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The argumentation is unique, persuasive, and concise. The student has generated
an original thesis based on the analysis of  textual details that have NOT already
been examined in lecture or discussion. The content indicates a thorough
comprehension of  the text, lectures, and discussions. The writing style is precise
thanks to the effective use of  grammar, syntax, and critical terminology. The
student employs excellent essay-writing skills (the arguments and analysis are well-
organized, and no formal matter is missing, like the thesis and paragraph topic
sentences). The paper is highly polished (proofread, grammar checked, MLA
style), containing no mechanical errors. Finally, the paper adheres to assignment
instructions and responds effectively to an essay question.

At this level, essays typically demonstrate either good essay-writing skills or
good analytical skills, but not usually both at once. The thesis and
argumentation are typically factual, general, or repeat points made in
lecture or discussion. The content indicates a good comprehension of the
text, lectures, and discussions. The student is beginning to use critical
terminology effectively. The paper is adequately polished (proofread,
grammar checked, MLA style), such that language errors do not substantially
interfere with reading comprehension. The paper adheres to assignment
instructions and responds effectively to the essay question.

Contains essay-writing, analytical, and grammatical errors, which impair the
student’s ability to clearly articulate complex and original arguments.
Unsupported by analyses of textual details, the content may be very general
or even inaccurate. The content indicates an incomplete comprehension of
the text, lectures, and/or discussions. The paper might not adhere to
assignment instructions, or it might not adequately respond to the essay
question.

Inadequate understanding and execution of essay-writing, analytical, and
language skills, such that clarity is greatly reduced. The paper demonstrates
insufficient familiarity with, and comprehension of, the text, lectures, and
discussions. The paper does not adhere to assignment instructions, or it
does not adequately respond to the essay question. D is the lowest passing
grade.

Seriously incomplete essay; essay was submitted egregiously late or never
submitted; or essay was plagiarized, partially or entirely, intentionally or
unintentionally. 

GRADE  SCALE
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b

c

d

f



ACADEMIC

INTEGRITY

POLIC IES
Studen ts  a re  pe r sona l l y  r espons ib l e  fo r  r ev i ew ing  and  adhe r i ng  t o  t he
un ive r s i t y ’ s  po l i c i es  on  academ ic  i n t eg r i t y  t ha t  can  be  found  i n  t he
Unde rg radua te  Ca ta l o gue :

h t t ps : / / ca ta l o g . l uc .edu /academ ic - s tanda rds - regu la t i ons /unde rg radua te /

SANCTIONS
Eac h  i ns t r uc to r  i s  r espons ib l e  fo r  de te r m in i ng  t he  sanc t i ons  fo r  academ ic
m isconduc t  i n  t he  cou r se  sec t i ons  t hey  t eac h ,  and  fo r  commun i ca t i ng  t hese  t o
s tuden t s .  Sanc t i ons  a re  ass i gned  on  a  case -by -case  bas i s  and  may  i nc l ude,  bu t
a re  no t  l im i t ed  t o,  educa t i ona l  expe r i ences ;  and /o r  a  f a i l i ng  g rade  on  an
ass ignmen t ;  and /o r  a  f a i l i ng  g rade  i n  t he  cou r se.  

REPORTING
The  un ive r s i t y  expec t s  t ha t  eve r y  case  o f  academ ic  m isconduc t  ( r ega rd less  o f
whe the r  t he  ass ignmen t  i s  wo r th  2% o r  20% o f  t he  f i na l  g rade )  w i l l  be  fo r ma l l y
repo r t ed  t h rough  t he  on l i ne  repo r t i ng  p l a t fo r m ,  Max ien t .  

AI -DETECTION SOFTWARE
Tur n i t i n  eva lua tes  essays  and  ass ignmen ts  fo r  p l a g ia r i sm ,  i nc l ud ing  A I -
gene ra ted  con ten t .  Acco rd ing  t o  t he i r  o f f i c i a l  webs i t e ,  “Ou r  A I  Wr i t i ng  de tec to r ’ s
f a l se  pos i t i ve  ra te  i s  l ess  t han  1% fo r  documen ts  w i t h  20% o r  mo re  A I  w r i t i ng . ”
Any  ass ignmen t  t ha t  i s  subm i t t ed  may  be  exam ined  by  mu l t i p l e  p ro g rams  fo r  A I
de tec t i on ,  i nc l ud ing  bu t  no t  l im i t ed  t o  Tu r n i t i n ’ s  so f twa re.

DO NOT TRUST CONTENT OR STYL IST IC  RECOMMENDATIONS
FROM A I  WRIT ING PROGRAMS
AI -gene ra ted  recommenda t i ons  on  w r i t i ng  s t y l e  seek  t o  i nc rease  c l a r i t y  t h rough
s imp l i f i ca t i on ,  w i t h  t he  resu l t  t ha t  t he i r  r ecommenda t i ons  f r equen t l y  r educe  t he
comp lex i t y  o f  you r  a rgumen ts.  They  w i l l  encou ra ge  you  i n  t he  d i r ec t i on  o f
gene ra l ,  ra t he r  t han  i ns i gh t f u l ,  i deas.  Comp lex  i deas  o f t en  come  ou t  awkward l y
and  ha l f - fo r med ,  espec ia l l y  i n  t he  f i r s t  d ra f t .  G rammar l y  and  o the r  A I  w r i t i ng
a pp l i ca t i ons  w i l l  r ecommend  cohe ren t  sen tence  c hanges,  bu t  t he i r
r ecommenda t i ons  t end  t o  r emove  t he  pa r t s  o f  you r  w r i t i ng  vo i ce  t ha t
demons t ra te  i ns i gh t  i n t o  t he  nuances  o f  t ex t s .  Your  sen tences  w i l l  be
gramma t ica l l y  cor rec t ,  bu t  the  con ten t  w i l l  be  b land  and ,  i n  a l l  l i ke l i hood ,
t oo  gene ra l  t o  r ece ive  a  h i gh  g rade.

CHEATING &            PLAGIARISM



ESSAY PROMPT
“Dea th  i s  a  r ecu r r i ng  even t  and  t heme  i n  La h i r i ’ s  sho r t  s t o r i es ,  bu t  so  i s  r eb i r t h .
Choose  two  o r  t h ree  s to r i es  f r om I n t e r p r e te r  o f  Ma lad ies .  Wha t  k i nds  o f  r eb i r t h
a re  p resen t  i n  t he  s to r i es  and  how  i s  r eb i r t h  po r t rayed?  Wha t  ma kes  reb i r t h
poss ib l e ,  and  wha t  e f fec t s  does  i t  have  on  t hose  who  expe r i ence  o r  w i t ness  i t ? ”

AI -WRITTEN ESSAY INTRODUCTION

Reb i r th  Amids t  Loss :  
Exp lo r ing  Renewa l  in  Jhumpa  La h i r i ’s  I n te r p re te r  o f  Ma lad ies

Jhumpa  La h i r i ’ s  I n t e r p r e te r  o f  Ma lad ies  i s  a  co l l ec t i on  o f  sho r t  s t o r i es  t ha t
de l i ca te l y  exp lo res  t he  l i ves  o f  I nd i an  and  I nd ian -Amer i can  c ha rac te r s  nav iga t i ng
the  comp lex i t i e s  o f  i den t i t y,  d i sp l acemen t ,  and  human  connec t i on .  Among  t he
recu r r i ng  t hemes  i n  t he  co l l ec t i on ,  dea th—bo th  l i t e ra l  and  me ta pho r i ca l—
f requen t l y  su r f aces  as  a  ca ta l ys t  fo r  t rans fo r ma t i on .  Ye t ,  i n t e r tw ined  w i t h  t hese
momen ts  o f  l oss  i s  t he  equa l l y  power fu l  t heme  o f  r eb i r t h .  La h i r i  po r t rays  reb i r t h
no t  as  a  d rama t i c  r esu r rec t i on  bu t  as  a  qu ie t ,  o f t en  pa in fu l  p rocess  o f  emo t i ona l
o r  ex i s t en t i a l  r enewa l .  Th i s  essay  exam ines  t he  t heme  o f  r eb i r t h  i n  two  s to r i es
f r om the  co l l ec t i on :  “A  Tempora r y  Ma t t e r ”  and  “The  Trea tmen t  o f  B ib i  Ha lda r. ”  I n
bo th ,  r eb i r t h  emerges  t h rough  g r i e f,  i so l a t i on ,  and  t he  even tua l  r eawa ken ing  o f
se l f hood ,  o f fe r i ng  a  nuanced  po r t raya l  o f  how  i nd iv i dua l s  r econs t r uc t  t he i r  l i ves
a f t e r  p ro found  emo t i ona l  o r  soc ia l  dea th .

CRIT IQUE

Jhumpa  La h i r i ’ s  I n t e r p r e te r  o f  Ma lad ies
i s  a  co l l ec t i on  o f  sho r t  s t o r i es  t ha t
de l i ca te l y  exp lo res  t he  l i ves  o f  I nd i an
and  I nd ian -Amer i can  c ha rac te r s
nav iga t i ng  t he  comp lex i t i e s  o f  i den t i t y,
d i sp l acemen t ,  and  human  connec t i on .
Among  t he  recu r r i ng  t hemes  i n  t he
co l l ec t i on ,  dea th—bo th  l i t e ra l  and
me ta pho r i ca l—f requen t l y  su r f aces  as  a
ca ta l ys t  fo r  t rans fo r ma t i on .  Ye t ,
i n t e r tw ined  w i t h  t hese  momen ts  o f  l oss
i s  t he  equa l l y  power fu l  t heme  o f  r eb i r t h .
La h i r i  po r t rays  reb i r t h  no t  as  a  d rama t i c
resu r rec t i on  bu t  as  a  qu ie t ,  o f t en  pa in fu l
p rocess  o f  emo t i ona l  o r  ex i s t en t i a l
r enewa l .  Th i s  essay  exam ines  t he  t heme
o f  r eb i r t h  i n  two  s to r i es  f r om the
co l l ec t i on :  “A  Tempora r y  Ma t t e r ”  and
“The  Trea tmen t  o f  B ib i  Ha lda r. ”  I n  bo th ,
r eb i r t h  emerges  t h rough  gr ie f,
i so la t ion ,  and  the  even tua l
reawa ken ing  o f  se l fhood ,  o f fe r i ng  a
nuanced  por t raya l  o f  how ind iv idua ls
recons t ruc t  the i r  l ives  a f te r  p ro found
emot iona l  o r  soc ia l  dea th .

For  t he  sa ke  o f  conc i s i on ,  a l l  t h i s  ma t t e r  can  be
removed  f r om a  sho r t  essay.

Th i s  pa ra g ra ph  sug ges t s  t ha t  t he re  w i l l  be  t h ree
sub top i cs ,  on  “g r i e f,  i so l a t i on ,  and  t he  even tua l
r eawa ken ing  o f  se l f hood . ” I ns tead  o f  p rov i d i ng
these  gene ra l  t op i cs ,  can  you  i ns tead  c i t e  spec i f i c
l i t e ra r y  fea tu res  f r om the  spec i f i c  s t o r i es?  The
ph ras ing  a l so  sug ges t s  t ha t  “ g r i e f, ”  “ i n so la t i on , ”  and
“se l f hood ” a re  mu tua l l y  exc l us ive  s ta tes  o f  m ind  o r
be ing :  does  t h i s  ma ke  sense?  F ina l l y,  does  you r
a rgumen t  r equ i r e  t h ree  sub top i cs?  Wou ld  a  pa ra l l e l
s t r uc tu re,  o r  a  compar i son ,  be  a  mo re  e f fec t i ve  way
to  p resen t  you r  case?  

Va gue :  A  “nuanced  po r t raya l ”  i s  desc r i p t i ve  and
sub jec t ive,  ra the r  t han  ana l y t i ca l  o r  r e l a t i ona l .  The
thes i s  shou ld  be  d i r ec t l y  r e l a ted  t o  t he  ev i dence
ga the red  i n  t he  sub top i cs.

Gene ra l i za t i on :  You  don’ t  need  f i c t i on  t o  t eac h  you
tha t  “ i nd iv i dua l s  r econs t r uc t  t he i r  l i ves  a f t e r
p ro found  emo t i ona l  o r  soc ia l  dea th . ”  The  pu r pose  o f
t he  l i t e ra r y  essay  i s  t o  t e l l  us  some th ing  a bou t  how
the  l i t e ra tu re  wo r ks ,  ra the r  t han  how  humank ind
wor ks.  You r  essay  i s  a bou t  t he  t ex t ,  even  t hough
the  t ex t  i s  a bou t  some th ing  e l se.



WHAT WE KNOW ABOUT THE IMPACT OF  A I  USE. . .  SO  FAR
“A  f ew  ea r l y  s t ud ies  have  f ound  t ha t  ou t sou rc i ng  t asks  l i ke  r esea rch  and  w r i t i ng  t o
cha tbo t s  can  d im in i sh  sk i l l s  l i ke  c r i t i ca l  t h i nk i ng .  And  some  c r i t i c s  a rgue  t ha t
co l l eges  go ing  a l l - i n  on  cha tbo t s  a re  g l oss i ng  ove r  i s sues  l i ke  soc ie ta l  r i s ks ,  A . I .
l abo r  exp lo i t a t i on ,  and  env i r onmen ta l  cos t s . ”  (S inge r ,  N .  [ 2025 ,  Jun  08 ] .  “A . I .  on
campus :  Cas t i ng  cha tbo t  as  s tudy  buddy ”  [ na t i ona l  desk ] .  New  Yo rk  T imes )

THE ETHICAL PROBLEMS OF  A I

( 1 )  CHARACTER DEVELOPMENT

DISHONESTY
AI  p rog rams  encou rage  t he  use  o f  o the r  peop le ’ s  a r t  wo rks ,  mus i c ,  wo rds ,  and
ideas  w i t hou t  pe rm iss i on ,  w i t hou t  compensa t i on ,  and  w i t hou t  acknow ledgemen t .

PERFECTIONISM
Many  Hono rs  s tuden t s  su f f e r  f r om pe r f ec t i on i sm ,  t he  d r i ve  t o  do  eve ry th i ng
r i gh t  and  t o  appea r  pe r f ec t .  Th i s  f ocus  on  t he  end  resu l t ,  howeve r ,  can  cause
s tuden t s  t o  seek  ways  o f  bypass ing  c r i t i ca l  t h i nk i ng ,  wh i ch  i s  a  messy ,  l eng thy
p rocess .  New  i deas  and  i ns i gh t s  appea r  awkward  a t  f i r s t ,  ha l f - f o rmed  and  ha l f -
a r t i cu l a ted .  I t ’ s  eas ie r  f o r  t he  pe r f ec t i on i s t  t o  f a l l  back  on  some th ing  t ha t
seems  t r i ed  and  t r ue ,  i ns tead  o f  us i ng  t r i a l  and  e r ro r .  I n  mos t  cases ,  howeve r ,
when  you r  Human i t i es  p ro fesso r  r eads  you r  essay ,  t hey  a re  hop ing  t o  see  a
human  m ind  ha rd  a t  wo rk ,  ana l yz i ng  and  p rob lem-so l v i ng ,  r a the r  t han  t he
pe r fec t  answer  (wh i ch  does  no t  ex i s t ) .  Th ink  o f  essay  d ra f t s  as  t he  space
whe re  you  so r t  ou t  wha t  you  t h i nk  abou t  a  t ex t ,  r a the r  t han  mere l y  as  a  veh i c l e
fo r  r epo r t i ng  you r  po l i shed  conc lus i ons .

DEPENDENCY
I t ’ s  one  t h i ng  t o  r e l y  on  an  encyc loped ia ,  f o r  examp le ,  f o r  f ac t s  abou t  a
sub jec t .  I t ’ s  qu i t e  ano the r  t o  become  dependen t  on  a  compu te r  p rog ram i ns tead
o f  us i ng  you r  human  men ta l  f acu l t i es  l i ke  j udgemen t ,  p rob lem-so l v i ng ,  c r i t i ca l
t h i nk i ng ,  e th i ca l  dec i s i on -mak ing ,  and  t he  commun i ca t i on  o f  you r  pe rsona l
pe rspec t i ve .  

( 2 )  ENVIRONMENTAL IMPACT  

“ [ T ]he  t r a i n i ng  p rocess  f o r  a  s i ng le  A I  mode l ,  such  as  a  l a rge  l anguage  mode l ,  can
consume  thousands  o f  megawa t t  hou rs  o f  e l ec t r i c i t y  and  em i t  hund reds  o f  t ons  o f
ca rbon .  Th i s  i s  r ough l y  equ i va len t  t o  t he  annua l  ca rbon  em iss i ons  o f  hund reds  o f
househo lds  i n  Amer i ca .  Fu r t he rmore ,  A I  mode l  t r a i n i ng  can  l ead  t o  t he
evapo ra t i on  o f  an  as ton i sh ing  amoun t  o f  f r esh  wa te r  i n t o  t he  a tmosphe re  f o r  da ta
cen te r  hea t  r e j ec t i on ,  po ten t i a l l y  exace rba t i ng  s t r ess  on  ou r  a l r eady  l im i t ed
f reshwa te r  r esou rces .  A l l  t hese  env i r onmen ta l  impac t s  a re  expec ted  t o  esca la te
cons ide rab l y ,  w i t h  t he  g l oba l  A I  ene rgy  demand  p ro j ec ted  t o . . .  exceed  t he  annua l
e l ec t r i c i t y  consump t i on  o f  a  sma l l  coun t r y  l i ke  Be lg i um by  2026 .  I n  t he  Un i t ed
S ta tes ,  t he  rap id l y  g row ing  A I  demand  i s  po i sed  t o  d r i ve  da ta  cen te r  ene rgy
consump t i on  t o  abou t  6% o f  t he  na t i on ’ s  t o t a l  e l ec t r i c i t y  usage  i n  2026 . ”  (S .  Ren
and  A .  W ie rman  [ 2024 ,  Ju l y  24 ] .  “The  Uneven  D i s t r i bu t i on  o f  A I ’ s  Env i r onmen ta l
Impac t s . ”  Harva rd  Bus iness  Rev iew . )    

https://github.com/meta-llama/llama3/blob/main/MODEL_CARD.md
https://www.epa.gov/energy/frequent-questions-epas-greenhouse-gas-equivalencies-calculator#q11
https://www.worlddata.info/europe/belgium/energy-consumption.php
https://iea.blob.core.windows.net/assets/18f3ed24-4b26-4c83-a3d2-8a1be51c8cc8/Electricity2024-Analysisandforecastto2026.pdf
https://hbr.org/search?term=Adam%20Wierman&amp;search_type=search-all
https://hbr.org/search?term=Adam%20Wierman&amp;search_type=search-all


EMOTIONAL STATES

FRUSTRATED

By  t u r n i ng  t o  A I  p ro g rams  t o  w r i t e  you r  essays ,  you  shu t  down  t he  l ea r n i ng
p rocess.  You  l ose  t he  oppo r tun i t y  t o  r e f i ne  you r  c r i t i ca l  t h i nk i ng  sk i l l s  o r  t o
imp rove  you r  j udgmen t ,  and  t o  p rac t i ce  r es i l i ence  i n  a  l ow -s ta kes  se t t i ng .  

