities finance. The portfolio management chap-ter—the whole text, in fact—could be planned out in advance, objective by objective. Table 8.2 (see facing page) shows how the author uses the first learning objective to plan chapter content. 

				Describe the asset classes in an asset mix and the role of the asset mix in a portfolio. (1. Knowledge)

				Evaluate strategies for determining asset mix. (6. Evaluation)

				Compare and contrast portfolio management styles. (4. Analysis)

				Explain the benefits of three asset allocation techniques. (2. Comprehension)
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				Trace the steps in monitoring and evaluating portfolio performance. (4. Analysis)

				Calculate total return and risk-adjusted rate of return of a portfolio. (3. Application)

			

		

		
			
				
					
						Statement of behavior for the first learning objective (How will we see if there has been a change in what students know/think/feel/do?)

					

					
						Learning Objective: Describe the asset classes in an asset mix and the role of the asset mix in a portfolio.

					

					
						Cognitive level (according to Bloom or similar rubric)

					

					
						1. Knowledge

					

					
						Prerequisite knowledge and skills (What will students need to meet the objective?)

					

					
						Understanding of investment policy and what a portfolio is. Definition of asset mix. Ability to work with percentages and pie charts.

					

					
						Main heading and subheadings (for the section of text that provides the content for satisfying the learning objective)

					

					
						What asset classes are in an asset mix? 

						Why should portfolios have a mix of assets?

					

					
						Section support (verbal and visual content that will give students what they need to satisfy the objective)

					

					
						Chart showing types of assets in asset classes.

						Illustrated and annotated examples of asset mixes in actual portfolios.

					

					
						Model test items (How will we know if students are meeting or have met the objectives?)

					

					
						What is the main purpose of each asset class in an asset mix? What role does the asset mix play in portfolio management?

					

					
						Possible supplement tie-ins (What other resources will students access to get what they need to meet the objective?)

					

					
						Online asset allocation calculator.

					

					
						Potential learning outcomes (What may happen as a result of students achieving this learning objective?)

					

					
						Student will select appropriate asset classes for setting the asset mix for a customer.

					

				

			

			
				
					 Portfolio Management

				

			

			
				
					Table 8.2

				

			

		

		
			
				Cash

				Equities

				Fixed-Income Products

				Income Trusts and Hedge Funds
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				Summary

				Your textbook needs learning objectives because they are expected in education markets at all levels. They reflect instructional goals and address learners’ motivational needs and levels of cognitive func-tioning. Findings from the field of educational psychology and rubrics such as Bloom’s taxonomy sup-port the need for learning objectives and prescribe the manner in which they should be written. Most important, learning objectives drive the development of your content, the heading structure that or-ganizes your content—the subject of the next chapter—and the instruments that will measure students’ learning of that content.

				See the template titled “Writing Each Learning Objective and Use It to Plan Content” at the end of this chapter. Experiment with this method of content development by applying the template to another one of the learning objectives presented in this chapter (for the introduction to geology textbook or the one on government, for example) or to a learning objective of your own construction for the course for which you are writing. As you practice writing learning objectives, state each one in behavioral terms, identify the level of cognitive function it requires, and think about what specific content you will provide to help enable students to satisfy it. Use a copy of the template for each objective to plan out one of your chapters. Adapt the template and process to your uses when developing learning objectives and plan-ning content for other chapters in your textbook or other course product. You’ll be glad you did.

				Learning Objectives in Relation to Bloom’s Taxonomy: An Application

				How might you classify the objectives for the chapter on political participation in the U.S. government text in terms of Bloom’s taxonomy? Note how the learning objectives call for a balance of different levels of cognitive functioning.
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					Chapter 8 Samples

				

			

		

		
			
				
					Learning Objective

				

				
					Level of Cognitive Functioning

				

				
					Define public opinion and identify the forces that shape it.

				

				
					1. Knowledge

				

				
					Trace the process of political socialization in American life.

				

				
					2. Comprehension

				

				
					Analyze the role of technology and the media in shaping public opinion.

				

				
					4. Analysis

				

			

		

		
			
				 Learning Objectives in Relation to Bloom’s Taxonomy: An Application
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					Chapter number and title:

				

				
					Statement of behavior for learning objective

				

				
					Level of cognitive functioning required

				

				
					Prerequisite knowledge or skills

				

				
					Main heading and subheadings

				

				
					Section support

				

				
					Model test items

				

				
					Possible supplement tie-ins or other resources

				

				
					Potential learning outcomes

				

			

		

		
			
				
					Explain and illustrate how demography shapes political participation.

				

				
					2. Comprehension

				

				
					List and describe six basic forms of political participation.

				

				
					1. Knowledge

				

				
					Evaluate protests, political action groups, and lobbies as expressions of American political participation.

				

				
					6. Evaluation

				

				
					Demonstrate an understanding of the relationship between mass communication and public opinion.

				

				
					4. Analysis

				

				
					Create advertising copy for and against supporting a particular political action committee.

				

				
					5. Synthesis

				

				
					Apply knowledge of political socialization to increase participation in student government on campus.

				

				
					3. Application

				

				
					Present hypotheses explaining the institutionaliza-tion of dissent in a democracy.

				

				
					5. Synthesis

				

			

		

		
			
				 Write Each Learning Objective and Use It to Plan Content
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				(continued from previous page)

			

		

		
			
				Download the sample template online at TAAonline.net/resources

			

		

		
			
				Download the sample template online at TAAonline.net/resources
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						Anderson, L. W., and D. R. Krathwohl, eds. 2001. A Taxonomy for Learning, Teaching, and Assessing: A Revision of Bloom’s Taxonomy of Educational Objectives. Longman.

					

					
						Biggs, John B. 2011. Teaching for Quality Learning at University: What the Student Does. McGraw-Hill.

					

					
						Bloom, Benjamin S., ed. 1956. Taxonomy of Educational Objectives. Vol. 1: Cognitive Domain. McKay.

					

					
						Bloom’s Digital Taxonomy

					

					
						Huitt, W. 2011. Motivation to Learn: An Overview. Educational Psychology Interactive (Valdosta State University).

					

					
						Revised Bloom’s Taxonomy Action Verbs. 2015. 

					

					
						Writing Learning Objectives: Beginning with the End in Mind
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				The steps outlined in Chapters 5 to 8 form the foundations of textbook development. These founda-tions include getting information from competition analysis, market research, instructors who are potential users of the book, and professional peer reviews; reflecting on your mission; identifying your audience; choosing and developing your style and voice; and establishing your teaching goals and learn-ing objectives. The next steps involve organizing your course content into a sequence of parts and chapters, drafting a writing outline, and then developing a system of text headings for each chapter. Your final writing outline is the basis for text headings, which you use to develop your table of contents (TOC) and integrate your digital and print ancillaries and supplements. You construct your writing out-line, and from that your TOC, on the basis of the steps outlined in Chapters 5 to 8: your mission, market feedback, and competition analysis. The difference between a writing outline and a table of contents will become clear.

				Because headings have high visibility, and because your textbook will be sold largely on the basis of its TOC, it is worth whatever time it takes you to get the organization and headings right. Marketing managers create sales kits for the publisher’s field reps to present to prospective customers, and this is done before your product is even in print or live. Your TOC, which spells out the scope and sequence of your offering, is chief among sales kit items and may be produced on glossy rack cards that a field rep hands out to each faculty member in his or her territory who teaches the course. On the basis of this handout—or an email version of it—faculty members will determine if your product seems right for them as an alternative to the textbook they are presently using. If so, they will want to order an examination 
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				copy, which in turn will lead to course adoptions. The number of prepublication sales and adoptions significantly impacts everyone’s bottom line—the sales rep’s, the publisher’s, and yours.

				Headings thus are developed at the very beginning, not after you have written your manuscript. Authors who leave headings to editors or who try to insert headings after drafting and while rushing to revise often discover they need to rearrange their chapters. Textbooks are written to outlines rather than outlined after the fact. You should know what is going to be in every chapter of your textbook before you even start. This point cannot be stressed enough. Your publisher probably will require that you provide a whole-book working TOC with your proposal. That TOC goes out for review along with your proposal before your contract is even signed, and your revised TOC may be printed in your publisher’s sales cat-alogue before you have even finished drafting.

				Consider Your Organization 

				Scope and sequence is a phrase from el-hi publishing referring to the range of topics you will cover and in what order. Determining scope and sequence is a more challenging task than you may think, even for a well-organized college course, because alternative scopes and sequences may be equally commend-able on some grounds. Decide what topics you definitely will, will not, and might cover. Then identify the broadest topical areas and experiment with sequencing them, making sure that prerequisite knowledge is presented first. For example, in a textbook on genetics, a chapter on Mendelian inheritance probably should precede a chapter on chromosome theory, and in a textbook on finance, a chapter on equities probably should precede a chapter on derivatives.

				In the planning stage, begin with a brief TOC, which sets out the proposed organization in terms of parts and chapters, with headings and subheadings to follow later in the process. Textbooks commonly have a Part I that serves as an introductory or foundational unit. Chapters in Part I typically cover core concepts and background information necessary for studying the subject. For example, a Part I in an intro-duction to archaeology textbook might define and describe the basic subdivisions within the field, iden-tify the underlying assumptions or basic theoretical orientations, or briefly survey the field’s history and philosophy. Subsequent parts might then cover the rest of the course content in one of several possible ways, depending on the book’s story and mission. Parts and chapters may be organized according to time lines of prehistory, for example, or by geographic region, or by steps in the process of doing archaeology. 

				Develop Parts and Chapters

				Parts in a textbook represent units of study. Parts and chapters may progress in a chronological, hierar-chical, or horizontal topical fashion, depending on your subject and what you are intending to accom-plish. Chronological development is progressive, like a story. The narrative describes steps in a process, a sequence of change, or changes over time. Hierarchical development is classificatory and analytical. The exposition arranges information either inductively (specific to general) or deductively (general to 
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				specific). Horizontal development treats all topics equally or in parallel rather than subsuming some in relation to others. Other organizational principles may also apply.

				Suppose your mission is to empower readers to find and evaluate information on the Internet ef-ficiently and effectively. Because the mission is processual, chronological development may be best. Chapters in Part I might provide background information on the Internet and explain why it is useful or important to be able to find and evaluate information there. Chapters in Part II may then go on to describe how to find and evaluate information on the Internet. Part III chapters may follow by laying out the knowledge and skills readers need to find and evaluate online information efficiently and effectively. Chapters in Part IV may demonstrate reader empowerment through specific applications to selected careers or subject areas. 
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					 Example of TOC Development

				

			

		

		
			
				Part I The Internet

				Chapter 1: Internet Technology in the Digital Age

				Chapter 2: Living and Working Online

				Part II Navigating Cyberspace

				Chapter 3: How to Locate Information on the Internet

				Chapter 4: How to Read Screens and Websites

				Chapter 5: How to Evaluate Online Information

				Chapter 6: How to Practice Internet Ethics and Online Safety

				Part III Becoming an Information Expert

				Chapter 7: Improving Your Efficiency and Effectiveness on the Internet

				Chapter 8: Knowing Where to Go

				Chapter 9: Using Databases

				Chapter 10: Using Social Media

				Chapter 11: Using Subscription Services

				Chapter 12: Using Applications

				Part IV Applying Internet Skills

				Chapter 13: Doing Online Academic Research

				Chapter 14: Doing Online Market Research

				Chapter 15: Being a Smart Online Consumer

				Chapter 16: Using Online Resources at Work and Play
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				Try to have three to six parts, and organize the content so that each part has two or more chapters. For an undergraduate course in which chapters likely will be assigned at a rate of one a week, try to have fourteen to eighteen chapters to approximate the number of weeks in a semester or other teaching period. 

				By convention, each such chapter should be under forty book pages in length. An alternative is to have more chapters at less length, which may be especially appropriate for complex topics with many technical terms requiring a lot of exposition. Having brief modular chapters is the trend, also essential for online applications. 

				Learn the Art of Chunking

				As you determine the boundaries of your chapters, keep in mind the principle of chunking from cog-nitive psychology. People remember information most efficiently not as bits but as meaningfully net-worked groups of bits, or chunks (Miller 1956). You remember chunks because of their strong internal associations and their usefulness to you. Learning involves acquiring, relating, and using those chunks. 

				In textbook development, chunking involves choosing the right type and amount of content to pres-ent at the right time and place for optimizing learning. For example, in a textbook on financial securities, if being able to trade bonds effectively is a desired learning outcome, you would chunk information about bond trading in a chapter on that subject rather than burying the information in a chapter on fixed-income securities.

				Write Good Titles

				Giving titles to parts and chapters requires some thought and flexibility. It is not unusual for titles to change from draft to draft as editorial advice comes in and messages and market concerns become clear-er. Some tips on giving titles to parts and chapters follow (see “Tips on Writing Titles” on facing page). With your well-worded brief TOC in hand, you can go on to develop your writing or drafting outline and, better, your system of headings.

				Develop Your TOC

				Your expanded TOC consists of the system of headings that lays out the contents of each chapter listed in your brief TOC. You can develop a working table of contents from your writing outline—the topical outline or list that authors use as reminders for drafting. Note, however, that a writing outline is not the same as a table of contents. The difference between writing outlines and tables of contents often confus-es even experienced authors and editors. That this whole chapter is devoted to the subject of headings testifies to their importance in exposition as well as in textbook publishing. 
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				Your Writing Outline

				A writing outline formally lists your sequence of topics in a hierarchical and inclusive way. It is helping you by telling you what to write. A writing outline thus expresses the book’s logical development and your progression of thought. You may use a conventional outline format with Roman numerals, the Ro-man alphabet, Arabic numbers, and so on. The product is layers of logically differentiated subtopics that are exhaustively subsumed under larger topics. Some items serve only as abstract or analytical catego-ries—umbrella concepts or placeholders that are inclusive of the topics that actually will be addressed in the writing. The outline, then, is a system of classifying information, a taxonomy. 

				Your Text Headings

				In contrast, a system of text headings and subheadings chunks information in a way that is functional for the reader. It is telling them what to learn. The chapter outline helps the reader construct meaning from text. The concept of meaning construction comes from linguistic studies and has been applied to learning theory in education (Haas & Flower 1988; Radden et al. 2007). The idea is that learning is not passive information retrieval but an active organization of new information in relation to the learner and the learner’s past experience. Learners interpret information according to their intentions for using it and in relation to their existing mental frameworks. Thus, meaning is not exclusively in your text, nor 

			

		

		
			
				
					 Tips on Writing Titles

				

			

			
				
					
						1. Give clear, brief, simple names to parts and chapters.

					

					
						2. As a rule of thumb, make titles one to eight words, including articles and conjunctions. No chapter or part title needs to exceed ten words.

					

					
						3. Pack as much specific information as possible into titles without making them too long.

					

					
						4. Avoid making part and chapter titles too long through formal usages or subtitles.

					

					
						5. Identify the core concept, subject, or theme of the part or chapter.

					

					
						6. As much as possible, use concrete nouns.

					

					
						7. Within reason, use parallel structure in wording the names of parts and chapters.

					

					
						8. Most important: Write straightforward titles without attempting to be comic, coy, clever, or cryptic.
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				exclusively in your reader; rather, it must be negotiated. The headings that make up your table of con-tents are a form of this negotiation. Each heading represents a conceptual organizer or framework for acquiring or integrating content.

				The headings in a final chapter outline in a table of contents must group information in a functional, informational way. All the headings are real and all have actual content under them; that is, they are not empty pegs or logical abstractions. Every heading is followed preferably by three or more paragraphs of text. Your TOC, therefore, is more like a roadmap or a concept web than a taxonomy. Table 9.1 illustrates the difference between items in a writing outline and text headings.

			

		

		
			
				Determine Levels of Heading

				Textbooks can have up to five levels of heading, but three is optimal in most subjects and standard prac-tice in introductory texts. The levels of heading are differentiated through book design using different sizes, styles, and colors of type. A-heads are the most general and inclusive and also the most prominent visually; B-heads are subsumed under A-heads, are next-most prominent visually, and appear on their own lines. C-heads are subsumed under B-heads and, like D-heads, often start on the same line as their text. D-heads are also distinguished typologically but are the least prominent heading on the page. Some 

			

		

		
			
				
					
						Writing Outline for Drafting Text

					

					
						Text Headings for a TOC

					

					
						I. Motivation

						A. Definition

					

					
						<A> What Is Motivation?

					

					
						B. Types

						1. Extrinsic

						2. Intrinsic

					

					
						<B> Extrinsic and Intrinsic Motivation

					

					
						C. Sources

						1. Primary

						2. Secondary

					

					
						<B> Primary and Secondary Sources of Motivation

					

					
						D. Theoretical Perspectives

						1. Behavioral

						2. Humanistic

						3. Cognitive

						4. Social Learning

					

					
						<B> Theoretical Perspectives on Motivation

						 <C> Behavioral Views

						 <C> Humanistic Views

						 <C> Cognitive Learning Theory

						 <C> Social Learning Theory

					

				

			

			
				
					 Writing Outlines Versus Text Headings for a Chapter Section on Motivation

				

			

			
				
					Table 9.1
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				publishers designate levels of heading differently, for example using numbers instead of letters (e.g., 1.1, 1.2, 1.3, 2.1, etc.). Glance at pages in textbooks sitting on your bookshelves to see the way levels of heading are differentiated. Notice how different levels of heading use space on the page. You may also see topical subheadings used as marginalia.

				Done properly, headings, like elements in a formal outline, follow the “rule of two”; that is, if an A-head has B-heads, there should be two or more B-heads, and if a B-head has C-heads, there should be two or more C-heads, and so on. A singleton A-head, B-head, or C-head is not good practice and may reveal poor organization of content. Also, at every level, headings must have sufficient copy under them to warrant their separate existence and the space they take on the page. Having a one-paragraph A-head section, for instance, is not good practice and usually indicates either topical underdevelopment or inap-propriate use of headings as logic pegs or conceptual placeholders.

				Not all editors today are aware of these standards or the underlying reasons for them. Also, the style of headings in textbooks differs from styles dictated by professional organizations for journal writing. For example, American Sociological Association guidelines may require that you make A-heads all caps or that you underline and indent A-heads and have B-heads flush left on their own line, and so on. How-ever, textbook headings normally are not all capitals, underlined, or indented, and when your pages go into design, all your formatting efforts will be wasted. You would be wise instead to follow consistent-ly your publisher’s author guidelines for differentiating among levels of heading and heading styles. Consistency is important so publishing personnel always will be able to tell which level of heading you intend. It’s a good idea to supply a chapter outline that clearly shows intended levels of heading that your copy editor can use as an authoritative guide. Inconsistency in heading structure that finds its way into print can destroy the organizational integrity of your work.

				Craft Headings

				One way to start developing your writing outline into a system of headings—and by extension into your table of contents—is to convert your Roman numeral items into questions. These questions are your A-heads. They focus the reader’s attention on a particular quest for enlightenment and identify your broad theme or unifying concept. The paragraphs you write under an A-head should introduce the theme, define the concept, or provide background or context for the discussion to follow. The last sentence or two of the text following an A-head can briefly forecast your answer to the question by iden-tifying the topics in your B-heads. This gives the student readers what they need to begin learning what you want them to know.

				The question–answer approach to heading development is challenging and works better for some subjects than for others. Initially, however, this approach is worth trying. The question–answer structure is pedagogically sound for exposition, helpful to students, and especially appropriate for instruction based on learning objectives or outcomes. Furthermore, in study skills training, students are coached to convert text headings into questions to answer for reading comprehension and test review.
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				The next level of items in your formal outline—those that are real versus purely logical—become your B-heads. B-heads should be worded to directly answer the question posed in the A-head under which they are subsumed. The paragraphs under B-heads answer the A-head question. All the B-heads should consistently have wording parallel in structure and grammatical agreement; that is, the wordings should not switch from one form or part of speech to another. 

				The C-heads in your chapter are derived from items in your writing outline denoted by Arabic num-bers. C-heads give the details, examples, or other elaborations that directly support their B-head. The “rule of two or more” applies throughout, and again, for every heading, you must have something sub-stantive to say.

				The Wording of Headings

				Headings should be worded to provide straightforwardly the most solid and specific information possi-ble in the least possible space. A heading that simply says, “Introduction” or “Research” or “Criticisms” conveys insufficient information. Also avoid repeating the exact same headings in similar contexts with-in a chapter or in different chapters. Each heading in a textbook should be unique. In headings, repeti-tion is not “system” but confusion or monotony. Imagine reading a chapter describing six alternatives in which six of the B-heads read “Benefits of. . .” and the other six read “Drawbacks of. . .” Your eyes are glazing over at the thought. Table 9.2 (see facing page) illustrates how to analyze and improve poorly worded headings.

				Readers intuitively count on your headings to get a clue about the topical differentiations you are making, so keep in mind that headings are supposed to serve the learner. For learners, obscurantist head-ings can be interpreted as mean-spirited. It bears repeating that headings should be straightforward, economical, informative, unique, and strong. They articulate the bones to which the sinews and flesh of your prose attach.

				What Headings Really Mean

				There is no one right way to construct a system of headings. Depending on your goals and emphasis, for example, you might recast the lesson on cognitive development shown in Table 9.2 in other ways. Com-pare the following examples shown in Table 9.3 (see page 170). How do they convey different meanings?

				The differences between these two examples reflect differences in both organization and empha-sis. Heading structure reflects the amount of information you are providing, the amount of differentia-tion you are making within and between topics, and each topic’s relative importance in your scheme of things. How much do you have to say? About what? At what level of specificity? And how important is it?

				The levels of heading thus function as conceptual organizers. In Example A, for instance, the author regards “The Constructivist View” as a stand alone B-level topic equal in importance to the other B-head topics in that section. The author of Example A wants us to remember constructivism as a major theoret-ical orientation in the study of cognitive development. In Example B, in contrast, “Constructivism” is a C-head subsumed under “Neo-Piagetian Influences,” which the author has chosen as the more important 
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				conceptual organizer. Author B wants us to remember constructivism as only one of several neo-Piage-tian theories of cognitive development.

				The relative importance you give to your topics in this way becomes a road map to your beliefs and values as an author in your subject area, a blueprint to your philosophical stances on the topics you con-sider. Intentionally or otherwise, your headings reveal what learning you feel is most important for your readers to acquire and retain.

				The Number of Headings

				Headings and subheadings break up text visually on the page. In print, too few headings make text appear too dense, but too many headings and subheadings can interfere with coherence and slow the rate of learning through constant interruption. 

				In digital formats, however, it is just the opposite. Learners must be able to grasp and connect mean-ings in very small chunks without continually having to scroll down the page. Recall that chunking 

			

		

		
			
				
					
						Poor Subheads

					

					
						Problem

					

					
						Improved Subheads

					

					
						<A> What are the stages of cognitive development?

						<B> Theories of cognitive development

						<A> Piaget’s stages

						<B> Sensorimotor

						<B> Observing the Preoperational Child

						<B> Poured Concrete Operations

						<B> What are the hallmarks of formal operational thought and how can you encourage formal operational thinking in children?

					

					
						First B-head does not address its A-head question and the section does not observe the rule of two.

						First B-head should really be an A-head, What are Theories of Cognitive Development?, and should come first. Specific theories could then be taken up in B-heads.

						The headings lack parallel grammatical agreement and style.

						The second A-head refers to one theorist, with B-heads that are incomplete, ideosyncratic, inappropriate, and overlong, respectively.

					

					
						<A> What Are the Theories of Cognitive Development? (Two or more B-heads could be added here for topical development.)

						<A> What Are Piaget’s Stages of Cognitive Development?

						<B> Sensorimotor Stage

						<B> Preoperational Stage

						<B> Concrete Operational Stage

						<B> A Formal Operational Stage

					

				

			

			
				
					 Comparing Poor and Improved Subheadings

				

			

			
				
					Table 9.2
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				is a strategy for dividing content into units that can be easily remembered, based on research into human cognitive functioning (Gobert et al. 2001; Miller 1956). Developing a system of headings involves chunking, especially important in digital applications. A page delivering instruction electronically must be multifunctional, often serving as an entire lesson with sidebars and links that introduce, define, re-inforce, illustrate, and test for the chunk of actual content that is to be learned. This level of integration requires special attention to the crafting of headings and subheadings. 

				Determine Topical Development

				Topical development refers to the amount of elaboration or depth of coverage, number of subtopics, and number of words (or amount of space) you devote to a topic. For each topic there is an optimal level 

			

		

		
			
				
					
						Heading Structure A

					

					
						Heading Structure B

					

					
						<A> What Is Cognitive Development?

						<A> What Are Some Theories of Cognitive Development?

						<B> Piaget’s Theory

						<B> Neo-Piagetian Theories

						<B> Vygotsky’s Theory

						<B> The Constructivist View

						<A> What Are Piaget’s Stages of Cognitive Development?

						<B> Sensorimotor Stage

						<B> Preoperational Stage

						<B> Concrete Operational Stage

						<B> Formal Operational Stage

					

					
						<A> Piaget’s Theory of Cognitive Development

						<B> Developmental Processes

						<C> Schemes

						<C> Accommodation

						<C> Assimilation

						<C> Equilibration

						<B> Developmental Stages

						<C> Sensorimotor Stage

						<C> Preoperational Stage

						<C> Concrete Operational Stage

						<C> Formal Operational Stage

						<A> How Is Piaget’s Work Viewed Today?

						<B> Criticisms of Piaget’s Stages

						<C> Limitations of Stage Theories

						<C> Impact of Culture

						<C> Relationship to Gender

						<B> Neo-Piagetian Influences

						<C> Information Processing

						<C> Constructivism

						<C> Ecological Models 

						<A> Vygotsky’s Theory of Cognitive Development

					

				

			

			
				
					 Examples of How Headings Convey Different Meanings

				

			

			
				
					Table 9.3
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				of development for your course, mission, and audience, and it is up to you to find it. See, for example, the case study, “Thinking about Topical Development,” for a part in an introduction to phlebotomy text.
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				For Part III Blood Collection in Introduction to Phlebotomy, your thinking about topical develop-ment begins with what is being covered in other parts of the book. Chapters in previous units have already discussed the health, safety, and legal issues involved in blood collection; the quality, care, and treatment of blood specimens; and some basic background biology. Your readers will be aspiring EMTs, nurses, or phlebotomy technicians, and you hope they will go on to the second-tier course that leads to phlebotomist certification.

				For the unit on blood collection, say you decide to have an introductory chapter and a chapter for each of the three main blood collection techniques: venipuncture, skin puncture, and arterial blood collection. The introductory chapter will define the three types of blood collection, when and with whom they are used, and why. The chapters on the three techniques will have A-heads explaining at similar depth the equipment, routine procedures, and possible complications. As needed, subheadings will differentiate techniques for different patients (e.g., adults, children, infants).

				To maintain focus, level, and consistency in topical development, you decide to leave out spe-cial collections and nonblood collection procedures as well as procedures in special contexts, such as point-of-care testing, and in special settings, such as donor care centers. You also keep the underlying science and medical terminology to a minimum so as not to encroach too much on the second-tier course.

				Your plan makes sense. As you draft, however, you discover that venipuncture is requiring much more space and really needs to be covered in two chapters, while dermal puncture and arterial blood collection need only one chapter each. This is not a case of topical overdevelopment or underdevel-opment, because the facts call for more explanation and therefore greater coverage of one topic over the other two topics with which it is grouped. Thus, this decision probably is appropriate for content that is hierarchically organized.

				Topical overdevelopment might occur if you considered additional content and examples only for venipuncture and not for the other methods. Topical underdevelopment might occur if you referred to special collection techniques without elaborating on them, especially if that topic was ex-pected or required in the introductory course. 

				If your chapters expressed chronologically organized content (e.g., steps to becoming a phleboto-mist), rather than hierarchically organized content, you would call out the parts and chapters differently. Venipuncture, skin puncture, and arterial blood collection might be three A-heads in the chapter, “How to Get a Blood Sample,” for example, and that chapter might follow “How to Use Blood Collection Equipment” or precede “How to Avoid Complications in Blood Collection.” •
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				Underdevelopment and Overdevelopment

				Underdevelopment is a serious flaw in exposition, because the topic is not covered adequately. Not enough information is given to aid comprehension. With overdevelopment, in contrast, readers are tempted to skip over unneeded passages once they have achieved comprehension. Overdevelopment also may make your book too dense or too long.

				Except in digital applications, too many headings can be a sign of overdevelopment in the form of topical overdifferentiation. When developing sections from your chapter outline, take care not to chop up text too finely. A surfeit of headings followed by brief copy particulates information, becomes visually confusing to readers, and eats up valuable space on the page.

				Some authors go the other way, however, and spin out page after page of narrative without providing enough subheadings for the reader to process the material conceptually or to gain some visual relief. As a rule of thumb, chapters in most content areas ideally have a minimum of three and a maximum of eight A-head sections of text. Undergraduate textbooks typically have at least one heading of some type per each spread (two facing book pages). 

				Headings guide topical development. A-head and B-head sections are the most important concep-tually and thus should contain the most paragraphs. C-head and D-head sections, while they contain important details, are briefer. Avoid consigning the meat of your chapters to long C-head or D-head sections, especially as these levels of heading typically are omitted from the front matter TOC. A pro-spective adopter reading the TOC may be mislead into thinking your textbook skips important topics that you in fact cover. At the other extreme, three sentences are regarded as the minimum for copy under a C-head. 

				Concrete Examples in Support of Topical Development

				Without concrete examples, your subject, however worthy, cannot come alive for readers. Editors of college textbooks often are amazed to find manuscripts with page after page of unrelentingly abstract prose, paragraph after paragraph on constructs with no hint that empirical analogs exist in the real world. Why should readers care to learn anything about stratigraphy, for instance, even when defined, if they cannot imagine what it might look like or where in the world they might see it? Consider how much better it would be to read about archaeological excavations at Cerén, El Salvador, or Harappa, Pakistan, and how the stratigraphy at those sites revealed interesting facts from successive cultural depositions, or to read about geological surveys in which stratigraphy revealed the history of vulcanism in the Pacific Rim or iridium in Italy or pollen in Greenland ice cores or drought in Yucatán or, frankly, anything em-pirical. Readers then may be motivated to wade through a closely reasoned, technical, and conceptual argument about stratigraphy as a research tool.

				Concrete examples help readers operationalize concepts—make them into something they can use. They can imagine, visualize, or identify with representations or exemplars of the concept. Vicariously experiencing an exemplar, in turn, engenders self-confidence in the reader, who then becomes more mo-tivated to tackle the difficult or complex idea you represented in a concrete example. Offering concrete 
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						  Guidelines for Good Topical Development

					

				

			

		

		
			
				Begin each section of text with a thesis statement or question in the first paragraph.

				Promptly explain the purpose of taking up a topic. Avoid making the topic a surprise or a mystery.

				Group or cluster ideas or points into meaningful chunks.

				Avoid stacking empty heads through logically exhaustive or taxonomic development. 

				Avoid imbalance or inconsistency in topical development. Each section should embrace a reasonable amount of meaningful information.

				With topics of equal importance, avoid underdeveloping some (i.e., making them too narrow or brief) and overdeveloping others (making them too broad or long).

				Take care to see that sections of text lead naturally and coherently from one to the next. Avoid abrupt endings, and make clear transitions.

				Avoid encyclopedic exposition in which each topic is treated without reference to any others. “Recipe card,” “scattershot,” or “encyclopedic” approaches to instruction are unhelpful.

				Avoid leaps of faith in which you assume the reader is filling in logical steps (or gaps) in your progression of thought.

				Support each main idea or point using specific examples, data, evidence, or arguments.

				Avoid underdevelopment of abstract ideas and also unsupported claims.

				Treat topics fully in the context of their greatest relevance. Avoid reiterating topics repeatedly in all relevant contexts.

				Define key terms and concepts fully in the context where they are first used meaningfully.

				Avoid introducing a topic that is not taken up substantively until later in the book.