Lea r n ing  requ i r es  r es i l i ence,  pa t i ence,  and  de te r m ina t i on ,  because  i t  i s
uncomfo r t a b le  and  f r us t ra t i ng .

WRIT ING TAKES T IME
You  need  t o  sc hedu le  mo re  t ime  t o  w r i t e  a  pa pe r  f r om  
sc ra t c h ,  i ns tead  o f  r e l y i ng  on  A I .  Ma ke  t ime  i n  you r  
sc hedu le  fo r  r ead ing ,  b ra i ns to r m ing ,  d ra f t i ng ,  r e f l ec t i ng ,  
ed i t i ng ,  and  fo r ma t t i ng .  Wr i t i ng  i s  bes t  comp le ted  i n  
seve ra l  s t a ges ,  ove r  a  pe r i od  o f  days  o r  weeks.

SELF-
CONFIDENT

COMFORTABLE

NOT
KNOWING/
UNSKILLED

Plagiarism/AI use 
keeps you in this 
zone permanently 

KNOWING/
SKILLED

THE LEARNING SPACE

“The  Lea r n ing  Space  i s  t he  space
be tween  no t  know ing  and  know ing. . .
and  i t  gene ra l l y  b r i ngs  one  fee l i ng :
f r us t ra t i on . ”  (D r.  Bec ky,  “Good
Ins ide ” Podcas t )

BRAIN ACTIVITY



EFFECTIVE  READING
HABITS

Effective critical writing begins with effective critical reading habits:

Reading texts from this curriculum is very challenging, even intimidating. The first step is to get an
accurate sense of  what is happening in the text. Suggestions: (1) In one or two bullet points, summarize
every page you read, as well as the events and outcomes of  every scene or chapter. This will also make
the rereading process easier by aiding your memory and making specific parts of  the text easier to find.
(2) Reading was an oral tradition and a group activity for most of  the history we cover in 101 and 102.
Read aloud or watch a performance. Read aloud with a group of  students: sort out together what is
happening.

It is very easy to close a book once you think you’ve grasped what is happening or some main point.
You need to power through, however, past the question of  what is happening and get to a sense of  how
the writer constructs each facet of  his or her text. How does word choice, or how do individual actions,
affect the representation of  a literary character? In a philosophical text, how is the argument proven? In
your essays, you can assume that your grader has understood what is happening. You need to present
your version of  how some particular feature of  the text warrants greater investigation.

Reading and writing about a text involve very different skills from studying for an exam. Do not scan for
main points or key passages. There’s no reason to read an entire original work if  all you want to get out
of  it are excerpts or a summary. Instead, understand that any sentence—any word—could be a starting
point for your analysis. Try to notice as many individual details as you can.

Write in your books! All professors do it! By reading with a pencil in hand, you will turn a passive
process into an active one. Do not limit yourself  to underlining or highlighting; instead, ask questions
and mark patterns in the margins of  your pages. Note things that you find surprising and that raise
questions for you. Look for patterns in the details you’ve noticed and ask questions about them (how
and why). Patterns repeat, vary, evolve, and sometimes there are anomalies or contradictions present in
the text.



ESSAY  INTRODUCTION
THE WRITING PROCESS VS. THE FINAL ESSAY
There is a huge difference between the beginning of  the writing process and the beginning of  your essay.
The first step in essay-writing is to reread the text with the essay question in mind and select resonant
passages that invite further analysis. Once you have performed some initial analysis, group examples or
textual evidence into clusters. What do these clusters tell you about what you are trying to argue? You can
now start drafting your introduction. The drafting of  the introduction begins deep into the analysis and
writing process. 

TOPIC VS. THESIS
“Your introductory paragraph should do two things: introduce your reader to your topic and present
your thesis. It is important to distinguish in your mind between your topic -- what you will write about -- and
your thesis -- what you will argue or attempt to prove.” (https://www.utm.utoronto.ca/~dwhite/papers.htm)

4-PART INTRODUCTION
An essay introduction has four parts. While you want to be as concise as possible, the four parts do not
necessarily correspond to four sentences.

1. The topic sentence. This is not a general statement. Instead, this sentence responds to the essay
question by narrowing its focus to the point that it can be treated in four pages, or six pages, depending on
the assignment length. For more advice on how to move from the essay question to your essay topic, visit
the following resource: https://writingcenter.fas.harvard.edu/pages/moving-assignment-topic. 

2. The texts. What texts will you be writing on, and how do they relate to each other? What specific
features of  these two texts matter to your essay? Is this a comparative essay? Are you creating a contrast?

3. The thesis. (Discussed below.)

4. The subtopics. Introduce the subtopics, which give your reader a sense of  the organization of  your
paper. When you are reviewing your final draft, make sure that the subtopics are presented in the essay in
the same order in which you initially introduce them.



ESSAY  INTRODUCTION :

STUDENT  EXAMPLES
EXAMINE THE FOLLOWING STUDENT ESSAY INTRODUCTIONS IN
YOUR DISCUSSION GROUP:

“Sa in t  Augus t i ne  i n  h i s  Con fess ions  and  P la to  i n  The  Sympos ium  bo th  p resen t  a  j ou r ney  f r om
a  l i f e  t ha t  pu r sues  ma te r i a l  t h i ngs  t o  one  t ha t  seeks  t he  e te r na l  t h i ngs ,  bu t  d i sa g ree  on  wha t
cons t i t u t es  t he  e te r na l  and  t he  p rope r  pa th  t o  i t .  P l a to ’ s  Beau ty  i s  sha pe less ,  t ime less  and
ex i s t s  sepa ra te l y  f r om the  mor ta l  r ea lm ,  bu t  can  be  g rasped  by  t he  m ind  t h rough  t he  pu r su i t  o f
know ledge.  By  con t ras t ,  Augus t i ne ’ s  God  i s  a  be ing  t ha t  bo th  ex i s t s  on  an  i n t ang ib l e  l eve l  and
a l so  concu r ren t l y  w i t h  humans,  who  mus t  p l ace  f a i t h  i n  H i s  ex i s t ence  because  t he  i nadequa te
facu l t i es  o f  t he  m ind  a re  no t  su f f i c i en t  t o  r eco gn i ze  H im  on  t he i r  own .  Fo r  Augus t i ne,  fo r m ing
a  pe r sona l  connec t i on  w i t h  God  comes  a bou t  by  r e j ec t i ng  wo r l d l y  des i r es ,  t he  f i xa t i on  on
wh i c h  s tems  f r om peop le ’ s  sepa ra t i on  f r om God  as  a  r esu l t  o f  o r i g i na l  s i n .  P l a to,  wh i l e
a g ree ing  t ha t  t h i s  f i xa t i on  on  ea r t h l y  pu r su i t s  causes  ev i l ,  a rgues  t ha t  i t  s t ems  f r om i gno rance
o f  t he  t r ue  na tu re  o f  l ove  and  Beau ty. ”  

“Mac h iave l l i ’ s  The  P r i nce  and  Desca r t es ’  Med i t a t i ons  on  F i r s t  Ph i l osophy  a re  bo th
revo lu t i ona r y  t ex t s ,  bu t  o f  a  ve r y  d i f fe ren t  so r t .  I n  The  P r i nce ,  Mac h iave l l i  p rov i des  a  gu ide  fo r
re ta i n i ng  power  based  on  h i s  own  con tempora r y  expe r i ences  and  h i s  s t udy  o f  h i s t o r y.  Ne i t he r
Mac h iave l l i  o r  Desca r t es  t a ke  t he  wo r l d  a t  f ace  va lue,  bu t  t hey  d i f fe r  g rea t l y  i n  whe re  t hey
d raw  the  l i ne  o f  r easona b le  assump t i on .  Mac h iave l l i  i s  an  unconven t i ona l ,  con t rove r s i a l
i nnova to r,  bu t  he  s t i l l  ope ra tes  w i t h i n  t he  phys i ca l  wo r l d ;  Desca r t es  t a kes  h i s  skep t i c i sm
drama t i ca l l y  f u r t he r.  Ra the r  t han  re l y i ng ,  as  Mac h iave l l i  d i d ,  on  h i s t o r y  and  h i s  i n t e rac t i ons
w i t h  h i s  con tempora r i es ,  he  ques t i ons  whe the r  any th i ng  i s  t o  be  be l i eved .  Because  o f  t h i s
d i s t r us t  o f  h i s  senses ,  Desca r t es  mus t  unde r ta ke  h i s  educa t i on  a l one,  on l y  be l i ev i ng  t ha t
wh i c h  can  be  p roven  w i t h i n  h i s  own  m ind .  Wh i l e  Mac h iave l l i  and  Desca r t es  bo th  t eac h  a
revo lu t i ona r y  wo r l dv i ew,  Mac h iave l l i ’ s  po l i t i ca l  t eac h ings  a re  bu i l t  upon  a  founda t i on  o f
h i s t o r y ;  Desca r t es  r i ps  up  t ha t  founda t i on ,  t hen  t eac hes  t he  reade r  how  to  r ebu i l d  i t . ”

“The  l a t e  n i ne teen th  and  ea r l y  twen t i e t h  cen tu r i es  we re  mar ked  by  an  a r t i s t i c  depa r tu re  f r om
t rad i t i ona l  va l ues  as  a  r esu l t  o f  i ndus t r i a l i za t i on  and  wa r.  Though  p rom inen t  a t  d i f fe ren t  t imes,
t he  imp ress ion i s t  and  l i t e ra r y  mode r n i s t  movemen ts  bo th  u t i l i zed  i nnova t ive  t ec hn iques  t o
de f i ne  t he  dynam ics  o f  a  wo r l d  i n  cons tan t  f l u x .  Edoua rd  Mane t ’ s  Bar  a t  t he  Fo l i es -Be r ge r e
( 1882 ) ,  Ma r y  Cassa t t ’ s  Woman  i n  B lac k  a t  t he  Ope r a  ( 1879 ) ,  and  V i r g i n i a  Woo l f ’ s  To  The
L igh thouse  a l l  s t r i ve  t o  dep i c t  t he  comp lex  ne two r k  o f  r o l es  women  se r ved  i n  soc ie t i es  sh i f t i ng
f r om an t i qu i t y  t o  mode r n i t y. ”

“ I n  To  t he  L i gh thouse ,  V i r g i n i a  Woo l f  ques t i ons  t he  va r i ous  ro l es  o f  women  i n  t he  V i c to r i an
Era  t h rough  Mr s.  Ramsay.  Mr s.  Ramsay  rep resen t s  t he  pe r fec t  a r c he t ype  o f  domes t i c i t y  as  she
ra i ses  e i gh t  c h i l d ren  and  d i l i gen t l y  t a kes  ca re  o f  househo ld  a f f a i r s .  Howeve r,  desp i t e  he r
domes t i c  r o l e ,  M r s.  Ramsay ’ s  fem in i ne  power  i s  r evea led  t h rough  he r  a b i l i t y  t o  un i f y  he r
f am i l y.  S im i l a r l y,  many  pa in t i ngs  i n  19 th  cen tu r y  France  dep i c t  opp ressed  women  who  a re
una b le  t o  ga in  i ndependence  i n  t he i r  da i l y  l i f e.  The  imp ress ion i s t i c  pa in t i ngs  dep i c ted  t he
power l essness  o f  many  women  i n  France.  I t  i s  t h rough  t hese  e ras  t ha t  women  we re  a b le  t o
focus  on  t he i r  ma te r na l  conce r ns  and  f am i l y  a f f a i r s ,  bu t  i s  fo r ced  dom inance  ove r  women
de t r imen ta l  t o  t he i r  men ta l  hea l t h? ”

“Cha r l es  Da rw in’ s  The  Or i g i n  o f  Spec ies  and  V i r g i n i a  Woo l f ’ s  To  t he  L i gh thouse  exh ib i t  a  s t a r k
con t ras t  be tween  t he  ways  i n  wh i c h  a  sc i en t i f i c  obse r ve r  and  an  a r t i s t i c  obse r ve r  s t r i ve  fo r  a
deepe r  g rasp  o f  t he  wo r l d  a round  t hem.  Da rw in’ s  Or ig i n  a pp roac hes  ada p ta t i on  as  a  puzz le  t o
be  so l ved .  S im i l a r l y,  L i l y  B r i s coe,  t he  a r t i s t  i n  Woo l f ’ s  nove l ,  seeks  t o  g rasp  ‘momen ts  o f
pe r manence ’ (Woo l f  165 )  t h rough  he r  obse r va t i on  o f  human  i n te rac t i ons.  Bu t  sc i en t i f i c  and
a r t i s t i c  obse r va t i on  d i f fe r  i n  t he i r  a ims  and  ends.  Da rw in’ s  sc i en t i f i c  obse r va t i on  l eads  t o  t he
gene ra t i on  o f  t es ta b le  hypo theses  and  p roves  t o  be  a  v i a b le  me thod  o f  r eac h ing  ve r i f i a b l e
conc lus i ons  a bou t  t he  na tu ra l  wo r l d .  Woo l f ’ s  a r t i s t  i s  u l t ima te l y  unsuccess fu l  i n  r eac h ing  a
de f i n i t i ve  unde r s tand ing  o f  i nd iv i dua l s ,  bu t  d i scove r s  spa r ks  o f  mean ing  i n  human  i n te rac t i on
none the less.  Though  t he  sc i en t i f i c  obse r ve r  i s  mo re  success fu l  i n  ob ta i n i ng  t es ta b le
know ledge,  i t  i s  t he  a r t i s t i c  obse r ve r  t ha t  i s  mo re  l i ke l y  t o  uncove r  deepe r  unde r s tand ing  i n
t he  sea rc h  fo r  mean ing ” 



THESIS

The  fo l l ow ing  has  been  ada p ted  and  a b r i dged  f r om
www.u tm .u to ron to. ca /~dwh i t e /pa pe r s.h tm :

A  t hes i s  may  be  de f i ned  as  an  i n t e r p re ta t i on  t ha t  you  se t  fo r t h  i n  spec i f i c  t e r ms
and  p ropose  t o  de fend  o r  demons t ra te  by  r easoned  a rgumen ta t i on  and  ana l ys i s .
You r  t hes i s ,  t hen ,  i s  t he  pos i t i on  t ha t  you  a re  a t t emp t i ng  t o  pe r suade  you r  r eade r
to  accep t .  You r  t hes i s  may  be  more  t han  one  sen tence  l ong.  I f  you  requ i r e  two,
t ha t ’ s  f i ne,  so  l ong  as  you  ma ke  su re  t ha t  t he  a rgumen t  i s  cohe ren t  and  t ha t  t he
t rans i t i on  f r om the  f i r s t  t o  t he  second  sen tence  i s  c l ea r  and  e f fec t i ve.  I f  you  have
a  good  t hes i s ,  howeve r,  i n  mos t  cases ,  you  w i l l  be  a b le  t o  a r t i cu l a te  i t  i n  one
sen tence.  You  do  no t  need  a  r e f i ned  t hes i s  i n  o rde r  t o  s t a r t  w r i t i ng .  I f  you  beg in
w i t h  a  p rov i s i ona l  t hes i s  and  t hen  do  good  and  ca re fu l  c l ose  read ings ,  you  w i l l
o f t en  f i nd  a  ve r s i on  o f  you r  f i na l  t hes i s  i n  t he  l as t  pa ra g ra ph  o f  a  f i r s t  d ra f t .
I n t eg ra te  t ha t  ve r s i on  i n t o  you r  f i r s t  pa ra g ra ph  and  rev i se  f r om the re.  Do  no t
wo r r y  t oo  muc h  a bou t  you r  t hes i s ,  t he re fo re,  un t i l  a f t e r  you ’ ve  w r i t t en  ou t  you r
c l ose  read ings !  A  good  f i na l  t hes i s  shou ld  emerge  f r om,  no t  p recede,  you r
ana l ys i s .

WHAT IS  A  GOOD THESIS?

1 .  A  t hes i s  canno t  be  a  s ta temen t  o f  f ac t .  Ask  you r se l f,  “Cou ld  anyone  even
po ten t i a l l y  d i sa g ree  w i t h  my  a rgumen t? ” “Wou ld  a  me re  summar y  o r  desc r i p t i on  o f
t he  t ex t ( s )  su f f i ce  t o  suppo r t  my  c l a im? ” I f  no  one  cou ld  poss ib l y  d i sa g ree,  o r  i f  a
s imp le  summar y  wou ld  show  tha t  wha t  you ’ ve  sa id  i s  t r ue,  t hen  you  have  mos t
l i ke l y  se t  fo r t h  a  s t a temen t  o f  f ac t .  And  t he re ’ s  no  need  t o  spend  3 -4  pa ges  ( l e t
a l one  more )  p rov i ng  a  f ac t .

2 .  A  good  t hes i s  i s  spec i f i c ,  no t  gene ra l .  Avo id  a l l  sweep ing  gene ra l i t i e s ,  a bou t
human  be ings ,  a bou t  poe t r y,  a bou t  c iv i l i za t i on ,  a bou t  any th i ng  “ t h rough  t he  a ges , ”
e t c .

3 .  You r  t hes i s  and  i n t r oduc t i on  w i l l  g ive  t he  reade r  some  sense  o f  t he  s t r uc tu re  o f
you r  pa pe r.  I f  you r  t hes i s  con ta i ns  two  o r  t h ree  pa r t s ,  t hen  you r  r eade r  w i l l  expec t
you  t o  d i scuss  t hose  two  o r  t h ree  pa r t s  i n  t he  o rde r  i n  wh i c h  you ’ ve  g iven  t hem i n
you r  t hes i s  s t a temen t .  

4 .  You r  t hes i s  p roba b l y  answer s  t he  fo l l ow ing  ques t i ons ,  p rov i ded  by  P ro f.  S t ra i n :
How does  t he  t op i c  o f  t he  essay  comp l i ca te  ou r  unde r s tand ing  o f  a  t ex t?  Why
have  you  w r i t t en  a bou t  t hese  two  o r  t h ree  t ex t s  t o ge the r?

5 .  You r  t hes i s  can  use  t he  fo l l ow ing  fo r mu la ,  p rov i ded  by  D r.  Swan ton :

I n  l ook ing  a t  X ,  I  w i l l  cons ide r  Y,  and  f i nd  t ha t  Z .

X=  t he  t op i c  you  o f  you r  pa pe r
Y=  t he  l ens  you  w i l l  a pp l y  t o  focus  i n  on  you r  t op i c—i t  may  be  an  i s sue  you  w i l l
ra i se  o r  a  ques t i on  you  w i l l  ask  t o  comp l i ca te  t he  t op i c
Z=  t he  o r i g i na l  i ns i gh t  t ha t  you r  ana l ys i s  y i e l ds.  

The  “ f i nd ” i s  t he  mos t  impo r tan t  pa r t  o f  you r  t hes i s .  The  Z  pa r t  o f  you r  t hes i s
shou ld  no t  j us t  va gue l y  desc r i be  t he  pa th  you r  essay  w i l l  t a ke,  l i ke  "…I  w i l l  f i nd
how  Odysseus  was  haun ted  by  l oss , "  o r  " I  w i l l  f i nd  wha t  de f i nes  a  man . "  I ns tead ,
t he  Z  shou ld  be  an  i ndependen t  c l ause  t ha t  ma kes  you r  c l a im  exp l i c i t  by  spe l l i ng
ou t  t he  way  i n  wh i c h  Odysseus  was  haun ted ,  o r  why /how  a  spec i f i c  t ra i t  de f i nes  a
man  i n  you r  t hes i s .  



1 .Th ink  a bou t  t he  ass ignmen t .  Eve r y  essay  ques t i on  wan ts  t o  gu ide  you  t o  an
a pp rec ia t i on  o f  a  pa r t i cu l a r  nuance  o r  comp lex i t y  o f  a  wo r k ,  some th ing  t ha t
requ i r es  more  t hough t ,  mo re  re f l ec t i on ,  mo re  ana l ys i s  t han  you  gave  i t  du r i ng  you r
i n i t i a l  r ead ing .  

2 .  Re read  t he  t ex t ( s )  you  i n t end  t o  d i scuss  and  t a ke  good ,  c l ea r  no tes  on
passa ges  t ha t  seem pa r t i cu l a r l y  r e l evan t  t o  t he  ass ignmen t .  

3 .  S t i l l  keep ing  t he  ass ignmen t  i n  m ind ,  l ook  ove r  you r  r ead ing  no tes  and  t hen
se lec t  t he  one  spec i f i c  t h i ng  t ha t  g ra bs  you  t he  mos t ,  t he  one  pa r t i cu l a r  pa t t e r n ,
i dea ,  a rgumen t ,  me ta pho r,  o r  ima ge  a bou t  wh i c h  you  fee l  i n  you r  gu t  t ha t  you  have
the  mos t  t o  say.

4 .  Nex t ,  us i ng  you r  r ead ing  no tes ,  ma ke  a  l i s t  o f  eve r y  i ns tance  o f  t ha t  pa t t e r n  o r
a rgumen t  o r  me ta pho r,  and  t hen  f r om tha t  l i s t  c hoose  t he  two  o r  t h ree  passa ges
tha t  ca l l  ou t  mos t  l oud l y  fo r  i n t e r p re ta t i on .  

5 .  Wr i t e  ou t  you r  i n t e r p re ta t i ons  o r  c l ose  read ings  o f  t he  two  o r  t h ree  passa ges
tha t  you ’ ve  c hosen ,  ded i ca t i ng  one  rough  pa ra g ra ph  t o  eac h .  Remember,  you r  goa l
he re  i s  t o  say  no t  j us t  wha t  you  t h i nk  you r  passa ges  mean ,  bu t  ra the r  t o  show  how
they  mean  wha t  you  t h i nk  t hey  mean .  Wha t  wo r k  do  t hey  pe r fo r m ,  and  how  do  t hey
pe r fo r m  i t ?

6 .  F i na l l y,  l ook  a t  wha t  you ’ ve  w r i t t en  and  l e t  you r  t hes i s  emerge  ou t  o f  you r
i n te r p re ta t i ons ,  ou t  o f  you r  i deas  conce r n ing  t he  wo r k  t ha t  you r  ima ge  o r
me ta pho r  o r  pa t t e r n  pe r fo r ms  i n  you r  t ex t ( s ) .

Once  you ’ ve  comp le ted  t hese  s teps ,  you  shou ld  a l so  have  t he  founda t i ons  fo r
seve ra l  o f  you r  body  pa ra g ra phs.  W i t h  t hese  founda t i ons ,  you ’ l l  be  more  t han
ready  t o  t u r n  t o  t he  nex t  phase  o f  compos i t i on :  a rgumen ta t i on ,  t he  p rocess  by
wh i c h  you ’ l l  pe r suade  you r  r eade r  t ha t  you r  t hes i s  i s  va l i d  and  wo r th  accep t i ng .

STEPS TO WRITING AN EFFECTIVE THESIS:



THESIS :  STUDENT

EXAMPLES

EXAMINE THE FOLLOWING STUDENT THESIS STATEMENTS IN YOUR
DISCUSSION GROUP:

“Fo r  Augus t i ne,  fo r m ing  a  pe r sona l  connec t i on  w i t h  God  comes  a bou t  by  r e j ec t i ng
wor l d l y  des i r es ,  t he  f i xa t i on  on  wh i c h  s tems  f r om peop le ’ s  sepa ra t i on  f r om God  as
a  resu l t  o f  o r i g i na l  s i n .  P l a to,  wh i l e  a g ree ing  t ha t  t h i s  f i xa t i on  on  ea r t h l y  pu r su i t s
causes  ev i l ,  a rgues  t ha t  i t  s t ems  f r om i gno rance  o f  t he  t r ue  na tu re  o f  l ove  and
Beau ty. ”

“Wh i l e  Mac h iave l l i  and  Desca r t es  bo th  t eac h  a  r evo lu t i ona r y  wo r l dv i ew,
Mac h iave l l i ’ s  po l i t i ca l  t eac h ings  a re  bu i l t  upon  a  founda t i on  o f  h i s t o r y ;  Desca r t es
r i ps  up  t ha t  founda t i on ,  t hen  t eac hes  t he  reade r  how  to  r ebu i l d  i t . ”

“Edoua rd  Mane t ’ s  Bar  a t  t he  Fo l i es -Be r ge r e  ( 1882 ) ,  Ma r y  Cassa t t ’ s  Woman  i n
B lac k  a t  t he  Ope r a  ( 1879 ) ,  and  V i r g i n i a  Woo l f ’ s  To  The  L i gh thouse  a l l  s t r i ve  t o
dep i c t  t he  comp lex  ne two r k  o f  r o l es  women  se r ved  i n  soc ie t i es  sh i f t i ng  f r om
an t i qu i t y  t o  mode r n i t y. ”

“ I t  i s  t h rough  t hese  e ras  t ha t  women  we re  a b le  t o  focus  on  t he i r  ma te r na l
conce r ns  and  f am i l y  a f f a i r s ,  bu t  i s  fo r ced  dom inance  ove r  women  de t r imen ta l  t o
t he i r  men ta l  hea l t h? ”

“Though  t he  sc i en t i f i c  obse r ve r  i s  mo re  success fu l  i n  ob ta i n i ng  t es ta b le
know ledge,  i t  i s  t he  a r t i s t i c  obse r ve r  t ha t  i s  mo re  l i ke l y  t o  uncove r  deepe r
unde r s tand ing  i n  t he  sea rc h  fo r  mean ing ”

“ I n  de r iv i ng  bene f i t s  f r om the  l im i t a t i ons ,  vu l ne ra b i l i t i e s  and  sho r t com ings  o f
t hese  men ,  t he  women  exemp l i f y  t he  mu ta b i l i t y  o f  t he  h i e ra r c h ies  t ha t  de f i ne  t he i r
soc ia l  s t r uc tu res. ”

“Bo th  The  P r i nce  and  The  Tempes t  es ta b l i sh  t he  need  fo r  a  r u l e r  w i t h  se l f -
r es t ra i n t ;  howeve r,  Mac h iave l l i  encou ra ges  p r i nces  t o  unde r s tand  when  t h i s
res t ra i n t  i s  necessa r y  and  when  i t  i s  no t  as  opposed  t o  Sha kespea re ’ s
demons t ra t i on  o f  t he  need  fo r  t o t a l  se l f - r es t ra i n t . ”



BODY  PARAGRAPH

The  fo l l ow ing  has  been  ada p ted  and  a b r i dged  f r om:  
www.u tm .u to ron to. ca /~dwh i t e /pa pe r s.h tm

A BODY PARAGRAPH =  A  M IN I  ESSAY
Eac h  pa ra g ra ph  shou ld  deve lop  one  a rgumen t  t ha t  r e l a tes  c l ea r l y  bac k  t o  t he
thes i s ,  and  eve r y th i ng  i n  t he  pa ra g ra ph  shou ld  be  re l evan t  t o  t ha t  one
a rgumen t .

Eve r y  pa ra g ra ph  mus t  have  an  e f fec t i ve  t op i c  sen tence  t ha t  does  two  t h i ngs :
t he  f i r s t  sen tence  o f  eac h  pa ra g ra ph  shou ld  c l a r i f y  t he  one  cohe ren t  a rgumen t
o f  t ha t  pa ra g ra ph  and  p rov i de  a  c l ea r  and  exp l i c i t  t rans i t i on  f r om the  a rgumen t
o f  t he  p reced ing  pa ra g ra ph .

Eve r y th i ng  you r  t hes i s  does  w i t h  r espec t  t o  you r  pa pe r,  you r  t op i c  sen tence
shou ld  do  w i t h  r espec t  t o  you r  pa ra g ra ph .  L i ke  a  t hes i s ,  a  t op i c  sen tence
canno t  be  a  s ta temen t  o f  f ac t .  Ra the r,  i t  mus t  p resen t  t he  a rgumen t  t ha t  you r
pa ra g ra ph  needs  t o  ma ke  w i t h i n  t he  l o g i ca l  p ro g ress ion  o f  you r  essay.  O f t en ,  i f
you r  f i r s t  a t t emp t  a t  a  t op i c  sen tence  mere l y  conveys  a  f ac t ,  you  can  f i gu re  ou t
wha t  you r  po in t  i s  by  ask i ng  you r se l f,  “Wha t  i s  impo r tan t  fo r  my  a rgumen t  a bou t
t ha t  f ac t? ”

I n  o rde r  t o  c l a r i f y  t he  l o g i ca l  p ro g ress ion  f r om one  pa ra g ra ph  t o  t he  nex t ,  eve r y
top i c  sen tence  shou ld  con ta i n  a  t rans i t i on  t ha t  exp l i c i t l y  connec t s  t he  po in t  o f
t he  p reced ing  pa ra g ra ph  t o  t he  po in t  o f  t he  p resen t  pa ra g ra ph .

The  hea r t  o f  eve r y  body  pa ra g ra ph  i s  ana l ys i s .  Pe r fo r m  c l ose  read ings  o f  eve r y
passa ge  you  quo te :  d i scuss  i n  conc re te  and  spec i f i c  t e r ms  t he  wo rds ,
me ta pho r s ,  and /o r  a rgumen t  o f  t he  passa ge  you  a re  ana l yz i ng .  Wha t  wo r k  do
pa r t i cu l a r  wo rds  o r  me ta pho r s  pe r fo r m ,  and  how  do  t hey  pe r fo r m  tha t  wo r k?
And  remember,  t he  pu r pose  o f  you r  c l ose  read ing  i n  eac h  pa ra g ra ph  i s  t o
suppo r t  t he  po in t  o f  t ha t  pa ra g ra ph .

REVIS ING BODY PARAGRAPHS

Af te r  you ’ ve  w r i t t en  a  f i r s t  d ra f t ,  go  bac k ,  l ook  a t  eac h  pa ra g ra ph  on  i t s  own ,
and  ask  you r se l f  t he  fo l l ow ing  two  ques t i ons :  “Wha t  i s  my  po in t  i n  t h i s
pa ra g ra ph? ” And  “How exac t l y  does  t ha t  po in t  suppo r t  my  t hes i s? ” On  a
sepa ra te  p i ece  o f  pa pe r  o r  i n  a  sepa ra te  documen t ,  w r i t e  ou t  you r  answer s.
Nex t ,  t a ke  two  equa l l y  essen t i a l  s t eps :  i n t eg ra te  you r  answer s  t o  t hose
ques t i ons  i n t o  a  new  top i c  sen tence,  and  t hen  rev i se  t he  who le  pa ra g ra ph  i n
keep ing  w i t h  you r  new ly  a r t i cu l a ted  po in t .  

I n  o rde r  t o  c ra f t  e f fec t i ve  t rans i t i ons ,  t r y  t he  fo l l ow ing ,  us i ng  t he  resu l t s  f r om
the  adv i ce  a bove :  w r i t e  ou t  t he  po in t  o f  t he  p reced ing  pa ra g ra ph  and  t hen  w r i t e
ou t  t he  po in t  o f  t he  p resen t  pa ra g ra ph .  Now  wr i t e  ou t  t he  connec t i on  be tween
the  two.  Tha t  connec t i on  i s  you r  t rans i t i on !  I n t eg ra te  i t  i n t o  t he  t op i c  sen tence
tha t  you ’ ve  a l r eady  begun  t o  r ev i se  by  fo l l ow ing  t he  adv i ce  a bove.  



ADVICE FROM DR.  KATHRYN SWANTON

The re  shou ld  no t  be  body  pa ra g ra phs  t ha t  a re  j us t  g iv i ng  h i s t o r i ca l  f ac t s  o r
re te l l i ng  t he  p l o t .  When  t h i s  t ype  o f  body  pa ra g ra ph  shows  up  i n  s t uden t s ’
essays ,  i t  i s  o f t en  t he  f i r s t  pa ra g ra ph  fo l l ow ing  t he  i n t r oduc t i on .  Eac h  body
pa ra g ra ph  shou ld  exp la i n  you r  pe r spec t ive  w i t h  ev i dence  f r om and  ana l ys i s  o f
t he  t ex t .  The  body  pa ra g ra phs  shou ld  no t  cen te r  on  i n fo r ma t i on  t he  reade r
cou ld  f i nd  w i t h  a  Goo g le  sea rc h .  The  reade r  ( you r  g rade r )  does  no t  expec t  you
to  o f fe r  a  b road  h i s t o r i ca l  con tex t  o r  t o  w r i t e  l i ke  you  a re  an  expe r t  on  a  pe r i od
o r  an  au tho r.

Pa ra g ra phs  shou ld  gene ra l l y  no t  be  more  t han  a  pa ge  l ong.  I f  t hey  a re,  t hen
you  p roba b l y  have  more  t han  one  pa ra g ra ph  s tuc k  t o ge the r.  Look  fo r  t he  p l ace
whe re  you r  po in t  c hanges,  and  a t  t ha t  p l ace,  d iv i de  t he  pa ra g ra ph  i n t o  two
sepa ra te  pa ra g ra phs.  Add  more  subs tan t ive  ana l ys i s  t o  one  o r  bo th  o f  t he
new ly  d iv i ded  pa ra g ra phs  i f  t hey  do  no t  s t and  up  on  t he i r  own .  

Pa ra g ra phs  shou ld  p roba b l y  no t  be  muc h  l ess  t han  ha l f  a  pa ge  e i t he r.  I f  you
have  mu l t i p l e  sho r t  pa ra g ra phs ,  cons ide r  i f :  ( 1 )  t hey  shou ld  be  sp l i ced
to ge the r,  pe r ha ps  because  you  pu t  a l l  you r  ev i dence  and  f ac t s  i n  one
pa ra g ra ph  and  a l l  you r  ana l ys i s  i n  a  fo l l ow ing  pa ra g ra ph  when  rea l l y  you
shou ld  m i x  t hose  two  t o ge the r  i n t o  one  cohes ive  pa ra g ra ph ,  o r  ( 2 )  t he  sho r t
pa ra g ra phs  eac h  ma ke  a  d i s t i nc t  po in t  and  requ i r e  mo re  deve lopmen t  t h rough
the  i nc l us i on  o f  quo tes  f r om the  t ex t  t ha t  suppo r t  you r  po in t  and /o r  c l ose
read ing  t ha t  exp la i ns  t he  mean ing  o f  t he  quo te  and  i t s  r e l evance  t o  you r
a rgumen t .  