				Cross-refer to previous chapters as needed, but avoid forecasting, as this does not remedy poor topical development. Frequent cross-references to future chapters undermine the reader’s trust in the way the material has been organized.
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				examples is more than a courtesy to the reader; it is essential to learning. When asked to provide an example, authors often write abstract examples rather than concrete ones. The “example” on the left side of Table 9.4, for instance, is of little help. Why should readers care about A, B, or C?

			

		

		
			
				
					
						Concrete Example Gone Abstract

					

					
						Improved Concrete Example

					

					
						For example, imagine stratigraphy in which layer A is overlain by layer B, which was laid down on top of layer A at a later time. Then, layer C was deposited on top of layer B, and, assuming the depositions were not disturbed, layer C is the most recent or represents the present-day surface.

					

					
						At Harappa, the living floors and material culture of the earliest Stone Age inhabitants were overlain by the cultural remains of early farmers of the Indus Valley. On top of those deposits, later farmers built a small walled city with a sophisticated sanitation system. Still later, Harappans expanded the land under cultivation and built extensive irrigation networks, which remain visible at the present-day surface. As you can imagine, excavating down through Harappa’s stratigraphy is a way of going back through time.

					

				

			

			
				
					 Abstract and Concrete Examples

				

			

			
				
					Table 9.4

				

			

		

		
			
				 “Inhabitants,” “farmers,” and “Harappans” are inherently more interesting to readers than “A,” “B,” and “C.” Notice that concrete examples typically take up more space on the page, however. Choose them carefully to support topical development and the most important constructs you are trying to teach.

				Another refuge is hypothetical examples, which, in most contexts, are not as good as real ones. Readers are keen judges of credibility and tend to put less confidence in invented examples. Readers also often have unpleasant memories of hypothetical examples from earlier schooling. (Mary has two orang-es and Jim has three apples. How can they share the fruit equally with Larry and Sandra?) When they directly involve the reader, fictions also can backfire and convey wrong messages that thwart learning, as in the following hypothetical example gone wrong.

				As an example of crime profiling, imagine you are a serial killer. You choose your victim, say a gro-cery clerk, and assemble your weapons of choice—a cord for strangling, perhaps, and a switchblade for carving your initials in the corpse. You plan the time and place of your attack (behind the grocery store after closing) and also the details of your escape (on foot). You don’t bother to disguise your appearance because you will be killing your victim and making sure there are no witnesses.

				Whatever is happening here, the reader certainly is not thinking about the concept of crime profiling.
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				Determine the Role of Headings in Textbook Packages

				The TOC is the key to correlating all ancillaries and supplements planned to accompany your text, such as an instructor’s manual, test bank, study guide, workbook, or website. Your supplements authors must use your heading system to organize their content. The test bank author, for example, constructs a certain number of test items for each level of heading, assessing students’ mastery at each level of conceptual organization and detail that you have laid out. In an Annotated Instructor’s Edition, margin annotations next to each heading may indicate by number which test items cover the information in that section of text. Your study guide author and website content developer likewise rely on your system of headings to guide students through your material and to structure their opportunities for self-assess-ment. Your headings are the scaffolding for your whole textbook package.

				As mentioned at the beginning of this chapter, inexperienced authors sometimes wait until they have finished a chapter and then go back to outline the contents according to whatever headings they can stick in or seem to fit. It bears repeating, therefore, that the time you spend retrofitting your chapter to make the headings work is better spent in figuring out your headings in the first place. See “Planning for Topical Development: A Sample” and “A Template for Developing Text Sections” at the end of this chapter as aids for developing your heading structure and organizing your chapter content. 

				Summary

				Your writing outline guides you as the author, while your text headings serve the learner. The headings in a TOC convey relationships among core concepts and are organized in levels different from—but no less logical than—the formal writing outline. Experienced authors and those who grasp the functionality and importance of the TOC often skip the writing outline and go straight to developing a system of head-ings. As mentioned in Chapter 3, submitting a real working table of contents with your curriculum vitae, proposal, and sample chapters will win the respect and confidence of your editors. In drafting, exposition flows naturally from your heading structure. Heading structure also provides a convenient mechanism for staying in control of length and schedule, as you assign value, space, and time to each portion of your TOC. With your working heading structure in place and drafting underway, you can then turn your attention to the apparatus and pedagogy of your chapters, the subjects of the next two chapters.
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					Chapter 9 Samples

				

			

		

		
			
				
					 Chapter 2: Understanding Chronologies of the Past

				

				
					Learning Objective: Students will explain stratigraphy and seriation as forms of relative dating.

				

				
					First A-Head: Relative Dating: Stratigraphy and Seriation

				

				
					Writing Outline

				

				
					TOC B- and C-Heads

				

				
					Concepts and Examples

				

				
					I. Relative dating 

					II. Stratigraphy

					A. Superposition

					B. Deposition

					III. Seriation

					A. Cross-Dating

					B. Sequence Dating

				

				
					<B> Why Relative Dating?

					<B> What Is Stratigraphy?

					<C> The Law of Superposition

					<C> Cultural Depositions

					<B> What Is Seriation?

					<C> Cross-Dating

					<C> Sequence Dating

					<B> What Can We Infer from  Relative Dating?

				

				
					Vs. Absolute dating; Dendrochronology 

					Strata; sedimentary rock 

					Superposition; index fossils

					Hohokam, Harappa, Banpo 

					Series; lithic tools 

					New England gravestones 

					Greek ceramics; coins 

					Zimbabwe, Cahokia, Ceren

				

			

		

		
			
				 Planning for Topical Development: A Sample 

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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					 Chapter:

				

				
					Learning Objective:

				

				
					A-Head:

				

				
					Writing Outline

				

				
					TOC B- and C-Heads

				

				
					Concepts and Examples

				

				
					Learning Objective:

				

				
					A-Head:

				

				
					Writing Outline

				

				
					TOC B- and C-Heads

				

				
					Concepts and Examples

				

			

		

		
			
				 A Template for Developing Text Sections

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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					Links to the following websites can be found at TAAonline.net/resources

					
						Article on using chunking strategy in content development

					

					
						Baylor University’s “Textbook Reading Strategies” and other online examples of academic support for students on how to read a textbook

					

					
						Gobert, Fernand, Peter C. R. Lane, Steve Croker, Peter C. H. Cheng, Gary Jones, Iain Oliver, and Julian M. Pine. June 2001. “Chunk-ing Mechanisms in Human Learning.” Trends in Cognitive Sciences 5 (6): 236–43. 

					

					
						Haas, Christina, and Linda Flower. May 1988. “Rhetorical Reading Strategies and the Construction of Meaning.” College Composi-tion and Communication 39 (2): 167–83.

					

					
						“Headings: Make Your Text Scannable” by David McMurrey

					

					
						Miller, George A. 1956. “The Magical Number Seven, Plus or Minus Two: Some Limits on Our Capacity for Processing Information.” Psychological Review 63: 81–97. 

					

					
						Radden, Günter, Klaus-Michael Köpcke, Thomas Berg, and Peter Sie-mund. 2007. Aspects of Meaning Construction. John Benjamins.

					

					
						Railean, Elena. 2015. Psychological and Pedagogical Considerations in Digital Textbook Use and Development. In Advances in Educa-tional Technologies and Instructional Design. IGI Global.
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				Pedagogy is the name given to all the written elements of your book that are neither narrative text nor the figures and tables that directly support narrative text. These pedagogical elements include the apparatus—chapter openers and chapter closers; systematic study aids, such as midchapter reviews, marginal annotations, or boldfaced key terms—and in-text feature strands, such as thematic boxes, which are distinguished from the narrative through design.

				The idea behind pedagogy is that a textbook acts as an instructor—a teacher—and learning theories and research-based principles of effective instruction therefore apply. An example is the necessity for learning objectives, discussed in detail in Chapter 8. In addition, research supports the theory that peo-ple learn more, better, and faster if information is given in ways compatible with what is known about cognitive processing—the way people think, or more accurately, the way the human brain operates in the learning process (Miller 1956; Posner and Rothbart 2007). Without resorting to jargon, this means that information should be delivered or presented for discovery in proven ways. These ways include teaching sequences in both direct and indirect instruction.

				Principles of Direct and Indirect Instruction

				Textbooks contain expository writing most often in the form of direct instruction—the direct transmis-sion of information that all students are expected to master. Classic research during the 1970s and 1980s identified events in this process (Evertson 1987; Gagné 1977; Gagné and Driscoll 1988; Rosenshine and Stevens 1986). This research remains valid for learners at all levels. All the models can be summarized 
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				in terms of the following general sequence (Slavin 2015). Will your chapter pedagogy and apparatus accomplish the following tasks, reflecting your product’s mission and students’ learning needs?

				Events in a Direct Instruction Lesson

				1. State objectives and expectations.

				2. Review prerequisite knowledge and skills.

				3. Present new material.

				4. Question to check for comprehension.

				5. Provide opportunities for independent practice.

				6. Assess performance and provide feedback.

				7. Provide opportunities for outside application.

				These seven steps relate to what is known about cognitive and psychological processes involved in learning. Event or Step 1, for example, activates motivation by telling learners what to expect and what will be expected of them. This first step also suggests how the information is relevant to learners person-ally or professionally and how it may relate to their prior knowledge and experiences.

				In Event or Step 2, students’ attention and perception are directed selectively to (1) the topic and (2) the concepts they know or need to acquire to understand the new information. In Steps 3 and 4, the learn-er acquires the new information, makes sense of it, and retains it in memory through cognitive processes that encode stimuli and connect responses to those stimuli in neural networks. Steps 5, 6, and 7 reinforce learning, the application of learning, the motivation to learn, and the transfer of learning to new contexts or to the real world. An effective textbook does exactly the same things.

				This is not to say that a textbook literally is a series of direct instruction lectures. Many an author has attempted to produce a textbook by having his or her lecture notes or tapes transcribed. These efforts fail, because spoken words do not transfer well to print and the nonverbal communication that takes place in the classroom is lost. The colloquial language, body language, shock tactics, personal fables, So-cratic monologues, ironic observations, nostalgic anecdotes, rhetoric, panegyrics, polemics, and folksy or mordant humor that you may use to attract students’ attention—and that may make you a spellbind-ing lecturer—likely will make you look gratuitous, silly, egotistical, dated, eccentric, politically incorrect, and/or intellectually unsound on the printed page. In print, the events of direct and indirect instruction occur through skillfully structured narrative and sound pedagogy.

				Indirect instruction includes all the planned learning experiences by which it is intended that stu-dents will acquire information on their own or through interaction with their peers and others or with interactive media. Students at all ages and at all levels of educational attainment learn actively and indirectly through observation, inquiry, discussion, modeling, progressive skill approximation, critical 
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				thinking, problem solving, decision making, and hands-on experience. Pedagogical features give you an opportunity to build some of these learning experiences into your product. Consider, for example, what pedagogical features you could develop that would encourage students to use critical thinking skills involving Bloom’s higher level stages of cognitive functioning.
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					 Examples of Critical Thinking Skills (Kneedler 1985)

				

			

		

		
			
				1. Define and clarify the problem:

				 a. Identify the central issue.

				 b. Compare similarities and differences.

				 c. Distinguish relevant from irrelevant information.

				 d. Generate appropriate questions.

				2. Judge information pertaining to the situation:

				 a. Distinguish among fact, opinion, and reasoned judgment.

				 b. Evaluate consistency.

				 c. Identify unstated assumptions.

				 d. Recognize stereotypes and clichés.

				 e. Identify factual inaccuracies, misleading information, and false claims.

				 f. Identify fallacies in arguments.

				 g. Recognize bias, manipulation, propaganda, and semantic loading.

				 h. Distinguish between verifiable facts and value claims.

				 i. Recognize different value systems and ideologies.

				3. Solve problems and draw conclusions:

				 a. Evaluate the credibility of a source.

				 b. Recognize the adequacy of data.

				 c. Weigh competing evidence.

				 d. Make inferences from evidence.

				 e. Hypothesize and predict probabilities.

			

		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

	
		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			[image: ]
		

		
			
				Ch 10: Your Pedagogy and Apparatus

			

		

		
			[image: ]
		

		
			
				182

			

		

		
			
				Students as Active Learners

				Higher education faculty and critics frequently decry the lack of independent thinking and critical thinking skills among college undergraduates. Yet, a glimpse in traditional undergraduate classrooms and textbooks suggests that students generally are expected to be the passive recipients of bodies of knowledge. Both live and in print, higher education faculty often unintentionally discourage learners from interacting with information sources, constructing meaningful knowledge actively, or thinking crit-ically. Thus, the student’s right to make reasoned judgments about what to believe and do—the whole point of learning—is preempted.

				Part of the reason for this situation is the persistence of the historical role of college instructors as di-dacts and their lack of formal education in teaching. One could predict that few college professors would readily identify themselves as “teachers” at all. A “teacher” is the person who terrorized or nurtured them in second grade. Another part of the reason is that college instruction generally centers on the subject and on the instructor as the subject expert. Today, however, the trend in education at all levels is toward active learning, placing the student at the center of learning and actively involving the student in ac-quiring the subject. As a result, the “I” or “we” implicit in author-centered, subject-centered textbooks now becomes “you”—the student, the person whose learning is at stake.

				New Pedagogical Models

				The most recent expressions of the trend toward active learning are the wired classroom and the flipped classroom. Wired classrooms, used in el-hi education, have networked computers students use in class to acquire information literacy through direct experience by conducting and sharing their own guided investigations. At the college level in a flipped classroom, students view short video lectures, do home-work, and assess their learning on home computers, reserving class time for interactive exercises, proj-ects, and discussion. If your product will be adapted for flipped classrooms, you may be asked to record your lectures and provide online text support for them. The most student-centered hands-on pedagogy model in college education today, undertaken only by the most fearless, is the wiki classroom, in which students construct their own learning by collectively writing their own textbook using a social writing platform, such as Wikispaces. Online courses are the ultimate in self-activated and self-directed learn-ing. Their rapid growth in both open access and for-profit business models have prompted speculation that print textbooks and physical classrooms will soon be things of the past. 

				In any case, it is clear that effective instruction no longer rests on the lecture model in which the instructor is the “sage on the stage,” “telling it like it is” to passive, note-taking students who occasionally are invited to ask questions (but had better be careful not to betray any real curiosity or ignorance). The best textbooks are made to guide the reader through a self-directed learning process, and active learn-ing is the purpose of having pedagogical features in your textbook. Pedagogical features give readers opportunities to construct, monitor, apply, and extend their own learning through interaction with text.

			

		

		
			[image: ]
		

	
		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			[image: ]
		

		
			
				Students as Active Learners | New Pedagogical Models | Chapter Openers

			

		

		
			[image: ]
		

		
			
				183

			

		

		
			
				Chapter Openers

				As defined previously, chapter apparatus consists of your opening and closing pedagogy and certain recurring internal elements. The chapter opener expresses the subject, theme, aims, topics, and organi-zation of a chapter. Inexperienced authors often resist chapter openers as “taking up space” or “giving away the show.” They want to delight and surprise or intentionally and temporarily confuse the reader. Readers, however, have a right to know at the outset what they are reading and why or to what end. Also, readers learn the material better if they are first introduced to it. Chapter openers perform the functions of the first steps in models of direct instruction. They arouse curiosity, motivate, direct attention, and activate prior knowledge.

				The chapter-opening elements that you and your editor choose will be applied consistently at the beginning of every chapter. Your publisher will incorporate the elements into a design for the page or spread that begins each chapter. Through consistency in type and design and appropriateness to your mission, these elements will become a distinguishing feature of your product. In addition, they will con-nect both to chapter content and to the chapter closers in a way that will unify your instruction.

				Chapter openers may include one or more of the following types of pedagogical elements:

				An overview and introduction collectively explain what the chapter is about, why readers should learn about the material (or how they should begin thinking about it), and what types of information are in-volved (or what topics will be taken up). Chapters may be grouped into parts, or units, and presented in part-opening overviews, or there may be a separate overview for each chapter. In other instances, part divisions are indicated in the table of contents as a window on the textbook’s organization, but the parts do not have actual text pages devoted to them for part openers. Part openers take up space in a book, so their use should have clear justification.
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					Chapter openers perform the functions of the first steps in models of direct instruction. They arouse curiosity, motivate, direct attention, and activate prior knowledge.
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				Overviews and introductions introduce the chapter theme and central concepts and also relate each chapter or part to the previous one, showing how the readers are advancing their knowledge by connect-ing intelligently to what they already have studied or already know. Well-considered and well-wrought overviews and introductions give your book integrity.

				How, then, do overviews and introductions differ? Notice in the following examples from an interna-tional business text that the overview and the introduction, while interrelated, are not the same thing. The overview gives the big picture, while the introduction prepares readers for acquiring details from the chapter at hand. The last sentence of the introduction briefly foreshadows the six A-head sections that organize the chapter content.

				Example: Chapter Overview

				Chapter 9 outlined the main financial institutions that affect companies doing business inter-nationally, including institutions for raising capital, managing debt, making investments, and facilitating the flow of funds. Now, Chapter 10 explores in greater depth the flow of direct for-eign investment, in particular the efforts of both home and host countries to influence that flow to regulate multinational enterprises. You have seen how the actions of MNEs affect nations and individuals as citizens, as consumers, and as producers. Now, what efforts are made to control the actions of MNEs, and what impact do those efforts have on international business?

				Example: Chapter Introduction

				The reasons that MNEs engage in direct investment ownership are to expand markets by sell-ing abroad; to acquire foreign resources, such as raw materials, inexpensive labor, and exper-tise; and, at a government level, to attain some political advantage. MNEs pursue these goals and seek to extend their control mainly through trade and direct investment. Home and host countries, in turn, control MNEs principally through trade restrictions, investment incentives, government ownership, regional economic cooperation, commodity and trade agreements, and foreign exchange rates.

				Authors often slight overviews and introductions as nuisance writing or mere obligatory, pro forma gestures. Inexperienced authors often save them for last or leave them out entirely. Yet these elements are more than a matter of good exposition or sound instructional practice. They serve as self-monitoring devices, an author’s best weapons against incoherence and a host of other follies. If you cannot write a two- or three-paragraph description of your chapter, encapsulating an explanation of why anybody should read it, then you are not ready to draft it.

				Overviews should not be first-person catalogues of authors’ intentions, however. Consider, for in-stance, “In this chapter, first we talk about this; next we take up this other thing; then we cover that, that, and that; and finally we close with a consideration of this.” In such an introduction, the focus is on the authors, secondarily on the subject, and not at all on the learners and the state of their knowledge. You are talking only to yourself. Rather, good introductions invite the student to read and learn the material.
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				Outline and Focus Questions

				Other than providing an overview or introduction, or both, the simplest way to prepare the reader for what is to come is to provide a chapter outline or a list of focus questions, or both. An outline at the beginning of each chapter presents the chapter headings and subheadings in the order they appear—a TOC without page references. Outlines can present all the levels of headings or just the main ones (see Chapter 9 on heading structure) and can include titled pedagogical features.

				As a chapter-opening element, a section containing focus questions at the beginning of a chapter or with a chapter outline alerts readers to the most important material to learn and thus guides their reading. If you conceptualize and frame your main headings as questions, then they automatically will suggest or serve as focus questions. In the following example of a chapter-opening outline, the focus questions are embedded in the chapter’s A-heads.

				Example: Embedded Focus Questions

				Chapter 6 History of the Bantu to 1497

				What are the origins of the Bantu?

				The Bantu Homeland in Western Africa

				The Bantu Migrations

				Bantu-Speaking Peoples Today

				What were the economic impacts of the Bantu migrations?

				Farming and Herding

				Cattle and Taro

				Copper and Iron

				What Bantu kingdoms arose by the 15th century A.D.?

				The Luba States

				The Kongo Empire

				Great Zimbabwe

				How did trade link the Bantu states with other peoples?

				The East-West Central African Trade

				African Trade in the Roman Era

				The Arab and Asian Trade

				The Portuguese

				Alternatively, list focus questions after the outline, or key them to sections of the outline, letting read-ers know in more detail what they should expect to learn.
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				Example: Focus Questions Following a Chapter Outline

				Chapter 6 History of the Bantu to 1497 Focus Questions:

				What are the geographic and ethnic origins of Bantu-speaking peoples in relation to their present-day distributions?

				What were the patterns and trends of Bantu migration?

				How did the Bantu migrations affect demographic, economic, and technological developments in Sub-Saharan Africa?

				What factors contributed to the rise and spread of Bantu states?

				How were the Luba, Lunda, Kongo, and Mwenemutapa states alike and different?

				How did trade link the Bantu states with peoples of Africa, the Middle East, Asia, and Europe?

				Thus, focus questions provide a basis for Steps 4, 5, and 6 in the model of direct instruction. That is, students can assess their own levels of knowledge and comprehension by answering the questions independently, and instructors can assess students’ learning by asking the questions in class or adapting them for use as test items. Focus questions aid the instructor who assigns your chapters or modules as well as the students who read them.

				Learning Objectives and Outcomes

				An alternative to focus questions, also useful to both students and instructors, is a list of stated learning objectives. Stated or implied, learning objectives are critical for organizing content during textbook development, as you read in Chapter 8. As a chapter-opening device, like focus questions, learning ob-jectives have multiple functions. They specify precisely what students are expected to know or be able to do after reading the chapter and studying the information. Learning outcomes, in turn, state the intend-ed result of meeting the objectives. These pedagogical devices are especially appropriate for explicit use in introductory and second-tier college textbooks. 

				Scenarios and Vignettes

				Another chapter-opening device is the scenario, also sometimes called a vignette. Scenarios and vi-gnettes are brief descriptions of simulated or real-life situations, usually involving named characters or the reader. The situation is expressed in the form of a description, account, news clipping, dialogue, or story problem. Technically a scenario (Italian) is an outline of a plot or hypothesized chain of events, and a vignette (French) is a borderless image that blends decoratively into the page—a metaphor for writing that produces the same effect; that is, the situation merges seamlessly with text.
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				Example: Scenario

				Imagine you are being interviewed by a government census taker, who is asking you ques-tions—how many people live in your household, what are their relationships to one another, and so on. Then the census taker asks you about your race and gives you five choices: White, Black, Asian/Pacific Islander, American Indian/Alaskan Native, and Other. You hesitate to answer. Although you are listed officially as White on your birth certificate and your mother’s parents were from Western Europe, your father’s grandparents included a Chinese, a Filipino, and an African American. What does that make you? You decide not to answer the question, but on the basis of your appearance and your name, the census taker records you as “White” and “of Spanish/Hispanic origin.” You’ve been counted.

				Example: Vignette

				The facts of U.S. racial diversity were acknowledged in the 2000 census, which permitted mul-tiracial classifications for the first time in American history. Previously, census takers gave respondents only five choices: White, Black, Asian/Pacific Islander, American Indian/Alas-kan Native, and Other. (Persons of Spanish/Hispanic origin can be any race.) But what if your unofficial racial identity was a combination of these categories. Say you were listed officially as White on your birth certificate—your mother’s parents were from Western Europe. But your father’s grandparents included a Chinese, a Filipino, and an African American. How would you be classified according to the old census? How might you feel to be “Other”? The Cen-sus Bureau’s addition of the category “Multiracial” in the 2000 census signaled an important change in American cultural perceptions of race.

				Both scenarios and vignettes present situations, and situations stimulate interest. The situations let readers activate any prior knowledge or experience they have with the subject and enable them possibly to identify with the subjects. The situations also call attention to key issues the chapter will address and suggest the relevance of those issues for readers.

				In some subject areas, chapter-opening biographies, profiles, case studies, or product samples can serve the same purpose as scenarios. The value of scenarios and vignettes depends almost entirely on their reality or authenticity and their interest to readers. 

				Advance Organizers

				Advance organizers are schematic drawings that lay out a chapter visually. The drawings usually com-bine graphical drawings and text in the form of concept maps, nested hierarchies, or flowcharts high-lighting key topics in the chapter or key material to be learned. Relevant portions of the whole may be re-peated in A-head contexts throughout the chapter to show the connection of parts to the whole. Graphic organizers are especially suited to subjects that are learned in analytical or chronological sequence. For example, advance organizers at the beginning of chapters in history textbooks typically include a time chart, while a business text may have hierarchical organizational charts as chapter openers. 
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				Epigrams

				Epigrams—brief quotations—prepare the reader in a more reflective way and can be very effective when combined with chapter-opening photographs. The use of chapter-opening photos is an industry stan-dard in introductory textbooks. With or without photos, however, epigrams can set the tone of a chapter and reinforce its principal theme.

				Epigrams should be more than merely inspirational or decorative. Authors too often leave epigrams floating without narrative or pedagogical context, as if the clever, witty, coy, cute, ironic, telling, acerbic, 

			

		

		
			
				
					 Tips for Writing Effective Scenarios and Vignettes

				

			

			
				
					
						Be as authentic, true to life, and credible as possible.

					

					
						Avoid logically abstract scenarios (unless logic is the subject).

					

					
						Prefer real to hypothetical examples.

					

					
						Make hypothetical scenarios relate closely to the actual subject of the chapter.

					

					
						Use language to engender some excitement, but avoid tabloid style.

					

					
						Use present tense for immediacy, as appropriate.

					

					
						Use natural-sounding dialogue, as appropriate.

					

					
						Avoid stereotyping or bias in characterization.

					

					
						Include characters of both sexes who accurately reflect cultural diversity.

					

					
						Consider first-person accounts of your own or others’ experiences.

					

					
						Edit verbatim accounts for audience appropriateness in print form.

					

					
						Refrain from prurient subjects and manipulations of readers’ emotions.

					

					
						Avoid voyeurism, gratuitousness, excessive morbidity, and righteousness in tone.

					

					
						Include the outcome or result of the action or situation.

					

					
						Tie in the situation or example to the chapter’s opening exposition.
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				harrowing, or nostalgic little nuggets of thought were themselves entirely sufficient. For follow-through, the chapter closer may reiterate the quotation and ask students to reinterpret it in terms of what they have learned.

				Example: Epigram for a Chapter on “Getting Started” in a Textbook on Writing

				“The great enemy of clear language is insincerity. When there is a gap between one’s real and one’s declared aims, one turns, as it were instinctively, to long words and exhausted idioms, like a cuttlefish squirting out ink.” — George Orwell

				In the closer: Review the epigram at the beginning of this chapter and clarify its meaning in light of what you have read. Then write three paragraphs using specific examples to answer each of the following questions:

				1. How does clarity of expression depend on clear intentions?

				2. How does Orwell’s statement reflect his claim?

				3. What problems of style other than “long words and exhausted idioms” can develop when writers are “insincere?”

				Example: Epigram for a Chapter on “Pragmatism” in a Philosophy Textbook

				“The philosophy which is so important in each of us is not a technical matter; it is our more or less dumb sense of what life honestly and deeply means. It is only partly got from books; it is our individual way of just seeing and feeling the total push and pressure of the cosmos.” — William James

				In the closer: To what philosophy does William James refer in the quotation at the begin-ning of this chapter? According to James, what is the basis of this philosophy and what is its source? How does the quotation suggest the influence James had on the educational philos-ophy of John Dewey and his followers?

				The epigram is an old-fashioned but timeless device. It is suitable not only for the arts and humanities but for any textbook in which the intended primary learning objective is to reflect on ideas.

				Chapter Closers

				Chapter closers—all the elements following the chapter narrative—provide psychological closure and give students opportunities to review, reinforce, or extend their learning. Chapter closing pedagogy always includes some type of conclusion and summary, and commonly in introductory textbooks, a list of terms and concepts with page cross-references. In structure and function, a chapter’s conclusion and summary mirror its overview and introduction. Other types of chapter closers serve to satisfy the requirements of knowledge transfer or application.
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				Closers may contain one or more of the following elements, essential to learning:

				The Conclusion

				Just as the introduction is not a list of intentions, the conclusion is not a rehash of what you covered or tried to accomplish in the chapter. Such a rehash focuses on you as an author and subject expert rather than on knowledge. Some conclusion is needed, however. Consider the following paragraph, which ends a chapter on millenarian movements in a comparative religion textbook and is immediately followed by a new chapter.

				Example: Lack of Conclusion

				Finally, an example from nineteenth-century North America is the ghost dance cult, a mille-narian movement among Native Americans of the Great Plains. This religious movement had two spreads in the 1870s and the 1880s at times of increasing population pressure and dislo-cation through contact with westward-migrating Anglo-Europeans. The second movement began among the Paiutes in Nevada, initiated by the prophet Wovoka, and quickly spread to the Arapaho, Cheyenne, Dakota, and others. Wovoka received from the Great Spirit a vision of the resurrection of the dead and the restoration of traditional ways of life. He returned to his people with a message of hope and a dance ritual to be performed for five consecutive days at frequent intervals. His message was reinterpreted and added to wherever it was carried. In some groups, it included the return of buffalo—slaughtered by plainsmen for sport or to sup-ply railroad builders—and the destruction of the white man. The cult was expressed through religious symbolisms as well as through the trance-inducing collective dancing. The ghost dance cult did not die out until after the massacre of more than 300 Sioux at Wounded Knee Creek, South Dakota, in 1890.

				What will readers make of the information in this chapter? Not much. There is no conclusion, no inter-pretation of significance, no unifying thought. The readers are intended merely to acquire information as discrete bits for their own sake and for no other apparent reason than that the author regards these bits as important for them to know. This is the “flash card” or “encyclopedia” approach to education, evident in many college textbooks. While flash cards and encyclopedias have their place, students taught this way may never learn to connect information or even to ask, “So what?” The chapter needs a conclusion. Con-sider the value of even a brief conclusion, such as the following for the chapter on millenarian movements.
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				Example: Conclusion

				Thus, the spread of religious ideas in response to conquest, missionary activity, and other intercultural contact has occurred throughout the ages and throughout the world. As you have seen, whatever form they take, millenarian movements constitute an adaptive response to changes that have led to real or perceived cultural inadequacy or that have resulted in pro-found physical, cultural, or psychological loss.

				Conclusions and the ability to draw conclusions are indispensable to learning. At the same time, conclu-sions and summaries are not appropriate places for introducing new information or adding new details.

				The Summary

				Experienced authors look forward to writing their chapter summaries. These are moments of truth. While drafting a summary, you find out if your chapter contains everything it should, progresses logical-ly, and makes sense as a whole. If the summary proves a difficult task or takes more than 20 minutes to draft, then something is wrong with the way the chapter has been conceived and executed. In a textbook, a chapter summary is a test of teaching effectiveness.

				Ideally, your main headings for each section are questions or are convertible to questions or imply them. Your summary, whether in the form of paragraphs or a numbered or bulleted list of main points, should answer those questions in a clear, concise way. Some authors even restate the questions as sub-headings that structure the summary. Answers then emerge naturally during a review of the content in each section.

				In the following example, a five-page A-head section from an introduction to teaching textbook is summarized using one sentence (more or less) per heading, for an average of less than two lines of type per page of text.

				Example: Summary for a Section of Text, Based on Its Outline

				What Is Taught in the Schools?

				 Kinds of Curriculum

				 Explicit Curriculum

				 Hidden Curriculum

				 Null Curriculum

				 Extracurriculum

				 Curriculum Content

				Summary of Section: What is taught (and not taught) is called the curriculum—the subject areas, course content, learning outcomes, and planned and unplanned experiences that affect student learning. Four curricula that all students experience are the explicit curriculum, the 
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				hidden (implicit) curriculum, the null curriculum, and extracurricular programs. In all four forms, curriculum content reflects what communities and the wider society believe is import-ant for students to learn.

				A summary should be a content review but not a catalogue of what has been covered, which is sure to be boring and unhelpful to learners. Compare the following poor summary to the one above for the section on curriculum in the education textbook.

				Example: Summary in an Inappropriate Style

				In this chapter we first discussed the problem of defining what is meant by curriculum, point-ing out the lack of universal agreement on what the concept of curriculum should entail. We then offered a broad definition that takes into account all the experiences that affect students and their education. We discussed the explicit curriculum, the hidden curriculum, the null curriculum, and the extracurriculum. Last, we turned our attention to curriculum content.

				A summary such as the above may be reassuring to you in your role as author, but it does not bespeak your role as teacher, and it imparts little or nothing of value to the reader.

				Other Chapter Endmatter

				Chapter closers also can include activities for application or extension, such as problem sets or links to websites, chapter quizzes, annotated recommended readings, topical cross-references, chapter notes or references, key terms and glosses, or other pedagogical devices. For example, a chapter in a textbook on applied finite mathematics might have end-of-chapter application activities in which students use linear programming to solve real-life problems in production scheduling, shipping costs, asset allocation, crop planning, mining production, and diet planning in fields as diverse as transportation and advertising.

				The number of elements in chapter closers and their length depends on your audience, subject, teach-ing goals, learning objectives, market, and competition. Decisions about closing elements also depend on the relative need for independent practice or concept transfer on the part of learners. In mathematics and English composition textbooks for required undergraduate courses, for example, chapter closers can run several pages. Chapter closers in textbooks with built-in readings, annotated book lists, study guides, or practice tests also run long. Regardless, all pedagogical elements add to the length, bulk, weight, and cost of a book—more reason for choosing wisely. Today, to reduce length, bulk, and weight, and therefore cost, publishers increasingly move pedagogical elements out of textbooks and onto their websites, with access keys or qr (quick response) codes as a part of the sale. Products that are lean and mean where learning happens mostly online are the rule of the day.

				Internal Pedagogical Devices

				Introductory college textbooks often also have internal pedagogical devices as part of chapter appara-tus in addition to openers and closers. Each A-head section may begin with a thesis statement or main 
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				point, for example, and each A-head section may end with a summative statement or review question. These regular elements of internal apparatus may be distinguished from the regular text through book design. Another common treatment is to boldface key terms in the narrative and define them in margin glosses. Regular marginalia, such as definitions, topical headings, cross-references, URLs, or other kinds of information, may contribute to the internal structure of chapters, especially if your product will be an annotated instructor’s edition or an interactive or online edition.

				When choosing elements of your internal apparatus, consider how much structure, direction, assis-tance, and convenience your readers need to learn what you want them to know most quickly and most efficiently. Too many elements will clutter the page or screen and confuse the reader. Too few will raise the difficulty level and reduce the learning rate. Removing obstacles to learning, rather than creating them, is your goal as author–educator. See the templates for “Developing Your Pedagogy Plan” and “Planning Your Chapter Apparatus” at the end of this chapter.

			

		

		
			
				 Internal Pedagogical Devices

			

		

		
			
				
					Boldfaced key terms

				

				
					Cross-references to relevant material in other sections or chapters

				

				
					Highlighted statements of main points

				

				
					Callouts of embedded subtopics

				

				
					Margin notes, such as glossary annotations, background notes, examples, or applications

				

				
					Sidebars with key facts

				

				
					Interim study or review questions

				

				
					Reflection, discussion, or critical thinking questions

				

				
					Reminders of appropriate operations or formulae
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				Summary

				When well-planned and well-written, chapter apparatus and integrated pedagogical dsevices aid stu-dent learning. Take a look at textbooks on your office shelves and observe how chapters begin and end. Notice page layout and design elements that both distinguish and tie together these parts of the chapter apparatus. One of the most difficult ideas for authors and editors to grasp is that elements in the chapter apparatus are intended to have functional interrelationships. As you have seen, for example, openers and closers have related or matched content, like bookends. An effective closing application relates to the opening scenario. Functional interrelationships usually extend even to design. Design elements and motifs also may further link text content to supplements and other external resources. What will be the right mix of functionally interrelated chapter-opening and chapter-closing elements for your product? The next chapter prompts you to ask what pedagogical features you are providing in addition to your apparatus that will aid students’ active learning and make your product indispensable to them.
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					Chapter 10 Samples

				

			

		

		
			
				
					
						Apparatus and Pedagogy

					

					
						Pedagogical Function

					

					
						Chapter-Opening Elements

					

					
						Chapter-Closing Elements

					

					
						Internal Pedagogical Devices

					

					
						Possible Features

					

				

			

			
				
					 Developing Your Pedagogy Plan

				

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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						Part-Opening Elements

					

					
						Possible Applications in Your Product

					

					
						Part Overview

					

					
						Part Outline

					

					
						Other

					

					
						Chapter-Opening Elements

					

					
						Possible Applications

					

					
						Chapter Overview

					

					
						Introduction

					

					
						Chapter Outline

					

					
						Focus Questions

					

					
						Learning Objectives/Outcomes

					

					
						Graphic Organizer

					

					
						Scenario/Vignette

					

					
						Epigram/Other

					

					
						Internal Apparatus

					

					
						Possible Applications

					

					
						Section Openers and Closers

					

					
						Key Terms and Definitions

					

					
						Interim Questions or Problems

					

					
						Marginalia/Other

					

					
						Chapter-Closing Elements

					

					
						Possible Applications

					

					
						Conclusion

					

					
						Summary

					

				

			

			
				
					 Planning Your Chapter Apparatus
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					Vocabulary Review

				

				
					Discussion/Review Questions

				

				
					Quiz/Study Guide

				

				
					Application/Problem

				

				
					Activities/Extension

				

				
					URLs/Online Investigation

				

				
					Annotated Readings

				

				
					Endnotes/Other

				

				
					Part-Closing Elements

				

				
					Possible Applications

				

				
					Part Summary

				

				
					Other

				

			

		

		
			
				(continued from previous page)

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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					Links to the following websites can be found at TAAonline.net/resources

					
						Advance organizers

					

					
						Charles M. Reigeluth. 2013. Instructional Design Theories and Models: An Overview of Their Current Status. Routledge.

					

					
						“Cognitive Apprenticeship in Educational Practice” by Vanessa Paz Dennen

					

					
						Educause essay on flipped classrooms

					

					
						Example of an online course generator 

					

					
						Example of problem-based learning at the college level 

					

					
						Foundation for Critical Thinking 

					

					
						Information processing theory

					

					
						Instructional models

					

					
						Sample chapters illustrating chapter apparatus and functional interrelatedness of pedagogical elements. Stewart, James. 2015. Biocalculus. Cengage Higher Education. 

					

					
						Wikispaces
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				Pedagogy only begins with the chapter apparatus. Regularly occurring pedagogical features within the body of each chapter, often called feature strands, also contribute to the educative value and visual appeal of your textbook. The features described in the following sections—case studies, debates, primary source excerpts, models or how-tos, reflection and critical thinking questions, thematic boxes, and supplement tie-ins—need not be restricted to internal use, however. In some textbooks they are successfully located at the beginning or end of a chapter. Features such as case studies, reflections, primary source documents, and biographical profiles are especially adaptable as chapter openers or as material on which chapter-closing activities are based. As a rule of thumb, place each feature where it will do students the most good—that is, in its most relevant context in relation to chapter content and to what you are trying to put across.

				Functions of Feature Strands

				In-text features, whether boxes or portions of text set off through design, function pedagogically to attract attention, arouse curiosity, increase motivation to read, stimulate critical thinking, and provide opportunities for reflection, application, or problem solving. Consider including one or more of the fol-lowing kinds of feature strands in your textbook:

			

		

		
			
				Case studies

				Profiles

				Debates

				Primary source excerpts

				Models

				Reflections

				Thematic boxes
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				The types of features you choose should be guided by what your market requires or prefers, what your competition has, what your publisher suggests, and your own ideas. Whatever features you choose, you must use them systematically in every chapter, or at least regularly and not just here and there. Authors sometimes resist this kind of consistency, especially when they think certain features are more suitable for some chapters than for others. Yet consistency is necessary. Randomly scattered features do not in-spire confidence. Feature strands by definition are carried out regularly throughout a textbook in every chapter or module. You can overcome the problem of consistency and fit by conceptualizing a feature strand in broad enough terms to make it applicable to every chapter. For example, if you did not have enough news items for a “Biology in Space” feature in every chapter, you could call the feature strand “Biology in Life” instead (pun intended) and include your examples from space among other relevant news items.

				Each type of feature has a name or title—sometimes called a tag line—and is distinguished from the running text through design. A real title and a design help unify a feature strand throughout and gen-erate readership. Titles such as Box 1.1, Box 1.2, and Box 1.3 do not invite readership, but feature strands called SOCIOLOGY IN ACTION or ASTRONOMY’S GREATEST DISCOVERIES do. Subtitles then identify the specific subject of each box. Titled feature strands also help your publisher promote your book and the sales force to sell it.

				Some authors and instructors scorn all “boxes” and do not provide or assign them. They claim that features make the text too boxy or jumpy, distract the reader from the “real” reading, or compromise intellectual rigor for interest or popularity. These are the authors and instructors who believe textbooks should not pander to students, who should struggle to decipher text. When properly done, however, boxes are integral to the chapter, not dispensable frills or add-ons. Good feature strands help fulfill your mission, can add rigor as well as interest, and often provide the in-depth concrete examples that stu-dents need to grasp or apply core concepts. Consider feature strands with an open mind. What types could your textbook use?

				Case Studies

				Case-based instruction is a mainstay in fields such as business, advertising, management, law, educa-tion, social work, and others in which the particulars of an actual circumstance are used to test or demon-strate chapter concepts or principles in action. The best cases are real and situational, consist of accurate reportage, and end with questions for the reader. The questions invite readers to reflect on, analyze, com-pare or contrast, apply, or evaluate the information in the case. Case studies engage readers in cognitive processes that are desirable in active learners, such as critical thinking and problem solving. They also give instructors the option of using case analysis as a basis for class discussion or course assessment. In some courses, such as law, cases are regarded as mandatory. An example follows of a case study on impacts of cultural environments on multinational business.
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				Functional Integration of Case Studies

				As with chapter openers, the pedagogical value of case studies increases when they are reiterated in some way within the chapter narrative and in the closing elements.

				Example: Linking a Case to Instruction 

				In the Chapter Introduction: The case of the Arab business directory suggests the pressures and disconnects that transnational corporations may encounter when attempting to do busi-ness in a foreign country. How did business expectations and cultural assumptions lead to the failure of that enterprise?

				In the Body of the Narrative: Business culture includes expectations about the times and places for doing business, when and how business transactions should take place, and how participants should behave toward one another. The publisher doing business in Bahrain did 
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						 Example: Case Study

					

				

			

		

		
			
				A CASE TO CONSIDER: Cultural Assumptions

				In the 1970s, a publishing house set up an operation in Bahrain to edit the first telephone and business directories for thirteen Arab states. Problems began when the company could not find sufficient qualified personnel on or near the Arabian Peninsula to work on the project. The publisher filled four key positions through ads in newspapers. Its staff then included a young single woman as editor and three salesmen.

				None of the new hires had visited the Middle East before, and all expected to conduct business as usual. The salesmen, on commission, expected to make the usual number of calls in a 9-to-5 day. They also expected to have appointments at scheduled times, the undivided attention of potential clients, and efficient business transactions. These expectations were not met, however, and the sales reps unwittingly violated social norms for how to conduct business. After many complaints from Arab businessmen, the reps were replaced, but the damage to sales could not be recovered.

				The editor found that she was not free to travel unaccompanied in Arab countries and could not easily hire freelance assistants from her hotel room during her travels. She had assumed that collecting the data for the telephone directories would be a simple, cost-effective task. The publisher had quoted prices on the assumption that all streets would have names and that all residences and businesses would have street numbers, which proved not to be the case.

				After two years, the company had to sell its floundering Bahraini operations. What, exactly, went wrong? What factors contributed to failure there, and how might the problems have been prevented or addressed? What guidelines would you propose for multinational firms planning to conduct foreign operations?
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				not anticipate an Arab business culture in which business was deferred until after social re-lationships were established. The Arabs did business informally, face to face rather than over the phone, at times outside of office hours, and without commitments to punctuality. Transac-tions were based on friendships among men, between equals. 

				In the Chapter Conclusion: Factors in the case of the Arab business directory included the segregation of women in the society; disinterest in street names and house numbers, as busi-nesses were locatable by family name and reputation alone; general lack of formal business education, as sons learned the family business from their fathers and uncles; and significant differences in business culture.

				As a Closing Activity or Essay Assignment: What could the publisher of business directo-ries have done to prevent or address the problems found when attempting to do business in the Arab states? Collaboratively with classmates, develop a set of guidelines for multinational firms planning to conduct foreign operations.

				Case studies are not suitable for all subject areas. Consider them for your textbook, however. Like sce-narios and vignettes, cases often are easily and appropriately adaptable for both so-called soft and hard academic courses, such as creative writing and calculus, respectively. And like scenarios and vignettes, the more fully cases are integrated pedagogically, the greater the impact they will have on learning.

				Functional Integration of Scenarios

				Scenarios must link directly to the content in the chapter introduction or the first A-head section of text. Vignettes by definition are embedded in relevant text, but for scenarios you need to call attention to how they link to chapter content rather than assume that students will make the connection automatically. Without a direct tie-in to the chapter content, an opening scenario is just a gimmick floating in the space allotted for chapter openers. Ending a scenario or vignette with a question to the reader enhances its pedagogical value, especially if you refer to it again within your narrative as chapter concepts come to apply. A chapter-closing application can then ask students to answer the scenario question (or to solve the problem or correct the sample), using what they have learned in the chapter. Used in a functional, integrated way, cases, like scenarios and vignettes, can add pedagogical value to your product.

				Example A: Effective Integration of a Scenario or Case 

				Chapter 3 Language and Politics 

				In the Opener: Bruce, a journalism student, researched and wrote a story on Christopher Co-lumbus. His piece has been rejected without comment, however, by every paper he has sent it to. One editor drew a red X through the following paragraph:

				Columbus discovered the Caribbean islands, but he was slow on the uptake when it came to understanding where he was. Seeing near-naked redskins cowering behind the tree line, he 
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				realized he could not be in China. That he nevertheless named the natives Indians shows just how badly he wanted to believe that he was somewhere in the Orient.

				After reading Chapter 2, you no doubt can spot Bruce’s stylistic errors—his colloquialisms, euphemisms, and clichés, such as “slow on the uptake,” “when it came to understanding,” and “shows just how badly.” However, even if Bruce edited the paragraph to eliminate these expressions, no really responsible editor would publish it. Why? What else does Bruce have to learn about appropriate usage in professional journalism?

				In the Body of the Chapter Narrative: Elements of Bruce’s paragraph are reiterated in con-nection with the concepts of attributions, racial and ethnic representations, and political cor-rectness.

				In the Chapter Closer:

				1. As the editor who crossed out Bruce’s paragraph, write Bruce a letter explaining why you are not publishing his piece.

				2. Using what you have learned in this chapter, rewrite Bruce’s paragraph.

				Example B: Effective Integration of a Scenario or Case

				Chapter 18 Alcohols

				In the Opener: Lara and Hector are following all the steps that lead to the synthesis of com-plex alcohols. They have a firm grasp of the chemical properties and preparations involved, but their sequence of reactions keeps leading them deeper and deeper into a labyrinth of possibilities, and they are running out of time. Here is what they have so far.

				<Figure 18.1, diagram of faulty chemical formula>

				What is the source of their problem? How would you approach this challenge?

				In the First Section of Narrative Text: In the example at the beginning of this chapter, Lara and Hector forgot that organic synthesis of complex compounds involves working backward. They knew the chemistry of the individual steps but did not plan the most efficient route from their goal. In almost every organic synthesis, it is best to begin with the molecule you want—the target molecule—and work backward from it. 

				In reality, there are only a few ways to make a complicated alcohol. For example, there are comparatively few ways to make a Grignard reagent or an aldehyde or ketone, and so on—back to your primary starting materials. Working the other way around, your starting materi-als can undergo so many different reactions that you discover a bewildering number of paths, few of which take you to where you want to go.
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				In the Closer: Lara and Hector were attempting to make tricyclopropylmethanol, although you wouldn’t know it from their partial formula. Using the basic principle of organic synthe-sis, draw your own formula for achieving this product.

				As you can see, scenarios, vignettes, and cases take a little thought. They are, however, among the most ef-fective chapter openers and internal features in any subject, which is why they are so common in textbooks.

				Profiles

				As a feature strand, profiles offer detailed descriptive accounts of particular examples (or exemplars) of chapter content. Like case studies, profiles explore a selected topic in greater depth. Business, man-agement, and marketing texts, for example, often highlight the success stories of particular individuals, firms, or advertising campaigns. An archaeology text may profile excavations of particularly important sites. A professional book may have career profiles. Literature surveys may have biographical or histor-ical profiles to provide context for selections of literature; and texts on government, international pol-itics, urban sociology, or cultural geography may offer chapter-by-chapter cartographic and statistical profiles.

				In addition to providing data, profiles most often feature positive exemplars, such as famous or suc-cessful people, places, products, or events. Positive real-life profiles in each chapter can provide strong motivation to read. A marketing textbook might profile famous entrepreneurs. A teacher education text-book might profile winners of the National Teacher of the Year award. An American architectural history textbook might profile famous edifices, and so on. As with other types of feature strands, the pedagogical value of profiles increases with opportunities for students to interact with or apply the information be-yond simple comprehension. 

				Debates

				Some products lend themselves to features that present debates—opposing views on chapter-relevant issues. Pro–con or point–counterpoint features are especially appropriate for textbooks in the social sci-ences and related fields and for introductions to the professions. The keys to successful debate formats are balance, fairness, and credibility, so some care must be taken in selecting spokespersons for oppos-ing views. Identify those persons by name and source, and give their views equal space. Again, end the features with questions for the reader. In a behavioral psychology textbook, for example, a feature strand called DEBATE FORUM may ask questions such as the following:

				DEBATE FORUM: Are there sex differences in the way people think? (in a chapter titled “Bi-ology and Behavior”)

				DEBATE FORUM: Can environmental controls on behavior solve social problems? (in a chap-ter titled “Environment and Behavior”)
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				DEBATE FORUM: Do people fear success as much as they do failure? (in a chapter titled “Motivation and Behavior”)

				The design formats for a debate feature may be based on polarization, with a “PRO” or “YES” column juxtaposed beside a “CON” or “NO” column. Another option is to present the feature in three parts: Part one states the issue, Part two describes the debate, and Part three asks readers about a solution. 

			

		

		
			
				To make effective debate features, choose current and authentic issues and avoid insulting the read-er’s intelligence. Simplistic questions for debate and nonissues may alienate adult readers (e.g., Is nature or nurture more important in personality development? Should national parks be open to the public?) The best debates represent true dilemmas in which both or all positions on an issue can be believably defended. Above all, avoid the language of high-minded sentiment or propaganda and offer documented evidence and arguments based on facts. Note that values clarification typically is not a goal of debate features in college textbooks today, but ethical or professional dilemmas may be entirely appropriate, along with policy debates.

			

		

		
			
				 Generic Questions for a Debate Feature

			

		

		
			
				
					With which view or combination of views do you agree most?

				

				
					Which evidence or argument did you find most persuasive, and why?

				

				
					How do your past experiences relate to these opposing views?

				

				
					What further evidence or argument might you add to the debate?

				

				
					How does the information in this chapter relate to this debate?

				

				
					What are the implications of each view for practice or policy?

				

				
					What questions would you ask and what answers would you need to strengthen or change your view?
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				Primary Source Excerpts

				Excerpts from documents, first-person accounts, artifacts or exhibits of evidence, and passages from lit-erature are examples of primary sources in textbooks. Primary source material is all but indispensable in some arts and humanities—including history, philosophy, and literature—and also in the social sci-ences. If your field is document based, why not build the need for primary source material into a regular chapter feature?

				Examples: Primary Source Feature Strands

				SNAPSHOTS OF THE PAST (in an undergraduate U.S. history textbook, 1865 to the pres-ent): a half-page feature in each chapter on the interpretation of photographs as historical evidence. Each photograph relates to the period or theme of the chapter and supports a main point. An extended caption identifies the link between the photo and the chapter, provides background information on the event captured, guides the reader through the image, models the historiographical process involved in treating the image as evidence, and asks questions pertaining to all of the above.

				THE PHILOSOPHER’S STONE (for an Introduction to Philosophy course): two, one-page features per chapter with excerpts from classic works by noted philosophers representative of the chapter’s period, theme, or main point. Excerpts end with questions to readers to stim-ulate reflection, aid comprehension, or guide analysis. This model is also commonly used in literature surveys.

				FIELD NOTES (in a textbook on cultural anthropology): a one-page feature in each chapter with a transcription of a noted ethnographer’s first-person account of his or her field experi-ences. Students are asked to interpret the field notes or to explain their significance in rela-tion to chapter content.

				TEACHER TALK (in a textbook on becoming a teacher): one-page, first-person accounts by practicing master teachers on how they deal with situations pertaining to main chapter topics.

				Substantive excerpts are best for primary source features because they enable readers to examine critical material in some depth or detail. An in-depth feature also can serve as an antidote to a common com-plaint about introductory or survey texts—that in attempting to cover too much, they merely “mention” everything superficially. If your textbook is for a general course, therefore, consider that primary sources, cases, debates, or profiles may systematically permit more depth.

				Arguments against using primary source material are the time it takes to find them and the permis-sions costs, which in some cases can be prohibitively high. Whatever the course, in addition to primary source documents, consider the role that brief first-person accounts or documentary evidence might play in your exposition. Anecdotes, famous quotations, unusual newspaper headlines, or provocative govern-ment statistics may contribute to your pedagogical aims as well as your publisher’s marketing campaign.
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				Models or How-Tos

				Models in any field are applications or demonstrations of practices, principles, theories, or laws ex-pressed in form or function. Models are examples of perfection, or at least of excellence or ideal cases (all other things being equal). The implicit message of any model is that it should be followed.

				English composition textbooks, for example, model good writing. An emphasis on decision-making processes in marketing could be translated into a feature strand in which a model marketing decision is presented in each chapter. A textbook on research might model steps in the scientific method. A text-book on law enforcement or on accounting might model professional routines or procedures. A prima-tology or climatology textbook might present predictive models that readers run to answer questions. A chemistry textbook typically contains diagrams of reactions and compounds, an example of models in the most literal sense as illustrations. Textbooks on physics, mathematics, photography, and architectur-al design also typically rely on physical models in the form of graphical representations.

				Related to models are “how-to” features, usually presented as numbered lists set off from the nar-rative. The lists briefly call out the sequence of steps needed to accomplish something or to apply a method. In some textbooks, the lists give reminders or tips for successful practice. Eye-catching how-to boxes offer the reader a resource for quick reference or immediate access to what you are attempting to teach. How-tos are especially appropriate if your textbook and its market have a practical or applied orientation. This book contains many such lists, for instance.

				In any field, educational research strongly supports the use of modeling and other instructional strat-egies that serve as scaffolding for progressive learning (Holton and Clark 2006; Wells, Hestenes, and Swackhamer 1995; see also American Modeling Teachers Association in the “Recommended Resources” section later in the chapter). Activities calling for applications to new contexts are an ideal way to max-imize the pedagogical value of models. Consider, for example, an educational psychology textbook that zeroes in on teaching standards and teaching practice as the central purposes of study in the course. All the chapter pedagogy directly supports these purposes, including an opening case, self-checks relating to the InTASC and Praxis II standards, a THEORY INTO PRACTICE feature strand, a teaching practice checklist, and a self-assessment in the chapter closer.

				Reflections and Rating Forms

				Reflections present situations and invite readers to perceive, think about, and respond to those situa-tions in relation to themselves as individuals. The goal is to engage the reader’s personal identification with the subject, prior knowledge, thought processes, and affective responses. Reflections often are built around questions and include an activity such as recording thoughts and feelings in a journal or filling out a rating form. Questionnaires, opinion polls, and self-assessments also are forms of this type of feature. Reflection questions are geared to the individual learner and often are not well-suited for class discussion.
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				Example: Reflection-Based Feature Strand in Introduction to American Government

				REFLECTION: What are three questions you have about American government to which you wish you had answers? (in a chapter titled “Understanding American Government”)

				REFLECTION: As a participant in the Constitutional Convention, what part of the Constitu-tion might you have tried to change from its present form, and why? (in a chapter titled “The Constitutional Foundations”)

				REFLECTION: On any given day, how, specifically, does the way you live your life reflect the Constitutional Amendments? (in a chapter titled “Civil Liberties”)

				REFLECTION: What is your opinion on the following issues? Which issues would you feel strongly enough about to try to influence lawmakers if you had the opportunity? (in a chapter titled “Public Opinion”)

				REFLECTION: Where do you stand on the liberal–conservative continuum? (in a chapter titled “Political Parties”) 

				Questions for reflection features may also take specific forms of general patterns; for example:

				If you were presented with the following situation, what would you do?

				In the following situation, what could you say (e.g., to reduce tension and redirect the conversation)?

				Rate the following statements on a five-point scale from “strongly agree” (1) to “strongly disagree” (5). Your ratings will help you clarify your philosophical stance on this issue.

				Record in your journal three reasons you think you would like to become a gerontologist.

				Some textbooks have reflection-based rating forms that invite readers to interact with text literally by writing in the book, or, more likely, on the screen. Write-on lines may be provided in the margins or in text fields designed to resemble note cards. At one time, if students wrote in your textbook, its sales would increase, because many college bookstores would not buy back “defaced” books for resale as used books. However, that standard has fallen. Many resale operators today buy back books at the full used book price regardless of students’ underlines, marginal notes, or completed exercises.
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					The best way to get students to keep your title on their shelves is to provide a product package so full of valuable, relevant information that users see it as indispensable.
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				Rating forms or blank spaces for student write-ins take up a lot of expensive space in a textbook, leaving you with less room to accomplish your instructional goals. Moving them to your website is a common solution. If your course requires many opportunities for on-page student practice, it may be best to locate them in a lower cost print or online student supplement, such as a manual, workbook, or study guide. The best way to get students to keep your title on their shelves is to provide a product package so full of valuable, relevant information that users see it as indispensable. Students tend to hold on to reference books, handbooks, bibliographies, directories, and professional resource guides. Many authors add appendixes or reference sections to their books that serve student interests and encourage retention. The reality is, however, that by the end of your print textbook’s first semester of availability, students will sell back as much as 60 percent of your print run, which will be sold as used books to the next semester’s students.

				Critical Thinking Exercises

				Critical thinking exercises or questions can be appended to reflections or to any feature strand to make it interactive, link it to chapter content, engage higher level thinking, and guarantee reader response. Recall the list of examples of critical thinking skills in Chapter 10. Unlike discussion and review ques-tions, critical thinking questions are not answerable directly from the chapter narrative and do not have one right answer or established parameters for an expected range of answers. Critical thinking questions are not merely rhetorical, however, nor are they simply statements of opinion. The questions involve the reader’s experiences and expectations outside the course, and students support their opinions with reasoned judgments or argue from premises or data.

				Thematic Boxes

				A selling point for a textbook is its currency, not only in source citations but in the presence of themes that reflect the latest hot topics or professional concerns and trends in the field. For example, genome re-search may be revelatory in the life sciences, new medications and assistive technologies may be issues in special education, crime scene investigation and crime mapping may be hot in criminal justice, and nonethnocentric reinterpretation may be a trend in U.S. history. 

				Each of these examples could serve as a unifying theme for a feature strand in the form of thematic boxes. Each chapter in a life sciences textbook, for example, could have an informational box on how genomic research relates to the chapter or on the implications of genomics research for the chapter’s main subject. There could be boxes on food staple genomes in relation to world hunger, mutagenic environments, the preservation of natural pharmacopoeia, endangered species, gene therapies, square watermelons, pharaonic DNA, and so on, throughout. In the special education textbook, each chapter could have an informational box on medications or assistive technologies for students with disabilities or for inclusive classrooms. Each chapter of the criminal justice textbook could feature a relevant tech-
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				nology, such as 911 emergency systems, crime mapping, electronic surveillance, DNA testing, sex crimes databasing, interrogation videotaping, cruiser-mounted cameras or computers, and the like. Finally, each chapter of the history text could have a cultural awareness box that calls attention to interesting or rele-vant ethnocentric views or interpretations of historical figures and events.

				The content of thematic boxes reinforces points made in the narrative but does not attempt to substi-tute for narrative text, where all important exposition should appear. Reinforcement of information in a history textbook, for instance, may be provided through thematic chronologies or descriptions of critical decisions, benchmarks, or turning points.

				A theme adaptable to many disciplines is the investigative report, media portrayal, or research brief. For example, a box in each chapter may describe recent, important, chapter-relevant research in your field in the form of an abstract or a summary of the findings. Imaginative, well-written, and well-designed thematic boxes add contemporaneity, interest, pertinence, and visual appeal for your readers. In addi-tion, thematic feature strands support one of the chief metacognitive aims of education: the integration of knowledge (Wilson and Conyers 2014).

				Supplement Tie-Ins

				In integrated textbook packages, having pedagogical features that link supplements to the text can be an important selling point. If your textbook will come with a reader, magazine, video, software pro-gram, or computer application, for example, you and your editors should think about embedding fea-ture strands, annotations, or activities in the text that relate to them. Likewise, your instructor’s manual should suggest ways that instructors can use the textbook’s features in conjunction with other products in your package. For example, in an instructor’s edition, a margin annotation next to each main heading of text could identify relevant items in your test bank or relevant electronic transparencies to use in that context. In student editions, you may want apparatus or pedagogy that sends readers to the lab manual, reader, workbook, website, or digital media for your course. 

				Publishers offer both bundled and debundled options in the sale of supplements. Ancillaries that depend on your textbook for utility may be offered along with the textbook, for example, which makes functional integration more important. On the other hand, stand-alone or optional supplements, such as a study guide, may be sold separately. Decisions about supplements, a subject that is beyond the scope of this book, are made by managers and editors in consultation with authors. 

				Pedagogy Pitfalls

				Pedagogy has pitfalls. Some authors, readers, and textbook critics complain that features replace con-tent, dumb down a text, are gimmicky, interrupt the narrative flow, create a boxy appearance, or cause confusion about what is important to know. Others claim that features serve only as window dressing, filler, fluff, or publisher hype, and that students don’t bother to read them unless they are on the test. 
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				These complaints can be valid and usually stem from one or more of the following problems:

				Poor design of features

				Poorly written features

				Features that are too long

				Too many features (or too few)

				Inconsistent types or uses of features

				Lack of fit between features and chapter content

				Lack of clear purpose or relevance in using features

				Strained or insincere features based on the latest buzz in the field

				Some textbook features obviously cater to marketing directives rather than educative value and look and sound like television infomercials. Other pitfalls stem from authors’ lack of enthusiasm in supplying pedagogy or publishers’ lack of investment in commissioning contributions. Plugging in two pages of boring or irrelevant prose per chapter to fulfill a marketing plan does not help put your textbook on the road to success. 

				If done right, however, features can greatly enhance both the salability of your textbook and its edu-cational value for readers. Doing pedagogy right involves planning, selecting, creating, integrating, and designing a chapter apparatus and feature strands. See the templates, “Planning Your Feature Strands” and “Your Chapter-By-Chapter Ideas for Features,” at the end of this chapter.

				If you have a DE, the development plan may contain a pedagogy plan similar to the sample, “Outline of a Sample Pedagogy Plan for an Undergraduate Textbook in Archaeology,” at the end of this chapter. The pedagogy plan will be based on what you already have provided in your draft manuscript, what com-peting texts have to show, what reviewers say, and what marketing research suggests is desirable. The DE will send you guidelines for the drafting or subcontracting of the agreed-upon features. The DE may provide models for pedagogical elements for you to write, or your publisher may have features written by contributors or freelance writers on a work-for-hire basis.

				Your Pedagogy Plan

				For inspiration, survey textbooks you have at hand or sample chapters on publishers’ websites to exam-ine and analyze the use of pedagogical features. As you do, think of possibilities for features for your textbook. Choose feature strands with the following characteristics:
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				   Tips for Avoiding Pedagogy Pitfalls

			

		

		
			
				
					Choose a small number of specific chapter-opening and chapter-closing elements and use them consistently in every chapter.