BODY  PARAGRAPH :

STUDENT  EXAMPLES

“ I n  t he  beg inn ing ,  Mr.  Ramsay ’ s  c ha rac te r  has  been  de f i ned  as  sho r t - t empe red ,
s t r i c t ,  and  demand ing ,  wh i c h  can  be  seen  immed ia te l y.  He  i s  desc r i bed  as  “ l ean  as
a  kn i fe ,  na r row  as  t he  b l ade  o f  one ” (To  t he  L i gh thouse,  2 ) .  Desp i t e  h i s  s t r ong
pe r sona l i t y  t ra i t s ,  he  expec t s  Mr s.  Ramsay  t o  p rov i de  h im  w i t h  add i t i ona l
emo t i ona l  suppo r t ,  ra i se  e i gh t  k i ds ,  and  hos t  d i nne r  pa r t i es .  Howeve r,  M r s.
Ramsay  se l f l ess l y  t a kes  upon  t he  ro l e  o f  codd l i ng  he r  husband ’ s  f ra g i l e  ego  as  i t
he l ps  un i f y  and  p ro tec t  t he  f am i l y.  He r  se l f l e ss  ac t i ons  a re  shown  when  she
th i nks ,  “ peop le  sa id  he  depended  on  he r,  when  t hey  mus t  know  tha t  o f  t he  two  he
was  i n f i n i t e l y  t he  more  impo r tan t ,  and  wha t  she  gave  t he  wo r l d ,  i n  compar i son
w i t h  wha t  he  gave,  neg l i g i b l e. . be ing  a f ra i d ,  fo r  i ns tance…” (To  t he  L i gh thouse,  27 ) .
He r  ac know ledgmen t  t ha t  he r  ac t i ons  we re  mo t iva ted  by  fea r,  dep i c t s  he r
power l essness ,  bu t  a l so  he r  a b i l i t y  t o  be  se l f l ess  and  suppo r t i ve  even  i n  t imes  o f
fea r  and  sadness.  Howeve r,  M r s.  Ramsay ’ s  subm iss iveness  and  empa thy  can  on l y
l as t  so  l ong ,  as  seen  t h rough  he r  sudden  dea th . ”

EXAMINE THE FOLLOWING STUDENT BODY PARAGRAPHS IN YOUR
DISCUSSION GROUP:



“The  women  a l so  p rove  t he  f l u i d i t y  o f  h i e ra r c h ies  by  us i ng  t he i r  man ipu la t i ons  t o
he lp  men  nav iga te  t he  h i e ra r c h ies  i n  p l ace.  When  Naus i caa  mee ts  Odysseus,  he  i s
s t r i pped  o f  c l o th i ng  and ,  t hus ,  o f  any  au tho r i t y,  w i t h  no th i ng  bu t  “ a  l ea f y  b ranc h  /
f r om the  t ang led  o l i ve  g row th  t o  sh ie l d  h i s  body ” (Od .  6 .140 -141 ) .  H i s  f a l l  f r om
power  and  re tu r n  t o  be ing  “Ha ppy  Odysseus ” (Od .  24 .210 ) ,  k i ng  o f  I t haca ,  a re
pe r fec t  examp les  o f  how  soc ia l  h i e ra r c h ies  can  be  j eopa rd i zed  and  power  can  be
s to l en .  Jacob ’ s  r i se  t o  pa t r i a r c h  ec hoes  t he  same  i dea ,  espec ia l l y  cons ide r i ng  t ha t
w i t h i n  h i s  soc ia l  s t r uc tu re  he  shou ld  no t  have  rece ived  any  au tho r i t y.  H i s  cu l t u re
d i c t a tes  t ha t  bo th  t he  b l ess i ng  and  t he  b i r t h r i gh t  be long  t o  t he  e l des t  son ,  wh i c h
i s  made  ev iden t  as  Jacob  b l esses  h i s  g randsons.  I n  t h i s  scene,  Joseph  t e l l s  h i s
f a the r,  “S ince  t h i s  one  i s  t he  f i r s t bo r n ,  pu t  you r  r i gh t  hand  on  h i s  head ” (Gen .
48 :18 ) ,  t o  symbo l i ze  t he  dom inance  o f  t he  e l de r.  I n  ga in i ng  t he  b l ess i ng ,
b i r t h r i gh t ,  and  au tho r i t y  fo r  Jacob,  Rebeka h  he lps  h im  de f y  t he  conven t i ons  o f  he r
soc ia l  s ys tem.  Thus  i t  can  be  conc luded  t ha t  t he  h i e ra r c h ies  and  supposed
pa t t e r ns  o f  dom inance  i n  t hese  soc ie t i es  a re  ma l l ea b le. ”

“ I n  t he  Sympos ium,  P la to  p resen t s  t he  e te r na l  as  Beau ty  and  l ove,  e rōs ,  as  t he
d r iv i ng  fo r ce  beh ind  t he  j ou r ney  t o  i t .  He  conce ives  Beau ty  as  an  en t i t y  w i t hou t
any  one  sha pe  t ha t  “ ‘ i s  a lways  i n  one  fo r m” ’  (Sym.  211b2 )  and  “ ‘ occu r s
eve r ywhe re  i n  t he  un ive r se ” ’  (Sym.  186b1 -2 ) .  I n  t he  fo r mer  r espec t ,  i t  i s  un l i ke  t he
gods  who  have  a  de f i n i t e  sha pe ;  f u r t he r more,  Beau ty  i s  no t  a  consc ious  be ing  t ha t
i n t e rac t s  w i t h  humans  o r  t rad i t i ona l  G reek  gods.  I t  ex i s t s  on  t he  same  rea lm  as
the  gods ,  bu t  i s  a l so  sepa ra te  f r om them.  I t  i s  t he  sou rce  o f  a l l  beau t y  because
“ ‘ a l l  t he  o the r  beau t i f u l  t h i ngs  sha re  i n  [Beau t y ] ” ’  (Sym.  211b2 -3 )  and  i t s  beau t y
“ ‘ ne i t he r  waxes  no r  wanes ” ’  (Sym.  211a3 )  no r  i s  i t  “ ‘ beau t i f u l  i n  r e l a t i on  t o  one
th i ng  and  ug l y  i n  r e l a t i on  t o  ano the r ” ’  (Sym.  211a5 ) .  Beau t y  i s  pe r fec t l y  beau t i f u l
and  p resen t  i n  a l l  t h i ngs ,  bu t  mos t  humans  a re  una b le  t o  ca t c h  even  a  g l impse  o f
i t  because  t hey  do  no t  pu r sue  know ledge,  t he  h i ghes t  s t ep  on  t he  Ascen t  o f  E rōs
and  t he  one  t ha t  l eads  t o  t he  know ledge  o f  Beau ty  i t se l f. ”

“ I n  I n t e r i o r,  t he  woman’ s  eyes  a re  downcas t ,  t he  v i ewe r  i s  una b le  t o  see  t he
fema le  sub jec t ’ s  l i ne  o f  v i ew,  and  t he  v i ewe r  i s  una b le  t o  de te r m ine  how  he r
pe rcep t i on  o f  t he  wo r l d  d i f fe r s  f r om a  man’ s .  Th i s  connec t s  t o  Mr s.  Ramsay,  as
she  i s  d i f f i cu l t  t o  r ead .  Mr s.  Ramsay  spends  muc h  o f  he r  t ime  l ook ing  ou t s i de  o f
he r  w indow  and  kn i t t i ng ,  wh i c h  i s  t he  a r c he t ypa l  dep i c t i on  o f  domes t i c i t y  t he
V i c to r i an  E ra .  L i l y  desc r i bes  he r  d i f f i cu l t y  i n  unde r s tand ing  Mr s.  Ramsay.  Th i s  i s
seen  when  L i l y  says ,  “One  wan ted  f i f t y  pa i r s  o f  eyes  t o  see  w i t h ,  she  re f l ec ted .
F i f t y  pa i r s  o f  eyes  we re  no t  enough  t o  ge t  r ound  t ha t  one  woman  w i t h ,  she
though t ” (To  t he  L i gh thouse,  132 ) .  L i l y  desc r i bes  Mr s.  Ramsay ’ s  beau t y  as  be ing  a
b loc k  t o  he r  i n t e r na l  emo t i ons  and  t ha t  seve ra l  eyes  wou ld  no t  be  enough  t o
obse r ve  and  unde r s tand  Mr s.  Ramsay ’ s  i nne r  t hough t s . ”



WHAT TO QUOTE
Di rec t  quo ta t i on  i s  mos t  e f fec t i ve  when  you  have  some th ing  t o  say  a bou t  how  the
langua ge  c ho i ces  con t r i bu te  t o  t he  sense  o f  t he  passa ge :  t h i s  i s  wha t  we  ca l l
“ t ex tua l  ev i dence. ” Wha t  can  you  say  a bou t  t he  w r i t e r ’ s  mode  o f  exp ress ion ,  o r
t he  o rgan i za t i on  o f  i deas ,  o r  a bou t  some  k i nd  o f  con f l i c t  o r  amb igu i t y  i n  t he
a rgumen t  pu t  fo r t h?  Some t imes  i t  i s  bes t  t o  use  a  w r i t e r ’ s  own  wo rds  when  t he i r
mean ing  i s  ques t i ona b le  o r  you  wan t  t o  deba te  i t .  Some t imes  i t  i s  bes t  t o  use  a
wr i t e r ’ s  own  wo rds  when  t he  quo ta t i on  i s  f amous,  o r  when  i t  i s  pa r t i cu l a r l y
e l oquen t  o r  r he to r i ca l l y  e f fec t i ve.  A l l  quo ta t i ons  shou ld  be  i n t eg ra ted  i n t o  you r
pa pe r  i n  a  g ramma t i ca l l y  co r rec t  f ash ion .

QUOTATION PRECEDES ARGUMENTATION
A quo ta t i on ,  o r  t ex tua l  ev i dence,  i s  no t  used  t o  suppo r t  you r  p reconce ived
a rgumen t ;  ra the r,  you r  a rgumen t  shou ld  deve lop  i n  r esponse  t o  t he  ana l ys i s  o f
you r  quo ta t i on  o r  t ex tua l  ev i dence.

FORMATTING
The  fo l l ow ing  r u l es  have  been  a b r i dged  and  ada p ted  f r om:
h t t ps : / / ow l . pu rdue.edu /ow l / r esea rc h_and_c i t a t i on /m la_s t y l e /m la_ fo r ma t t i ng_and_
s t y l e_gu ide /m la_ fo r ma t t i ng_quo ta t i ons.h tm l

Shor t  Quota t ions  =  4  t yped  l ines  o r  fewer  o f  p rose
                          =  3  l i nes  o r  fewer  o f  ve rse

To  i nd i ca te  sho r t  quo ta t i ons  i n  you r  t ex t ,  enc lose  t he  quo ta t i on  w i t h i n  doub le
quo ta t i on  mar ks.  P rov ide  t he  au tho r  and  spec i f i c  pa ge  number  ( o r  l i ne  number s
i n  t he  case  o f  poe t r y )  i n  t he  i n - t ex t  c i t a t i on .  Punc tua t i on  mar ks  suc h  as  pe r i ods ,
commas,  and  sem ico lons  shou ld  a ppea r  a f t e r  t he  pa ren the t i ca l  c i t a t i on .  Ques t i on
mar ks  and  exc lama t i on  po in t s  shou ld  a ppea r  w i t h i n  t he  quo ta t i on  mar ks  i f  t hey
a re  a  pa r t  o f  t he  quo ted  passa ge,  bu t  a f t e r  t he  pa ren the t i ca l  c i t a t i on  i f  t hey  a re
a  pa r t  o f  you r  t ex t .

Acco rd ing  t o  Fou l kes ’ s  s t udy,  d reams  may  exp ress  “p ro found  aspec t s  o f
pe r sona l i t y ”  ( 184 ) .

I s  i t  poss ib l e  t ha t  d reams  may  exp ress  “p ro found  aspec t s  o f  pe r sona l i t y ”
(Fou l kes  184 )?  

Acco rd ing  t o  one  resea rc he r,  d reams  exp ress  “p ro found  aspec t s  o f
pe r sona l i t y ”  (Fou l kes  184 ) ,  t hough  o the r s  d i sa g ree.

When  us ing  sho r t  quo ta t i ons  f r om poe t r y  ( 3  o r  fewe r  l i nes  o f  ve r se ) ,  ma r k  l i ne
b rea ks  w i t h  a  s l ash  (_ /_ ) .  I f  a  s t anza  b rea k  occu r s  du r i ng  t he  quo ta t i on ,  use  a
doub le  s l ash  (_ / / _ ) .

Cu l l en  conc ludes ,  “O f  a l l  t he  t h i ngs  t ha t  ha ppened  t he re  /  Tha t ’ s  a l l  I
r emember ” ( 11 -12 ) .  

QUOTATIONS

https://owl.purdue.edu/owl/research_and_citation/mla_style/mla_formatting_and_style_guide/mla_formatting_quotations.html
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Long  Quota t ions   >  4  l i nes  o f  p rose
                          >  3  l i nes  o f  ve rse

P lace  l ong  quo ta t i ons  i n  a  f r ee -s tand ing  b l oc k  o f  t ex t  and  om i t  quo ta t i on  mar ks.
S ta r t  t he  quo ta t i on  on  a  new  l i ne,  w i t h  t he  en t i r e  quo te  i nden ted  1 /2  i nc h  f r om
the  l e f t  ma rg in  wh i l e  ma in ta i n i ng  doub le - spac ing .  You r  pa ren the t i ca l  c i t a t i on
shou ld  now  come  a f t e r  t he  c l os i ng  punc tua t i on  mar k .  When  quo t i ng  ve r se,  keep
the  fo r ma t t i ng  as  c l ose  t o  t he  o r i g i na l  as  poss ib l e.  Ma in ta i n  t he  o r i g i na l  l i ne
b rea ks ,  and  use  doub le - spac ing :  

I n  “My  Pa pa ’ s  Wa l t z , ”  Theodo re  Roe thke  i nv i t es  t he  reade r  t o  r e l a te  t o  t he

v io l ence  o f  h i s  upb r i ng ing  t h rough  t he  l ess  t rauma t i c ,  mo re  common

expe r i ence  o f  danc ing :

           The  wh i skey  on  you r  b rea th

           Cou ld  ma ke  a  sma l l  boy  d i zzy ;

           Bu t  I  hung  on  l i ke  dea th :

           Suc h  wa l t z i ng  was  no t  easy.

           We  Romped  un t i l  t he  pans

           S l i d  f r om the  k i t c hen  she l f ;

           My  mo the r ’ s  coun tenance

           Cou ld  no t  un f rown  i t se l f.  ( 1 -8 )



ANALYSIS?  SUMMARY? DESCRIPT ION?

I n  a  c r i t i ca l  essay,  you  need  t o  gene ra te  you r  own  ana l ys i s  o r  i n t e r p re ta t i on  o f  a
fea tu re  o f  a  t ex t  o r  t ex t s .  Ana l ys i s  i s  d i f fe ren t  f r om summar i z i ng  o r  desc r i b i ng  t he
con ten t s  o f  a  t ex t .  

The re ’ s  a  ve r y  s imp le  way  t o  de te r m ine  whe the r  o r  no t  you ’ ve  w r i t t en  an  e f fec t i ve
ana l y t i ca l  essay :

Once  you ’ ve  d ra f t ed  you r  pa pe r,  ask  you r se l f :  “D id  I  l ea r n  any th ing  in  the
wr i t ing  p rocess?”  I f  you  d i d  no t ,  i f  you r  unde r s tand ing  o f  a  t ex t ,  o r  a  fea tu re  o f
a  t ex t ,  has  rema ined  cons i s t en t  w i t h  you r  f i r s t  imp ress ions ,  t hen  you  have  no t
ana l yzed  any th i ng ,  and  you  need  t o  s t a r t  ove r.  

On  t he  o the r  hand ,  i f  you  have  l ea r ned  some th ing  new,  i t  i s  because  you r  focus  on
i so la ted  de ta i l s  has  b rough t  new  pa t t e r ns  and  connec t i ons  t o  l i gh t .  

I n  an  essay,  you  a re  t eac h ing  you r se l f  f i r s t ,  and  t hen  you r  r eade r,  some th ing  new
a bou t  a  t ex t  t ha t  i s  no t  ev i den t  f r om a  s i ng le,  f i r s t  r ead ing .

ANALYSIS



I n  HONR 101  and  102 ,  you  a re  f r equen t l y  g iven  essay  ques t i ons  t ha t  r equ i r e  you
to  t h i nk  and  w r i t e  i n  an  i n t e rd i sc i p l i na r y  way  by  compar i ng  wo r ks  f r om more  t han
one  f i e l d .  The  fo l l ow ing  adv i ce  on  compara t ive  ana l ys i s  has  been  a b r i dged  and
ada p ted  f r om h t t ps : / /w r i t i ngcen te r. f as.ha r va rd .edu /pa ges /how-wr i t e - compara t ive -
ana l ys i s .

“C lass i c ” compare -and -con t ras t  pa pe r s ,  i n  wh i c h  you  we igh t  A  and  B  equa l l y,  may
be  a bou t  two  s im i l a r  t h i ngs  t ha t  have  c r uc i a l  d i f f e rences  ( two  pes t i c i des  w i t h
d i f fe ren t  e f fec t s  on  t he  env i r onmen t )  o r  two  s im i l a r  t h i ngs  t ha t  have  c r uc i a l
d i f fe rences ,  ye t  t u r n  ou t  t o  have  su r p r i s i ng  commona l i t i e s  ( two  po l i t i c i ans  w i t h
vas t l y  d i f fe ren t  wo r l d  v i ews  who  vo i ce  unexpec ted l y  s im i l a r  pe r spec t ives  on  sexua l
ha rassmen t ) .  I n  t he  “ l ens ” ( o r  “ keyho le ” )  compar i son ,  i n  wh i c h  you  we igh t  A  l ess
heav i l y  t han  B,  you  use  A  as  a  l ens  t h rough  wh i c h  t o  v i ew  B.  Jus t  as  l ook ing
th rough  a  pa i r  o f  g l asses  c hanges  t he  way  you  see  an  ob jec t ,  us i ng  A  as  a
f ramewor k  fo r  unde r s tand ing  B  c hanges  t he  way  you  see  B.  Lens  compar i sons  a re
use fu l  fo r  i l l um ina t i ng ,  c r i t i qu i ng ,  o r  c ha l l eng ing  t he  s ta b i l i t y  o f  a  t h i ng  t ha t ,
be fo re  t he  ana l ys i s ,  seemed  pe r fec t l y  unde r s tood .  O f t en ,  l ens  compar i sons  t a ke
t ime  i n to  accoun t :  ea r l i e r  t ex t s ,  even t s ,  o r  h i s t o r i ca l  f i gu res  may  i l l um ina te  l a t e r
ones ,  and  v i ce  ve r sa .  