				

				
					Develop at least one, but not more than four, types of feature strands.

				

				
					For each type of feature, have a clear purpose that reflects both key market concerns and real concerns in the course. For example, a feature strand on gender identity in a textbook for a gender studies course might satisfy both instructional goals for the course and current hot topics identified in the publisher’s market research.

				

				
					Link features intimately to content; embed features in content-appropriate contexts.

				

				
					Try to have one of each type of feature in every chapter as a regular way of maintaining feature strands throughout the text.

				

				
					Ask to have some features designed as boxes and others as portions of text embedded in the narrative flow but set off through design.

				

				
					Establish a consistent standard for the desired length and content of each feature type.

				

				
					In most cases, keep features to less than one book page in length. In most subjects, a two-page spread (a comprehensive, often illustrated, feature on facing pages) might be regarded as a maximum.

				

				
					Build in opportunities for readers to respond to feature content, for example, by adding comprehension, critical thinking, reflection, or discussion questions.

				

				
					Take personal responsibility for writing the pedagogical elements and features or for checking the quality of material written by contributors or freelancers.

				

			

		

		
			
				Address proven needs in your course.

				Address new concerns in your field.

				Fit your subject.

				Match or top what your competitors offer.

				Make visible a special strength or unique aspect of your textbook.

				Express your mission or key themes.

				Have relevance to the audience.

				Engage student interest, curiosity, and desire.

				Can be fulfilled realistically and efficiently.

				Can be provided systematically throughout the work.
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					Pedagogical Feature

				

				
					Definition

				

				
					Best Use

				

				
					Scenario/Vignette

				

				
					Brief description of a real-life situation in the form of an account, news item, dialogue, or story problem

				

				
					Chapter opener, integrated with narrative, revisited in chapter closer 

				

				
					Epigram

				

				
					Brief attributed quotation

				

				
					Chapter opener, integrated with narrative

				

				
					Case Study

				

				
					In-depth analysis of an example or application

				

				
					Interior feature strand; chapter opener or closer

				

				
					Profile

				

				
					In-depth description of a narrowly defined subject

				

				
					Interior feature strand; chapter opener

				

				
					Debate

				

				
					Comparison and contrast of opposing views

				

				
					Interior feature strand with open-ended or controversial material

				

				
					Primary Source

				

				
					Excerpt from a document, first-person account, exhibit of evidence, or passage from literature

				

				
					Interior feature strand with authen-tic document-based material

				

				
					Model or How-To

				

				
					Application or demonstration of a desired behavior, practice, or principle in action

				

				
					Interior feature strand with material intended for application to practice or procedure

				

				
					Reflection or Rating Form

				

				
					Situations or questions to which readers respond personally as individuals

				

				
					Internal apparatus with material in-tended to evoke readers’ thoughts and feelings; chapter closer

				

				
					Critical Thinking Exercise

				

				
					Questions that call for problem solving or higher level cognitive functioning

				

				
					Internal apparatus; chapter closer

				

				
					Thematic Box

				

				
					Description of events or developments reflecting the latest hot topics 

				

				
					Interior feature strand with material intended to show interest, impor-tance, or relevance

				

				
					Supplement Tie-In

				

				
					Pedagogical link between the textbook and its supplements in print and digital form

				

				
					Internal apparatus with marginalia; chapter closer

				

			

		

		
			
				 Pedagogy Chart 
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				After choosing feature types with the most promising applications for your book, give them a work-ing tag line and consult your working TOC to start brainstorming suitable topics for each feature type for each chapter. You may find the planning grid at the end of this chapter helpful for the purpose. As you work, note sources of information for each feature or the names of possible contributors. Add your feature strand ideas to the ideas you developed for chapter apparatus, and then communicate these to your AE or DE, who may also have some useful suggestions, samples, or models to consider. Everyone eventually must buy in to the planned apparatus and pedagogy for your textbook, and after this is de-cided, you may not change it. The cost of redesigning a book is simply too great. You will be expected to carry out the approved plan or arrange for it to be carried out, or the publisher may hire someone to carry out the pedagogy plan in your place. 

				Summary

				Now you have a plan for your chapter apparatus and pedagogy that will make your textbook competitive in the marketplace and that everyone likes. Include your feature strands (titles and subtitles) in your working TOC in their respective contexts. You are ready to draft or revise your manuscript in earnest, which is the subject of the next chapter.
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					Chapter 11 Samples

				

			

		

		
			
				
					
						Feature Type

					

					
						Possible Applications to Your Product

					

					
						Scenarios/Vignettes

					

					
						Case Studies

					

					
						Profiles

					

					
						Debates

					

					
						Primary Sources

					

					
						Models/How-Tos

					

					
						Reflections/Rating Forms

					

					
						Critical Thinking Exercises

					

					
						Thematic Boxes

					

					
						Supplement Tie-Ins

					

					
						Other

					

				

			

			
				
					 Planning Your Feature Strands 

				

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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						Tag Lines (Feature Names)

					

					
						Possible Chapter Applications

					

					
						Strand 1:

					

					
						Chapter 1:

					

					
						Chapter 2:

					

					
						Chapter 3: (add rows for more chapters)

					

					
						Tag Lines (Feature Names)

					

					
						Possible Chapter Applications

					

					
						Strand 2:

					

					
						Chapter 1:

					

					
						Chapter 2:

					

					
						Chapter 3:

					

					
						Tag Lines (Feature Names)

					

					
						Possible Chapter Applications

					

					
						Strand 3:

					

					
						Chapter 1:

					

					
						Chapter 2:

					

					
						Chapter 3:

					

					
						Tag Lines (Feature Names)

					

					
						Possible Chapter Applications

					

					
						Strand 4:

					

					
						Chapter 1:

					

					
						Chapter 2:

					

					
						Chapter 3:

					

				

			

			
				
					 Your Chapter-by-Chapter Ideas for Features 

				

			

		

		
			
				Download the template online at TAAonline.net/resources

			

		

		
			
				(When downloaded, this template will be customizable to add as many chapters as needed.)
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				Outline of a Sample Pedagogy Plan for an Undergraduate Textbook in Archaeology

				Chapter Openers

				Chapter number and title

				Chapter opening photo

				Field notes or excavation account relating to chapter topic or theme

				Focus question linking field note or account to first A-head content

				Chapter outline with embedded statements of learning objectives

				Introduction

				Internal Apparatus

				Boldfaced key terms with margin glosses

				Interim review question at the end of each A-head section, with answer feedback

				Feature Strands

				1. GREAT DISCOVERIES: Illustrated spread, one per chapter, on historical information on early and contemporary archaeologists and sites, focusing on developments in scientific thinking and problem solving in archaeology, followed by one to three critical thinking questions.

				2. VISUALIZING THE PAST: Illustrated thematic box, two per chapter, up to one page in length, with captioned photo, diagram, or computer array showing how archaeological problems can be modeled or represented.

				3. SITES: A map feature, one per chapter as relevant, showing labeled locations of archaeological sites mentioned in the chapter.

				4. TIMES: A time line feature, one per chapter as relevant, showing labeled times of events or peri-ods mentioned in the chapter.

				Chapter Closers

				Commentary on or conclusion to the chapter-opening field notes or excavation account

				Bulleted chapter summary organized by A-head

				Cross-reference to the lab manual with an assignment and critical thinking questions

				Annotated links list (hot-linked in the online edition)
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							Recommended Resources
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					Links to the following websites can be found at TAAonline.net/resources

					
						American Modeling Teachers Association 

					

					
						Rotterdam School of Management, Erasmus University, “How to Write a Good Teaching Case” 

					

					
						Teaching Excellence in Adult Literacy Fact Sheet: Metacognitive Processes

					

				

			

			
				
					RESOURCES
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				You can make authoring easier on yourself and your editors in basic ways, beginning with the following:

				How can you accomplish these tasks efficiently?

				Prepare Your Manuscript

				Authors who follow manuscript preparation guidelines decrease the cost of producing their textbooks in countless small ways. These costs affect your earnings as well as those of your publisher. Thus, as mentioned previously, you should follow or question even seemingly trivial requests in author guide-lines and from editors, because there are practical or technical reasons for those requests. More than in the past, many publishing houses are unwilling to incur extra production costs, even when these costs are charged against your book and passed back to you. Your improperly prepared manuscript is simply rejected as “unacceptable” and is returned for correction. Depending on how long it takes you to fix it, your book can lose its place in the publishing queue.

			

		

		
			
				Observe requirements for manuscript preparation.

				Make a commitment to consistency in style.

				Develop checklists to manage the drafting process.

				Systematically manage chapter resources.

				Monitor balance in topical development.

				Complete references as you draft. 

				Submit complete manuscript.

				Respond productively to the copy editor’s work.

				Develop a revision plan.
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				Manuscript Preparation Guidelines

				Each house has its own unique rules for how manuscript should be prepared, but all will request that the hard copy and electronic copy you submit as final manuscripts match exactly. You also must be vigilant to ensure that the correct, most current version of each chapter is the one that goes into production. Manuscript preparation guidelines are rules for drafting that help control a book’s production costs. 

				Manuscript preparation can be difficult, due to the level of detail involved. If attention to these me-chanics proves a burden to you, take the initiative in advance and enlist the aid of a paid or volunteer helper who can provide it. Authors are wise who optimize the time and attention they can give to content over form.

				Print-Ready Copy

				In some houses, especially subsidy presses, vanity presses, and publishers of niche texts and supple-ments, whatever you send is published as is, as so-called camera-ready copy, whether it is “acceptable” or not. The process is obsolete, however. In the days of camera-ready copy, your physical manuscript pages were mounted in a vacuum frame, photographed one by one, and printed from the film. Today, having your manuscript go directly from your digital file into print is the equivalent. 

				The advantage of digital-to-print copy is that a publisher does not have to invest in book design or page makeup; you do. What you see is what you get, and for this reason the rules for manuscript prepa-ration and page formatting are especially stringent for books being produced this way. The technology may represent a cost savings over other printing methods, but the results depend on the author and thus are highly variable in quality. The disadvantage to you in going directly from your Word document into print is that you are the one responsible for all the content, including book design and page makeup, essentially acting as a self publisher. 

				Submit a Complete Manuscript

				A chapter that lacks its summary, figures, or boxes is not complete. Furthermore, your manuscript tech-nically is not complete even when you submit all your chapters, as a textbook also may contain some or all of the following elements:

			

		

		
			
				Preface and acknowledgments

				Table of contents

				Part and chapter openers

				Figures, tables, and captions

				Apparatus and pedagogy

				Appendixes

				Photos or photo specifications and captions

				Source citations, notes, references, and credit lines

				Annotations or glossary entries

				Author index and subject index

				Permissions log and grants to date
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						 Some Generic Manuscript Preparation Guidelines

					

				

			

		

		
			
				• If your manuscript will be copyedited by hand on hard copy, double-space all text without exception, regardless of its context or intended use (i.e., including even figure captions). This allows enough space for the copy editor’s markup. More likely your manuscript will be copyedited electronically using Track Changes, in which case double-spacing may not be necessary.

				• Do not underline anything for emphasis or any other purpose unless the editor agrees. 

				• Unless the publisher’s house style offers other options, use italics only for words as words, and use boldface sparingly and consistently (e.g., for glossary terms).

				• Do not use hard returns except after headings and to start new paragraphs.

				• Identify each photo, figure, and table and its caption by double-number and title (e.g., Table 12.1 for Table 1 in Chapter 12). Also include the number in parentheses within the narrative, in context (e.g., see Table 12.1).

				• Unless instructed otherwise, provide double-numbered photo specs, figures, tables, and captions in separate manuscripts, identified by number in the narrative through placeholders to show the desired location.

				• Be consistent in styles, text formats, and fonts; use a single, simple, basic font throughout, such as Times New Roman or Arial.

				• Do not change type sizes for effect or use any design features.

				• Establish a small set of document styles (A-head, B-head, C-head, running text, numbered list, bulleted list, list headings, caption headings) and apply it systematically. 

				• Unless otherwise instructed, number all pages consecutively, with each chapter starting on page 1. 

				• Completely fill manuscript pages, leaving standard or wider margins.

				• Do not insert extra spaces at the ends of lines, and do notuse spaces for indentation (i.e., use tabs).

				• Insert page breaks appropriately throughout rather than paragraphing down.

				• Complete all parenthetical source citations and notes or references.

				• Submit a complete chapter manuscript all at once or in batches as the publisher allows.
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				You may also be asked to provide an Alt Text manuscript—alternative text that describes and takes the place of images. The alternative text serves the same purpose as the image and conveys the same es-sential information. It is inserted as an attribute in an HTML (HyperText Markup Language) document to tell website viewers what the image shows or contains. The alternative text, which appears in a blank box that would normally contain the image, makes the information available to people who cannot view the image for any reason (e.g., they use a screen reader or the image won’t display on their equipment for technical reasons). Alt Text is in response to federal and state laws requiring that electronic textbooks be made accessible to all students, including students with disabilities. 

				Some or all of these textbook components will be your responsibility to provide, depending on your agreement with the publisher. Many houses treat separately the frontmatter—everything that appears before the first chapter or module—and endmatter—everything that appears after the last chapter or module, in which case these elements are permitted to trail the rest of the manuscript into production. Especially, an index—an end-of-book topical finding tool with page cross-references—cannot be com-pleted until the manuscript has been put into type and paged. Nevertheless, a “complete” manuscript technically includes all the listed elements. Some publishing houses put manuscripts into production in batches, while others will do absolutely nothing for your textbook until the manuscript is 100 percent complete, including all grants of permission. An incomplete manuscript can mean significant delay and unanticipated, extra costs.

				Commit to Consistency

				In publishing, consistency is rarely foolish (and therefore is not a hobgoblin of little minds, in reference to Ralph Waldo Emerson’s famous quote). Inconsistency, large or small, leads to structural weakness, imbal-ance in exposition, and loss of reader confidence. Consistency can be difficult to achieve, however—anoth-er authoring task that requires mindfulness and self-monitoring. Issues of consistency in the fulfillment of chapter apparatus and pedagogical feature strands have already been addressed in Chapters 10 and 11. 

				When editors or reviewers identify a pattern of inconsistency, they may also be referring to discrep-ancies in voice, tone, reading level, writing style, editorial style, heading structure, or amounts of topical detail, discussed in Chapters 6 through 9. As noted in Chapter 6, if the editor does not send you author guidelines with information on house style, you should request them. Consistently follow house style first, then consistently follow the preferred style of your discipline (for textbooks, not for journal articles) on everything the house style does not cover.

				In drafting, some authors get into a muddle over style and format. For instance, they arbitrarily switch verb tenses, subject pronouns, reference styles, or formats for headings and key terms. Because of the sheer number of details, it is all but impossible to remember in later chapters all the conventions you adopted in earlier ones. Drafting checklists can help with this.

				During the production phase, professional copy editors catch these inconsistencies and rightfully insist on congruence, but this comes just at a time when you thought you were done and perhaps have exhausted yourself. You can save yourself eleventh-hour hassles by attending to these matters as much 
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				as possible beforehand. You can also save yourself money (directly or indirectly, depending on your con-tract) and embarrassment. Professional copy editors typically make $25 to $50 an hour or may charge as much as $5 per page. Whatever inconsistencies they miss end up in print.

				Develop Drafting Checklists and Manage Resources

				The trick to achieving consistency is to decide at the outset how you will treat various mechanics and to cre-ate a checklist of those decisions. Such a drafting checklist saves you from having to redecide repeatedly, risking inconsistency; losing time by flipping through your manuscript to see how you did things previously; or constantly consulting manuals of style. As you go along using a personalized checklist, you will establish time- and hassle-saving drafting habits. Eventually you will not need to refer to your checklists at all.

				The following list identifies the decisions you should include on your checklist for manuscript me-chanics and style. For your own use, create a checklist like this by recording a sample of how you plan to treat each of the elements. See the “Mechanics and Style Checklist” at the end of this chapter. 

				Inconsistency in even small things, such as embedded lists, can lead to error and confusion. If some of your lists are numbered, some bulleted, and some plain, there must be a rationale. If some of your key terms are boldfaced, some italicized, and some undistinguished, what should the reader conclude? Your mechanics and style checklist also can include miscellaneous reminders based on your particular needs, such as remembering to reference your figures and tables by number in the narrative, remember-ing to key the placement of figures and tables in your manuscript, or remembering to monitor length.

				Keep your mechanics and style checklist on hand along with an apparatus and pedagogy checklist, which should contain reminders for what to include in every chapter and self-directions for how you will treat your pedagogy. See the “Apparatus and Pedagogy Checklist” at the end of this chapter. At the least, for your own reference, record the following decisions about apparatus and pedagogy to remember and apply them in every chapter:

			

		

		
			
				A-heads

				B-heads

				C-heads

				D-heads

				Bulleted lists

				Numbered lists

				Quotations

				Examples

				Source citations

				Endnotes

				Credit lines

				References

				Figure captions

				Table captions

				Photo captions

				Key terms

				Glossary definitions

				Annotations

				Other

			

		

		
			
				What has to be in each chapter opener and in what order

				The title and subtitle style of each feature strand

				The number of features to have of each type per chapter

				What to include for internal chapter apparatus

				What has to be in each chapter closer and in what order
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				Technically, authorship is a business. You likely will eventually receive royalties that you report on Schedule C as income from self-employment, unless you incorporate as some other form of business, in which case other rules will apply. As a business, you will need to keep records of income and expenditures associated with your project separate from your other financial records. It is not too soon to start, and consider enlisting the aid of a tax accountant. 

				Having an off-campus office is important. Many institutions of higher learning have policies that prohibit faculty members from publishing independently products they create on campus in whole or in part while employed by the institution. Check your employment contract and institution’s policies. It may be that any copyrighted work you produce in your faculty office, even during off hours, may technically be regarded as property of your employer, which may then be entitled to some or all of your royalties. Also avoid using your employer’s equipment, goods, or services to write your textbook. 

				Establishing a home office has its challenges. You will need to negotiate time and space and consideration from others with whom you share a home. Others must support or tolerate your new work schedule and requirements for working conditions. You may also need to gather resources for your home office: equipment—computer, backup drive, scanner, copier; services—phone, fax, email; and office supplies. If you hope to get involved in the design of your textbook or website, you may need reference books, a pica ruler, and/or Cascading Style Sheets (CSS). Also consider adding subscription services—databases, social networks, journals, news feeds—that may help you conduct research, network with others, get peer feedback, and gather material for drafting your textbook. Especially visit the TAA website and join!

				Once your home office is organized and you are connected to the right resources, in addition to financial files, you should also create record-keeping files for correspondences with your publisher and editors, your proposal and  working table of contents, your contract, your product’s development plan and pedagogy plan, the company’s style sheet and your mechanics and style checklists, your drafting schedule and drafting calendar, material you want to use for which you will need permission, ideas you come up with for promoting and advertising your product, and folders containing the content from which you will write each chapter. 

				As you research, network, develop checklists, and gather materials for your product, arrange these resources in a way that will help you systematically manage your project day to day—for you will have to commit to the discipline of writing daily, even if only for twenty minutes, even if only a paragraph at a time. Productivity in writing depends on devotion to duty, and you will need to be productive to finish on time. Resource management includes setting up chapter-by-chapter folders (actual and/or virtual). Each chapter file could include clippings or bookmarks to current articles and events, references, notes, bibliographies, instructional strategies, student activities, applications, illustrations, and examples. Include complete information as to sources and copyright holders as you go along, because these are a total nightmare to search for after the fact.
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				In addition, some authors keep a separate style sheet listing reminders about the publisher’s house style and the editorial style they have chosen. Some authors personalize their style sheets by noting errors of English composition, spelling, and grammar to which they are prone, and specific usages they need to include or avoid, such as technical or politically sensitive terms. Finding errors is the copy editor’s job, however. As author, once you have recorded your decisions in drafting checklists and have achieved consistency, your time and effort are better spent attending to the content of your book rather than to English composition, even if you are writing in English as a second language.

				There is one important exception, however. If your first draft chapters are being sent out for peer review, you should make every effort to provide error-free copy. Many reviewers get angry over errors of spelling and grammar, which negatively skews their perceptions of your content. Your editor must then defend your book to the publisher against negative reviews. At least remember to run your program’s spell-check utility. 

				Checklists are one of the ways you can manage resources in the business of authorship. Having chap-ter folders is another. As you research, network, develop checklists, and gather materials for your textbook and its package, arrange these resources chapter by chapter in a way that will help you manage your proj-ect. Resource management is an antidote to confusion, a key to anxiety control, a balm to the inherently overwhelming nature of textbook authorship. See the case study, “You Are In Business” (see facing page).

				Monitor Topical Balance

				Chapter 9 explained how your system of headings can aid you in topical development, but you will need to monitor topical balance as you draft or revise. As a textbook author, you naturally will have more to say about your favorite topics and those you know best. At the same time, you may be tempted to skimp or overgeneralize on topics at the fringes of your interest or expertise. You may even be tempted to omit some topics even though they are within the scope of your course and are expected by your customers—the instructors who order your textbook for the course they are teaching. Overcoming these temptations is another authoring task requiring self-discipline. The overall balance of your textbook is at stake, not to mention its perceived intellectual soundness. An example of ways to check for topical balance follows.
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				Chapter folders make life easier for you as you draft or revise. They have multiple uses, serving as reminders of what to beef up or add, models for pedagogical features, ideas for figures or special content, concrete examples to use in exposition, or items for your instructor’s manual, margin notes, test bank, or website. Systematically managing resources by chapter is a way of chunking a complexity of materials. Even if you are an experienced writer, cumulative resource folders can be a comfort as you begin each chapter on a blank screen. The ability to drag and drop information files into chapter folders on your desktop can work wonders for your creativity. Word processing programs include other helpful tools for managing information and tracking changes, word counts, and consistency in styles. Some special software and apps for writers and researchers may also prove useful to you in many ways (see the Recommended Resources at the end of this chapter). •
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				Example: Checking for Topical Balance

				Research shows that the amount of exposure a reader has to a topic will affect what the reader both values and retains in memory (Banikowski 1999; Ranpura 2013). This makes topical bal-ance an important matter in textbook development. You can check for topical development in each chapter and between chapters as you draft by considering the following questions:

				Are some chapters twice as long as others? You may need to restructure your material using greater meaningful differentiation to achieve chapters of roughly equal length.

				Does a chapter have many more boldfaced glossary terms than others? You may have gone into too much or too little detail on some topic and may need to redistribute some material to even out your demands on readers.

				Do the most important topics use the most space and the least important the least? The number of lines or paragraphs devoted to a topic indicates to readers its comparative im-portance. You may need to drop copy from some topics and add copy to others.

				Do your topics of clearly equal importance have roughly equal space? You may need to add or drop copy to fairly represent equally important content. 

				A good way to prevent problems of balance in exposition is to map out topics in advance, noting the numbers of paragraphs, pages, or chapters you plan to devote to each one. Enter these counts on a copy of your drafting outline or TOC and keep this information with your drafting checklists. Classroom instructors perform a similar content analysis when they decide how much class time to spend on each part of a lesson, unit, or course. This practice also will help you meet the length requirements for each chapter and for the book as a whole, while still saying everything that really needs to be said in the lim-ited space you have. Mapping topics in advance in this way may also help you adhere to your drafting schedule, as you assign yourself content on your drafting calendar in the limited time you have.

				 Draft to Length

				Publishers have length requirements for books, based on what they know of their markets, what direct-ly competing books do, and what they think they can sell. There are practical considerations as well. College courses typically run on a semester basis for fifteen or sixteen weeks, including a week or more for testing, but at some schools semesters run for only ten to twelve weeks. Your book realistically may have twelve to sixteen chapters to be read and studied at a rate of one chapter per week, or twenty or more brief ones that can be absorbed at a rate of two chapters a week. In bookmaking for undergraduate markets, forty pages or fewer per chapter is the general preferred standard, depending on the nature, scope, and level of the course. Using the preferred maximums, and depending on the trim size (the ac-tual physical dimensions), your introductory textbook may be around 544 book pages, for example, with frontmatter and endmatter adding another 64 pages, for a total of 608 pages—a midrange size.

			

		

		
			[image: ]
		

	
		
			[image: ]
		

		
			
				Draft to Length

			

		

		
			[image: ]
		

		
			
				225

			

		

		
			
				The Importance of Length

				Book length is determined in advance. That is, in commercial textbook publishing you do not have the luxury of waiting to see what you come up with. The publisher will want to know how many pages you estimate your book will be or will tell you how many pages of manuscript or how many words to supply. This number may be in your contract, and you will be expected to meet it. If your manuscript is signifi-cantly shorter, you will be asked to supply more copy, and if it is significantly longer, you will be asked to cut. As you read in Chapter 4, contracts often give publishers the power to hire someone else to meet length requirements if you cannot or will not do so.

				All decisions about your book as a physical object, such as the number of pages and grade of paper and type of cover and binding, and about the budget for your book, are made well before the book is ready for production, sometimes even before it exists in reality as a manuscript. No money can be dis-pensed on behalf of your book until the budget is approved, and, once approved, the budget tends to be regarded as bottom line. The budget includes the cost of the paper, which usually is bought in bolts by weight and allocated to each title according to the number of signatures and half signatures in a book. 

				A signature by convention is thirty-two pages, and in traditional manufacturing the imposition (se-quence) of pages at the printer typically is based on eighth-of-a-signature flats. A flat (a sheet of paper with four pages printed on it) might juxtapose pages 3, 35, 67, and 99, which, when merged with other flats, folded, cut, and bound, all come out in their right places in the correct numerical sequence. Books are bound in signatures whether or not there is type on all the pages, which is why you sometimes see books with blank pages at the end.

				Even with print-on-demand (POD) technology and sheet-fed press runs, the cost of paper is why you must take length seriously. If the company had to buy (or reallocate) an extra signature of paper for your book, possibly at a higher price because of the small quantity and the rush, and if your print run were 20,000 copies (although initial print runs may be lower), that comes to eight flats and 640,000 pages that are not in the budget. Your book also would have more bulk, taking up more space, and more weight, which would raise the cost of storing, packaging, and shipping each copy. As you can imagine, the cost of those extra pages ultimately would add significantly to the overall cost of manufacturing your book and bringing it to customers. Publishers who often incur these kinds of costs do not stay in business for long.

				Publishers attempt to cut costs by exporting manufacturing to developing countries and by taking advantage of computer-based technologies, which are more efficient but by no means cheap. Extra length always translates into extra cost. And what costs your publisher costs you. It is worth your while, therefore, to estimate the length of your book accurately in advance in collaboration with your publisher. The market for your book dictates its optimal length for it to be competitive. Depending on the market, your introductory textbook may max out at 624 pages and your brief or concise edition may need to come in at 432 pages.
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					A good way to prevent problems of balance in exposition is to map out topics in advance, noting the numbers of paragraphs, pages, or chapters you plan to devote to each one. 
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				Length Calculations

				Your editor will be responsible for making sure your manuscript is the right length, but managing length during drafting is an author’s responsibility. Along with managing your schedule, managing length is one of the most important responsibilities a textbook author has. The best way to prevent a length prob-lem is to draft to length in the first place and then to monitor for length creep from draft to draft.

				Start by determining how many book pages you can have per chapter, based on the number of chapters and the total number of book pages allowed for the body of the text.

				For each chapter, decide how much space (number of pages, paragraphs, lines, or words) you would like to allot to each item in your TOC or chapter outline. Note these decisions on a copy of your TOC or chapter outlines to keep with your drafting checklists. These length decisions relate to your pre-vious decisions about topical coverage and topical balance, also reflected in your heading structure. 

				Set a standard format for your margins, number of lines per page, and page numbering system, and draft continuously, filling each page. Avoid unnecessary blank space or page breaks, which make length estimation less accurate.

				Calculate the average number of words per line you are getting as you draft, and multiply this number by the average number of lines per page. This gives you your average number of words per manuscript page (msp).

				Find out the planned trim size of your book. If it will be an 8- by 10-inch book, you can expect to fit at least 500 words on a book page (bp). To convert msp to bp in this case, you would multiply the average number of words per msp by the number of pages in the chapter manuscript to find the total number of words in the chapter. You would then divide this figure by 500—the number of words you can expect to fit on an 8 by 10 page. Even easier, your word processing program will tell you the total number of words you have keyboarded, which you can then divide by the bp figure for your trim size.

				The result is the number of book pages your chapter will occupy, not counting photos, figures, and tables. To add in these elements, tally the number of photos, figures, and tables and multiply by .33. If you have three photos, two figures, and four tables in Chapter 5, for instance, you would multiply 9 × .33 = 2.97 = 3 book pages. This calculation assumes that each of these elements will occupy an average of about one-third of a book page. If you have a very long figure or table, there-fore, count it as two to get a more accurate page count.

				As a final step in getting an accurate page count, multiply your subtotal for the number of book pages by .05 and add the result to the overall bp count. This result accounts for the white or blank spaces on each page before and after headings, around photos, and between figure captions and text. 

				Your publisher may have different trim size counts and a different system for calculating length than the one shown above. If this information is not provided in the company’s author guidelines, ask your AE, especially if you are working without other editorial assistance.
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				If the total bp in any chapter exceeds forty, be prepared to make cuts before final draft or to move material to other locations in the book or its ancillaries. A topic may go just as well in another chapter, for instance. Your very long table may make a good handout master, your extra chapter closing activity may be a good addition to your instructor’s manual, and your extra minicase may make a good basis for items in your test bank, interactive edition, or website.

				Once you find out how many of your manuscript pages equals a book page, you can easily monitor your progress to control length. You probably will get between one and one-third and two and one-third manuscript pages per book page. Once you reach your maximum bp for a chapter, simply delete a sentence or paragraph for every sentence or paragraph you add. This same rule applies for revisions in which overall book length must stay the same.

			

		

		
			
				
					
						 Trim Size (Inches)

					

					
						 Estimated Words Per Book Page

					

					
						Under 7 × 9

					

					
						350–400 words

					

					
						7 × 9

					

					
						450 words

					

					
						8 × 10

					

					
						500 words

					

					
						Above 8 × 10

					

					
						550–600 words

					

					
						 Convert Manuscript Pages to Book Pages

					

					
						Words per line × number of lines per page =

					

					
						Number of words per page × number of pages =

					

					
						Total number of words in the manuscript, divided by the number of words per book page, based on trim size (obtained from table above) = 

					

					
						Number of book pages +

					

					
						Total number of photos, figures, and tables × 0.33 +

					

					
						Subtotal × 0.05 =

					

					
						Total number of book pages

					

					
						Suggested maximum per chapter = 40 book pages

					

				

			

			
				
					 Formula for Estimating Length 
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				Draft to Schedule

				Just as the physical page has absolute limits, so has the time frame for publishing a textbook. If your book is not available in time for customers to see and order it well before the first term of its copyright year, it is dead at the gate. To be in the running, textbooks need to be in the warehouse by the preceding summer or fall, the earlier the better.

				Also, your publisher is in competition to capture market share, and the early bird gets the worm. Sales representatives having to field a late book find that professors have already made their choices and have ordered current editions for their courses from competitors. Needless to say, the loss of investment is not just your publisher’s; it is yours as well. Late books, even very good ones, do not have an opportunity to succeed. They lose their chance. Late revisions of established textbooks are especially at risk. Thus, schedules, along with budgets and book lengths, are bottom lines.

				As you may suspect, slippages in schedule can have a disastrous ripple effect on outcomes. You need to meet schedules during the development, drafting, reviewing, and production stages. Your most 

			

		

		
			
				
					
						Drafting Schedule

					

					
						Dates by which chapters, revised drafts, and final complete manu-script (ms) are due

					

					
						Reviewing Schedule

					

					
						Dates by which chapters are sent out for review, reviews received, and honoraria paid

					

					
						Production Schedule

					

					
						Dates by which ms is copyedited, corrections are made, art ms is completed, permissions are completed, proofs are returned, final ms is poured into the book design, and final proofs are approved

					

					
						Marketing Schedule

					

					
						Dates by which the product is presented, advertised, promoted, and sold

					

					
						Manufacturing Schedule

					

					
						Dates by which your textbook is press approved, printed, bound, and shipped to the warehouse

					

					
						Supplements Schedule

					

					
						Dates by which samples and final ms for each print and nonprint ancillary and supplement are due

					

					
						Fulfillment Schedule

					

					
						Dates by which books, ancillaries, and supplements are ordered by customers, stocked, inventoried, and shipped to college stores and other retailers 
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				important date is “final manuscript complete,” because other than reviewing, nothing will be done for your book until you deliver your manuscript. During the production stages, you need to meet schedules for checking or correcting and turning around copyedited manuscript and one or more stages of proofs.

				Your last real chance to make minor changes to manuscript is in the copyediting phase. Any changes you make to proofs (author’s alterations or “AAs”) are charged against your book over a certain amount noted in your contract (usually if it’s more than 10 percent of the total cost of compositing the work). Now that authors see computer-generated page proofs rather than unpaged typeset galleys, if your changes are too great, page makeup artists have to redo the pages on the computer at significantly greater cost.

				Develop Your Own Drafting Calendar

				By far your best option is to develop and monitor your own drafting calendar, based on your own per-sonal, professional, and family needs in relation to the due date for “manuscript complete.” See “Sample Pages from a Drafting Calendar” at the end of this chapter. Here are some steps for creating one:

				1. Ask your editor for the schedule of core due dates. Count the number of weeks from now until the “manuscript complete” due date and divide by the number of chapters. This tells you how many weeks or days you have to draft or revise each chapter. As a rule of thumb, regard a rate of a chap-ter a week as a minimum, based on full-time drafting.

				2. Consult your appointment calendar and subtract the weeks or days you will not be drafting, in-cluding professional obligations, conferences, office and classroom hours, exam grading, vaca-tion travel, personal commitments, family obligations, and holidays. Adjust your estimate for how much time you will have realistically to draft or revise each chapter. Enter your appointments on a planning calendar.

				3. Enter your due dates chapter by chapter on the planning calendar, allowing time for transmitting or mailing batched chapters. Batching manuscript often helps the publisher with workflow, as re-viewing and any developmental editing can be done in installments. Adjust your calendar to allow more time for longer, less developed, or more difficult chapters.

				4. Stop and reflect on your planning calendar. Can you really do it? Should you plan now to get some-one to help you on specific chapter components, nondrafting tasks, or other authoring responsi-bilities? What can you do for backup?

				5. Send your drafting calendar to your editor, and note any concerns you have. If you do not pro-vide a drafting schedule, the editor should construct one, send it to you for your approval, and revise it according to your response. Make sure both you and your editor are clear and in agree-ment on scheduling. Some editors will want you to revise as you go along by creating interim draft chapters, while others will want you to wait until your draft is complete before you revise. 
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				The editor needs a solid drafting schedule to create a reviewing schedule. Reviewers typically are lined up and contracted for in advance according to their availability. The editor tells them when they can expect to receive manuscript and when the reviews are due back. If your chapters are late, reviewers may have only a few days to respond. Worse, reviewers often drop out because they are no longer available, and the editor has to reduplicate time and effort to find replacements. Late reviews, in turn, can create further delays. In a worst-case scenario, your book gets fielded without reflecting any of the expert and market feedback for which the publisher has paid.

				6. With your calendar schedule in hand, consult the copy of your drafting outline on which you have recorded your length planning. Then further subdivide drafting tasks in relation to the time you have set out for them. For peace of mind, standardize your personal commitment as much as pos-sible. For instance, you may establish the goal of completing a working draft of one A-head sec-tion of your outline per working day. Then stick to this, working until you’ve completed a section of text. Keep your length planner and drafting calendar handy, along with your mechanics and style checklist and your apparatus and pedagogy checklist.

				7. Set up economies and efficiencies for focusing on and accomplishing authoring tasks. Ask your partner to move his or her office to another location in the house and remove all distractions from your space—no TV, Wii, or parakeet. Insist on Monday due dates for delivering manuscript rath-er than Fridays, as the last weekend before a deadline is golden. Also, you may want to schedule blocks of time for library research on a chapter-by-chapter basis, and set aside every other Tuesday for consulting with coauthors or updating your permissions log. Also preserve time for rest and recreation in your schedule, including self-rewarding activities for personal benchmarks achieved.

				8. Formally prepare family members, friends, colleagues, students, and department chairpersons or deans for the personal and professional challenge you are undertaking in writing a textbook. As much as possible, find ways to enlist the support of these people and include them in your project. Be creative. The fruits of having a strong support network can lead to getting a semester sabbati-cal, having a chapter class-tested, or spending quality time with a spouse, child, or student who is assisting you in some meaningful, practical way. Even children may enjoy photocopying, cutting and pasting figures, alphabetizing the glossary, or feeding you intelligence from the Internet. Ask your youngest to create a Do Not Disturb sign for your door, complete with velociraptor, and to post your monthly work calendars on the refrigerator with magnets. See the case study, “Manag-ing Time and Relationships,” for one author’s experience.

				Summary

				To manage length, time, and resources, you will need to find or create and provision an environment con-ducive to writing and develop a writing habit. Many writers report that they are able to produce manuscript 
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				Managing Time and Relationships

				By Mike Kennamer, author of Math for Health Care Professionals.

				When I wrote my first textbook, I think I did a pretty good job managing time and relationships. I developed a work plan and believe that I balanced family and life fairly well. My sons were playing youth baseball at the time so I would take articles and chapter drafts to the ball field to review and revise when my kids were not in the action. Most of my writing was done after the boys had gone to bed at night. This worked quite well and I met all my deadlines. I had an effective, efficient system that served me well. 

				When I signed my second book contract, the publisher gave me a year to prepare a first draft. The project included a core textbook, a quick review guide, a workbook, and an instructor resource kit. Having been successful in managing time and relationships during my first book, I was confident that having a first draft within twelve months would be a piece of cake. In fact, I was so confident in my ability to get the job done that I didn’t start writing for the first eight months. 

				I do not recommend that strategy! 

				Clearly, I learned my lesson about procrastination. Writing a book should be more akin to running a marathon than a sprint. 

				This experience and subsequent realization led me to adopt a system for balancing my research and writing tasks so that I would not make this mistake again. The system is certainly not earth shat-tering in any way. However, it does provide a plan and a road map for the completion of your book. 

				What I do now is use project management principles to set up a road map for the completion of the book from the very start. Common sense would tell you that if you have twelve chapters and twelve months to write, you should complete one chapter per month. However, this is an oversimplified way of looking at the issue. Some chapters are shorter and require less time. Others require more research and may take additional time. Photo shoots, permissions, and other items bring complexity to the project. Each of these must be considered so that necessary time may be set aside for these tasks. 

				Consider your schedule when mapping your textbook writing plan. Consider busy times of the year, including holidays, travel, and conferences, so these may be reflected in your plan. For instance, if you take a two-week vacation every year over the Christmas holidays, you should adjust your work plan accordingly. 

				A number of project management tools are available. I use project management software called Asana to set up tasks, deliverables, and deadlines. This free, online service reminds me of upcoming deadlines and allows for collaboration with others, including coauthors or contributors. As adjustments to the work plan are made, tasks may be added, deleted, or moved around. The software allows you to manage multiple projects. 

				To keep major deadlines at the forefront, I use a magnetic white board in my study. This is where I keep the “big picture” items in front of me every day. The details are in Asana, but the major tasks are listed in the status and comment section on my white board, where I use a combination of writing and color-coded magnets to track each project. 

				Just so you know, I did finish my second book on schedule, but my work–life balance was not ideal during that time. By developing a plan and tracking your progress with project management software, you will have better control over your work so that you can enjoy life while working on your book. •
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				through the self-discipline of writing at particular times or writing for particular durations of time. Find out what works for you and stick to it. Keep in mind that schedules tend to be nested or overlap. When your schedule for drafting your manuscript is complete, for example, you may want to develop a new calendar for completing permissions—the subject of the next chapter; responding to reviewing suggestions; revising for final draft; following through with any remaining frontmatter, endmatter, and nondrafting authoring tasks; and meeting the production editor’s schedule for turning around copyedits and proofs.

				As you can see, managing length, schedule, and resources in your role as textbook author is entirely within your control, barring the unforeseen. If the unforeseen happens, and if it promises to compromise your schedule by more than two weeks or to compromise it in some way that cannot be made up later, tell your editor right away. It may not be too late to postpone without incurring losses, and there may be some remedy or relief. Editors usually have access to a range of talent and services to help authors com-plete their projects in time, especially including, for example, the services of a permissions researcher.
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						 Elements

					

					
						 Rule, Example, or Style

					

					
						A-heads

					

					
						B-heads

					

					
						C-heads

					

					
						D-heads

					

					
						Bulleted list

					

					
						Numbered list

					

					
						Quotations

					

					
						Examples

					

					
						Source citations

					

					
						Endnotes

					

					
						Credit lines

					

					
						References

					

					
						Figure numbers and captions

					

					
						Tables and captions

					

					
						Photo captions

					

					
						Key terms and glossary definitions

					

					
						Other

					

				

			

			
				
					 Mechanics and Style Checklist

				

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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						 Elements

					

					
						Decisions

					

					
						Parts

						Number of parts

					

					
						Title, subtitle style:

						Part opener contents:

						Part closer contents:

					

					
						Chapters

						Number of chapters

					

					
						Chapter number, title style:

					

					
						Chapter openers

					

					
						1.

						2.

						3.

						4.

						5. First A-head

					

					
						Chapter closers

					

					
						1. Conclusion

						2.

						3.

						4.

						5.

					

					
						Internal apparatus

					

					
						1.

						2.

						3.

						4.

						5.

					

					
						Feature strands

						Number per chapter

					

					
						Title, subtitle style:

						1.

						2.

						3.

						4.

						5.

					

				

			

			
				
					 Apparatus and Pedagogy Checklist

				

			

		

		
			
				Download the customizable template online at TAAonline.net/resources
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					 Links to the following websites can be found at TAAonline.net/resources

					
						Manuscript Preparation:

					

					
						Germano, William. 2008. Getting It Published: A Guide for Scholars. 2nd ed. The University of Chicago Press.

					

					
						Harvard University Press manuscript preparation guidelines

					

					
						Library Spot (library of libraries, with links)

					

					
						Luey, Beth. 2009. Handbook for Academic Authors. 5th ed. Cambridge University Press.

					

					
						Purdue Online Writing Lab for APA, MLA, and Chicago styles 

					

					
						The University of Chicago Press manuscript preparation guidelines

					

					
						University Press of Florida manuscript preparation guidelines 

					

					
						Writing Great Alt Text

					

					
						Software for Writers and Researchers:

					

					
						EndNote

					

					
						Joomla! 
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						Nota Bene

					

					
						Power Thesaurus

					

					
						RefWorks 

					

					
						Sente 6 for Mac

					

					
						WordPress 
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				In college textbook publishing, requesting and tracking grants of permission for use of others’ work is usually the author’s task. The publisher may provide the service of paying the grant fees as part of the cost of production. Some large houses maintain permissions departments or outsource to freelance permissions researchers and may agree to evaluate your permissions status or to conduct permissions research on your behalf. Either way, the first step—citing sources—is strictly the author’s responsibility. 

				Managing Source Citations

				Source citations are expected in all academic disciplines at all levels. Some authors claim that first-year, “low-level,” vocational, or community college students don’t need source citations. Other authors actu-ally claim that they are the source of all the ideas in their textbook or that all the facts cited are common knowledge. These authors may be an embarrassment to themselves and their publishers. Sometimes (in lawsuits) they may be liabilities as well. Another excuse is that source citations clutter up the text, interrupt reading, and anyway are lost on undergraduate readers, who don’t know enough to use them. However, all students in postsecondary education are entitled to know the origins of ideas and informa-tion they read, whether or not they appreciate or use them.

				In general, undergraduate textbooks should contain either parenthetical source citations or super-script note numbers with chapter endnotes—a listing of sources in the order cited, located at the end of a chapter. The latter often are preferred, especially if citing is extensive, because parentheticals consume valuable space within the running text. Often the chapter endnotes are collected by chapter in the end-matter of the book rather than at the ends of chapters.
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				Footnotes

				Many authors pride themselves on their footnotes—extra text, including source citations at the bottom of a page—and regard them as a sign of true scholarship. In textbook writing, however, if the information is not important enough to include in the narrative and cannot be treated as a source endnote, then it may be a conceit—a costly one, as it involves printing outside the margins of a normal text block. Even in digital formats, footnotes usually are more expensive to copyedit, correct, and print than endnotes. In addition, in the trade, footnotes immediately identify a text as graduate or postgraduate level. 

				Notes and References

				Wise is the author who completes source citations as he or she drafts rather than leaving strings of pa-rentheses enclosing only question marks to be completed later. Complete source citations also should accompany all figures and tables. Completing notes and references at the same time as you go along is also a good idea. For an example of what can happen otherwise, see the case study, “Is Author X a Plagiarist?” (next page).

				Source citations, notes, references, and credit lines can be torture for everyone involved in the pub-lishing process. Together with permissions, they are among the most common reasons a book is pulled from production, misses its publication date, misses its copyright year, or fails to see print. The best time to complete citations and references is in your first draft, even if some material is later dropped.

				Understanding Copyright Law 

				Copyright law is reasonably clear on the subject of what permissions you need, although there are gray areas from which new issues often arise. The latest issues relate to electronic publishing and intellectual property rights on the Internet. Ask your publisher for permissions guidelines. It is such a critical matter that even small publishing houses have policies and guidelines. To learn more about copyright law and the permission process, you may want to consult one or more of the recommended resources at the end of this chapter.

				As a rule of thumb, you may be able to use and cite up to 200 words inclusively from any one book-length source without permission, but publishers increasingly are unwilling to risk even this. With cita-tion you also may get away with using up to 2 percent of a journal article or other work that is less than book length. You must have written permission, however, for any part of a poem, song, speech, letter, email, unpublished thesis or dissertation, child’s artwork, or student’s writing. By law, the authors of these works or their legal guardians own the copyright. Likewise, individuals’ responses to questionnaires con-stitute protected speech and may not be published without a release or written permission (Copyright Clearance Center; Fishman 2014).

				You must have permission to use (reproduce), adapt, or abridge all figures and tables regardless of the number of words they contain, as well as for most photos, cartoons, and illustrations. To “adapt” any text—an adaptation—is to change some of its words or parts, or to add new information to it. To “abridge” a text—an abridgment—is to leave out words or parts, or to shorten (condense) it.
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				Author X has not made time to update the sources for her revision. She feels that stop-ping to check references interferes with her creative flow. Getting to the library is inconvenient, and she’s sure she remembers where she saw something or can scrounge what she needs from her bookcase. She plans to rectify everything in her final draft. As a result, her manuscript contains many passages like the following:

				At the turn of the twentieth century, architects and architectural engineers shifted their focus from facades to infrastructures (DeVries ???). According to Eldridge, this shift was “a direct con-sequence of further technological developments in the manufacture of steel” (1993, ???).

				Her draft references look like this.

				Davis, Arnold. 1952. Twentieth Century Architecture. Boston: Little, Brown.

				DeVries

				Eggan, Charles. 1987. Facades Through the Ages. New York: Macmillan.

				Eldridge. 1993. Steel.

				Author X would have acted differently if she knew what agonies were in store for her. The copy editor repeatedly flags or queries every incomplete source and reminds her that authors cited within the narrative rather than in parenthetical citations must be identified by both their first and last names. Just when she is working day and night to meet the deadline for page proofs, Author X discovers she needs to hire someone to track down her sources and fill in the missing information in both the narrative and the references. She also discovers that no authoring task is more spirit killing than trying to find page numbers after the fact. (Ask anyone who has suffered this lapse.)

				In addition, Author X worries that the graduate student she has shanghaied into helping isn’t really up to the task. Bad things have been known to happen. Unknown to Author X, her hired hand, frustrated, is not above fudging things when necessary. And the publisher won’t help at this stage of the process. So Author X is out of pocket as well. In the end, some things simply cannot be found. Author X is forced to delete referenced material or else simply delete some of her par-enthetical source citations, risking charges of plagiarism or copyright infringement. •
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				Whether or not textual material is permissionable, always use quotes or the indented excerpt format, and cite the source. Cite sources directly below figures and tables. If you have already received a grant of permission to use a figure or table by the time you submit chapters, also include the credit line after the source. For instance, some grantors will request that you write “Used with permission of …” Otherwise, you or an editor provides a credit line manuscript as soon as all permissions for a chapter are in. In some houses a production editor, permissions researcher, or packager performs this service for you.

				Public Domain and Paraphrases

				Public domain includes most (but not all) material published by the U.S. government, various classes of historical and documentary materials, expired copyrights, and matters of public record, such as vital statistics and news articles without bylines. There are murky areas. Government reports may contain copyrighted material, for example, requiring permission.

				Some authors seek to avoid the necessity of permissioning sources by paraphrasing text—restating using other words or forms. Contrary to popular belief, however, paraphrases are not safe from litiga-tion for copyright infringement. For example, changing the order of words in a quotation, changing or dropping articles or pronouns, and adding or dropping items in a list do not constitute legal paraphrase. Quotations must be substantively rewritten in your own words to satisfy the rule for paraphrase. At the same time, creating derivative works (e.g., the same model using different labels or the same story using different names for characters and a different ending) without permission also is illegal unless you are writing a parody or critique. 

				Fair Use and Other Restrictions

				It is a common misconception among academics that speech for educational purposes is fair use and thus protected in some way against claims of copyright violation. And this may be true inside class-room walls and in scholarship generally. However, a whole new level of scrutiny of such use arises as soon as money comes into the picture. Unlike the “free speech” that takes place in your classroom, your textbook will be sold commercially for profit, which means that educational use will no longer be automatically regarded as fair use. The ultimate test for fair use is whether the use is transforma-tive enough to avoid detracting from the sales revenues of the published work. Examples of fair use involving paraphrases and derivations for the purpose of critique include the anonymous examples of textbook writing in this guide. 

				Permissioning Internet Sources

				If you want to use something in your book that you find online, you must request permission, unless a grant of release is appended to the online material or it is published in an open access repository such as Digital Commons. If you do not see a copyright statement at the end of the material or elsewhere on the website, contact the webmaster and request contact information for the copyright holder. Then send a 
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				letter or email explaining how and where you wish to use the work, and request information for a proper credit line. You may receive a form and fee request in response. In any case, keep a hard copy file of any grants of permission.

				The editorial style guidelines you are using for your textbook will have information on how to cite online sources. As an alternative, consistently use the Columbia Online Style, which lists the author, the 
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						• As of April 1989, everything created in the United States is protected whether or not it carries a copyright notice.

						• Nothing is in the public domain unless the copyright owner explicitly puts it in the public domain in writing. This includes postings to computer networks, blogs, discussion groups, and other social media.

						• All email is automatically copyrighted and owned by the original creator or sender.

						• Fair use applies only if you are directly writing a commentary on, reporting on, or educating about a work itself, not if you are only writing about the subject of the work.

						• Fair use involves short excerpts, preferably attributed, that do not ruin the commercial value of the work they come from.

						• You must get permission from your publisher to quote from your own previously published work.

						• Raw data from any source are not copyrightable.

						• Never assume that a colleague would appreciate free publicity by being quoted at length and cited in your textbook. Request permission.

						• Written permission to use works of minors or photographs of minors must be obtained from a parent or guardian.

						• In most circumstances, photos cannot be used without written model releases from anyone in the picture who can be identified, as well as the photographer, photo agency, or news syndicate. (An exception is photographs of scenes at public sites or events in which identifiable individuals may appear.)

						• Most copyright infringements involve suits in civil court. However, commercial copyright violations involving more than ten copies and/or value over $2,500 constitute a felony.

					

				

				
					
						 Some FAQs About Copyright 

					

				

			

		

		
			
				(U. S. Copyright Office, “Frequently Asked Questions about Copyright”):
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				title of the selected work (in quotes), the title of the larger work where the selected work resides (the name of the website, if different from the name of the author or the work), the publication date (or date last revised), the URL (Universal [or Uniform] Resource Locator, or online address), and the date you accessed the work.

				Example: Citing an Online Source

				Editorial Freelance Association, “Fair Practice Code,” 2007, the-efa.org/res/code_TOC.html, accessed September 10, 2007.

				Permissioning Photos and Art

				Permission is necessary for any artwork (illustration) from another source, unless (1) the subject is com-mon knowledge in your field or must be rendered in a certain way (such as a representation of the hu-man brain), and (2) your publisher is planning to have it redrawn or rendered in a different style (U.S. Copyright Office, “Circular 40: Copyright Registration for Pictorial, Graphic, and Sculptural Works”). For example, if your chapter on speech and language disorders requires a labeled diagram of vocal appara-tus, an artist may legally create an original drawing of the human vocal apparatus based on a number of photos and illustrations in anatomical reference books, to which your labels are then added. Chance resemblances between your diagram and a diagram of the human vocal apparatus in some other text could arise solely because of the uniformity of human anatomy. If your diagram is a copy of another one or a facsimile, however, you would need permission.

				Use artworks from their primary sources if at all possible. If art from a secondary source credits the primary source of the art, you need permission only from the primary source. However, if the secondary source adapted or redrew the art and you are using that, you will need permission from both the primary and the secondary sources. As with text permissions involving works in the public domain, there are gray areas. If you wanted to publish a translation from the Greek of The Periplus of the Erythraean Sea along with its famous map, for instance, you would be wise to choose a readable translation from the late nineteenth century that is in the public domain rather than one found on a contemporary historian’s website, even if the historian cites an earlier source.

				The same principle applies to figures and tables. That is, suppose you want to use a table in the public domain, such as a statistical chart on arrests from the U.S. Department of Justice. You see this chart in a competing textbook with the U.S. Department of Justice cited as the source in the credit line. But if you thought it would be safe to use that table, you would be wrong. That textbook author may have modified or abridged the table, in which case you would be infringing copyright. Thus, you should always try to get your materials, even public domain materials, from their original sources. Your publisher ideally will help you find the names and addresses of copyright holders and send out permission requests. 

				Photographs also must be permissioned and credited, although a corpus of copyright-free imag-es does exist online, for example, through the Library of Congress, Wikimedia, NASA, local historical 
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				societies, and various public domain archives. Internet photos and clip art require careful research and selectivity, however. Sites with “free stock photos” include a great many images that one would not want to see in a textbook on any subject. And as in all marketing contexts, the word free must be taken with a grain of salt. Images may be “royalty free” or “copyright free,” but you still may need to pay the aggrega-tor collecting those images on its website.

				The source of a copyright-free image nevertheless should be credited. Snapshots you take yourself are not free of copyright issues; they involve carefully obtaining signed releases from recognizable sub-jects, even (especially) family members and neighbors. A model release—free forms are available on-line—gives the date and location of the photo shoot; your name and address; the subject’s name, date of birth, and address; language to the effect that the image is being released for publication and the condi-tions of the release; and the parties’ signatures and date (a parent or guardian’s signature if the subject of the photograph is a minor).

				In most textbook publishing houses, a photo researcher finds high-resolution images with the right content to fill specific needs for illustration that you identify. Any specific images you choose yourself for your textbook can be traced (by you or by the photo researcher) only if you provide complete informa-tion about the sources, including the names and addresses of copyright holders. If the copyright holder of an unreleased photo you want to use cannot be found, then you cannot use the photo. Even then, spe-cific images may not be traceable or may not be available (or affordable) when found. Photo researchers rely mainly on your photo specs (specifications) and captions as guides, a subject of the next chapter.

				Managing the Cost of Permissions

				Individual permissions can range from gratis to shockingly expensive, and overall costs can mount significantly. Scientific textbooks, textbooks with extensive illustration programs, and literature anthol-ogies are especially dear. A one-time use of a single cartoon cel from a syndicate or movie may cost $300 or more. Permissions fees for an undergraduate textbook on human evolution may exceed $8,000, not counting the permissions researcher’s fee. 

				If the publisher is disbursing payment for fees, these costs typically are charged against your book. Textbook authors who have relied heavily on others’ works often become more creative after they have a few surprises or see how permissions fees can add up. Some fees may be outrageous for your purposes, such as $1,500 for a page from a children’s book whose copyright owner is its author. Materials regarded as essential to a course of study are not safe from high (some would say excessive) fees imposed by an individual author, a famous person’s estate, or certain publishing conglomerates. 

				If the copyright owner is a publisher or a professional organization, you generally will find reasonable standard fee scales. Many publishers, journals, and stock photo agencies have standard rates. An article from a professional journal may be permissioned for $35 per page, for example, and a photo for use as a four-color, full-page chapter opener may be permissionable for $500. Professional associations often re-quest that you also obtain permission from the authors as well, as a courtesy. Some publishers have grant 
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				forms that require payment prior to publication or set a time limit for payment beyond which the permis-sion will be void. Pay these requests promptly, or forward the forms to your publisher for prepayment.

				Permissions costs and restrictions are increasingly troublesome for textbook authors. Prepayments are often required, and the cost of digital and worldwide rights may be excessive (or not granted). Also, permissions typically are good for only one edition of a specified print run of a particular title. Rights holders commonly use their own permissions forms that do not provide the specific permissions you are requesting (so those forms must be carefully checked). It’s better today to have the publisher clear permissions for you, and getting the publisher to absorb the cost of clearing permissions should be one of your goals in contract negotiations (even if the publisher does not agree to absorb the actual permis-sions fees, which typically are charged against royalties). 

				Developing a Permissions Log and Tracking Requests

				However permissions are being handled for your textbook, you will need a permissions log—a record of requests and grants—for each chapter. This is the best way to make permissioning easier on yourself and others. For each chapter, identify permissionable material as you go along and record intended requests on a six- to ten-column table or log. See the “Sample Permissions Log” and “Permissions Log Template” at the end of this chapter. There are other alternatives, and your publisher may have its own detailed record-keeping and tracking forms and letters for you to use. 

				As you develop your permissions log, take the time to make two photocopies of the permissionable material and the page on which it appears. One set goes out with your request (so the grantor can see what you are doing with it), and one set stays in your file to help you keep track. If you later decide to cut the material, or if you have to drop it because you cannot locate the copyright holder, the fee is too high, or permission is denied, then you can conveniently forward this extra copy to your editor or production coordinator in time to keep it out of print in your book. All you need to do then is notify copyright hold-ers that the material they gave you permission for is not being used after all. It is far better to cancel a permission than to be without.

				So, when you complete your draft, you will have a permissions log for each chapter and two copies of each piece for which you are requesting permission. You or your publisher’s agent will have researched the sources, located copyright holders, and sent out your letters of request. It is better not to wait to apply for permissions, as they may take months to obtain. For addresses and phone numbers, research 
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					However permissions are being handled for your textbook, you will need a permissions log—a record of requests and grants—for each chapter. 
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				copyright holders online or consult the most recent LMP (Literary Market Place) online or in the ref-erence section of your campus or public library. Sort your pieces by publisher or copyright holder for efficiency. You can make multiple requests to the same grantor in one mailing.

				Requesting and Handling Grants of Permission

				If your publisher has not sent you a sample form letter for requesting permission, ask for one. Getting the wording right is important for legality, and every company has its own requirements. You need to know if you should request world rights, foreign language rights, reprint rights, rights to digitized ver-sions, and so on. Also determine the planned publication date for your book, the estimated page count, whether it will be casebound or paperback or both, the number of copies your publisher plans to print, and the price for which the publisher plans to sell it. Grantor companies often request this information and sometimes base their fees on the size of print runs and wholesale price. Your letter will go something like the following (see facing page).

			

		

		
			
				 Minimum Contents of a Permissions Log

			

		

		
			
				
					Title: Chapter number, working chapter title, date, and the rights being requested

				

				
					Column 1:  Manuscript page number on which the material appears

				

				
					Column 2: The complete source of that material (including page numbers)

				

				
					Column 3:  The name and address of the copyright holder (to be filled in when you find out; the actual copy-right holder may not be the same as the source)

				

				
					Column 4: The date of request (to be filled in when you or your publisher’s agent sends your letter of request)

				

				
					Column 5: The date of grant (to be filled in if and when you receive the grant of permission)

				

				
					Column 6:  The rights being granted in each case

				

				
					Column 7: The amount of the fee you or your publisher must pay to use the material. Sometimes the “fee” may be a complimentary copy (“comp”) of your textbook when it is available.

				

				
					If the publisher’s author guidelines do not provide a form for logging and reporting permissions, ask your editor for one. Publishers’ forms may have additional columns for identifying the specific rights granted, the desired credit line, any restrictions, or other data.
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				As grants come in, write the date received on your permissions log. Then, when you submit the final draft of your manuscript for production, include your completed permissions logs, copies of your re-quests, and the originals of the grants. Many grantors will state the precise wording they want you to use in the credit line. According to your publisher’s wishes, insert credit lines as much as possible on your final manuscript, provide a separate credit line manuscript, or leave this task to the publisher’s produc-tion editor or other agent.

				The publisher keeps the originals of the grants, but it’s a good idea to keep a copy for your files. Pub-lishing houses without functioning permissions departments, large and small, have been known to lose such files in production, misplace them during housecleaning or staff turnovers, or lack the will to find them in dead storage. If your book goes into another edition three or four years later, your copy of the first-edition permissions grants could prove invaluable. As mentioned earlier, textbook permissions are almost always granted for one time use only. If you want to reuse material in a new edition, therefore, you likely will need to reapply.

				You have recourse to strategies for disaster control regarding permissions. For example, perhaps you procrastinated on permissions and now don’t have time to secure them. First, quickly go through a copy of each chapter with a marker and identify everything you think you need permission for. Give this manuscript to a full-time helper or hired hand along with your publisher’s form letter for requests. Have the helper create the permissions logs, research the addresses and phone numbers, generate the 

			

		

		
			
				 Model for a Permissions Request Letter

			

		

		
			
			

		

		
			
				Introduction: 	I (we) and (the publisher) would like permission to (use, reprint, abridge, adapt) the following material in (your name(s)), (title of your book), (publication date), (page count), (paperback or casebound), (size of print run), (initial pricing).

				[Insert here the complete source of the material, including the page numbers and the number of words or lines you want to use.]

				Body: Your publisher’s legal statement about rights requested and various disclaimers, such as assuming that the signer is the legal copyright holder.

				Conclusion: 	Your signature, the date, and various write-on lines for grantors to sign and date.

				Enclosure: 	A copy of what you are requesting permission for and the context in which you are using it.

				Make two copies of each letter, one for you and one for your publisher. Large grantors will respond to your letter by sending you their own special form to fill out. Your request for permis-sion is not officially made until you receive, fill out, and return this form.
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				request letters, do the mailings, and track the grants. Alternatively, immediately notify your publisher. Ask the publisher to hire a professional permissions researcher. This cost will be charged directly or indi-rectly against your royalties.

				Perhaps it’s late and you are worried that you will not receive outstanding permissions in time. You can phone copyright holders and beg. Get a verbal agreement, a fee estimate, and the name and title of the person you speak to. Record and date this infor-mation in a phone log. Then include the phone log with the permissions logs when you submit the final manuscript. Again, immediately notify your editor.

				Perhaps you did not get or could not afford all the permissions you wanted. One solution is to convert selected tables to figures and vice versa. You do not need permission for an original table you create from someone’s labels in a figure or for an original figure you create using someone’s labels from a table. Just credit the source of the information. Another solu-tion is to interweave paraphrases of material from two or more different sources, and list all the sources together in one parenthetical citation (separated by punctuation). Otherwise, you must substitute for or drop any unpermissioned material, however painful it may be.