FRAME OF  REFERENCE
Th i s  i s  t he  con tex t  w i t h i n  wh i c h  you  p l ace  t he  two  t h i ngs  you  p l an  t o  compare  and
con t ras t ;  i t  i s  t he  umbre l l a  unde r  wh i c h  you  have  g rouped  t hem.  The  f rame  o f
re fe rence  may  cons i s t  o f  an  i dea ,  t heme,  ques t i on ,  p rob lem,  o r  t heo r y ;  a  g roup  o f
s im i l a r  t h i ngs  f r om wh i c h  you  ex t rac t  two  fo r  spec ia l  a t t en t i on ;  b i o g ra ph i ca l  o r
h i s t o r i ca l  i n fo r ma t i on .  Look  fo r  a  f rame  o f  r e fe rence  i n  t he  l angua ge  o f  t he  essay
ques t i ons.

GROUNDS FOR COMPARISON
Le t ’ s  say  you ’ r e  w r i t i ng  a  pa pe r  on  g l oba l  food  d i s t r i bu t i on ,  and  you ’ ve  c hosen  t o
compare  a pp les  and  o ranges.  Why  t hese  pa r t i cu l a r  f r u i t s?  Why  no t  pea r s  and
bananas?  The  ra t i ona le  beh ind  you r  c ho i ce,  t he  g rounds  fo r  compar i son ,  l e t s  you r
reade r  know  why  you r  c ho i ce  i s  de l i be ra te  and  mean ing fu l ,  no t  random.  Fo r
i ns tance,  i n  a  pa pe r  ask i ng  how  the  "d i scou r se  on  domes t i c i t y ”  has  been  used  i n
t he  a bo r t i on  deba te,  t he  g rounds  fo r  compar i son  a re  obv ious ;  t he  i s sue  has  two
con f l i c t i ng  s i des ,  p ro - c ho i ce  and  p ro - l i f e.  I n  a  pa pe r  compar i ng  t he  e f fec t s  o f  ac i d
ra i n  on  two  fo res t  s i t es ,  you r  c ho i ce  o f  s i t es  i s  l ess  obv ious.  A  pa pe r  focus ing  on
s im i l a r l y  a ged  fo res t  s t ands  i n  Ma ine  and  t he  Ca tsk i l l s  w i l l  be  se t  up  d i f fe ren t l y
f r om one  compar i ng  a  new  fo res t  s t and  i n  t he  Wh i t e  Moun ta i ns  w i t h  an  o l d  fo res t
i n  t he  same  reg ion .  You  need  t o  i nd i ca te  t he  reason ing  beh ind  you r  c ho i ce.

COMPARATIVE

ANALYSIS
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THESIS
The  g rounds  fo r  compar i son  an t i c i pa te  t he  compara t ive  na tu re  o f  you r  t hes i s .  I n  a
compare -and -con t ras t ,  t he  t hes i s  depends  on  how  the  two  t h i ngs  you ’ ve  c hosen  t o
compare  ac tua l l y  r e l a te  t o  one  ano the r.  Do  t hey  ex tend ,  co r robo ra te,  comp l i ca te,
con t rad i c t ,  co r rec t ,  o r  deba te  one  ano the r?  I n  t he  mos t  common  compare -and -
con t ras t  pa pe r—one  focus ing  on  d i f fe rences—you  can  i nd i ca te  t he  p rec i se
re l a t i onsh ip  be tween  A  and  B  by  us i ng  a  t he  wo rd  l i ke  “whe reas ” i n  you r  t hes i s :

Whereas  Camus  pe rce ives  i deo lo gy  as  seconda r y  t o  t he  need  t o  add ress  a
spec i f i c  h i s t o r i ca l  momen t  o f  co l on ia l i sm ,  Fanon  pe rce ives  a  r evo lu t i ona r y
i deo lo gy  as  t he  impe tus  t o  r esha pe  A lge r i a ’ s  h i s t o r y  i n  a  d i r ec t i on  t owa rd
independence.

Whe the r  you r  pa pe r  focuses  p r ima r i l y  on  d i f fe rence  o r  s im i l a r i t y,  you  need  t o  ma ke
the  re l a t i onsh ip  be tween  A  and  B  c l ea r  i n  you r  t hes i s .  Th i s  r e l a t i onsh ip  i s  a t  t he
hea r t  o f  any  compare -and -con t ras t  pa pe r.  

ORGANIZAT IONAL SCHEME  
The re  a re  two  bas i c  ways  t o  o rgan i ze  t he  body  o f  you r  pa pe r.  I n  t ex t - by - t ex t ,  you
d i scuss  a l l  o f  A ,  t hen  a l l  o f  B.  I n  po in t - by -po in t ,  you  a l t e r na te  po in t s  a bou t  A  w i t h
compara b le  po in t s  a bou t  B.  I f  you  t h i nk  t ha t  B  ex tends  A ,  you ’ l l  p roba b l y  use  a
tex t - by - t ex t  sc heme ;  i f  you  see  A  and  B  enga ged  i n  deba te,  a  po in t - by -po in t
sc heme  w i l l  d raw  a t t en t i on  t o  t he  con f l i c t .  Bu t  i n  a  “ l ens ” compar i son ,  i n  wh i c h  you
spend  s i gn i f i can t l y  l ess  t ime  on  A  ( t he  l ens )  t han  on  B  ( t he  foca l  t ex t ) ,  you  a lmos t
a lways  o rgan i ze  t ex t - by - t ex t .  Tha t ’ s  because  A  and  B  a re  no t  s t r i c t l y  compara b le :
A  i s  me re l y  a  t oo l  fo r  he lp i ng  you  d i scove r  whe the r  o r  no t  B ’ s  na tu re  i s  ac tua l l y
wha t  expec ta t i ons  have  l ed  you  t o  be l i eve  i t  i s .

L INKING OF  A  AND B
A l l  a rgumen ta t ive  pa pe r s  r equ i r e  you  t o  l i n k  eac h  po in t  i n  t he  a rgumen t  bac k  t o
the  t hes i s .  W i t hou t  suc h  l i n ks ,  you r  r eade r  w i l l  be  una b le  t o  see  how  new  sec t i ons
lo g i ca l l y  and  sys tema t i ca l l y  advance  you r  a rgumen t .  I n  a  compare -and -con t ras t ,
you  a l so  need  t o  ma ke  l i n ks  be tween  A  and  B  i n  t he  body  o f  you r  essay  i f  you
wan t  you r  pa pe r  t o  ho ld  t o ge the r.  To  ma ke  t hese  l i n ks ,  use  t rans i t i ona l
exp ress ions  o f  compar i son  and  con t ras t  ( s im i l a r l y,  mo reove r,  l i kew i se,  on  t he
con t ra r y,  conve r se l y,  on  t he  o the r  hand )  and  con t ras t ive  voca bu la r y  ( i n  t he
examp le  be low,  Sou the r ne r /No r the r ne r ) .

As  a  g i r l  ra i sed  i n  t he  f aded  g l o r y  o f  t he  O ld  Sou th ,  am id  mys t i ca l  t a l es  o f
ma gno l i as  and  moon l i gh t ,  t he  mo the r  r ema ins  pa r t  o f  a  dy i ng  gene ra t i on .
Su r rounded  by  ha rd  t imes,  rac i a l  con f l i c t ,  and  l im i t ed  oppo r tun i t i es ,  Ju l i an ,  on
the  o the r  hand ,  fee l s  r epe l l ed  by  t he  p rov i nc i a l  na tu re  o f  home,  and  rep resen t s
a  new  Sou the r ne r,  one  who  sees  h i s  na t ive  l and  t h rough  a  condescend ing
Nor the r ne r ’ s  eyes.



When  t r y i ng  t o  w r i t e  conc i se l y,  i t  may  he lp  t o  t h i nk  a bou t  a  sho r t  essay  as
a bou t  t he  t ex tua l  ev i dence,  ra the r  t han  a bou t  a  t op i c .  As  t h i s  handbook
sug ges t s  r epea ted l y,  beg in  w i t h  t ex tua l  examp les  t ha t  you ’d  l i ke  t o  ana l yze  i n
dep th .  S ta r t  d ra f t i ng  a  body  pa ra g ra ph  f r om you r  i n i t i a l  ana l ys i s  o f  an  i n i t i a l
t ex tua l  fea tu re.  As  you r  essay  sp reads  ou t  a round  t ex tua l  de ta i l s ,  you  w i l l
s imp l y  be  a b le  t o  s t op  w r i t i ng  when  you  reac h  t he  pa ge  l im i t  and  you  w i l l
a lmos t  au toma t i ca l l y  have  a  ve r y  focused  d i scuss ion .

Rev iew  eac h  pa ra g ra ph :  i s  i t  t i gh t l y  o rgan i zed  a round  one  t op i c ,  o r  does  i t  d r i f t
i n  mu l t i p l e  d i r ec t i ons?  CUT  eve r y th i ng  t ha t  does  no t  suppo r t  you r  cen t ra l  c l a im
in  t he  pa ra g ra ph .

Rev iew  eac h  quo ta t i on :  i s  i t  ana l yzed?  I f  no t ,  cu t  i t .  I s  t he  en t i r e  quo ta t i on
necessa r y  t o  ( 1 )  you r  a rgumen t  and  (2 )  t he  g rammar  and  sense  o f  t he
sen tence?  I f  t he  quo ta t i on  can  be  sho r t ened ,  sho r t en  i t .

CUT  unnecessa r y  b i o g ra ph i ca l  o r  h i s t o r i ca l  i n fo r ma t i on .

CUT  p lo t  o r  t ex t  summar i es.  I f  you  a re  t r y i ng  t o  r ev i ew  o r  summar i ze  a  t ex t -
l ong  p l o t  o r  a rgumen t ,  you  a re  no t  deve lop ing  a  conc i se  ana l y t i ca l  essay.
I ns tead  o f  summar i z i ng  t he  wo r k ,  t r y  t o  con tex tua l i ze  you r  suppo r t i ng  ev i dence
o r  s i t ua te  t he  reade r  a t  a  pa r t i cu l a r  po in t  i n  t he  t ex t .

CUT  repe t i t i on .  Repe t i t i on  i n  a rgumen t  and  ph rases  t a kes  room away  f r om new
ana l ys i s  and  i ns i gh t s .

CUT  r he to r i ca l  f l ou r i shes.  “P re ten t i ous  w r i t i ng  i s  bad ,  i n  pa r t ,  because  i t  i s
emp ty.  L i ke  a  pas t r y  punc tu red  by  a  fo r k ,  p re ten t i ous  w r i t i ng  co l l a pses  when
c lose l y  exam ined ,  p rov i ng  t ha t  t he  ou t s i de  i s  pu f f y  wh i l e  t he  i ns i de  has  l i t t l e
subs tance….  I n te l l i gen t  r eade r s  ( espec ia l l y  i ns t r uc to r s )  a re  l i ke l y  t o  ge t
annoyed  o r  impa t i en t  when  t hey  d i scove r  t ha t  p re ten t i ous  l angua ge  i s  cove r i ng
up  a  l ac k  o f  a rgumen t  o r  i ns i gh t .  I t  i s  f a r  be t t e r  t o  concen t ra te  on  p resen t i ng  a
good  a rgumen t  i n  p l a i n ,  c l ea r  l angua ge. ” ( Lew is  Vaughn ,  Wr i t i ng  Ph i l osophy ,
Ox fo rd :  Ox fo rd  Un ive r s i t y  P ress ,  2006 ,  p.  45 )

CUT  any  sen tence  t ha t  does  no t  d i r ec t l y  r e fe rence  t he  t ex t s  you ’ ve  been  asked
to  ana l yze.  

CUT  eva lua t ive  ph rases  (good ,  bad ,  i n t e res t i ng ,  impo r tan t ,  s t r ong ,  wea k ) .  I f
poss ib l e ,  r ep lace  t hese  eva lua t i ons  w i t h  r e l a t i onsh ip  c l a ims  o r  a  ve r b :  “X
con t r i bu tes  t o  t he  pa t t e r n  o f  acc i den t s  t ha t  deve lops  ove r  t he  cou r se  o f  t he
nove l . ”

THE  SHORT  ESSAY

THE ART OF  CONCISE  WRIT ING

RECOMMENDED RESOURCE:  THE PARAMEDIC  METHOD

“When  you  use  t he  Pa ramed i c  Me thod ,  you  w i l l  r educe  you r  wo rd  coun t  by
e l im ina t i ng  unnecessa r y  wo rds. ”  
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You  need  t o  unde r s tand  no t  on l y  wha t  i s  be ing  sa id  and  wha t  i s
ha ppen ing ,  bu t ,  j u s t  as  impo r tan t l y,  you  need  t o  unde r s tand  how  the
langua ge  c ho i ces  wo r k .  Th ink  a bou t  wha t  t he  wo rds  a re  do ing  o r
con t r i bu t i ng  t o  t he  t ex t ,  i n s tead  o f  on l y  wha t  t hey  mean .

L i t e ra tu re  has  no  ma in  po in t  and  t he re  a re  no  key  passa ges.  Th i s
may  be  how  you  s tudy  fo r  exams,  bu t  you  need  a  ve r y  d i f fe ren t
a pp roac h  t o  w r i t e  an  e f fec t i ve  essay.  I ns tead ,  t h i nk  o f  eve r y  and
any  aspec t  o f  t he  t ex t  as  a  po ten t i a l  en t r y  po in t  fo r  you r  ana l ys i s .
Look  fo r  pa t t e r ns  a t  t he  l eve l  o f  t he  wo rd  and  ac t i on  (h i n t :  t h i nk i ng
i s  a  t ype  o f  ac t i on ) .  Pa t t e r ns  behave  i n  a  l im i t ed  number  o f  ways :
t hey  repea t ,  va r y,  evo l ve,  and  t he re  a re  anoma l i es ,  even
con t rad i c t o r y  ev i dence.

Pay  a t t en t i on  t o  de ta i l s  t ha t  a re  no t  essen t i a l  t o  t he  p l o t  o r  t ha t  a re
no t  essen t i a l  t o  c ha rac te r i za t i on .  Wha t  do  t hey  add?  Fo r  examp le,
i n  Sha kespea re ’ s  Mer c han t  o f  Ven i ce ,  one  f i nanc ia l  l oan  ends  up
c rea t i ng  two  more.  The  t h i r d  l oan  i s  i r r e l evan t  fo r  p l o t  pu r poses ,
and  re fe rences  t o  i t  a re  o f t en  cu t  i n  pe r fo r mance.  Bu t  w i t h  suc h
cu t s ,  you  remove  t he  pa t t e r n  t h rough  wh i c h  deb t  gene ra tes  more
deb t  and  c ha rac te r s  f r om d i f fe ren t  cu l t u res  become  i nc reas ing l y
i n te r tw ined  t h rough  econom ic  fo r ces.  

L i t e ra tu re  i s  no t  p r ima r i l y  a bou t  emo t i ons.  Many  s tuden t s  beg in  t he
ana l ys i s  p rocess  by  t r y i ng  t o  a t t r i bu te  some  k i nd  o f  fee l i ng  t o  eac h
c ha rac te r  o r  spea ke r.  I ns tead ,  t h i nk  a bou t  a  c ha rac te r ’ s  mo t iva t i ons ,
t hose  t ha t  a re  immed ia te l y  r e l evan t  t o  a  pa r t i cu l a r  scene,  as  we l l  as
l ong te r m  p lans  and  pe r sona l  p ropens i t i es .  Wha t  does  t he  c ha rac te r
hope  t o  ac h ieve  t h rough  spea k ing?  I s  he  o r  she  t r y i ng  t o  ge t
ano the r  c ha rac te r  t o  ma r r y  h im  o r  he r?  To  g ive  h im  o r  he r  money?
To  pass  t he  suga r?  Ano the r  way  t o  a pp roac h  a  l i t e ra r y  wo r k  i s  t o
t h i nk  a bou t  how  the  w r i t e r  uses  l angua ge  t o  r ep resen t  and
unde r s tand  an  expe r i ence,  ra the r  t han  an  emo t i on .

S tuden t s  t end  t o  s t ray  i n t o  gene ra l i za t i ons  when  t hey  t h i nk  a bou t
t hemes.  Wr i t e r s  do  t he  reve r se :  t hey  t a ke  a pa r t  and  ana l yze  a l l
k i nds  o f  cu l t u ra l  c l i c hes.  You  don’ t  need  t o  r ead  a  nove l  t o  l ea r n
tha t  “money  can’ t  buy  ha pp iness , ”  o r  “YOLO. ” I ns tead ,  wo r ks  o f  a r t
pu t  suc h  commonp laces  t o  t he  t es t .  I ns tead  o f  ask i ng  “Wha t  i s  t he
theme  o f  t h i s  p l ay? ” ask  “How does  t he  w r i t e r  comp l i ca te,
c ha l l enge,  o r  ana l yze  a  conven t i ona l  t heme  o r  assump t i on?  How do
the  w r i t e r ’ s  l angua ge  c ho i ces  b rea k  down  a  pa r t i cu l a r  t op i c? ” The
d i scuss ion  o f  a  t heme  shou ld  exp ress  a  t ex t ’ s  comp lex i t i e s ,  no t
g l oss  ove r  t hem.