				Your chapter-by-chapter permissions files, along with your drafting checklists and drafting calendar, are valuable tools for making your textbook project manageable and sane. As with any problems that arise relating to length and schedule, you should notify your editor or production coordinator imme-diately of any problems or delays arising from per-missioning, to the extent you are involved in that process. It is crucially important, for example, to no-tify the editors of any changes you are making to the final manuscript that has been released to produc-tion. While you are dropping a figure, the publisher 
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				may be paying an artist to draw it. The best solution by far is to avoid permissioning problems by attend-ing to source citations, notes, and references; mak-ing and tracking timely permissions requests; and working within a preestablished budget.

				Summary

				While your publisher no doubt will play a major role in the permissioning process, the more you can do for your textbook on your own the better. You can even enhance your textbook’s pedagogical value vi-sually, independently of any artist the publisher may hire or have on staff. The next chapter offers sugges-tions for developing your figures and tables, art and map specs, and photo program.

				See Chapter 13 Recommended Resources on page 250.
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				Presentation refers to the tangible, physical characteristics of your print product—how it feels in the hand and how it looks and sounds as it pages. Consider how you evaluate a textbook. Very likely you begin by holding the book open by the spine in your left hand and rifling the pages with the fingers of your right hand. You are looking for content, but you are strongly influenced by your impressions of what you see as the pages flip past your eyes. Professional sales reps call this the “flip test,” and it often is the first step in a buying decision.

				Your publisher’s choice of a trim size, paper weight, paper opacity, binding type, cover, book design, page design, art style, images, and palette (if color is involved) all affect presentation. Instructional de-sign in digital applications, which may involve video and animation as well as still images, requires even greater attention to presentation. As an author you potentially have significant impact on presentation by specifying the figures, tables, maps, drawings, photographs, and art you want displayed with your text or on screen. In visual learning, ideas, concepts, data, and other information are associated with or explained through images. Presentation also includes Alt Text (text as an alternative to an image) and the use of audio files to take the place of images, making image content accessible to all learners. 

				Alternative Text

				Alternative text (Alt Text), defined in a previous chapter, can be read by screen readers and succinctly uses words to convey image content and function. An Alt Text description is not redundant to the image caption, however, nor to the image’s narrative context. An Alt Text description and semantic meaning 
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				can be read by search engines. It is displayed in place of an image in the user’s browser, on the page or in another document through a link. As a rule of thumb, links are needed for explanations of complex images requiring more than 125 characters to describe. Alt Text is used for all visual elements, including logos and navigational symbols.

				HTML standards require that every image (img element) have an alt attribute, even if it is only a null attribute for an image that has no context or is purely decorative. The wording of Alt Text is based on the context or caption of the image, and in the case of textbooks, its pedagogical function. Ask yourself, why is this image being used? What is it supposed to explain? If the image is central to your exposition, it is best to describe and explain it in the caption or surrounding narrative or in a link to a longer explanatory document. See the recommended resources at the end of this chapter for more information on how to create Alt Text, keeping in mind that your publisher likely will be responsible for the coding.

				Example of Alt Text for an Image

				Image:	

				Caption:	

				[Source: https://upload.wikimedia.org/wikipedia/commons/7/7c/Nur05018.jpg]

				Alt Text to be coded: 

				Lava pillows form as magma extrudes into seawater.

				The Importance of Presentation

				The presentation of your book is important in marketing and sales. Depending on the budget, based on the sales projection, you may have many or few opportunities to enhance your text with visual repre-sentations. For example, you may include a specified number of tables, figures, maps, illustrations, and photographs that have clear pedagogical value and enhance the textbook’s visual or conceptual interest. At signing, negotiate with your publisher the numbers of these elements that your book can have. The cost of acquiring and producing them will create restrictions.

				Textbook publishers have diverse standards for treating visual elements, to which you must conform. You may need to include tables with Alt Text within your narrative if they will be typeset, or on separate sheets if they will be treated as art or will appear in a four-color design or will be uploaded into a user interface design or applet. You may be required to provide figures as ready-to-publish digital files, or your publisher may gather all your figures into an art manuscript and commission an artist to create them. Find out, therefore, what your contract requires exactly and what your publisher will need or will provide. Ask your editor for guidelines for preparing tables, art (figures), and specifications for photos or illustrations. Then remain mindful of opportunities to present information visually or conceptually as 
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				you draft your manuscript. Opportunities may include graphics used as advance organizers, for exam-ple, as part of your chapter openers.

				Graphic Organizers

				A graphic organizer, defined in a previous chapter, is a visual representation of a chapter, topic, se-quence, or concept. In a chapter opener, a graphic organizer—often called an advance organizer—pre-pares students for the content you intend for them to learn. A diagram or flowchart may represent the pro-gression of ideas you develop in the chapter, for example. A concept map or web may trace relationships among the topics subsumed under the chapter’s unifying concept. Thus, at the beginning of chapters or sections, graphics give readers a chance to recognize a basic relationship in advance of reading about it. Graphic organizers also can contribute to exposition within the body of chapters or at the end of a chapter to summarize or connect data. Figure 14.1 shows an advance organizer for a chapter on how the financial securities industry works. The graphic foreshadows the scope and sequence of the chapter content.

				Example of an Advance Organizer: 
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					Sources of Capital

				

			

			
				
					Investors

				

			

			
				
					Brokers and Investment Dealers

				

			

			
				
					Financial Instruments and Financial Markets

				

			

			
				
					Regulatory Agencies and Organizations

				

			

			
				
					Users of Capital

				

			

			
				
					Securities and Exchange Market Flow
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				Visualizing verbal information is an art, and some authors and editors are more talented in this art than others. Yet, whatever your subject area and talents, the possibilities are worth the effort. Begin by de-termining the basic purpose of the information you want to illustrate, and then make some experimental sketches. There always is more than one way to convey ideas visually. Evaluate the likely effectiveness of the visualizations as a piece of art, and choose one that seems to work. For example, what visual represen-tation could show the difference between a longitudinal research design and a cross-sectional research design? How might you show a dynamic systems model for language acquisition or other benchmarks in human development? What visualization might convey the physics of dispersion in wavelength or show how a transponder works? See the sample, “Ways of Visualizing Information,” at the end of this chapter to consider how information can be graphically displayed for different instructional purposes.

				Figures and Tables

				In college textbooks, figures and tables are more commonly seen than graphic organizers. Technically, a table presents numerical information in tabular form, while a figure presents information graphically or through illustrations. There are four basic types of figures:

				Charts and matrixes with cells containing text

				Line, bar, and pie graphs

				Conceptual graphics (such as diagrams, flowcharts, concept maps, or graphic organizers)

				Rendered art (representational drawings or paintings, sometimes called “line art”)

				Some publishers refer to any figures that have to be drawn, rather than simply typeset or reproduced from film or digital media, as “art.”

				Common practice in commercial publishing requires you to provide each figure as a full-size print-out, photocopy, sketch, or tear sheet on its own separate manuscript page or as a high-resolution digital image (preferably a TIFF file at 600 dpi). Each figure and table is identified with a double number (e.g., Figure 2.4 would be the fourth figure in Chapter 2) and appears with a title, complete source, credit line if needed, preferably a caption, and Alt Text. If captions are planned, every figure should have one. Figure captions go beyond the figure title to elaborate on the content, call attention to something in the figure, or partly interpret it for the reader.

				Figures (plus any tables not embedded in the manuscript) are keyed to text using the assigned dou-ble numbers. For example, Figure 2.4, above, would be keyed in the manuscript on a separate line to mark the best location for it, as a kind of placeholder, like this: 

					[Insert Figure 2.4]

				The notation alerts the copy editor and later the compositor or page makeup artist of the existence of 
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				numbered “art” and its desired location. The brackets (or sometimes side carets) alert production people that the insertion note itself is not to be set into type as part of the text.

				The best location for each figure and table is at the end of the paragraph in which you call the read-er’s attention to it. It is good practice to refer to each figure by number within the chapter narrative as you discuss the content the figure serves. Your text reference can be parenthetical (e.g., see Figure 2.4), or you may refer to the figure in a sentence. In some subject areas, such as mathematics, a figure often immediately follows the referring sentence. Note that Microsoft Word has tools for inserting captions, indexing figures and tables, and cross-referencing figures and tables to narrative context (see “Insert” in the tool bar). 

				Learning the Appropriate Use of Figures and Tables

				Many authors treat figures and tables as ancillary to the text or purely decorative and neither refer to them nor relate the information they contain to the sections of text in which they appear. This is not good practice. For figures and tables to have pedagogical value, their presence, relevance, and significance must be explained, however briefly, in the narrative or in a caption (or both), as well as in Alt Text.

				Another common misconception is that figures and tables replace text. However, in good exposition, the function of tables and figures is to elucidate text, not substitute for it. Therefore, figures and tables should not introduce new information without text support. Figures and tables also should not contain any terms or concepts that are not defined in the chapter narrative. The following examples show differ-ent ways of integrating art with narrative context: 

				Example A: Principles of Gestalt psychology rest on the observations of Max Wertheimer, Kurt Koffka, and Wolfgang Köhler, that people perceive whole units rather than bits of sensation, that the whole of sensation is more than its parts. In Figure 6.3, for example, you readily see a circle even though bits of the circle are left out. This illustrates the principle of closure, which states that people organize their perceptions so that they are as simple and logical as possible, filling in gaps in perceptions as needed:

				[Insert Figure 6.3]

				Example B: Principles of Gestalt psychology rest on the observations of Max Wertheimer, Kurt Koffka, and Wolfgang Köhler, that people perceive whole units rather than bits of sensation, that the whole of sensation is more than its parts. Look at Figure 6.3, for example. What do you see?

				[Insert Figure 6.3]

				Your ability to see a circle even with parts of it missing illustrates the principle of closure. In closure, people organize their perceptions so that they are as simple and logical as possible, filling in percep-tual gaps as needed.

				Example C: Principles of Gestalt psychology rest on the observations of Max Wertheimer, Kurt Koffka, and Wolfgang Köhler, that people perceive whole units rather than bits of sensation, that the whole 
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				of sensation is more than its parts. The principle of closure, for example, states that people organize their perceptions in the simplest and most logical way, filling in perceptual gaps as needed. For in-stance, people can readily recognize and identify incomplete forms (see Figure 6.3).

				[Insert Figure 6.3]

				In your manuscript, the illustration for each figure would appear on its own separate sheet with the figure number, title, source, credit line, caption, and Alt Text, although some publishers will prefer to have captions in a separate manuscript. According to the publisher’s wishes, the sheet with the figure may be placed in context, following the page that refers to it, or in a separate art manuscript consisting of all the figures for the chapter, gathered at the back of the chapter manuscript. If a figure comes from a published source, provide a good-quality photocopy or original tear sheet. To modify a previously pub-lished figure, adapt or edit it on the page or rekeyboard it, as needed. 

				Writing Specs for Figures and Tables

				If your figure is a computer graphic you created, provide both hard copy and digital file. This is a good time to explore the limits of the graphical and art capabilities of your software, including the genera-tion and placement of labels and symbols in a diagram. If an artist or cartographer is assigned to your book, however, you need only provide a sketch and a specification sheet (or “specs”) to enable the art-ist-specialist to render what you want (regardless of your sketching talent). Your specs may include the following information:

				Figure or map double number and title

				Manuscript page number on which the figure or map is keyed to appear

				Source (and credit line, if possible)

				Permission status

				Relative importance in the chapter (e.g., 1 = most important)

				Suggested approximate size (e.g., 1/4-, 1/3-, 1/2-, 2/3-, 3/4-page)

				Labels (e.g., showing A-, B-, and C-level headings)

				Brief note to artist or cartographer explaining in words what you want

				Note, however, that artists as a rule prefer to receive information visually. Many go by what they see rather than reading descriptions or explanations. Make your note to the artist brief, and resist the temptation to dictate the specific size, design, or colors to be used in the art. The artist must follow the publisher-
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				approved book designer’s plan, and actual sizing is done by people in production according to strict standards.

				You may find it helpful to informally rank the pieces of art for a chapter in terms of their importance for exposition. Determining the relative importance of a figure or table helps in making decisions about whether to keep it in the book. You or your publisher may want to drop a figure or table that will be too costly to create or get permission for. One author’s ranking system follows as an example of how you might go about evaluating your art program.

			

		

		
			
				
					
						Importance of Art Piece

					

					
						Rating

					

					
						Is necessary to make sense of the text

					

					
						1

					

					
						Is the chapter’s visual showpiece

					

					
						1

					

					
						Has other pedagogical value

					

					
						2

					

					
						Is uninteresting but obligatory

					

					
						2

					

					
						Augments or enriches exposition

					

					
						3

					

					
						Is fun but pedagogically optional

					

					
						3

					

					
						Is purely for decoration

					

					
						4

					

				

			

			
				
					 Informal Criteria for Determining the Relative Importance of a Figure or Map

				

			

		

		
			
				Your rating may help the publisher, who is paying the artist, to determine how much time and there-fore money to budget for the artwork in your manuscript. Such a rating also helps in deciding what to drop if length or permissions issues require cuts. For example, you would sooner cut art that is pedagog-ically optional before art that is necessary to make sense of your text. However, keep in mind that such ratings may be for your purposes only, as your publisher may apply different standards in deciding what elements of your art program to include or drop.

				The size of a piece on the page can be an indication of importance or merely of the amount of information a figure is attempting to convey. Readability and length are factors in determining the size of art objects, which normally is determined by the publisher’s agents. As a rule of thumb, keep figures and tables to one book page or less, preferably less. Exceptions include chronologies (which may need a whole spread—two facing pages), comparative grids, and appendixes with several pages of tabular information.
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				The labels for each figure or map may be set from your art or map spec. In most cases, type labels one to a line in the order they appear in the figure (left to right, top to bottom, or clockwise). Distinguish between umbrella labels and subordinate ones to show their relationship or relative importance. Other-wise, all the labels may be set in the same size type, making interpretation difficult. Labels for maps and figures with insets should be organized by the differentiations within their keys. When looking at proofs, check that the labels you want readers to see are in a style and size of type that can be easily read.

				Here is an example of a labeled original sketch and the typed labels sheet that would accompany it. A map spec would be treated in a similar manner.

				Example: Art Sketch

				Example: Typed Labels Sheet for Art Sketch, Figure 9.2, Types of White Collar Crime

			

		

		
			
				
					FORMS OF THEFT

				

				
					CRIMES AGAINST GOVERNMENT

				

				
					AREAS OF CORPORATE CRIME

				

				
					Embezzlement 

				

				
					Bribery

				

				
					Administration

				

				
					Fraud 

				

				
					Obstruction of justice

				

				
					Environment

				

				
					Forgery 

				

				
					Official misconduct

				

				
					Labor

				

				
					Extortion 

				

				
					Perjury

				

				
					Manufacturing

				

				
					Trade

				

			

		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

	
		
			[image: ]
		

		
			
				The Craft of Visualizing Information and Creating Original Figures

			

		

		
			[image: ]
		

		
			
				259

			

		

		
			[image: ]
		

		
			
				[image: ]
			

			
				[image: ]
			

			
				[image: ]
			

		

		
			
				The Craft of Visualizing Information and Creating Original Figures

				Authors often find it difficult to create pedagogical figures beyond simple bar graphs and matrixes. With a little imagination, however, charts and graphs can be embellished for greater visual interest. A common method of embellishing graphs is to choose an appropriate metaphor for the information being conveyed and then to represent the metaphor visually through objects or colors. News media do this all the time to attract attention. For example, stairs, elevators, or escalators represent rising and falling com-modities markets, or a single commodity may be shown as a mountain climber summiting or tumbling down the chart. 

				Effective metaphors are simple, such as a pencil for scholastic achievement in a bar graph, where pencil length stands for student performance in different countries. Another familiar example is the dollar bill divided into percentages of expenditures or revenues. What metaphors are apt for data sets in your field? For example, for the rate of global warming? For voting behavior in relation to gender? For runaway depreciation of the baht? For imports of pepper and cloves to Spain in the sixteenth century? For the hardness of minerals? For the distance of stars? Sometimes the thing itself is all that is needed. Imagine how much more exciting the formula for fractal geometry might be, for instance, if framed with-in a form generated by that formula.

				As noted before, delivering verbal information visually is an art, but you don’t have to be an artist to do it, just able to think a bit divergently. You may find the following process helpful:

				Identify the main components of an important concept, analysis, process, or synthesis that you want your chapter to communicate. Discover them by asking the following questions: What is most important about this chapter (or section)? Why do readers need to know it? What is most critical for them to remember about it? What do I want them to come away with after reading it?

				State the main idea that results from this line of questioning. For example, suppose you come up with the following statement for Chapter 2 of your macroeconomics textbook: Analysis of eco-nomic decisions is based on five fundamental principles: opportunity cost, marginal cost, dimin-ishing returns, spillover, and reality.

				Now, determine and draw the relationships among the five fundamental principles. For instance, the principles may be of equal importance, as in this example of principles of economic decision making, or else they may be contingent on each other in some way, as in a causal or chronological relationship.

				Then determine and draw the relationships between each principle and the economic decision to which it leads. For instance, opportunity cost applies to decisions to sacrifice something for something else. The marginal cost principle applies to decisions to make small changes. The principle of diminishing returns applies to decisions to expand. Spillover applies to benefits 
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				external to one’s own decisions, and the reality principle applies to decisions on the use of one’s actual purchasing power.

				Whatever relationships you state, experiment with different ways to represent them visually. Keep it simple, using as few short labels as possible to fully convey the point. Choose or create your own design elements to express the idea or a metaphor, such as icons, arrows, geometric shapes, other symbols, or line drawings. Figure 14.2 shows an attempt at a figure for the five economic principles. Does it work?

				Example of Creating Art

				The macroeconomics example in Figure 14.2 addresses the theoretical principles governing a phe-nomenon. Other types of statements may address other qualities. How could you represent each of the following qualities visually if x stood for a concept, condition, situation, or object in your field?
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					Principles of Economic Analysis
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					Opportunity Cost 

				

			

			
				
					Principles

				

			

			
				
					Marginal Cost 

				

			

			
				
					Diminishing Returns 

				

			

			
				
					Spillover 

				

			

			
				
					Reality

				

			

			
				
					Decisions

				

			

			
				
					What do I have to sacrifice for it?

					Is it worth the other extra costs involved?

					Will it make enough difference in my performance and output?

					Will it benefit others or have other benefits?

					Can I afford it and get my money’s worth?

				

			

		

		
			
				Different approaches to x

				Degrees of x

				Stages of x

				Types of x

				Steps in the process of x

				Positive and negative aspects of x

				Causes and effects of x

				Factors to consider in solving x

				Changes in x over time

				Similarities and differences between x and y
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				Photo Program Planning

				Technically, photographs are any image on film or digitized media, regardless of content. The content may be a document, drawing, cartoon, famous painting, a page of a book, or a facsimile, in addition to the images one normally thinks of as photographs. In publishing, any digital image or image on film is treated as a photograph, and all photographs must be researched, permissioned, and credited.

				Photos often are obtained from individual freelance photographers responding to a publisher’s “needs list,” and also from stock agencies; film and video archives; museums; news agencies, television networks, and other media sources; chambers of commerce; other government sources, such as the De-partment of Labor, the Library of Congress, and state historical societies; business and industry sources; and professional and public service organizations. Many larger commercial publishing houses maintain in-house stock photography for their specific needs.

				Some authors mistakenly regard photos as window dressing or decorations for their book. In text-books, however, as much as any other pedagogical element, images teach. You can remain mindful of this fact by framing questions that readers can answer by looking at the picture or by relating chapter content to the image. Images should be chosen for their pedagogical value to the learner.

				Evaluating and Choosing Images

				If the publisher is obtaining the images or film for photo requests, you will need to provide photo specs—specifications describing the desired images and their location in the chapter. If possible, include a photocopy or tear sheet of an image like the one you want, as well as a likely source. However, if you supply guide photos to aid the photo researcher, be sure to identify them as such or you may find them reproduced in your textbook. Typically, the photo researcher and editor solicit and select one to three images for each photo spec that you or your development editor provides. You then view the images and choose or approve them. For major market books, the publisher’s agents pick most of the photos, conduct the permissions research, and pay the use fees, which normally are charged against your book.

				Photographs, both black and white and color, can be very expensive to obtain and reproduce. Different rates apply based on the size at which the image will be reproduced on the page or platform. Because of the costs, high visibility, and market sensitivity of photographs, and because of technical matters con-cerning image reproducibility and print quality, most college houses retain complete control over the final photo selection. The market, sales projection, and budget for your book will determine the number of photos you will be allowed, whether they will be four-color or black and white, and whether you or the publisher will be responsible for obtaining them. These decisions will be part of your contract negotiation.

				In introductory textbooks, chapters typically have a chapter-opening photo and one or more internal photos. You should not expect to supply images for your book personally. Your JPEG files may look great on your computer screen but they likely will not be of a high enough resolution for print reproduction to scale, and there may be problems as well with releases, permissions, or unusable content. If you have images that must be used, consider hiring an expert to retake them or scan them and enhance their 
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				reproducibility using image manipulation software. Your publisher usually can arrange to have this done for you as needed.

				The visual and verbal content of photographs can be a critical issue in educational publishing. Cus-tomer complaints often involve images they see as misleading, offensive in some way, or outdated. This is especially true in el-hi publishing, where more than one textbook has failed in adoptions because of the photo program alone. Also, untrue or injudicious captions attached to photos may be seen as uneth-ical and have been known to lead to libel or defamation suits. For example, you would not print a scene with recognizable children and adults at a day care center with a caption about child sexual abuse. 
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						• Who is the primary audience? 

						• Reject images that reflect stereotypes of any kind (racist, classist, sexist, ageist), unless stereotyping is the subject.

						• Choose images that accurately represent people, places, and subjects, that fairly portray population diversity overall, and that show balance in your treatment of the subject.

						• Reject images with salacious or suggestive content, especially involving children.

						• Check that any foreign language print evident in images is not profane or otherwise unacceptable to your audience.

						• Reject images containing commercial brands or trademark labels or slogans, unless advertising or popular culture is the subject. (Permission must be obtained from the trademark owner.)

						• In captioning, do not ascribe characteristics to people or imply conditions, unless you can verify empirically and ethically that those characteristics or conditions are present. For example, you would not identify a recognizable child in a stock agency photo as hearing impaired, poor, pregnant, gender confused, or infected with HIV. Also take care in making attributions about public figures.

						• Reject images with dated hair and clothing styles, outdated technology (including car and computer models), and passé social contexts, unless your subject or purpose is historical.

					

				

				
					
						 Rules of Thumb for Selecting and Captioning Photographs
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				Writing Photo Specs

				Writing photo specs is an authoring task, although editors may write specs for managed textbooks. Pho-to specs are double-numbered by sequence in each chapter. Like figure specs, photo specs are keyed to text to show the optimal location in the chapter. In locating images, consider the best way to achieve the right kind of visual impact and pedagogical payload for your textbook. You may want to space images evenly throughout a chapter to suggest both richness and continuity, or to pair or cluster images to achieve a particular aim. Note, however, that photo placement on a page is a technical matter, ultimately decided by the publisher’s agents.

				Submit photo specs and a photo caption manuscript along with your text manuscript. Your publisher should supply guidelines for writing photo specs, which need to be worded briefly in a way that nonex-perts in your field can understand. The best photo specs include a brief description of what has to be in the picture and the concept the picture serves. The best captions provide comprehensive factual infor-mation or ask application questions, as the following examples show.

				Examples:  Photo Specs and Captions

				Photo 11.1 Chapter opener: Japanese and American businesspersons shaking hands in a corporate setting. Illustrates the chapter theme of international business.

				Photo 11.2 Msp. 17 Iraq “free zone” black market.

				CAPTION: Unofficial, or “black,” markets are free markets that operate outside the control of the government. Black markets arise wherever a currency is not fully convertible, but the term also is used to describe the buying and selling of goods that are officially or legally unavailable.

				Photo 11.3 Msp. 31 Okavongo power plant in Botswana, Africa, with workers.

				CAPTION: The World Bank funded this power plant project in Botswana through the Inter-national Monetary Fund. International development banks such as the World Bank give loans and assistance for government-guaranteed projects. Funding is designed to improve national economies and stimulate international trade and investment, but critics have questions.

				Be realistic in your photo specs. With all the pictures there are in the world, even professional photo re-searchers have difficulty filling specs that are overspecific or overdetailed, as well as those that describe rare or improbable sights. “A smiling eight-year-old Eskimo playing wheelchair basketball in a tradition-al parka with white fur trim” just isn’t going to happen. And if it did happen, you would need to provide the specific name, date, and place so the photo researcher could find out if a professional photographer was present who might have taken such a picture.

				At the opposite extreme are photo specs that are not specific enough for the photo researcher to find, such as “a mug shot of that serial rapist they executed recently,” or that are too abstract, such as “an illustration of capitalism.”
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				Publishers sometimes commission photo shoots for textbooks with particular needs. For example, a college house might create in-house stock for its series of textbooks for teachers on special education.

				The Art of Writing Captions

				Many authors (and some editors) miss teaching opportunities by treating visual elements strictly as illustration. Images are left captionless or are given a few uninspired lines of general self-evi-dent information. Yet good descriptive captions can reinforce learning. Visuals also offer oppor-tunities for readers to interact with text through reflection, critical thinking, and application. Give some thought, therefore, to captioning your fig-ures, tables, and photos in meaningful, pedagog-ically useful ways. Captions may briefly interpret graphs, draw conclusions from statistics, provide background information, or ask questions of the reader. For examples of pedagogical captions, see the case study, “Evaluating Caption Quality.”

				In every case, you probably chose Caption B. 

				These captions all share the following three characteristics:

				The reader must “read” the image; that is, the reader must take time to look at “this imaginary person,” “this example,” and “this picture.”

				2. The reader must interpret the image in terms of main concepts presented in the textbook (i.e., the concepts of characteri-zation, autoimmunity and adaptation, and parental involvement).
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				Compare the following treatments of photo-graphs for textbooks on English composition, marine biology, and foundations of education. In each case, which caption, A or B, probably would have greater value to the learner?

				Photo Spec: Ichabod Crane illustration

				Caption A: In characterization, a writer describes the qualities and peculiarities of a person.

				Caption B: In characterization, a writer describes the qualities and peculiarities of a person. Using the guidelines on p. 87, write a characterization of this imaginary person.

				Photo Spec: Clown Fish with Anemone

				Caption A: By “inoculating” themselves against the anemone’s venom, these clown fish gain protection from predators.

				Caption B: By “inoculating” themselves against the anemone’s venom, these clown fish gain protection from predators. In this example, how does the autoimmunity of one species contribute to the adaptation of another?

				Photo Spec: Parent Helping Child with Homework

				Caption A: Parental involvement is an import-ant factor in academic achievement.

				Caption B: Parental involvement is an import-ant factor in academic achievement. Which of Eisner’s six functions of parental involve-ment are represented in this picture? •
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				3. The reader must do something or answer a question that demonstrates comprehension or appli-cation (i.e., use specific guidelines to write a characterization, explain an adaptive relationship in nature, apply a specific functional model to a case).

				Note that ordinarily, “Ichabod Crane,” “Clown fish with anemone,” and “Parent helping child with home-work” would make good Alt Text for the images in the examples. However, when a caption gives the image pedagogical function by linking it to text content, and users are asked to respond to image con-tent, the Alt Text is best coded as a link to a longer explanation that opens in a new window or tab. The explanation would describe the image content in greater detail to enable the nonvisual learner to make the desired connection. In the first example, for instance, the screen reader says the caption: “In char-acterization, a writer describes the qualities and peculiarities of a person. Using the guidelines on p. 87, write a characterization of this imaginary person.” To complete the assignment, the nonvisual learner, upon hearing that the image shows the imaginary person “Ichabod Crane,” also needs to be told the visual clues, and possibly contextual clues as well, that would suggest “the qualities and peculiarities” of Ichabod Crane as a character. 

				As challenging as Alt Text can be, the pedagogical use of images has an important place in the ed-ucation enterprise. Education research supports the intelligent use of visual information in textbooks at all levels of academic attainment (Keim 2002). Try to develop your art program so that every chapter has appropriate visual elements—tables, figures, maps, other illustrations, and/or photographs—that will contribute to the pedagogical value, visual continuity, originality, and appeal of your textbook. If possi-ble, avoid the “usual suspects.” For example, how many chapters on evolutionary forces use a microscopy image of sickled blood cells to illustrate the concept of balanced polymorphism? Could you show an African American child being treated for sickle-cell anemia instead? Or an African child eating fava beans and thereby risking the expression of glucose-6-phosphate dehydrogenase deficiency? Or Peru-vian cholera victims in 1991, pointing out that carriers of the genes for cystic fibrosis were immune? A little imagination can go a long way. 

				Summary

				Now that you have attended to chapter-by-chapter presentation, your manuscript is truly complete. You have chosen, created, or conceptualized an appropriate number of tables and figures (or “art”) to illus-trate chapter content, and you have proposed any planned photo illustration. As explained in Chapter 13, you have also carefully collected complete source data and copyright information for all these pieces. You have clearly keyed each piece of your presentation to its desired location in a chapter, and you have referred to it in your narrative to provide a context for viewing it. Your art specs with captions, photo specs with captions, and Alt Text manuscript will accompany your chapters into production. When you see your chapters again, your editor will have reviewed them and the copyediting and revising process will have begun, the subject of the next chapter. 
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				Ways of Visualizing Information

				To illustrate a process

				To summarize steps in a procedure

				To trace a sequence of events

				To indicate cause and effect
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				To explain the relationship among topics 

				To classify information
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					 Links to the following websites can be found at TAAonline.net/resources

					
						Alt Text Guidelines and Examples 

					

					
						Webaim.org

					

					
						Accessibility.psu.edu

					

					
						Graphic organizers in Google Images [graphic organizers pdf]

					

					
						Purdue Writing Lab: APA and MLA Figures and Tables Tutorials

					

					
						TAA 2015 Textbook Award Winners

					

					
						Edward Tufte on Book Design

					

					
						Advice on Writing Captions
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				Mary Ellen Lepionka
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				You nervously reread your contract, proposal, and lecture notes. You’ve just been signed by a ma-jor-market publisher to write an introductory textbook and its key ancillaries and also to adapt all the content for a brief online edition. You’ve been given eighteen months to provide complete manuscript for everything. Suddenly, your lecture notes look a little thin and spotty, your project seems to have ballooned beyond what you imagined, you start to think you’re really not such a great writer, and you’re not at all sure what is involved in adapting content for the Internet. You also don’t know where and how you’re going to allocate your time and resources for the job. You have family, students, colleagues, prop-erty, other personal and professional responsibilities, not to mention the great unknown. You stare at a blank screen titled “Chapter 1” and begin to feel the stress.

				After reading this book, however, you’ve already changed this scenario, and your initial panic is melt-ing away. You’ve organized your home or off-campus office for the task and have taken steps to approach the challenges of authorship as a business. You have your monthly calendars, drafting checklists, tax file, and permissions file, and your chapter files are neatly cached in a folder on your desktop. You’ve installed a selection of writing and research aids on your computer and learned how to use them, and you’ve added a backup drive. You’ve subscribed to journals, websites, news feeds, and groups on social media for your field or course. Perhaps you have subscribed to JSTOR, for example, or requested a PLOS news feed and Google Scholar notifications and have joined a Facebook group for instructors teaching your subject. Already you are finding neat things to populate your chapter files, and you suddenly get an idea for how you want to begin. You open the file labeled Chapter 1 and for some reason, the stress just isn’t there anymore. You’re ready. You’re in business.
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				Now, it is eighteen months later and you’ve received your first batch of copyedited manuscript with only a little time to respond before it will go into pages. The amount of “red ink” is unanticipated, even shocking, especially if the publisher authorized a heavy edit. In a light edit the copy editor corrects errors in spelling, punctuation, grammar (such as verb disagreement), and usage (incorrect word choices, such as effect for affect). If a light edit is ordered, it means that your manuscript has been judged to be fairly “clean” (reliably complete and executed consistently) and is in pretty good shape. 