DISCIPLINE-SPECIFIC

ADVICE

R
ea

d
in

g
 &

 W
ri

ti
n

g
 a

b
o

u
t 

Li
te

ra
tu

re



L i t e ra r y  w r i t e r s  t a ke  i n t o  accoun t  t he  read ing  expe r i ence,  wh i c h  has  i t s  own
tempora l i t y  t h rough  wh i c h  t ex tua l  de ta i l s  a re  g radua l l y  r evea led .  Tex t s  i nv i t e
p rov i s i ona l  j udgemen ts  f r om reade r s ,  and  reade r s  ad jus t  t he i r  imp ress ions  and
judgemen ts  as  t hey  move  t h rough  t he  t ex t .  When  you  ana l yze  a  t ex tua l  de ta i l
f r om  Cha p te r  1  o r  f r om Cha p te r  20 ,  cons ide r  t he  amoun t  o f  i n fo r ma t i on  a t  t he
reade r ’ s  d i sposa l  a t  eac h  po in t  i n  t he  read ing  p rocess.  

Use  t he  d i c t i ona r y,  spec i f i ca l l y  The  Ox fo r d  Eng l i sh  D i c t i ona r y  On l i ne ,  t he  mos t
comprehens ive  and  au tho r i t a t i ve  d i c t i ona r y  i n  Eng l i sh .  I t  i s  ava i l a b l e  t h rough
the  L i b ra r y  webs i t e ,  unde r  “Da ta bases. ”

ANALYSIS  IS  ABOUT D ISCOVERING
TEXTUAL COMPLEXITY,  EVEN
AMBIGUITY,  AND NOT S IMPL IF ICAT ION,
GENERALIZAT ION,  DESCRIPT ION,  OR
SUMMARIZAT ION.

I t  occu r red  t o  me… tha t  t he  s tuden t s  and  I  we re
ope ra t i ng  a t  c ross -pu r poses.  The  s tuden t s  wan ted
to  demys t i f y  t he  t ex t ,  t o  cu t  a  pa th  t h rough  t he
d i f f i cu l t  l angua ge  and  un fam i l i a r  speec h  pa t t e r ns  t o
a r r i ve  a t  a  c l ea r  sense  o f  mean ing ,  whe reas  I ,  as
teac he r,  wan ted  t o  exp lo re  i t s  mu l t i p l i c i t i e s  and
con t rad i c t i ons.  I f  I  saw  Othe l l o  as  a  f l oa t i ng  mass
o f  poss ib i l i t i e s ,  t hey  wan ted  i t  t o  be  a  so l i d  ob jec t
a ga ins t  wh i c h  t hey,  as  young  adu l t s ,  cou ld  t es t  t he
mora l  and  soc ia l  assump t i ons  t hey  we re  i n  t he
p rocess  o f  fo r mu la t i ng .  The  amb iva lence  and
con t rad i c t i ons  p ro fesso r s  o f  Eng l i sh  a re  so
recep t ive  t o  i n  l i t e ra r y  t ex t s  seem unse t t l i ng  t o
many  f i r s t  r eade r s.  Fo r  t hem,  subm i t t i ng  t o  t he
c lea r  con t ro l  o f  a  mo ra l l y  unamb iguous  t ex t  was  an
expe r i ence  t hey  we re  more  l i ke l y  t o  expec t  when
read ing  ‘ g rea t  books ’  t han  en te r i ng  i n t o  a  l a by r i n th
o f  i ncong r u i t i es ,  d i sco rdances ,  and  unanswera b le
ques t i ons.  (Ma r tha  Tuc k  Roze t t ,  Ta l k i ng  Bac k  t o
Shakespea r e ,  Newar k :  Un ive r s i t y  o f  De lawa re
Press ,  1994 ,  p.  31 )



When  the  reade r  l ea r ns  t o  s t op  a t
t he  de ta i l s ,  t o  no t i ce  t hem,  and
th i nk  a bou t  t hem,  t hen  t he  reade r
mus t  accoun t  fo r  wha t  i s  ac tua l l y
w r i t t en  and  canno t  f a l l  bac k  on  h i s
expec ta t i ons  fo r  wha t  i s  i n  a  book .  

I  ask  my  s tuden t s  t o  no t i ce
su r p r i s i ng  o r  i ns i s t en t  de ta i l s
because  i t  i s  t he re  t ha t  t he  s tuden t
i s  mos t  l i ke l y  t o  f i nd  t he  t ex t  as  i t
ex i s t s ,  mos t  l i ke l y  t o  b rea k  f r ee  o f
h i s  p reconcep t i ons  o f  wha t  shou ld
be  i n  t he  t ex t .  

Th i s  w i l l  he l p  t he  s tuden t  l ea r n
be t t e r,  a l l  t h rough  he r  l i f e ;  i t  w i l l
ma ke  he r  sha r pe r  and  more
ada p ta b le,  p repa re  he r  be t t e r  fo r
t he  su r p r i ses  t h rown  i n  he r  pa th .
Th i s  i s  a  ma jo r  bene f i t ,  bu t  i t  i s
s t i l l  a  se l f i sh  ga in .

The re  i s  ano the r,  l e ss  se l f i sh
reason  t o  p rac t i ce  c l ose  read ing :  I
be l i eve  i t  ma kes  fo r  mo re  e th i ca l
r ead ing . . . .  I  be l i eve  i t  i s  ou r
e th i ca l  ob l i ga t i on  t o  f i gh t  a ga ins t
ou r  t endency  t o  p ro j ec t  ou r
p reconcep t i ons ,  t ha t  i t  i s  ou r
e th i ca l  du t y  t o  a t t emp t  t o  hea r
wha t  someone  e l se  i s  r ea l l y
say ing .  U l t ima te l y,  c l ose  read ing  i s
no t  j us t  a  way  o f  r ead ing  bu t  a  way
o f  l i s t en ing .  I t  can  he lp  us  no t  j us t
t o  r ead  wha t  i s  on  t he  pa ge,  bu t  t o
hea r  wha t  a  pe r son  rea l l y  sa i d .

RECOMMENDED
READING

Ga l l op,  Jane.  "The
E th i cs  o f  Read ing :
C lose  Encoun te r s . "
Jou r na l  o f  Cu r r i cu l um
Theo r i z i ng  16 .3
(2000 ) :  7–17 .

Th i s  a r t i c l e  can  be
found  i n  Sha rePo in t ,  i n
t he  same  fo l de r  t ha t
con ta i ns  t h i s  Wr i t i ng
Handbook .  



“When  you  read  a  ph i l osoph i ca l  essay,  you  a re  no t  s imp l y  t r y i ng  t o
g lean  some  fac t s  f r om i t  as  you  m igh t  i f  you  we re  read ing  a  sc i ence
tex t  o r  t ec hn i ca l  r epo r t .  Ne i t he r  a re  you  fo l l ow ing  a  s to r y  l i ne  as  i f
you  we re  read ing  a  mys te r y  nove l….  I n  mos t  cases ,  you  a re  t rac i ng
the  s teps  i n  an  a rgumen t ,  t r y i ng  t o  see  wha t  conc lus i on  t he  w r i t e r
wan ts  t o  p rove  and  whe the r  he  o r  she  succeeds  i n  p rov i ng  i t .  A l ong
the  way,  you  may  encoun te r  seve ra l  p rem ises  w i t h  t he i r
accompany ing  ana l yses ,  c l a r i f i ca t i ons ,  exp lana t i ons ,  and  examp les.
You  may  even  r un  i n t o  a  who le  c ha in  o f  a rgumen ts.  I n  t he  end ,  i f
you  have  read  we l l  and  t he  w r i t e r  has  w r i t t en  we l l ,  you  a re  l e f t  no t
w i t h  a  new  se t  o f  da ta  o r  a  s t o r y  end ing ,  bu t  w i t h  a  r ea l i za t i on—
maybe  even  a  r eve la t i on—tha t  a  conc lus i on  i s ,  o r  i s  no t ,  wo r t hy  o f
be l i e f ”  (Vaughn  8 ) .  

“Speed - read ing  i s  ou t  o f  t he  ques t i on .  Sk imming  i s  po in t l ess.  Even
i f  you  read  a t  a  sna i l ’ s  pace,  you  w i l l  p roba b l y  need  t o  r e read  t he
ma te r i a l ,  pe r ha ps  seve ra l  t imes.  You  need  t o  r ead  and  re read  as
many  t imes  as  necessa r y  t o  unde r s tand  t he  t ex t  f u l l y ”  (Vaughn  10 ) .
I n  o rde r  t o  f u l l y  comprehend  t he  c l a ims,  p rem ises ,  suppo r t i ng
a rgumen ts ,  t e r m ino lo gy,  and  t he  re l a t i onsh ips  among  a l l  t hese,  i t  i s
he lp fu l—even  necessa r y—to  ou t l i ne  o r  summar i ze  as  you  read .  A t
t he  ve r y  l eas t ,  t h i s  i s  a  ve r y  good  way  t o  t e l l  whe the r  o r  no t  you
unde r s tand  t he  t ex t .  I f  you  canno t  ou t l i ne  o r  summar i ze  an
a rgumen t ,  t hen  you  have  no t  unde r s tood  i t .  

Keep  t rac k  o f  sec t i on  t i t l e s  o r  desc r i p t i ons  t ha t  t yp i ca l l y  s t a te  ma jo r
c l a ims ;  l ook  fo r  p rem ises  ( i n i t i a l  o r  f undamen ta l  be l i e f s  upon  wh i c h
la te r  a rgumen ts  a re  bu i l t ) ;  and  no te  when  t he  ph i l osophe r  ma kes
d i s t i nc t i ons  and  de f i nes  h i s  o r  he r  t e r m ino lo gy.  No te  de f i n i t i ons  t ha t
evo l ve  ove r  t he  cou r se  o f  t he  t ex t .  

No te  wo rds  t ha t  s i gnpos t  t he  s t r uc tu re  o f  a rgumen ts.  Conc lus i ons
a re  o f t en  i nd i ca ted  by  t he  fo l l ow ing  t ypes  o f  wo rds  o r  ph rases :
consequen t l y ;  t hus ;  t he re fo re ;  i t  f o l l ows  t ha t ;  as  a  r esu l t ;  hence ;  so ;
wh i c h  means  t ha t .  P rem ises  a re  o f t en  i nd i ca ted  by  t he  fo l l ow ing
t ypes  o f  wo rds  o r  exp ress ions :  i n  v i ew  o f  t he  f ac t ;  because ;  due  t o
the  f ac t  t ha t ;  t he  reason  be ing ;  assum ing  t ha t ;  s i nce ;  fo r ;  g iven
tha t .

No te  sec t i ons  t ha t  seem to  c l ea r l y  a r t i cu l a te  t he  w r i t e r ’ s  a rgumen t ,
and  a l so  no te  sec t i ons  t ha t  seem to  espec ia l l y  obscu re  t he  w r i t e r ’ s
a rgumen t .  Does  he  o r  she  emp loy  a  t e r m ,  ima ge,  o r  me ta pho r  t ha t
i n t r oduces  amb igu i t y?  Does  t he  w r i t e r  con t rad i c t  h im /he r se l f ?  I s  t he
con t rad i c t i on  ac tua l  o r  on l y  a ppa ren t  ( t ha t  i s ,  does  t he  a rgumen t
evo l ve  so  t ha t  t he  s ta temen t  i s  no  l onge r  a  con t rad i c t i on )?
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I s  t he  a rgumen t  a  c l a im  suppo r ted  by  l o g i ca l  necess i t y  (A  necessa r i l y  imp l i es
o r  causes  B )  o r  by  p roba b i l i t y  ( because  o f  A ,  B  i s  ve r y  l i ke l y )?  I s  t he  a rgumen t
desc r i p t i ve  ( a  c l a im  a bou t  t he  na tu re  o f  u l t ima te  rea l i t y,  fo r  examp le )  o r
p resc r i p t i ve  ( t h i s  i s  how  mank ind  shou ld  behave )?

“When  you  read  ph i l osophy,  unde r s tand ing  i t  i s  j us t  t he  f i r s t  s t ep.  You  a l so
mus t  do  some th ing  t ha t  many  beg inne r s  f i nd  bo th  d i f f i cu l t  and  a l i en :  you  mus t
ma ke  an  i n fo r med  j udgmen t  a bou t  wha t  you  read .  S imp l y  r e i t e ra t i ng  wha t  t he
wr i t e r  has  sa id  w i l l  no t  do.  You r  j udgmen t  i s  wha t  ma t t e r s  he re.  Ma in l y,  t h i s
j udgmen t  i s  you r  eva lua t i on  o f  t he  a rgumen t  p resen ted  by  t he  w r i t e r—an
assessmen t  o f  ( 1 )  whe the r  t he  conc lus i on  fo l l ows  f r om the  p rem ises  and  (2 )
whe the r  t he  p rem ises  a re  t r ue.  On l y  when  t he  answer  i s  yes  t o  bo th  t hese
ques t i ons  can  you  say  t ha t  t he  conc lus i on  o f  t he  a rgumen t  i s  wo r thy  o f
accep tance ” (Vaughn  12 -13 ) .

Fo r  t h i nke r s  l i ke  N i cco lo  Mac h iave l l i ,  Rene  Desca r t es ,  and  Ka r l  Ma rx ,  t he  way
in  wh i c h  t hey  w r i t e  t he i r  t ex t s  i s  pa r t  o f  how  they  ma ke  t he i r  ph i l osoph i ca l
a rgumen ts.  These  w r i t e r s ,  i n  e f fec t ,  i nv i t e  t he  k i nd  o f  a t t en t i on  t o  l angua ge
c ho i ces  t ha t  we  assoc ia te  w i t h  l i t e ra r y  wo r ks.  I n  f ac t ,  a l l  ph i l osoph i ca l
a rgumen ts  exp ressed  i n  wo rds  a re  i n f l uenced  by  r he to r i ca l  cons ide ra t i ons  and
a re  t hus  sub jec t  t o  c l ose  read ings.

 I n  you r  i n t r oduc t i on  and  you r  t op i c  sen tences ,  on l y  d i scuss  t he  pa r t i cu l a r
a rgumen t  o r  p roo f  t ha t  you  a re  go ing  t o  ana l yze :  do  no t  t r y  t o  summar i ze  t he
en t i r e  t ex t .  I n  t he  sho r t  essays  t ha t  you  a re  ass i gned  i n  HONR 101  and  102 ,  i t
i s  imposs ib l e  t o  do  j us t i ce  t o  an  en t i r e  ph i l osoph i ca l  t r ea t i se  o r  even  t o  a  ma jo r
a rgumen t .  I f  you  f i nd  you r se l f  t r y i ng  t o  summar i ze  Desca r t es ’ s  Med i t a t i ons  by
wo r k i ng  f r om Med i t a t i on  1  t o  6 ,  you  a re  no t  deve lop ing  you r  own  conc i se
ana l y t i ca l  a rgumen t  on  a  na r row  t op i c .  I ns tead ,  i s  t he re  one  pa r t i cu l a r  c ha p te r,
t op i c ,  a rgumen t ,  o r  p roo f  t ha t  you  can  ana l yze  i n  de ta i l  and  i n  r e l a t i on  t o  t he
essay  ques t i on?  I s  t he re  one  pa r t i cu l a r  h i s t o r i ca l  examp le  used  by  Mac h iave l l i ,
f o r  examp le,  t ha t  you  can  c r i t i que  i n  o rde r  t o  suppo r t  you r  essay  t hes i s?  Jus t
as  you  m igh t  c hoose  t o  d i scuss  a  so -ca l l ed  m ino r  c ha rac te r  i n  a  l i t e ra r y  wo r k ,
you  m igh t  l i kew i se  c hoose  t o  exam ine  a  subs id i a r y  a rgumen t  o r  p roo f  w i t h i n  t he
ph i l osoph i ca l  t ex t  i n  o rde r  t o  ma ke  you r  t op i c  mana gea b le  and  e f fec t i ve  i n  a
fou r -pa ge  essay.

 Avo id  l eng thy  d i r ec t  quo ta t i ons.  When  you  quo te,  t he  onus  i s  on  you  t o  t ease
ou t  t he  l o g i ca l  and  l i ngu i s t i c  comp lex i t i e s  o f  t he  l angua ge  used .  You  mus t  a l so
exp la i n  c l ea r l y  why  t he  quo ta t i on  i s  o f  s i gn i f i cance  t o  you r  pa ra g ra ph  a rgumen t
and  t o  you r  t hes i s .  