				A heavy edit, on the other hand, may involve restructuring your sentences, converting passive verbs to active voice, making word substitutions, moving paragraphs around, adding topic sentences or transi-tional sentences, and the like. A heavy edit also may tell you if your facts are accurate and if your writing makes sense and communicates clearly. A publisher requesting a heavy edit essentially is authorizing the editor to fix it, that is, to rewrite. Rest assured, however, that a professional copy editor never know-ingly makes any change to your manuscript that alters your meaning or intention. That is their cardinal rule. The mission of a copy editor is to improve your communication to your audience and to make sure your manuscript hits its intended market and adheres to house style.

				Working with a Copy Editor

				Copyediting is concerned with your writing and language. Editors vary in the extent to which they com-ment on your manuscript. Some can be maddening in their demand for explanation and exacting in their insistence on detail. You may come to appreciate this, however. A copy editor may return a manuscript to you full of queries or claims of “not clear.” Your job then is to address each query and accept or reject each proposed change. When asked, professional copy editors can and will explain the logic, rationale, precedent, or dictionary reference for every change they propose. It is best, therefore, not to ignore a comment just because you don’t understand it.

				The manuscript that comes back to you from the copy editor is the master manuscript. After you respond to the edit, the editor finalizes changes and the master manuscript is released to a compositor to have page proofs made. Using Microsoft Word’s Track Changes feature, you can easily see every pro-posed deletion, addition, or substitution the editor makes and can indicate your response to each one. The copy editor’s job is to help ensure that your book fulfills its mission and is appropriate, accessible, and appealing to its market and readers. There should be no other agenda, even for editors who also are experts in your subject (should you be so lucky). 

				Most important, understand that content editors are, or should be, your allies. Avoid getting trapped in a cycle of defensiveness, sparring needlessly in a war for control over content. At the same time, be alert to the possibility that editors may have personal or professional issues that engender negativity or hostility, along with power and control issues, all of which interfere with establishing a good working re-lationship. Editorial comments should be straightforward and concise, for example. You should not have to read long explanations or arguments for requested changes unless or until you ask for them. You have greater control over your content than any editor. However, the power to exert final control over what gets published lies, for better or worse, with your publisher. 
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				Learning Disaster Control Guidelines for Length

				You might be informed by the copy editor that your manuscript is too long. Say, for example, your copy editor has returned five of your chapters marked as seriously overlength. Instructions say to reduce length by the equivalent of three manuscript pages per chapter. Reading over the manuscript, barring a word here or there, you believe there is simply no way you can cut without destroying the brilliance and integrity of your exposition. You ask if the book can just be made fifteen pages longer. The answer, categorically, is no, because of the cost, explained in a previous chapter. What should you do?

				Scour for wordiness and tighten your prose. Especially look for strings of unnecessary preposi-tional phrases, unnecessary adverbs and adjectives, unnecessary qualifying remarks, disclaimers, and elaborations. Change every sentence to active voice.

				Search for paragraphs you can drop. Especially drop a paragraph whose source citation is more than ten years old, unless this source is an essential classic. Also, ruthlessly drop paragraphs that are in any way tangential or digressionary. Then consider dropping extra examples and applica-tions, shortening them, or substituting more economical ones.

				Check that you have the prescribed number of pedagogical features and chapter elements. Choose the best ones and then combine, condense, move, or drop any extras, however good they are. Con-sider repurposing the best of them for use in your ancillaries or supplements.

				Where possible, condense and convert portions of narrative to a figure or table. A figure or table may be able to replace twice as many lines or more of narrative text. 

				Where possible, drop long figures or tables and preserve the content in condensed or summarized narrative form. For example, “Research clearly shows that sleep deprivation has a negative effect on productivity in the workplace (Smith, 2014)” may easily replace a graph occupying one-third of a book page.

				Ask your editor for suggestions or assistance in reducing length. Especially identify and discuss any dropping of whole topics or headings and sections. Your TOC is already out in the marketplace, and the editor may have reason to believe that a proposed cut will undermine your product in its market. Elements that are essential to the publisher’s book plan must be retained, because this is the plan for marketing, advertising, promoting, and selling your work, already underway.

				When working with a copy editor, avoid delivering a surprise for final manuscript. If in taking matters into your own hands you have exercised poor judgment, editors may not have time to fix it. They are required to hand off your manuscript to the compositor or packager by a certain date regardless of its readiness. If your product is significantly not ready, it may be cancelled or postponed at great loss to all. 

				When a book goes into pages, the compositor first performs a cast-off—a detailed length estimate 
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				based on the number of words per line and lines per page in relation to the page design. If your book is found to be overlength at the production phase of publishing, it is in trouble. You may have to drop chapters, cut appendixes, lose figures and tables, or make other painful radical changes. Dropping topics at this stage will require repaging your chapters and table of contents and making up new proofs, adding greatly to the cost of production. Changing the design to accommodate more words is not a solution for a number of reasons, even if changes to design specs were permitted at all, mainly because of the un-budgeted extra cost. Even then, there is only so much anyone can do with the absolute limit of a physical page. Working in harmony with editors to deliver a manuscript of the correct length is best by far. 

				Determining Whether Your Book “Has Legs”

				The day has finally arrived. The carton on your doorstep contains nine copies of your bound book. You avidly turn each page, flushed with both pride and apprehension. It’s beautiful. Then you discover a typo on page 69 and feel indignant, not appreciating that in this universe a perfect book, by virtue of the sheer complexity of its creation, simply does not exist. The blemish aside, you can hardly wait to show it around and have ordered copies for your course. You’re thinking maybe you should next consider a Canadian edition and/or an “Essentials” edition, a shorter distilled version of your “big book,” or perhaps you should consider adapting your content for an online course. 

				Maybe, too, you should consider adding a coauthor—someone up-and-coming or at the forefront of a new or hot area in your field. For senior authors especially, accepting the contributions of one or more coauthors is a valid survival strategy and one that typically enhances textbook currency and quality. Some authors recoil at the idea, but consider that publishers who suggest you add a coauthor may be offering to help keep your book alive.

				There is an expression in publishing that predicts the longevity or shelf life of a textbook. “It’s got legs” means editors have reason to expect many successful revisions over a span of many years. In all fields, books with legs have characteristics in common. They have strong ongoing markets. They are well-written and written by recognized authorities or educators in the field. The authors address their real readers in a distinctive and appealing voice. The content is technically accurate, complete, up to date, topically balanced, intellectually honest, interesting, and pedagogically sound.

				Revision Roulette

				Many textbooks are not revised, however, and publishers may have legitimate business reasons for this. Sales of your previous edition may have proven disappointing, for example, with high rates of return and declining sales. After its seventh or eleventh edition, a textbook starts to get old. Perhaps your product can no longer hold its own against strong, new, outside competition, or perhaps it is losing out to new inside competition.

				Other changes could put you at a disadvantage. Perhaps, as part of its branding efforts, your publish-er is shifting focus to other parts of its list and no longer wishes to invest heavily in your subject area. 
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				Why revise your book, however good it is, if the sales reps will no longer visit the departments where your course is taught? Or perhaps your editor has left the company, which essentially orphans your book. Staff turnovers are high in publishing houses, because moving out often is the only way to move up. New editors won’t know you or your history with the company, and they will be under a lot of pressure to acquire new product. Thus, leadership changes, list changes, industry changes, and market changes can result in an unfavorable environment for you and your textbook. The publisher also may drop your book if you are a senior author who no longer teaches and is no longer active in your field, especially if your text reflects older paradigms or issues that your editor feels you would not or could not change. To find success as a textbook author, you may or may not want to wait until you have tenure, but definitely do not wait until you retire! 

				Strategies for Revising

				For both authors and editors, as long as a product is in print or live, work is never done. Savvy authors always revise thoroughly with enthusiasm and vigor and with a view to commercial success. They under-stand the publishing world enough to know that they must be proactive in promoting themselves as well as their textbook package. Write a letter of welcome to the new editor, for example, introducing yourself and explaining the long, happy, profitable history you’ve had with the company. Send the new editor publicity releases or news articles about your doings, publications, or awards. Ask for postproduction reviews so you can see how your textbook was received and where it might be revised. Find new ways to help with marketing and promotion. Develop a revision plan—much like a book proposal—to explain to the editor chapter by chapter the changes and updates you intend to make in addition to addressing cus-tomers’ concerns. Keep chapter-by-chapter “Revision Preparation” folders, starting with any errata you find. Develop new, exciting, contemporary ideas for chapter apparatus and pedagogy, digital application, or instructor and student supplements.

				Today, authors revise on screen using the printer’s text files or scans of the previous edition. The econo-mies realized through electronic editing replace those obtained through earlier practices in which publish-ers cut the spines off copies of your previous edition and sent you the pages as tear sheets to cut and paste and mark by hand. However, authors still must adhere to manuscript preparation guidelines. An electron-ically revised Track Changes manuscript with formatting or style errors may be returned as unacceptable. 

				Authoring Textbooks in the Digital Age

				Your next project may not be a textbook, as the teaching and learning enterprise today is no longer text-book based (EEI 2013). Expository writing for a course is now called content, and that content is in the form of learning objects, modules, and media assets offered through an interactive online course or via some portal or gateway to new (or newly aggregated and networked) knowledge. You are not so much a textbook author as a subject matter expert (SME). SMEs provide authoritative content and sources organized into templates that reflect principles of instructional design.
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					First and foremost, do not make any changes or additions that will remain hidden from editors (i.e., make sure the Track Changes feature is on).

					Don’t make any formatting changes, and remain faithful to the styles in use. Use the space bar only for space between words and the return key only for new paragraphs.

					Check changes in the wording of headings and feature strands and in the numbering of figures and tables. Check that you have the correct levels of heading.

					When revising content, consult your approved revision plan, your chapter-by-chapter folders where you have collected your notes for preparing a revision, the publisher’s review summary, and the reviewers’ comments. 

					Avoid length creep, caused by continually adding new material without deleting the old. Revisions are prone to length creep as you update sources and address reviewers’ requests for more coverage of this and that. The only way to prevent this is to drop before adding: word for word, sentence for sentence, paragraph for paragraph, figure for figure, box for box, chapter for chapter.

					Pay special attention to updating statistics, examples, parenthetical source citations, glossary entries, annotations, credit lines, and references.

					Prepare new photo specs and captions for up to half of the images in each chapter to submit with revised manuscript.

					Save your revised documents to your hard drive before sending them as email attachments or to a Dropbox folder or similar file-sharing program.

				

			

			
				
					 Rules of Thumb for Preparing a Revision
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				Principles of instructional design for online application have rules and conventions quite different in many ways from traditional lesson planning and pedagogy writing for print products. Words, sentences, and paragraphs are adapted for readers who only skim or scan text, for example. Pedagogy becomes graphical with font-based navigational clues, hyperlink jumps, and concept maps. To set out scope and sequence, you write learning objectives keyed to telescoping outlines (rather than to fixed topical pa-rameters). You create storyboards or content webs, gather and annotate instructional aids, and build networks. A model for instructional design popular today is called ADDIE. 

				ADDIE

				ADDIE is a model for instructional design popular with textbook publishers. It is an instructional sys-tems design (ISD) framework, originally developed for military training, and today has a number of variations that address the challenges of curriculum development (Morrison 2010). The acronym stands for a process: analysis, design, development, implementation, and evaluation. In the analysis phase, de-signers study your manuscript and the publisher’s online publishing model to answer the following questions:

				Who are the learners and what are their characteristics (or personas)?

				What is the desired new behavior?

				What types of learning constraints are there?

				What are the delivery options?

				What are the pedagogical considerations?

				What learning theory considerations apply?

				What is the time line for completing the project?

				The design phase deals with your content in relation to learning objectives and media assets. The de-velopment phase goes from storyboard and graphics to a beta. Implementation brings it to learners and makes it happen, and there are both formative and summative assessments of the program’s perfor-mance, based on learner experience. Textbook authors increasingly are asked to collaborate with instruc-tional designers on computer applications of their work, such as adapting text according to templates for the writing of modules.

				Education as Community Theater

				As an SME, what you do is not instruction, regarded as linear and one-way, but rather conversation (nonlinear and two-way). You design conversations with students, who interact with you (and with each 
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				other), often informally. Students are collaborators in their learning and consumers of information con-veyed in these conversations. Students sample the information in packages and bits to build and archive their own unique knowledge bases. Students will not be “responsible” for your information, only for their own learning, and they will choose what they will learn, based on the perceived personal or professional relevance and usefulness of that information to them at a given time.

				Thus, for better and for worse, rather than imparting a canon or conveying a body of knowledge by writing a textbook, you are facilitating conversations that enable active and interactive elective learning. This learning is self- and socially constructed—the ultimate expression of the postmodern constructiv-ist movement in educational philosophy—a movement buttressed by developments in psychometrics and educational psychology (Stabile & Ershler 2016; Thompson 2005). 

				Your designed conversations with students may still include evidence-based narratives, but you will develop your manuscripts more like scripts—with settings, stage directions, and special effects in addi-tion to players, speeches, and lines. As odd as it may seem compared to conventional textbook writing processes, screenwriting is appropriate for content that will be displayed on a screen. Your content will be displayed on computer monitors, laptops, PDAs, ebook readers, mobile phones, and any other destructive technologies (so-called simply because they necessitate structural change) that the future holds.

				If this sounds a bit like theater—drawing in an audience to affect the way its members think and feel and potentially the way they act—it is! Online instruction, like classroom instruction, is performative, a foundation of edutainment. As in theater, audiences share or cohabit a cloud of both unreality and sus-pended disbelief. Witnessing, engaging, and participating are forms of play, a gaming process in which nothing is really certain. Things could go any which way, and this, more transparently than in the past, is the true nature of future knowledge. Perhaps the decline of textbook publishing, in addition to making us more prone to error and confusion, will also make us better actors, more honest and open-minded, with better scripts.

				In screenwriting, your principal concern is not with students’ acquisition or mastery of a subject but rather with their experience as participants in a kind of theater as well as their experience as self-directed consumers of information about your subject—much as they experience restaurant dining or marriage. If this sounds like marketing speak—inviting “consumers” to “join the conversation” and “share the ex-perience” of learning—it’s that too, but the marketing of information is a legitimate reflection of recent but deep historical changes. Meaningful learning and effective teaching will still take place, only by different names and in different formats, and as humans we will still inherit our evolutionary capacities for motivation, perception, cognition, communication, and so forth. 
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					Online instruction, like classroom instruction, is performative, a foundation of edutainment … and this … is the true nature of future knowledge. 
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				Flipping through your new textbook, you already can see some exciting possibilities for finding stu-dents where they are (on their smartphones today), something educators have always had to do. You’re thinking you may even enlist students in turning your textbook into a whole new digital learning enter-prise. You may find you need to consult other sources. This book has attempted to convey some of the complexities of providing sound print support for a course of study while also creating a textbook that can compete successfully in the marketplace, make money, and win at revision roulette. 

				Summary

				But you are now ready for these challenges too. You have taken pains to understand your market, mis-sion, audience, and competition; to write a table of contents, an apparatus and pedagogy plan, and a book proposal; to choose a publisher, establish a relationship, and negotiate a contract; and to prepare your manuscript, choosing style and voice, drafting to length and schedule, and attending to permis-sions, copyedits, and other authoring tasks (Figure 15.1, see below). Putting it all together is a long-term project and a lot of work. In this, TAA and the authors of this book wish you the best of luck. Yes, you can do it, and yes, it is worth it.
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					 Links to the following websites can be found at TAAonline.net/resources

					
						Boice, Robert. 1990. Professors as Writers: A Self-Help Guide to Productive Writing. New Forums Press.

					

					
						EEI (Edison Electric Institute) Press. 2103. The Elements of Internet Style: The New Rules of Creating Valuable content for Today’s Readers. Skyhorse Publishing.

					

					
						Einsohn, Amy. 2011. The Copyeditor’s Handbook: A Guide for Book Publishing and Corporate Communication. 3rd ed. University of California Press.

					

					
						Greg Mankiw’s Blog: On Textbook Writing

					

					
						Habits for Productive Writing

					

					
						Instructional Design Models (see especially the ADDIE model) 

					

					
						Lane, Janet, and Ellen Lange. 2011. Writing Clearly: Grammar for Editing. 3rd ed. Heinle ELT.

					

					
						Morrison, Gary R. 2010. Designing Effective Instruction. 6th ed. John Wiley & Sons.

					

					
						Stabile, Chris, and Jeff Ershler, eds. January 5, 2016. Construc-tivism Reconsidered in the Age of Social Media: New Direc-tions for Teaching and Learning. Number 144. John Wiley & Sons.

					

					
						Thompson, John B. 2005. Books in the Digital Age: The Trans-formation of Academic and Higher Education Publishing in Britain and the United States. Polity.
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				A priority (or AAA, AA, and A). A high-investment, typically four-color print or very robust online product. 

				Abridgement. Changes to text by omitting words or paragraphs to shorten it.

				Academic press. Smaller, usually for-profit, house that publishes upper tier course supplements and scholarly works with modest investment.

				Acceptable manuscript. (also publishable manuscript, satisfactory manuscript). A completed draft that the publisher deems publishable by some standard.

				Acquisition. The first phase in the publishing cycle in which a publisher identifies, cultivates, and brings an author under contract to write or originate a work.

				Acquisitions. 1. Publishers’ purchases of other companies. 2. Publishing phase that ends when you submit an acceptable manuscript for which you are under contract.

				Acquisitions editor (AE). Publisher’s staff member who is responsible for a publish-er’s list. Duties include product and financial planning, finding new authors and managing author relationships, and negotiating contracts. Many acquisitions editors also oversee or remain involved through all phases of a projects develop-ment, production, marketing, and sales.

				Active learning. Self-directed learning through experience or through interaction with text or other information sources.

				Adaptation. Changes to text by altering words or adding material to make it fit a new purpose.

				Adaptive learning systems (or online homework systems). Online teaching envi-ronments that provide a guided learning path by delivering content tailored to the user’s needs. Learning paths are based on the learner’s responses to periodic, interim assessments. 

				ADDIE. A systems model for instructional design based on a process involving product analysis, design, development, implementation, and evaluation. 

				Addressable market. Portion of the overall pool of faculty who teach the course targeted by the product who are likely or possible adopters and the students they represent.

				Adopt (or adoption). Order a text or product for a course.

				Adoption window. Time periods within which potential adopters consider products for use during the next term.

				Advance copies. Product distributed immediately upon printing to a publisher’s staff for quality checking, authors, and key adopters.

				Advance organizer. A pedagogical device (graphical or textual) that prepares readers for learning chapter content by identifying the categories or framework in which the topics are related.
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				Advanced Placement (also AP). College-level curricula and examinations offered to high school students for which college placement and course credit may be granted by U.S. colleges and universities to students who achieve required scores on AP examinations. 

				Advances. A prepayment of royalties to be earned upon the publication of your textbook, recouped out of the royalties first accrued from the commercial exploitation of your work.

				Affective objectives. Learning objectives that specify desired changes in learners’ feelings or values. 

				Agreement. Legal contract for publishing your book (“the Work”).

				All rights assignment (contrast work-for-hire and assignment of book publishing rights). Common to many textbook contracts is a grant of rights that consists of an assignment of all rights (including but not limited to copyrights) in the work to the publisher. This grant is in contrast to, and better for the author, than an acknowledgement that the work is agreed to be a work-made-for-hire. It is less favorable than a grant more limited in scope (e.g., a grant of book publishing rights).

				Alt Text. Alternative text that describes and takes the place of images, making image content accessible to all users.

				American Association of Publishers (AAP). The principal trade association representing over two hundred U.S. publishers.

				Ancillaries. Products that can be used independently, or even in place of, the associated print textbook. The term is often interchangeable with supplements. Ancillaries may be salable or not. And they may be derivative or not. If they are not salable, they will probably be covered by the contract for the basic text and there will be no separate compensation for creating them. If they are salable, they will probably be the subject of a separate contract that may provide for a fee or royalty.

				Annotations (or anno). A brief identifying description, often used in marginalia in textbooks, especially in instructor’s editions.

				Apparatus and pedagogy checklist. Authoring tool for keeping track of decisions about chapter apparatus and feature strands.

				Apparatus. Regular elements of textbook organization applied in every chapter, such as the way chapters or sections open and close.

				Art manuscript. A separate compilation of the figures for a textbook to be rendered by an artist or computer graphics specialist.

				Art proofs. Initially rendered illustrations or other visuals for approval or correction.

				Art specs. A descriptive list of requested content for the creation of original figures for a textbook.

				Audience. The people who will buy and read your textbook.

				Audit clause. A provision in the contract that requires the publisher to produce supporting records and otherwise cooperate in a voluntary review of its sales reporting and royalty calculation obligations.

				Author guidelines (AG). The publisher’s preferences and instructions for manuscript preparation and submittal.
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				Author profile. Characteristics that publishers look for in an author.

				Author’s alterations (AAs; also author’s corrections, ACs). Changes an author makes to content after the manuscript has been set into type or page proof has been generated.

				Author’s copies. Contractually specified copies of your product sent to you at no charge for personal and professional use.

				Authorial voice. Characteristic of textbook writing that reveals the author as a person, expert, and teacher.

				Authoring. Writing and publishing a textbook and in a timely manner, attending to all the non-writing tasks associated with that process.

				Authorship. Observance of the values, responsibilities, and behaviors involved in writing a book.

				B priority. Medium investment, typically with one color in addition to black type (two-color) in print and rarely applied to core, digital products.

				Backlist. Publisher’s available titles that were published prior to the current copyright year.

				Behavioral objectives. Learning objectives that specify actions or skills that students will be able to perform as a consequence of learning.

				Benchmarking. The practice of comparing work with best practices.

				Big Five. The five largest college publishers serving the U.S. higher education course materials market: Pearson Education, Cengage Learning, McGraw-Hill Education, Macmillan Learning, and John Wiley & Sons.

				Binding. Mechanical means by which pages of a book are permanently put together.

				Bloom’s taxonomy. A well-known rubric that classifies cognitive objectives in terms of levels of complexity (from low to high).

				Book design. Decisions about the appearance of the interior of a book and its cover.

				Book organization. The division and sequencing of course content into the parts and chapters of a textbook.

				Book outline. The preliminary drafting outline you send to the acquisitions editor with your prospectus that serves as basis for a table of contents.

				Book pages. The number of printed pages calculated from the number of manuscript pages in relation to trim size.

				Book plan. The publisher’s plan for publishing, marketing, and selling your book.

				Bottom line. The profitability generated by a product as tracked by a publisher.

				Bound book date. Benchmark in the publishing process when your book has been manufactured but is not yet for sale.

				Boutique publisher. A house that specializes in publishing textbooks for a small cluster of disci-plines. A boutique publisher may be a textbook division within a large academic press, a small publisher that focuses primarily on textbook materials, a general interest publisher with titles that cross over into course adoptions, or some combination of the above.
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				Boxes. Pedagogical feature set aside from the narrative text with a specially designed visual treat-ment that usually deals with a key theme, hot topic, or subject meant to engage readers’ interest.

				Break even. The number of copies your book must sell to cover the publisher’s upfront investment in publishing it. The unit volume of sales necessary to accomplish this represents a logical trigger for escalating royalty rates. (See target margin.)

				Bundling. A marketing strategy adopted by publishers (predominantly at the higher ed level) to sell more product for each adoption. In this strategy, several stand-alone products are sold together as a bundle for a bundle price that is less than the sum of the individual prices of the components. The proceeds from that sale are then allocated across the components on some basis. It is best for the author if the basis of allocation is something objectively measurable, like page counts or relative stand-alone list prices. If the publisher is allowed absolute discre-tion to determine the allocation, the result may be subject to unfair manipulation.

				Buyback. Retailer’s offer to repurchase a textbook to resell as a used book.

				C priority. Low-investment title, printed only in black and white and rarely applied to core, digital products.

				Camera-ready copy. Manuscript that is printed from film in an outdated method of production. 

				Captions. 1. The numbers and titles of figures, tables, and photos. 2. Brief descriptions, interpreta-tions, or questions to readers about the content of figures, tables, and photos.

				Case studies. Pedagogical features for case-based instruction and analysis.

				Cast-off. Estimate of the final count of printed pages for your book, usually completed during the composition stage.

				Chapter closers. Pedagogical elements at the end of a chapter, as part of the chapter apparatus.

				Chapter openers. Pedagogical elements at the beginning of a chapter, as part of the chapter apparatus.

				Choice of law. Because contract law varies from state to state, it is common in all contracts for the parties to specify which state’s law will be used to interpret the contract. This removes one potential point of contention and some uncertainty but is otherwise of relatively little conse-quence most of the time. 

				Choice of venue. Contrasted with choice of law, this is an agreement about where disputes will be litigated, and it can have a material adverse impact on one party or the other.

				Chronological development. Chapter development organized in terms of story, process, or change.

				Chunking. In learning theory, optimizing learning by delivering small amounts of meaningfully related and useful information together at one time rather than discretely.

				Clarity. Clearness of expression and meaning.

				Class test. Adopters’ assignment of your product to students during its final manuscript or page proof stage to pilot its use for potential future adoption.

				Coauthors. Authors who work together to write and publish a work and who share royalties along with contractual obligations.
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				Cognitive objectives. Learning objectives that address levels of cognitive functioning, such as knowledge acquisition, comprehension, application, analysis, synthesis, and evaluation.

				Cognitive psychology. Interdisciplinary study of thinking, learning, perception, intelligence, and memory.

				Coherence. The quality of writing that shows sequentiality, integrity, or togetherness.

				College textbook publishers. Larger commercial publishers of textbooks and supplements for undergraduate and graduate courses.

				Commercial textbook publishing. Publishing textbooks as a business with the goal of making a profit.

				Commissioning (or commissioned project). Project initiated by a publisher based on the author’s reputation or previous works and without a precontractual review of sample materials.

				Comp copies. Free samples to prospective customers.

				Comparative review. Review of a revision compared to its last edition.

				Competition analysis. Analytical comparison of directly competing products for a course.

				Competitive review. Review of a book or manuscript compared to leading competing books by other publishers.

				Complete manuscript. Manuscript that contains all the planned elements, including frontmatter, apparatus, pedagogy, figures and tables, source notes, endmatter, and so on.

				Complimentary copies. Copies provided at no cost to the author on first publication of the work. Ask for more than are offered; they are cheap to produce.

				Composition (or comp). Stage in the production phase in which your manuscript is set into type and other premanufacturing tasks are accomplished.

				Compositor. Publishing professional responsible for putting your book into type and providing page proofs.

				Conceptual organizers. Verbal or visual devices for showing the relationships among the quali-ties or characteristics of a concept or among concepts.

				Conclusion. As part of the chapter closer, a unifying thought, an interpretation, or a statement of significance of the chapter content.

				Concrete examples. Specific empirical or nonabstract examples, such as facts, observations, evidence, or cases. 

				Confidentiality clause. Clause in publishing contracts that forbids the author from disclosing the terms of the contract.

				Consistency. The quality of regularity or conformity in the application of style and in the treat-ment of apparatus and pedagogy.

				Constructivist movement. A recent research-based development in education emphasizing the use of instructional materials designed to permit the active construction of knowledge by learners.

				Content taxonomy. System for classifying content into asset categories. 

				Content. All the text and images that constitute a product.

			

		

	
		
			[image: ]
		

		
			
				Glossary

			

		

		
			[image: ]
		

		
			
				285

			

		

		
			[image: ]
		

		
			
				Contributed work. An anthology or any one work in which chapters authored by different individ-uals are compiled.

				Contributing. Writing original materials for a textbook or its package on a work-for-hire basis, such as a series of boxes, a chapter, or a study guide.

				Copublisher. A publishing company that partly subsidizes your self-publishing initiative and assists with marketing.

				Copy editor (CE). Specialist in publishing who corrects or queries errors, ambiguities, or inconsis-tencies in spelling, grammar, punctuation, usage, or meaning.

				Copyediting. Stage in the production phase in which your manuscript is read by a publishing pro-fessional called a copy editor who corrects or queries errors, ambiguities, or inconsistencies in spelling, grammar, punctuation, usage, or meaning.

				Copyright holder. The person or entity that holds the rights to publication and use of a work and can tell you who and where the copyright owner is.

				Copyright infringement. Illegal use of another’s work or intellectual property.

				Copyright law. A body of laws that defines and regulates the ownership and transfer of intellectual property. 

				Copyright owner. The person or entity that owns the rights to publication and use of a work, whose permission you need.

				Cover letter. Letter to the publisher to accompany a prospectus, including a list of enclosures and information about manuscript status and author availability.

				Credit line. A line of type crediting the source of a photo, figure, table, or excerpt.

				Critical thinking exercises. Questions to students in the chapter pedagogy or apparatus that require the use of critical thinking skills. 

				Critical thinking skills. Skills that enable learners to define and clarify problems, judge informa-tion, draw conclusions, and problem solve.

				Cross-collateralization. Permitting charges against one book or one edition to be recovered from royalties earned by other titles that you might have written or might yet write for the same publisher.

				Crossover trade. Trade books that are marketed to education markets or books by academic authors that are marketed to the trade.

				Crowdsourcing. Soliciting data or content from the public online.

				Custom publishing. A business segment serving faculty who, rather than adopt existing text-books, prefer to assign print or online course packs drawn from existing material, combine their own course materials with others’ content, remove or add chapters to a standard text-book, or publish their own materials for their classes.

				Customization. Process of altering or augmenting textbook content for a course.

				Debates. Pedagogical features that present opposing views on topics in chapter content.

				Debundling. Practice of selling textbooks separately from their supplements.
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				Derivative. A term of art in copyright law, meaning a work based on one or more preexisting works, such as a translation or any other form in which a work may be recast, transformed, or adapted. A work consisting of editorial revisions, annotations, elaborations, or other modifica-tions, which, as a whole, represent an original work of authorship, is a “derivative work.” Under U.S. copyright law, only the copyright owner has the right to make or authorize the creation of works that are derivative of a copyrighted work.

				Design templates. Standard page layout, typeface, and trim size selections into which manuscripts are flowed when typeset. Design templates do not allow for significant amounts of customiza-tion based on a manuscript’s features and components.

				Development. 1. Publishing phase during which you draft and revise manuscript in response to editorial input, marketing plan, and peer reviews. 2. A complex, recursive process through which you bring your manuscript to market level and prepare it for production through collaboration with your publisher and its reviewers.

				Development editor (DE). Publishing professional responsible minimally for ensuring writing, organization, and content of your textbook/product are at market level and competitive.

				Development plan. A detailed description of the elements that will be used and the measures that will be taken in the development of a manuscript into a market-ready textbook.

				Developmental review. Hands-on review of a book or manuscript compared to the publisher’s development and market plans for it.

				Difficulty level. As distinct from reading level, the degree of conceptual and logical abstraction in text and the extent to which it is supported by exposition, concrete example, or reasoned argument.

				Digital content editor (DCE). Publisher’s staff member responsible for ensuring a product’s integration with the publisher’s digital strategy.

				Digital first. A publishing strategy by which elements such as text narrative, visual design, art pre-sentation, and photo selection are optimized for digital delivery and online user interaction. In digital-first product development, the printed version is of secondary concern. 

				Direct instruction. Transmission of information that all students are expected to master.

				Discipline. A subject area or grouping of subject areas that correspond to academic departments or key subdepartments, such as economics, history, or chemistry.

				Distribution. Publishing phase in which your product and its supplements are delivered to adopt-ers and student buyers via wholesalers, retailers, or directly. The publisher also tracks product shipments, calculates royalties, and makes payments to you.

				Drafting calendar. Authoring tool with dates that realistically apportion time for drafting man-uscript and accomplishing authoring tasks, based on the publisher’s “manuscript complete” due date.

				Drafting checklist. Authoring tool with self-reminders of all final decisions about writing mechan-ics and style and the form and content of a product.

				Drafting schedule. Dates by which chapters, revised drafts, and final complete manuscript are due.
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				Dumbing down. Perceived debasement of a text by abridging or amending the content, oversim-plifying to make it easier to acquire.