We  a re  bo r n  i n t o  t h i s  wo r l d  a t  a  pa r t i cu l a r  p l ace  and  t ime,  s t eeped  i n  t he  i deas  and
va lues  o f  a  pa r t i cu l a r  cu l t u re,  handed  ready -made  be l i e f s  t ha t  may  o r  may  no t  be  t r ue
and  t ha t  we  may  neve r  t h i nk  t o  ques t i on .  Ph i l osophy  he lps  us  r i se  a bove  t h i s
p red i camen t ,  t o  t ranscend  t he  na r row  and  obs t r uc ted  s tandpo in t  f r om wh i c h  we  may  v i ew
eve r y th i ng .  I t  he l ps  us  exam ine  ou r  unexam ined  be l i e f s  i n  t he  l i gh t  o f  r eason ,  l ook
beyond  t he  p re j ud i ces  t ha t  b l i nd  us ,  and  see  wha t ’ s  r ea l  and  t r ue.  By  us i ng  t he  me thods
o f  ph i l osophy,  we  may  l ea r n  t ha t  some  o f  ou r  be l i e f s  a re  on  so l i d  g round  and  some  a re
no t .  I n  e i t he r  case,  t h rough  ph i l osophy,  ou r  be l i e f s  become  t r u l y  and  au then t i ca l l y  ou r s ,
and  we  a re  more  f u l l y  i n  con t ro l  o f  t he  cou r se  we  t a ke  i n  l i f e. . . .  Mo re  t han  any th i ng  e l se,
ph i l osophy  i s  a  p rocess ,  a  ca re fu l ,  s ys tema t i c  i nves t i ga t i on  o f  f undamen ta l  be l i e f s .  When
we  ge t  i nvo l ved  i n  t he  p rocess ,  we  a re  ‘ do i ng  ph i l osophy. ’  We  a re  do ing  wha t  bo th  g rea t
ph i l osophe r s  and  o rd i na r y  peop le  have  done  fo r  t housands  o f  yea r s.  To  pu t  i t  mo re
p rec i se l y,  do ing  ph i l osophy  cons i s t s  ma in l y  o f  t he  sys tema t i c  use  o f  c r i t i ca l  r eason ing  t o
exp lo re  answer s  t o  bas i c  ques t i ons ,  t o  c l a r i f y  t he  mean ing  o f  concep t s ,  and  t o  fo r mu la te
o r  eva lua te  l o g i ca l  a rgumen ts.  ( Lew is  Vaughn ,  Wr i t i ng  Ph i l osophy ,  Ox fo rd :  Ox fo rd
Un ive r s i t y  P ress ,  2006 ,  p.  5 )



Ph i l osophe r s  and  sc i en t i s t s  bo th  ma ke  t r u th  c l a ims  a bou t  how  some th ing
in  t he  wo r l d  o r  un ive r se  ac tua l l y  ex i s t s  and  ope ra tes.  By  con t ras t ,
h i s t o r i ans  uncove r  ma te r i a l  ev i dence  f r om the  pas t  and  gene ra te
p roba b le  i n t e r p re ta t i ons  a bou t  causes  and  e f fec t s .  The  a r t s  ana l yze
expe r i ence  and  i deas  t h rough  ima g ina t ive  fo r ms,  wh i l e  mo ra l  ph i l osophy
ma kes  p resc r i p t i ve  c l a ims  a bou t  how  the  wo r l d  shou ld  be,  how  humans
shou ld  behave,  ra the r  t han  desc r i b i ng  how  the  wo r l d  ac tua l l y  i s .

 Tr u th  c l a ims  a re  e i t he r  es ta b l i shed  w i t h  ce r t a i n t y  o r  w i t h  p roba b i l i t y,
depend ing  on  t he  k i nd  o f  ev i dence  and  a rgumen ts  b rough t  fo r t h .  

 Cons ide r  whe the r  t he  sc i ence  w r i t e r  i s  p resen t i ng  a  t heo re t i ca l
a rgumen t  o r  t he  resu l t s  o f  a  ma te r i a l  expe r imen t .  Wha t  k i nd  o f  ev i dence
does  eac h  k i nd  o f  sc i en t i s t  b r i ng  fo r t h ,  and  how  pe r suas ive  i s  t ha t
ev i dence?

 Whe the r  t heo re t i ca l  o r  expe r imen ta l ,  t he  sc i en t i s t  i s  p roba b l y  pos i t i ng  a
cause  and  e f fec t  r e l a t i onsh ip.  Wha t  a re  t he  p r ima r y  and  subs id i a r y
causes  pos i t ed?  Wha t  a re  t he  p r ima r y  and  subs id i a r y  e f fec t s  pos i t ed?
Wha t  i s  t he  na tu re  o f  t he  re l a t i onsh ip  be tween  causes  and  e f fec t s?  Tha t
i s ,  how  i s  some th ing  a  cause  o r  an  e f fec t?

 Theo re t i ca l  a rgumen ts  a re  o f t en  ca l l ed  deduc t ive.  Tha t  i s ,  t hey  beg in
w i t h  a  gene ra l  o r  f undamen ta l  p rem ise  and  wo r k  t he i r  way  t owa rd  t he
spec i f i c ,  l o g i ca l  imp l i ca t i ons  o f  t ha t  p rem ise.  As  The  S tan fo rd
Encyc loped ia  o f  Ph i l osophy  exp la i ns ,  “ i n  deduc t ive  i n fe rences ,  wha t  i s
i n fe r red  i s  necessa r i l y  t r ue  i f  t he  p rem ises  f r om wh i c h  i t  i s  i n fe r red  a re
t r ue ;  t ha t  i s ,  t he  t r u th  o f  t he  p rem ises  gua ran tees  t he  t r u th  o f  t he
conc lus i on .  A  f am i l i a r  t ype  o f  examp le… A l l  As  a re  Bs.  a  i s  an  A .  Hence,
a  i s  a  B. ”  Emp i r i ca l  a rgumen ts ,  on  t he  o the r  hand ,  a re  o f t en  ca l l ed
i nduc t ive.  They  beg in  w i t h  da ta ,  emp i r i ca l  obse r va t i ons  t ha t  a re
ve r i f i a b l e  t h rough  repe t i t i on .  Th i s  da ta  i s  t hen  cons ide red  a l t o ge the r  t o
d raw  gene ra l  conc lus i ons  a bou t  pa t t e r ns  o r  t o  c rea te  t heo r i es  a bou t
causes  and  e f fec t s .

 Mos t  o f  wha t  we  read  i n  HONR 101  and  HONR 102  w i l l  p re -da te  t he
es ta b l i shmen t  o f  a  mode r n  “ sc i en t i f i c  me thod . ” One  way  t o  ana l yze
ea r l i e r  expe r imen ts  and  t heo r i es ,  howeve r,  i s  t o  compare  t he  h i s t o r i ca l
me thod  and  conc lus i ons  w i t h  cu r ren t  sc i en t i f i c  r eason ing .  Wha t  i s  added
to  and  wha t  i s  m i ss i ng  f r om the  h i s t o r i ca l  me thod ,  f r om a  21 -Cen tu r y
pe r spec t ive?  Where  does  t he  w r i t e r  exp la i n  h i s  o r  he r  i n t en t i ons  and
me thodo lo g i ca l  c ho i ces?

s t

 A  w r i t e r  l i ke  Cha r l es  Da rw in  comb ined  fea tu res  o f  r he to r i ca l
a rgumen ta t i on  i n  h i s  book  on  The  Or i g i n  o f  Spec ies ,  wh i c h  was  i n t ended
fo r  a  pub l i c  ( t ha t  i s ,  non -spec ia l i s t )  aud ience.  L i ke  Mac h iave l l i ’ s  The
Pr i nce ,  t hen ,  i t  i s  sub jec t  t o  c l ose  l angua ge  read ings.  I n  bo th  cases ,
ev i dence  t a kes  t he  fo r m  o f  r he to r i ca l  examp les  o r  anecdo ta l  ev i dence.  
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Good  w r i t i ng ,  i n  t h i s  case,  beg ins  w i t h  good  l ook ing  ha b i t s .  The  L i s t  be low
w i l l  he l p  you  no t i ce  t he  de ta i l s  o f  a  pa in t i ng  t ha t  w i l l  he l p  gene ra te  an
e f fec t i ve  ana l ys i s .  V i sua l  de ta i l s  a re  t he  equ iva len t  o f  t ex tua l  ev i dence  i n
you r  essays.  As  w i t h  l i t e ra tu re  and  ph i l osophy,  no t  eve r y  de ta i l  you  obse r ve
w i l l  u l t ima te l y  be  use fu l  t o  you r  t hes i s .  Bu t  you  canno t  deve lop  a  conc i se,
accu ra te,  ana l y t i ca l  a rgumen t  w i t hou t  f i r s t  no t i c i ng  as  muc h  as  you  can
a bou t  t he  pa in t i ng  o r  t he  t ex t ,  and  f r om those  de ta i l s  se l ec t i ng  t he  mos t
pe r suas ive  examp les  fo r  you r  a rgumen t .  I n  you r  f i na l  essay  d ra f t ,  be  su re
to  i nc l ude  on l y  t hose  v i sua l  de ta i l s  t ha t  a re  mos t  r e l evan t  t o  you r  t hes i s .

HISTORY (THESE ELEMENTS CANNOT BE  SEEN)
Pa in te r
Da te
F i r s t  i n s ta l l a t i on  l oca t i on
Con tex t :  t he  pa in t i ng  s i t ua ted  i n  a r t  h i s t o r y  ( sc hoo l  o r  movemen t ) ,
and /o r  i n  cu l t u ra l  o r  po l i t i ca l  h i s t o r y
I cono g ra phy  ( t rad i t i ona l  mean ing  a pp l i ed  t o  spec i f i c  ima ges :  a  l amb,  fo r
examp le,  m igh t  r ep resen t  Ch r i s t )

MATERIAL  CHARACTERIST ICS  (THESE ELEMENTS CAN BE SEE)
Pa in t  a pp l i ca t i on .  Wha t  so r t  o f  t ex tu re  i s  ev i den t  on  t he  pa in t i ng ’ s
su r f ace?  How v i s i b l e  a re  t he  b r ushs t rokes?  A re  t hey  l oose  and  f l ow ing?
Or  t i gh t  and  con t ro l l ed?  A re  t hey  cons i s t en t  ac ross  t he  su r f ace,  o r  do
they  va r y  i n  d i f fe ren t  a reas  o f  t he  pa in t i ng?    
S i ze.  How  b ig  i s  t he  a r two r k?  A re  t he  f i gu res  o r  ob jec t s  i n  t he  wo r k  l i f e -
s i zed ,  l a rge r  o r  sma l l e r  t han  l i f e?  How does  s i ze  a f fec t  you r  r esponse  t o
the  wo r k?  

CONTENT (THE PRIMARY FOCUS OF  OUR CLASSES AND YOUR ESSAYS)
Se t t i ng  ( i ns i de /ou t s i de ;  u r ban / l andsca pe ;
my th i ca l / h i s t o r i ca l / con tempora r y )
Sub jec t  ma t t e r  ( number,  s i ze,  gende r,  a ge,  c l ass ,  j ob,  pose /ac t iv i t y  o f
human  f i gu res ;  and  wha t  i s  t he  re l a t i onsh ip  be tween  a l l  o f  t hese  f i gu res )
Compos i t i on  (a r rangemen t ) :  Whe re  does  t he  eye  en te r  t he  pa in t i ng ,  and
how does  t he  eye  t rave l  t h rough  t he  pa in t i ng?  Wha t  i s  i n  t he
fo reg round /m idd le -g round /bac kg round?  Wha t  ha ppens  when  you  l ook  a t
t he  pa in t i ng  ho r i zon ta l l y,  ve r t i ca l l y,  and  d i a gona l l y?  Wha t  comes  i n to
v i ew  w i t h  eac h  a pp roac h?
Wha t  a reas  and  ob jec t s  o f  t he  pa in t i ng  a re  l i gh t?  Wha t  a reas  and
ob jec t s  a re  da r k?  Wha t  t h i ngs  l ook  l i gh twe igh t ,  and  wha t  t h i ngs  l ook
heavy?  
How does  t he  pa in t i ng  s t r uc tu re  t he  gaze  and  i den t i t y  o f  you ,  t he
v iewe r?  A re  you  a  mere  mor ta l  l ook i ng  up  a t  t he  heavens?  A re  you  i n
t he  sub jec t  pos i t i on  o f  a  ma le  c l i en t ,  l ook i ng  a t  a  p ros t i t u t e  i n  he r
boudo i r?  A re  you  i n  an  aud ience,  l ook ing  a t  a  s t a ge  o r  o the r  aud ience
member s?
Do  any  e l emen ts  c rea te  pa t t e r ns?  Do  any  e l emen ts  c rea te  con t ras t s?
How does  t he  pa in t i ng  come  to ge the r  as  a  who le?  Cons ide red
a l t o ge the r,  wha t  s t o r y  o r  na r ra t i ve  do  t hese  de ta i l s  t e l l ?  How  a re  t he
fo r ma l  e l emen ts  o f  t he  pa in t i ng  emp loyed  by  t he  a r t i s t  t o  c rea te
mean ing?  Do  no t  i gno re  t he  wo r k  o f  a r t  as  you  reac h  you r  conc lus i ons.  
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movement

unity

proportion

7 Principles of 
Composition

balance

contrast

emphasis

pattern

The size or visual weight of elements
in an artwork in relation to each other. 

Elements combined in a way to
create stability. Balance can be
symmetrical or asymmetrical.

A collection of elements that create
harmony through color, proximity, or
repetition. Applies to completed artworks.

The focal point of an artwork made
apparent through the arrangement of
elements such as color or contrast.

The repetition of elements in an
image. Patterns can create balance
and contrast .

The path a viewer's eye takes across an
artwork as influenced by the placement
of elements. colors etc.

The juxtaposition of opposing
elements using devices such as
color, size, shape or placement. 

7 Elements of Art

All colors come from the three
primary colors and black and white.
They have three properties: hue,
value and intensity.

color

line
The path of a point moving through
space. There are many types of lines
and they can create emotion and
depth.

A flat enclosed area. It has two
dimensions: length and width. Shapes
can be geometric, like squares and
circles or organic like free-forms or
natural shapes.

shape

value
The relative lightness and darkness of
color. A gradient is a series of values,
from lightest to darkest.

form
An enclosed area with three
dimensions: depth, length and width.
Balls, boxes, cylinders and pyramids
are examples of forms. 

space
The area in which art is organized.
The area around, within or between
images, objects or elements.

texture
The tactile qualities of a surface (the
way it feels and looks like) or the
visual representations of such
surface qualities. 

*Created with the help of  Canva Pro
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EXAMPLES
There are a number of  well-respected and accessible sources of  music reviews and articles that will give
you a sense of  the potential of  musical analysis. Search for issues of  these music-focused magazines in
the Loyola Library: Rolling Stone, The Wire, Pitchfork, Opera News, Gramophone. The New Yorker, The
Atlantic, and Harper’s Magazine periodically feature profiles in the history and evolution of  music. You can
also search for podcasts produced by and for these same magazines. 

From Aaron Copland, What to Listen For in Music (1939)

HOW WE LISTEN TO MUSIC
“[F]or the sake of  analysis, the whole listening process may become clearer if  we break it up into its
component parts, so to speak. In a certain sense we all listen to music on three separate planes.
For lack of  a better terminology, one might name these: (1) the sensuous plane, (2) the expressive
plane, (3) the sheerly musical plane.” 

Sensation
“The simplest way of  listening to music is to listen for the sheer pleasure of  the musical sound itself.
That is the sensuous plane. It is the plane on which we hear music without thinking, without
considering it in any way.”

Expression (communication/meaning)
“[A]ll music has a certain meaning behind the notes and that the meaning behind the notes
constitutes, after all, what the piece is saying, what the piece is about.” “Music expresses, at
different moments, serenity or exuberance, regrets or triumph, fury or delight. It expresses each of
these moods, and many others, in a numberless variety of  subtle shadings and differences.”

Musical Plane (no equivalence in words)
“It may even express a state of  meaning for which there exists no adequate word in any language.
In that case, musicians often like to say that it has only a purely musical meaning. They sometimes
go further and say that all music has only a purely musical meaning.“

SUGGESTED RESOURCES
Jonathan D. Bellman, A Short Guide to Writing About Music (2006)
Aaron Copland, What to Listen For in Music (1939)
Trever Herbert, Music in Words: A Guide to Researching and Writing about Music (2009)
D. Kern Holoman, Writing About Music: A Style Sheet (2014)

LISTEN FOR PATTERNS
One accessible way to begin listening analytically to music is to take note of  any patterns--in
sounds, melodies, transitions, instruments, and group of  instruments used. Patterns behave in a
limited number of  ways: they repeat, evolve, vary, and there may be anomalies or contrasts. Is
there a lead instrument, singer, or motif? Are there background and foreground, complementary or
contrasting sounds or sequences? Patterns instantly provide a critical vocabulary that you can use
to discuss and write about music.

TAKE YOUR TIME, HIT REPEAT
If  it is a long piece of  music, you can break up your listening and tracking activities by taking on one
part or stage at a time. Listen to individual parts repeatedly.



From Trevo r  He r be r t ’ s  Mus i c  i n  Wor ds :  A  Gu ide  t o  Resea r c h ing  and  Wr i t i ng  abou t
Mus i c  ( 2009 )

SOME QUESTIONS TO ASK WHEN WRIT ING ABOUT MUSICAL WORKS

Th ink  a bou t  two  aspec t s  o f  any  g iven  [mus i ca l ]  wo r k :  
1 . I s sues  conce r n ing  i t s  mus i ca l  na tu re :  i t s  s t r uc tu re  and  mus i ca l  l angua ge  
2 . I ssues  a bou t  i t s  con tex t ,  espec ia l l y  t hose  t ha t  m igh t  i n f l uence  i t s  i n t e r p re ta t i on

and  pe r fo r mance  and  t he  way  t ha t  aud iences  shou ld  l i s t en  t o  i t .