				Economies of scale. Savings from buying in bulk and applying business solutions across all units of a company.

				Editorial. Chief function of personnel involved in the acquisition and development of textbook manuscripts.

				Editorial assistant (EA). Publisher’s staff member responsible for supporting the list by arranging for reviews, requesting payments, and assisting in manuscript preparation.

				Editorial styles. Systems of stylistic conventions for preparing manuscript, such as Chicago Style, APA, MLA, CBE, and so on.

				Educational psychology. The application of theory and research from the disciplines of psycholo-gy to all aspects of learning and teaching.

				Educational publishing. Industry devoted to producing books for pre K–12 students; also called el-hi publishing.

				El-hi publishing. The industry that supplies educational materials for use in preschool, primary, and secondary grades.

				Electronic rights. An amorphous (and somewhat inaccurate) reference for the right to exploit a copyrightable work in any digital medium, including not only electronic but also magnetic and optical. It can refer to anything from a database, to a PDF, to an ebook, to an integrated learning system. Because it can mean many things, the best practice is to define it in your contract.

				Elements of style. Word choices and usages; sentence and paragraph constructions; writing rules, conventions, and formats; and authors’ personal distinguishing communication values and expressions of self.

				Emphasis. The quality in writing that shows focus, interest, and control.

				Endmatter. 1. All the elements that follow the last paragraph of narrative in a chapter (or chap-ter-ending material; chapter closer). 2. All the elements that follow the last chapter of a book (or backmatter), such as appendix, glossary, and index.

				Endnotes. Notes citing complete sources of material (referenced through either parenthetical source citations or superscript note numbers) gathered at the end of a chapter or by chapter at the end of a book.

				Epigram. As a pedagogical device, a brief quotation relating to chapter content, often used as an element in the chapter opener.

				Errata. A list of errors and corrections to text given after a work is published.

				Examination copies (or exam copies). Complimentary samples of products sent to potential adopters for evaluation.

				Expert reviews. Specialized critiques of a portion of a book or manuscript by subject matter experts.

				Expository writing. Narrative prose in the service of explanation, description, or analysis.

				External competition. Textbooks from other publishers for the course a product targets.
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				F&Gs (or folded-and-gathers). Printed signatures that are folded and gathered together to form the pages of the book in their correct order.

				Fair use. Legally defined conditions in which another’s work can be used without permission, especially uses that do not destroy the commercial value of the original work.

				Feature strand. A type of feature, distinguished through title and design, that appears regularly with different relevant content in the body of chapters throughout the textbook.

				Field-based (or field) reps. Publisher’s sales staff who are not based in a publisher’s office but work from home and visit campuses daily to interact with adopters and potential adopters.

				Figures. Labeled illustrations and representations in a textbook, such as drawings, diagrams, charts, and graphs.

				Final page proofs (or final pages). Typeset output reflecting final pagination and the actual placement of art, photos, captions, and features. 

				First page proofs (or first pages). Typeset output reflecting preliminary pagination and often indicating preliminary placement of art, photos, and captions. 

				First printing (or first print run). The initial printing of your book for sampling and fulfilling first customer orders.

				First-year sales (or frontlist sales). The period in which a product is published and begins producing revenue. The first-year period may range from eight to fifteen months, depending on a product’s publication date.

				Flat. In printing, four discontinuous printed pages of a book, which (when folded, assembled with other flats, and cut) show the correct numerical sequence (imposition) of pages.

				Flipped classroom. Model in which students view short video lectures, do homework, and assess their learning on home computers, reserving class time for interactive exercises, projects, and discussion.

				Focus groups. Potential adopters whom the marketing department gathers together to solicit market input during the development phase and promote your product during the marketing and sales phase.

				Focus questions. As an element in chapter openers, a set of questions that follow or are embedded in the chapter outline to guide student study.

				Footnotes. Notes citing complete sources that appear at the bottom of the pages on which the referenced material appears, as designated by superscript note numbers.

				Four color. Products printed in full color. 

				Frontlist. A publisher’s available titles published in the current copyright year.

				Frontmatter. All parts of your product that precede the opening page of the first chapter, especial-ly the copyright page, table of contents (TOC), and preface.

				Fulfillment. Publishing phase during which a textbook is sampled, sold, and delivered to customers.

				Functional integration. The sound practice of reiterating or relating the content of a pedagogical feature in all relevant contexts throughout a chapter.
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				Galleys. Unpaged typescript produced mechanically, seldom done in today’s electronic publishing, but sometimes used erroneously to refer to page proofs.

				Grant. A payment intended to cover some or all of the out-of-pocket costs of research and/or manuscript preparations. It is generally not recouped out of accrued royalties and may or may not be refundable in the event the manuscript is rejected. 

				Grant of rights clause. Spells out the breadth of rights being acquired by the publisher, and there is a broad range of possibilities here.

				Graphic organizers. Visual representations of a chapter, topic, sequence, or concept, such as a flowchart, concept web, or diagram.

				Heading structure. The system of headings and subheadings in terms of which chapter content is organized.

				Hierarchical development. Chapter development organized on the basis of classification and analysis.

				Higher education publishing. Industries that serve postsecondary educational, professional, and occupational markets.

				Horizontal development. Chapter development organized on the basis of topical parallelism.

				House style. Writing conventions that a publishing house adopts, to which a manuscript ultimate-ly must conform.

				HTML (HyperText Markup Language). Coding system used to create Alt Text and other elec-tronic applications.

				Hypothetical examples. Imaginary or abstract examples, not as good as concrete examples.

				Imposition. In printing, the layout of pages in flats, resulting in the correct sequence of page numbers when the book is assembled.

				In print. Industry term for a product while it is available for purchase from its publisher.

				Indemnify/indemnification. Usually required by the publisher from the author for any breach of the representations or warranties in a publishing contract. Watch out, however, for language that holds the author accountable for not only actual breaches but also for breaches that are only alleged.

				Index. An alphabetical listing of significant topics in a book and the pages on which information about those topics may be found.

				Indexer. Publishing professional responsible for writing indexes for books.

				Indirect instruction. Planned learning experiences by which it is intended that students will acquire information on their own or through interaction with peers or others.

				Inside reps. Publisher’s sales staff who are based in an office and interact with adopters and potential adopters by email, phone, or other communication strategies.

				Institutional affiliation. Author’s title and rank at a school, college, university, company, or corporation, suggesting the author’s qualifications for writing a textbook.
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				Instructional design. Term for the structure (or architecture) of information delivery in comput-er-mediated teaching.

				Instructional goals. Teaching objectives, which are not the same as learning objectives.

				Integrated learning system (ILS). Online homework systems that deliver personalized learning ex-periences through online learning objects, modules, assessments, and customized learning paths.

				Intellectual property. 1. Original expressions of ideas in the form of writing, music, art, performanc-es, brand names, and so on. 2. Area of law and specialty of lawyers dealing with copyright law.

				Internal apparatus (also interior apparatus). Pedagogical elements of a chapter that appear systematically between the chapter opener and the chapter closer, such as vocabulary glosses, marginalia, and interim reviews.

				Internal competition. Directly competing products put out by the same publisher.

				Internal pedagogical devices. Regular elements in the interior of a chapter that serve a pedagogi-cal purpose, such as glossary annotations, statements of main points, or interim reviews.

				Introduction. As an element in chapter openers, a brief description of the contents of a chapter, preparing readers for acquiring the information.

				Introductory courses (or intro courses). Undergraduate surveys of subject areas or fields in-tended for first- and second-year college students that provide an overview of the discipline’s history and philosophy, key concepts and practices, core vocabulary and jargon, and basic methodology and applications. 

				Launch. Official release of a book’s production budget once final manuscript is complete.

				Learning objectives. Statements specifying what students are expected to know or be able to do upon completion of a chapter, unit, or course.

				Learning objects. Modular digital media from which online lessons or courses can be assembled.

				Learning outcomes. 1. What students will accomplish as a result of meeting the learning objec-tives. 2. Statements specifying the changes students can anticipate in their beliefs, attitudes, behavior, or skills as a consequence of reading the chapter.

				Learning theory. Ideas and research on how learning takes place and how learning is optimized.

				Lease-managed store (or chain store). Businesses granted exclusive licenses to run on-campus stores in exchange for payments to the hosting institution. 

				Level of investment. The publisher’s designation of a product as higher or lower in priority, based on projection of sales, indicating how much money will be spent on it.

				Levels of heading. A-, B-, C-, and D-heads, distinguished through type design and size, which range from the most inclusive to the most specific categories of information in terms of which a chapter is organized.

				Limited liability company. Alternative forms of independent legal entities that can be created under state law to shield the owner’s personal assets from liability for the obligations of the business and to accomplish other objectives. A discussion of the pros and cons of each is beyond the scope of this publication. Suffice to say that you should get competent professional advice before proceeding.
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				List. A publisher’s in-print product portfolio encompassing a particular subject area or discipline.

				Literary agent. Fee-for-service author’s representative who presents book proposals to publishers.

				Literary Market Place (LMP). A significant, comprehensive source of information about all aspects of the publishing industry.

				Mainstream. Product reflecting content and organization that most adopters want to assign for the course. 

				Mainstream textbook. 1. A textbook that contains what is expected or usually taught in the course for which it was written. 2. A textbook with appropriate and nonidiosyncratic content. 

				Major market book. Term for a textbook with a large market and a high projection of sales.

				Managing editor. Editor responsible for channeling many titles through the drafting stage into production.

				Manufacturing. Publishing phase in which final proofs are printed and bound or posted online.

				Manufacturing agent. Publisher’s staff member responsible for managing the process by which a manuscript’s digital files are transformed into final products. 

				Manuscript (ms, plural mss). A work or portion of a work in double-spaced typescript form.

				Manuscript complete. Benchmark in the publishing process when the publisher accepts a completed manuscript.

				Manuscript pages. The number of pages in a manuscript, used in the calculation of book pages.

				Manuscript preparation guidelines. Rules and conventions for submitting a complete, acceptable manuscript.

				Marginalia. Internal pedagogical elements that are printed in the margins of pages in a textbook.

				Market. Personification reflecting potential adopters who teach and students who enroll in a specific higher education course and refers to their needs, requirements, and behaviors as judged by the publisher. 

				Market fit. The appropriateness of a product for its market in relation to other products.

				Market level. The course level (introductory, second-tier, graduate) and the intellectual level of the audience.

				Market penetration. Extent to which the sales base for a product is secured or can be predicted accurately.

				Market research. Investigations into what customers need, want, or will buy.

				Market savvy. Publisher talk describing authors and editors who realize the importance of meet-ing marketing needs for a book to succeed.

				Market seeding. Prepublication cultivation of adoptions through strategies such as class testing, market-oriented reviewing, and focus groups.

				Market segmentation. The division of the market for a product into constituent types; for exam-ple, community colleges and four-year colleges are segments of the same market.

				Market share. The share of the entire market for books in a particular subject at a particular curricular level that any given book enjoys.
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				Market specialization. Extent to which marketing efforts for a product target a particular market segment.

				Marketing. Bringing a product to the attention of prospective customers; a phase in the publishing process. 

				Marketing and sales. Publishing phase in which your product is advertised, sampled, and promoted to customers.

				Marketing campaign. Publisher’s advertising and promotional activities in support of your product.

				Marketing manager. Publisher’s staff member responsible for promoting the product and sup-porting the sales effort.

				Markup. The amount retailers or wholesalers add to a publisher’s net price to calcult the shelf price.

				Mass market books. Books for sale in supermarket chains, department stores, military base stores, and similar venues.

				Master manuscript. The version of a manuscript in the control of the copy editor prior to its release into production.

				Mechanics and style checklist. Authoring tool for keeping track of decisions or conventions relating to manuscript preparation and editorial style.

				Merger. Combination of two or more publishing houses.

				Metadata. Machine-readable information about content as a learning asset.

				Metavoice. An overarching authorial voice that reconciles the voices of coauthors.

				Midlevel courses (or intermediate courses). Undergraduate surveys of subject areas or fields that are narrower in scope than introductory courses by covering fewer topics in greater depth. Midlevel courses are often geared to students majoring in the subject and tend to attract second- and third-year students.

				Mission. An author’s compelling reason, purpose, or goal in writing a textbook.

				Model release. A permission form authorizing the commercial use of a photograph of a person.

				Models (or how-tos). Pedagogical features that apply or demonstrate practices, procedures, principles, theories, or laws.

				Motivation. Internal state that activates and directs goal-oriented behavior, for example, the motivation to learn.

				Multiple submissions. The practice of sending out a prospectus to more than one publisher at a time (also called simultaneous submission).

				National Association of College Stores (NACS). A global, nonprofit trade association represent-ing over 4,000 stores and vendors serving colleges, universities, and K-12 schools. 

				Net price. The price charged to retailers or wholesalers by the publisher.

				Net receipts. Generally understood to be cash actually received by the publisher less some offsets. But there is no universally accepted list of the permitted offsets (like credits, returns, taxes, and shipping expenses), so it is important that the term be precisely defined in your contract.
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				Networking. Communicating with colleagues and potential customers about a project and gather-ing information to help craft a successful product.

				Niche. Products written from a distinct point of view or theoretical perspective.

				Niche book. A self-limiting or specialized title with a small market.

				Niche market. A small, technical, or nonmainstream market with a comparatively low sales projection.

				Noncompete provision. Statement that during the life of the agreement the author will not, without the prior written consent of the publisher, participate in the preparation or publication of any directly competing work.

				Nontraditional students. Individuals enrolled in undergraduate courses who do not fit the tradi-tional profile of late adolescent middle and upper class high school graduates.

				Online courses. Digitally delivered content offered in place of textbooks for self-activated and self-directed learning.

				Open access. A collective name for movements and initiatives to make information and course content available for free online.

				Open educational resources (OER). Freely accessible, openly licensed documents and media typically used for educational purposes.

				Open source. Any software program in which users or developers may freely access the source code and modify the program as they wish.

				Organization. The sequence of parts and chapters and the arrangement of content in a textbook.

				Out of print/out of stock. A work that is out of stock (temporarily unavailable) is not necessarily out of print (flagged for no reprints); somewhat of an anachronism now, this used to be the status commonly used to trigger reversion. With the evolution of ebooks and on-demand printing, however, inventory is no longer a meaningful metric for measuring a publisher’s enthusiasm for any book in its list.

				Outsourcing. Having key publishing tasks performed by off-site or off-shore vendors.

				Overview. As an element in the chapter opener, a brief explanation of the connections between the chapter at hand and previous chapters, units, or the course.

				Packager. A private company that your publisher subcontracts to produce your textbook.

				Page count. The actual number of pages in a book or manuscript.

				Page makeup artist (also page layout artist). Publishing professional who fixes the appearance of each page of a textbook.

				Page proof. Preliminary, designed layouts of typeset pages, showing how a book will actually look and read when corrected and printed.

				Palette. Selection of colors used to accent headings or features. 

				Paraphrasing. Rewriting another’s written text using different words and phrases.

				Parenthetical source citation. Identification of a source by author’s last name and the year of publication in parentheses at the end of the relevant sentence or paragraph.
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				Parts. Sections of text that correspond to units of knowledge or units of instruction.

				Passive voice. Use of forms of the verb “to be,” creating dull, wordy writing.

				Pedagogy. Regular written elements of a textbook other than narrative, such as features, intended to have educative value.

				Pedagogy plan. An editorial plan for the chapter apparatus and pedagogical features that will appear throughout a textbook.

				Permissioning. The process of sending letters requesting permission to use others’ work, receiv-ing grants of permission, paying use fees, and adding credit lines.

				Permissions log. Authoring tool for recording and tracking permissions, including information about rights holders, rights requested, restrictions, and fees.

				Permissions researcher. Publishing professional responsible for evaluating permissioning needs, contacting copyright owners, and keeping records of permissions grants and fees.

				Permissions/rights clearance. The process for ensuring, with respect to the inclusion of any third party content in your book, that you have secured the rights necessary to do so or have established that your use is permissible as a fair use or under some other legally recognized exception to the exclusive rights of the copyright owner. Most publishing contracts will place this obligation initially on the author at the author’s sole expense, but this allocation of burden and expense is often negotiable.

				Personal services corporation. Alternative forms of independent legal entities that can be cre-ated under state law to shield the owner’s personal assets from liability for the obligations of the business and to accomplish other objectives. A discussion of the pros and cons of each is beyond the scope of this publication. Suffice to say that you should get competent professional advice before proceeding.

				Personas. Hypothetical characters built from marketing data that represent the buyers and users of a product.

				Photo specs. List of requests for images to be researched for use in a product.

				Plant costs. Costs of manufacturing (printing, binding, and shipping) a product.

				Politically correct. In textbook publishing, writing that is not offensive or insulting to readers who are members of minority groups.

				Postprint. Online publication of a previously published journal article.

				Preamble. The paragraph at the top of the contract where the parties are identified, the date of the agreement is noted, and sometimes the purpose is described.

				Precontractual review. A stage in the acquisitions phase in which the publisher evaluates your proposal and sample materials prior to deciding whether to offer a contract.

				Preprint. A version of an article (usually an abstract) published online in advance of the publica-tion of the article in a journal.

				Primary market. The specific customers who will adopt a product for their courses.

				Primary sources. Pedagogical features based on passages from literature or excerpts from docu-ments, first-person accounts, artifacts, or exhibits.
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				Print-on-demand (POD). A manufacturing arrangement by which a vendor can supply much smaller print runs than would normally be ordered by a publisher, although usually at higher per-unit costs. 

				Print run. Printing of a specified number of copies of your book.

				Prior knowledge. Information and skills that learners need or can use to access and acquire new knowledge.

				Priority-level ranking. The level of investment a publisher makes in a product based on its first-year sales projection.

				Production. Publishing phase during which your final manuscript is copyedited, committed to type, illustrated, and proofread in preparation for manufacturing.

				Production editor (PE). Publisher’s staff member who manage the process of transforming final manuscripts into products ready to be printed or pushed live.

				Production launch. Publisher’s staff meeting or paperwork routing process that formalizes the tran-sition of primary responsibility for your book from the product team to the production team.

				Production service (or packager). Third-party vendor hired by the publisher to manage all aspects of its titles’ production.

				Professional associations. Organizations for the advancement of fields of study or practice that may act as publishers.

				Professional book. A book for practitioners in your field, which is by definition not a textbook. (See STM and PTR.)

				Professional market (or professional publishing). Works published for in-service practitioners, rather than student textbooks.

				Profiles. Pedagogical features that offer descriptive accounts of particular examples or exemplars of chapter content.

				Proofreader. Publishing professional who compares typeset pages with manuscript to ensure that the typescript is error free.

				Proposal (or prospectus). Comprehensive description of your proposed product and market analysis to interest a company in publishing it.

				PTR. A genre of publishing encompassing professional, technical, and reference books.

				Public domain. Legally defined intellectual property that can be used without permission because it is published by the government, is a matter of public record, is sufficiently old or has an expired copyright, consists of raw data, or has otherwise been released for unrestricted public use.

				Publish or perish. Expression in academe referring to the traditional requirement that scholars publish in their fields to be regarded as successful.

				Publisher’s corrections and errors. Changes proposed to proof copies by the author that result from errors made by the compositor or the publisher. They should not be counted in the chargeback calculation. Some contracts limit this category to printer errors and do not, though they should, expressly include publisher errors.
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				Publishing cycle (or publishing process). A process consisting of six basic steps (acquisitions, development, production, manufacturing, marketing and sales, and distribution) that yields a published product delivered to customers, followed by a seventh step (revision) if the product is successful.

				Publishing ethics. Business ethics of publishers.

				Publishing process. The five phases of publishing: manuscript acquisition, editorial development, book production, book manufacturing, and book fulfillment or distribution.

				Publishing schedules. The dates by which benchmarks in each of the five phases of book publish-ing are achieved.

				Readability. Characteristic of text that people of different ages or levels of educational attainment can read and comprehend with comparative ease.

				Reading level (also called comprehension level). Largely subjective judgments about the appropriateness of writing for an audience based on vocabulary, sentence length, sentence construction, and paragraph length.

				Rebranding. Process of integrating the book lists or produce lines of acquired or merged companies.

				Reference books. Professional and technical resources, including online databases, which by definition are not textbooks.

				References. An alphabetized listing of all the authors and works actually referred to or cited within the body of a textbook.

				Reflections. Questions to students that require self-referential thinking and expression.

				Release to production. Benchmark in the publishing process when your complete and final manuscript is turned over to a production editor.

				Representation. In a contract, a promise about the current state of what is being represented. Contrast this with a warranty, which concerns the future. In practice, however, representations and warranties are treated together in publishing contracts and no effort is made to separate or distinguish them.

				Reproduce. Use of another’s work, with permission, as is, without adaptation, abridgment, or condensation.

				Returns. Unsold new books that bookstores return to the publisher, representing unrealized income.

				Reuse rights. The right to adapt a work delivered in one form for use in other forms or media.

				Reversion. Termination of the contract and reversion of all rights to the author if and when the market for a work no longer justifies its continued publication. The question is, what is the trigger for this reversion obligation. (See out of stock/out of print)

				Review analysis. Chapter-by-chapter comparison of reviewers’ comments as a guide to develop-ment or revision.

				Reviewing. 1. Giving an expert evaluation of a manuscript. 2. A stage of development in which a manuscript is sent out for professional peer review.

				Reviewing schedule. Dates on which reviewers are contacted and chapters of manuscript are sent out for review, reviews are received, and honoraria are paid.
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				Revision. Publishing phase in which you prepare a new edition of your work.

				Revision cycle. Amount of time between publication dates of two editions of a given product.

				Rights sale. The grant of a license to a third party to exercise one of the rights otherwise con-trolled by the publisher. Creating and publishing a translation is a classic example. In this sort of transaction, the publisher has no cost of development, manufacture, or distribution to recover and so typically splits the proceeds equally with the author. Contrast a product sale, where the publisher does incur these costs upfront and so typically pays a much lower royalty on the proceeds, generally from 10-15 percent.

				Rollovers. Customers who have been automatically switched (rolled over) to a new edition of their textbook in use.

				Royalties. A share of the publisher’s proceeds from its commercial exploitation of the work.

				Royalty income. An author’s taxable income from royalties, disclosed on Schedule C.

				Royalty rate. The percentage of net sales authors receive after the publisher recovers advances paid to authors against royalties.

				Royalty schedule. Incremental changes in the royalty rate and when royalties will be paid over the life of an edition, based on the number of sales.

				Royalty statement. An accounting of sources of royalty payments and any offsets, usually issued at least twice a year.

				Rule of two. Convention in formal outlining of having two or more subheadings for each heading, also applied to the construction of text headings.

				Sales representatives (or sales reps; reps). Publisher’s staff responsible for qualifying potential adopters, sending examination copies, and providing support for current adopters.

				Sample chapters. 1. Chapters authors submit with a prospectus for consideration prior to signing. 2. Chapters an editor submits for design prior to turning over a manuscript for production.

				Sampling. Process of sending examination copies to potential adopters.

				Satisfactory manuscript clause. Clause in a publishing contract that makes the payment of advances and royalties contingent on acceptance of a manuscript that the publisher deems publishable.

				Scaffolding. Instructional method using modeling to help students advance their learning through progressive approximation.

				Scenario. As a pedagogical device, a brief description of a simulated or real-life situation, usually involving named characters and set off from basal text.

				Scholarly market (or scholarly publishing). An industry focusing on the publication of scholar-ship or research, especially in journals.

				Scope and sequence. Phrase from el-hi publishing referring to the range of content a textbook will cover and the order in which it will be presented.

				Secondary market. Individuals, groups, or institutions that may be interested in buying a text-book (other than those who will adopt it for their courses).
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				Seeding adoptions. Publisher practices that increase the likelihood of customers adopting a product, such as soliciting reviews or contributions from those with comparatively higher enrollments.

				Self-assessment. In textbook publishing, opportunities for students to assess whether they are meeting the learning objectives. 

				Self publishing. Author handling all publishing functions independently, without partnership or assistance by a publisher.

				Sell through. The number of products purchased from a bookstore order and therefore not returned to the publisher.

				Series editor. Acquisitions or sponsoring editor responsible for managing a series of related titles.

				Shadow text. A textbook alternative; a comprehensive study guide for a course.

				Shelf price (or bookstore price). The price paid by a bookstore’s or other retailer’s customers to purchase a textbook or other product.

				Signatures. Printed sheets that will be folded, gathered, and trimmed to make the pages of a book.

				Signing. Stage in the acquisition phase of the publishing cycle in which you and a publisher have fully executed a publishing agreement.

				Signing goals. Number or budget for acquiring new projects assigned to an acquisitions editor, usually an annual target.

				Sizing. In book production, determining the sizes and locations of figures, tables, photos, and art.

				Skill sets. Skills students need and/or acquire to meet learning objectives.

				Social media. Online communications channels that depend on user participation, content sharing, and commentary. Examples of social media include forums, blogging, social network-ing, social bookmarking, social curation, and wikis. Popular sites include Facebook, Google+, Instagram, LinkedIn, Pinterest, Twitter, and WordPress.

				Soft proofing. Author’s and publisher’s online review of edited manuscript or page proofs.

				Source citations. Identifications of specific sources of information, usually appearing in parenthe-ses or notes.

				Sponsoring editor. Editor responsible for recruiting authors, signing titles, and presenting them to the publisher.

				Spread. Two facing pages of an open book.

				STM. A genre of publishing encompassing scientific, technical, and medical books.

				Story. An author’s book idea, stated succinctly in terms that can be used to market and sell your book.

				Style. 1. The way authors use words to express themselves in writing. 2. The system of conventions authors adopt to format writing for their subject area, such as APA, MLA, etc.

				Style sheet. List of important or expected writing conventions and terms to be observed.

				Subject matter experts (SMEs). Publishers’ jargon for authors, usually meaning authors or writers who create content on a work-for-hire or flat-fee basis.
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				Subsidiary rights. Rights subsidiary to the publisher’s principal line of business. French trans-lation rights would be subsidiary to book publishing rights in the English language for a publisher that does not have a French division or subsidiary.

				Subsidy publishing. Industry based on author-paid publishing services for self publishers.

				Subvention. The practice of having authors contribute to the costs of publishing their low-volume, high-cost works.

				Summary. As part of the chapter apparatus, a brief description reviewing all the content of a chapter or answering the focus questions.

				Supplement. Product that can be used independently, or even in place of, the associated print textbook. The term is often interchangeable with ancillaries. Supplements may be salable or not. And they may be derivative or not. If they are not salable, they will probably be covered by the contract for the basic text and there will be no separate compensation for creating them. If they are saleable, they will probably be the subject of a separate contract that may provide for a fee or royalty.

				Supplement tie-ins. Pedagogical devices that link content in the student text with that of supple-ments, ancillaries, and applications included in the textbook package.

				Table of contents (TOC). An outline of functional, pedagogical headings and subheadings that direct student learning of chapter content.

				Tables. Numerical information in tabular form, typeset but typically set off from basal text.

				Target margin. The rate of return the publisher hopes to achieve on average with the books it publishes. The unit volume of sales necessary to accomplish this represents a logical trigger for escalating royalty rates.

				Termination clause. Clause in a publishing contract that defines the terms for canceling the contract.

				Textbook package. A textbook and all its supplements, ancillaries, and applications.

				Thematic boxes. Pedagogical feature strands that express a theme in chapter contexts throughout a textbook.

				Tiered royalty structure. A royalty provision that sets escalating royalty rates based on hitting specified unit volume targets. Ideally, such a provision sets a base rate up to a unit volume that gets the publisher to its break even volume, a higher rate on sales over break even, and a higher rate still on sales over the volume at which the publisher achieves its target margin.

				Tone. The quality of voice in writing that reveals the author’s affective response toward his or her subject, reader, and self.

				Top line. The revenue generated by a product as tracked by a publisher. 

				Topical balance. The relative weight or importance given to topics, expressed in the number of words or amount of space devoted to them.

				Topical development. The relationship among topics in a chapter, expressed in the amount and specificity of information given about them.
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				Topical overdevelopment. Providing more content or topical differentiation than is needed for comprehension or for meeting the learning objective.

				Topical underdevelopment. The provision of insufficient content or topical differentiation for comprehension to take place or for meeting the learning objective.

				Track changes. Electronic editing tool that enables authors and editors to share working manuscript.

				Trade book. Works published for general interest audiences, such as adult nonfiction, fiction, children’s books, or other non-academic or non-scholoraly genres.

				Trade book publishers. Publishers of adult nonfiction, fiction, and books in other genres for sale in bookstores.

				Travel. Rights can be granted on a country-by-country basis. If your book is the sort that may sell well in other countries, we say it will “travel well.”

				Trim size. The actual physical dimensions of a book (e.g., 6 x 9, 8 x 10).

				Turnover. The first stage of production following the submission of your manuscript to the pro-duction editor, typically involving production review, packager bidding, cover design request, budget analysis, and scheduling.

				Undeclared bias. Influential writing that is secretly slanted in a way that naive readers do not detect and is therefore unfair.

				Unity. The quality of writing that shows centrality, relevance, or belongingness.

				University press. Scholarly publisher affiliated with, and often subsidized by, one or more colleges or universities.

				Unsolicited manuscript. Manuscript sent to a publisher without prior notice, query, or consent.

				Upper level courses. Undergraduate or graduate level, in-depth treatments of a subject area’s or topic’s theories and methods that prepare learners, typically majors in the discipline, to succeed in advanced study or professional practice. 

				URL. Universal Resource Locator, the Internet address of an information source.

				User review. Review of a textbook by an instructor who uses or has used it (versus a nonuser review).

				Vanity presses. Companies that produce books for self publishers with limited distribution and sales.

				Vignette. As a pedagogical device, a brief description of a simulated or real-life situation, usually embedded within basal text.

				Visual learning. A learning style favoring the acquisition of information that is interpreted and represented in art or graphical form.

				Visualization. The skill of imagining verbal or conceptual information in graphical form or as representational art.

				Voice. The way an author speaks to an audience, including word choices and tone, that reveal personality and attitudes toward the subject and reader.
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				Warranties. In a contract, a promise that what is being warranted will or will not happen in the future. Contrast this with a representation, which concerns matters as they presently stand. In practice, however, representations and warranties are treated together in publishing contracts and no effort is made to separate or distinguish them.

				Wholesalers. Jobbers or brokers who buy and sell textbooks in bulk.

				Wiki. 1. Name for software that creates a collaborative website in which anyone with access may contribute, remove, or alter content. 2. A website created through wiki software.

				Wiki classroom. Model in which students collaboratively construct their own textbook for use in a course.

				Wired classroom. Model in which students use networked computers in class to acquire information literacy through direct experience by conducting and sharing their own guided investigations.

				Wireframes. Visual descriptions that show how users will interact with the final version of an online product.
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						“I’ve never recommended a law book to my friends (or anyone, for that matter). However, I strongly advise anyone interested in textbook authorship, whether looking forward to a first contract or having recently signed your umpteenth contract, to read Guide to Textbook Publishing Contracts. Then remember where you put it when you are finished because you’ll want to go back and use it each time you are offered a new contract or amendment.”  — Kevin Patton, award-winning author of Anatomy & Physiology 
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				Available in print or eBook at TAAonline.net/guide-to-textbook-publishing-contracts

			

		

		
			
				In this step-by-step guide by Stephen E. Gillen, a Partner at Wood Herron & Evans, you will learn the key provisions of a typical textbook contract and how to determine what’s important to you so that you can enter into the contract negotiation process better informed. Get the “typical,” “better,” and “better still” options you can consider when making decisions about what to negotiate.

				BONUS MATERIAL! 20 Questions to Ask Your Editor

				As a bonus, we included a list of 20 questions that you can employ to learn more about your publisher’s plans for, and expectations of, your work – information that will help you evaluate your leverage and your editor’s weaknesses.
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				You have more leverage than you think!

			

		

		
			
				A Critical Reference Tool for Authors - Order Your Copy Today.
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