Quest ions  to  Ask  a bout  the  S t ruc tu re  and  For ma l  E lements

I s  t he  wo r k  a  comp le te  o r  se l f - con ta i ned  p i ece,  o r  i s  i t  an  ex t rac t  f r om a  l a rge r
wo r k  o r  se r i es  o f  p i eces?  Does  t h i s  have  a  bea r i ng  on  i t s  s t r uc tu re?  
Wha t  a re  t he  i ns t r umen ta l  and /o r  voca l  fo r ces  fo r  wh i c h  t he  wo r k  i s  i n t ended?
Are  t hese  fo r ces  t yp i ca l  o r  unusua l  i n  wo r ks  o f  t h i s  t ype?  
Where  a re  t he  ma in  mus i ca l  “ l andmar ks ” ( t he  p l aces  t ha t  seem to  ma r k
impo r tan t  s t r uc tu ra l  o r  exp ress ive  po in t s )  i n  t he  p i ece,  and  wha t  ma kes  t hem
prom inen t?   
Wha t  a re  t he  fo r ma l  o r  s t r uc tu ra l  c ha rac te r i s t i c s  o f  t he  p i ece?  How do  t hese
s t r uc tu res  wo r k?  ( I n  t ona l  mus i c ,  you  w i l l  a lmos t  ce r t a i n l y  be  l ook ing  a t
ha r mon i c  p ro g ress ions  and  key  c hanges. )  Do  t hey  fo l l ow  a  pa r t i cu l a r  fo r ma l
pa t t e r n ,  suc h  as  sona ta  fo r m  o r  r ondo?  
Wha t  can  be  sa id  a bou t  t he  ha r mon i c  l angua ge  o f  t he  p i ece?  I s  i t  d i a ton i c ,
moda l ,  c h roma t i c ,  o r  a tona l?  
Wha t  t ex tu res  a re  used?  I s  t he  t ex tu re  con t ra pun ta l  o r  homophon i c?
( “Homophon i c ” cou ld  mean  me lody /accompan imen t  o r  c ho rda l  t ex tu re. )  
Does  r hy thm ic  o r  me t r i ca l  comp lex i t y  seem p rom inen t?  
Wha t  a re  t he  p rom inen t  me lod i c  ph rases?
Are  con t ras t s  and /o r  r epe t i t i ons  p rom inen t?
I s  t he re  any  bo r rowed  ma te r i a l  i n  t he  wo r k  ( suc h  as  t hemes  o r  mus i c
quo ta t i ons )?  Does  t he  p i ece  d raw  on  a  bo r rowed  f ramewor k  ( suc h  as  a  muc h
ea r l i e r  fo r m)  o r  on  some  o the r  ma te r i a l  o r  i deas?
How i s  mood  conveyed ,  and  i s  t he re  j us t  one  mood  t h roughou t  t he  p i ece  o r
does  i t  c hange?
I f  t he  wo r k  i s  voca l ,  does  t he  compose r  t r y  t o  exp ress  t he  mean ing  o f
i nd iv i dua l  wo rds  o r  ph rases  i n  t he  mus i c?
I f  t he re  a re  wo rds ,  who  w ro te  t hem and  i n  wha t  l angua ge?  I s  t he  se t t i ng  you
a re  exam in ing  i n  t he  o r i g i na l  l angua ge?  
A re  t he  i ns t r umen ts  o r  vo i ces  used  i d i oma t i ca l l y,  t ha t  i s ,  a re  t hey  used  i n  a  way
tha t  shows  an  awa reness  o f  t he i r  spec ia l  c ha rac te r i s t i c s  and  t ec hn iques?  A re
w ide  t ess i t u ras  used  fo r  so l o  vo i ces  o r  i ns t r umen ts?
Are  t he  pe r fo r mance  d i r ec t i ons  ( i f  t he re  a re  any )  d i s t i nc t i ve  i n  any  way?  A re
dynam ics  and  t empo  c hanges  f r equen t?



Quest ions  to  Ask  a bout  Compos i t iona l  and  Per fo r mance  Contex t

Who wro te  t he  wo r k ,  and  when  and  whe re  was  i t  f i r s t  pe r fo r med?  
Why  was  i t  w r i t t en  (pe r ha ps  fo r  pa r t i cu l a r  pe r fo r mer s ,  o r  as  a  commiss ion )?  I s
t he  mus i c  f unc t i ona l  ( dance  o r  ce remon ia l  mus i c ,  fo r  examp le )?  
D id  t he  compose r  comp le te  t he  wo r k ,  o r  was  i t  comp le ted  by  someone  e l se?  
D id  t he  compose r  r ev i se  t he  wo r k?  
Was  i t  pub l i shed  du r i ng  t he  compose r ’ s  l i f e t ime?
Is  t he  ed i t i on  you  a re  exam in ing  t he  o r i g i na l  ve r s i on  o r  a  l a t e r  ed i t i on?
A t  wha t  po in t  i n  t he  compose r ’ s  l i f e  and  ou tpu t  was  t he  p i ece  w r i t t en?  Does  i t
r e l a te  t o  o r  con t ras t  w i t h  o the r  p i eces  w r i t t en  a t  a bou t  t he  same  t ime?  How
does  i t  f i t  i n t o  t he  gene ra l  c rea t ive  ou tpu t  o f  t he  compose r?  
A re  t he re  ex t ramus i ca l  f ac to r s  conce r n ing  t he  compose r ’ s  l i f e  t ha t  m igh t  be
re f l ec ted  i n  t he  p i ece?  
Does  t he  t i t l e  have  s i gn i f i cance?  I s  i t  j u s t  t he  name  o f  a  gen re  ( sona ta  o r
conce r t o,  fo r  i ns tance ) ,  o r  i s  t he  t i t l e  mo re  desc r i p t i ve?  I s  t he  wo r k
p ro g ramma t i c :  i s  i t  supposed  t o  po r t ray  o r  evoke  even t s  and  c ha rac te r s?  •  How
de ta i l ed  a re  t he  pe r fo r mance  i ns t r uc t i ons?  A re  t he  pe r fo r mance  fo r ces  (names
and  quan t i t i e s  o f  i ns t r umen ts / vo i ces )  g iven?  A re  dynam ics ,  t emp i ,  acc i den ta l s ,
and  o r namen ta t i on  spec i f i ed?  How muc h  d i sc re t i on  i s  g iven  t o  pe r fo r mer s?  A re
they  expec ted  t o  unde r s tand  unwr i t t en  conven t i ons ,  suc h  as  o r namen ta t i on?  •
Wha t  was  t he  recep t i on  o f  t he  wo r k  when  i t  was  f i r s t  hea rd?  Have  t he re  been
d i f fe ren t  a t t i t udes  t owa rd  o r  r ecep t i ons  o f  t he  p i ece  subsequen t l y?  •  How  o r
whe re  does  t he  wo r k  f i t  i n t o  a  b road  h i s t o r i ca l  con tex t?  Does  i t  r espond  t o  o r
re f l ec t  b road  cu l t u ra l  o r  h i s t o r i ca l  movemen ts  o r  even t s?  •  How  does  t he  wo r k
f i t  i n t o  t he  deve lopmen t  o f  r epe r t o i r e  fo r  t he  fo r ces  ( i ns t r umen ts ,  vo i ces )  fo r
wh i c h  i t  was  w r i t t en?
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Prov ided  by  D r.  N i c  Hame l

The  t e r m  “pe r fo r mance ” i nd i ca tes  an  even t  t ha t  a r i ses  f r om some  se t  o f
cu l t u ra l  p rocesses ,  and  can  i nc l ude  t hea t re,  dance,  mus i c ,  r e l i g i ous
obse r vances ,  spo r t s  compe t i t i ons ,  soc ia l  r i t ua l s ,  e t c .  Fo r  t he  pu r poses  o f
HONR 101  and  102 ,  you  w i l l  l i ke l y  be  asked  t o  encoun te r  pe r fo r mances  i n
t he  gen res  o f  t hea t re,  ope ra ,  conce r t s ,  and /o r  dance.  Wr i t i ng  a bou t
pe r fo r mance  can  be  c ha l l eng ing  because  pe r fo r mances  a re  f r equen t l y
ephemera l ,  comp lex ,  and  emo t i ona l l y  c ha rged .  To  success fu l l y  w r i t e  a bou t
pe r fo r mance,  you r  t ask  i s  t o  enga ge  w i t h  t hese  d i f f i cu l t  e l emen ts  ra the r
t han  i gno re  o r  avo id  t hem.

Subs tan t ive  pe r fo r mance  ana l ys i s  r equ i r es  a  va r i a t i on  on  c l ose  read ing
s t ra teg ies  t ha t  you  wou ld  use  fo r  a  va r i e t y  o f  o the r  fo r ms  o f  w r i t i ng .  To
quo te  t hea t re  c r i t i c  and  p l aywr i gh t  E l i no r  Fuc hs :  "We  mus t  ma ke  t he
assump t i on  t ha t  i n  t he  wo r l d  o f  t he  p l ay  t he re  a re  no  acc iden t s .  No th i ng
occu r s  ‘ by  c hance, ’  no t  even  c hance.  I n  t ha t  case,  no th i ng  i n  t he  p l ay  i s
w i t hou t  s i gn i f i cance "  ( 6 ) .  Eac h  pe r fo r mance  has  i t s  own  se t  o f  r u l es ,  some
o f  wh i c h  may  ove r l a p  w i t h  t hose  o f  o the r  pe r fo r mances  wh i l e  o the r s  may  be
un ique.  A t t en t i on  t o  de ta i l  i s  v i t a l ,  bu t  so  t oo  i s  a t t en t i on  t o  how  the
va r i ous  de ta i l s  t ha t  ma ke  up  a  pe r fo r mance  f i t  t o ge the r—the  r u l es  by  wh i c h
a  pe r fo r mance  i s  cons t r uc ted .  R igo rous  ana l ys i s  r equ i r es  you  t o  i den t i f y
and  unde r s tand  how  a  g iven  pe r fo r mance ’ s  r u l es  ope ra te.

One  use fu l  t ec hn ique  fo r  pe r fo r mance  ana l ys i s  i s  ada p ted  f r om a  f ramewor k
pu t  fo rwa rd  by  a r t  c r i t i c  Edward  Fe ldman  (1972 ) ,  and  cons i s t s  o f  t h ree
s teps :  Desc r i be,  Ana l yze,  and  I n te r p re t .  I t  i s  impo r tan t  t ha t  t hese  s teps  a re
done  i n  t h i s  o rde r  t o  ensu re  t ha t  you r  w r i t i ng  i s  cen te red  on  t he
pe r fo r mance  i t se l f  ra t he r  t han  on  you r  i nd iv i dua l  j udgmen ts  a bou t  i t .  Fo r
t he  pu r poses  o f  an  academ ic  essay,  you r  pe r sona l  j udgmen ts  a re  r e l a t i ve l y
un impo r tan t .  I ns tead ,  you r  w r i t i ng  shou ld  demons t ra te  you r  obse r va t i ona l ,
ana l y t i ca l ,  and  i n t e r p re t ive  sk i l l s  i n  r e fe rence  t o  a  pe r fo r mance.  Ma ke  su re
tha t  you  w r i t e  down  you r  no tes  on  eac h  i nd iv i dua l  s t ep  so  t ha t  you  can
u t i l i ze  t hem when  you  w r i t e  t he  t ex t  o f  you r  essay.

DESCRIBE
The  f i r s t  s t ep  i s  t o  desc r i be  obv ious  de ta i l s  t ha t  you  obse r ve  immed ia te l y
i n  a  pe r fo r mance :  Who  was  pa r t  o f  t he  pe r fo r mance?  Wha t  was  t he  space
whe re  t he  pe r fo r mance  t ook  p l ace?  How d id  t he  pe r fo r mer s  move  o r  use
the i r  bod ies  i n  t he  space?  Wha t  k i nd  o f  c l o th i ng  d i d  t he  pe r fo r mer s  wea r?
Who  was  i n  t he  aud ience  and  how  d id  t hey  respond  t o  t he  pe r fo r mance?
E tc . . .  A t  t h i s  s t a ge  you  shou ld  pu t  t o ge the r  an  i nven to r y  o f  a l l  o f  t he
de ta i l s  t ha t  anyone  m igh t  obse r ve  a bou t  t he  pe r fo r mance.  Ma ke  su re  t o
re f ra i n  f r om any  i n t e r p re ta t i on  a t  t h i s  po in t—th i s  s t ep  i s  a l l  a bou t
deve lop ing  ev i dence  based  i n  t he  pe r fo r mance  i t se l f.  You  shou ld  have
seve ra l  desc r i p t i ve  de ta i l s  so  t ha t  you  have  enough  ma te r i a l  f r om  wh i c h  t o
conduc t  you r  ana l ys i s .  



ANALYZE
Af te r  you  have  comp i l ed  a  l i s t  o f  obse r va b le  desc r i p t i ons ,  s t a r t  t o  t h i nk  a bou t  how
the  i nd iv i dua l  p i eces  f i t  t o ge the r  i n t o  some th ing  l a rge r.  You  shou ld  p roceed  t o
ana l yze  any  t r ends ,  con t ras t s ,  pa t t e r ns ,  o r  i den t i f i a b l e  t endenc ies  t ha t  t he
desc r i p t i ons  exh ib i t :  Wha t  e l emen ts  a re  more  dom inan t ,  and  wh i c h  o the r s  a re  l ess
so?  Wha t  k i nd  o f  t hemes  o r  ima ge r y  r ecu r  o r  come  bac k  i n  d i f fe ren t  fo r ms?  How
migh t  some  e lemen ts  o f  t he  pe r fo r mance  be  i n  t ens ion  w i t h  o the r s?  A re  t he re
e lemen ts  t ha t  a re  consp i cuous l y  a bsen t  f r om the  pe r fo r mance?  E t c… You r
ana l ys i s  shou ld  r evea l  t he  way  t ha t  t he  pe r fo r mance  was  cons t r uc ted  bu t  shou ld
s t i l l  no t  ye t  con ta i n  any  specu la t i on  a bou t  wha t  t he  pe r fo r mance  means.  Typ i ca l l y,
you r  ana l ys i s  i s  l ess  l eng thy  t han  you r  desc r i p t i ons ,  bu t  ma ke  su re  t ha t  you
deve lop  enough  a rgumen ta t i on  f r om wh i c h  t o  deve lop  you r  i n t e r p re ta t i on .

INTERPRET
F ina l l y,  i n  t he  I n te r p re t  phase,  you  wo r k  t o  i den t i f y  wha t  t he  pe r fo r mance  you
obse r ved  m igh t  mean  based  upon  t he  desc r i p t i ons  and  ana l ys i s  you  have
pe r fo r med .  Bea r  i n  m ind  t ha t  fo r  t he  pu r poses  o f  you r  pa pe r  you  w i l l  t yp i ca l l y
i den t i f y  one  poss ib l e  i n t e r p re ta t i on  o f  t he  pe r fo r mance.  Pe r fo r mance  a l l ows  fo r
mu l t i p l e  i n t e r p re ta t i ons ,  so  do  no t  be  conce r ned  w i t h  d i scove r i ng  t he  co r rec t  one,
bu t  ra the r  w i t h  deve lop ing  an  i n t e r p re ta t i on  suppo r ted  by  t he  ana l ys i s  you  have
a l ready  pe r fo r med .  I n  add i t i on  t o  be ing  suppo r ted  by  ev i dence  and  a rgumen ta t i on ,
you r  i n t e r p re ta t i on  a l so  ough t  t o  be  some th ing  s i gn i f i can t  and  non - t r i v i a l .  Fo r
examp le :  How  can  t he  pe r fo r mance  be  con tex tua l i zed?  Wha t  mean ings  m igh t  t he
wor k  commun i ca te  t o  i t s  aud ience?  I n  wha t  ways  cou ld  t he  pe r fo r mance  ma t t e r  o r
ma ke  a  d i f fe rence?

Once  you  have  comp le ted  t he  Desc r i be,  Ana l yze,  I n t e r p re t  p rocess ,  you  w i l l  have
deve loped  a l l  o f  t he  con ten t  r equ i r ed  t o  w r i t e  you r  essay.  The  i n t e r p re ta t i on  t ha t
you  have  i den t i f i ed  becomes  t he  t hes i s  o f  you r  essay,  wh i l e  t he  desc r i p t i ons  ma ke
up  you r  ev i dence  and  t he  ana l yses  compr i se  you r  a rgumen ta t i on .  As  you  w r i t e
you r  essay,  ma ke  su re  t o  on l y  i nc l ude  t hose  desc r i p t i ons  and  ana l ys i s  t ha t  suppo r t
you r  i n t e r p re ta t i on / t hes i s—any th i ng  t ha t  i s  no t  r e l evan t  shou ld  be  ed i t ed  ou t .
Wr i t i ng  desc r i p t i ons  w i l l  t a ke  up  t he  bu l k  o f  you r  essay,  bu t  t hese  need  no t  be  d r y
o r  un in te res t i ng .  As  dance  c r i t i c  Debo ra h  Jow i t t  a rgues :  “Desc r i p t i on  a t  i t s  bes t  i s
no t  s imp l y  a bou t  su r f ace.  I t  h i n t s  a t  wha t  l u r ks  w i t h i n  a  wo r k .  I t  l i n ks  ima ges
th rough  ima g ina t ive  wo rdp lay ” ( 9 ) .  Use  you r  w r i t i ng  t o  p roceed  l o g i ca l l y  and
ca re fu l l y  f r om the  de ta i l s  o f  you r  desc r i p t i ons  t h rough  t he  l o g i c  o f  you r  ana l ys i s
t o  a  mean ing fu l  i n t e r p re ta t i on .  

WORKS C ITED
Fe ldman ,  Edward  Bu r ke.  Var i e t i es  o f  V i sua l  Expe r i ence ,  2  Ed i t i on .  P ren t i ce -
Ha l l ,  1972 .

n d

Fuc hs,  E l i no r.  “EF ’ s  V i s i t  t o  a  Sma l l  P l ane t :  Some  Ques t i ons  t o  Ask  a  P lay, ”
Thea te r ,  vo l .  34 ,  no.  2  ( 2004 ) ,  pp.  5 -9 .
Jow i t t ,  Debo ra h .  “Beyond  Desc r i p t i on :  Wr i t i ng  benea th  t he  Su r face, ”  Mov ing
H is to r y /Danc ing  Cu l t u r es :  A  Dance  H i s to r y  Reade r ,  ed i t ed  by  Ann  D i l s  and  Ann
Coope r  A lb r i gh t .  Wes leyan  Un ive r s i t y  P ress ,  2001 ,  pp.  7 -11 .
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REVIS ING  
Rev i s i ng  i nvo l ves  re th i nk i ng  t he  i n t e l l ec tua l  con ten t  o f  you r  essay,  i nc l ud ing  t he
thes i s ,  suppo r t i ng  a rgumen ts  and  ev i dence,  and  t he  ove ra l l  o rgan i za t i on .  

1 .  Exam ine  t he  conc lus i on  o f  you r  r ough  d ra f t  ca re fu l l y :  does  i t  con ta i n  a  c l ea re r,
mo re  accu ra te  exp ress ion  o f  you r  t hes i s  t han  t he  one  l oca ted  i n  you r
i n t r oduc t i on?  I f  so,  r ep lace  t he  ma te r i a l  i n  you r  i n t r oduc t i on  w i t h  t he  ma te r i a l  f r om
you r  conc lus i on .

2 .  Read  you r  pa pe r  ou t  l oud .  I t  i s  eas ie r  t o  hea r  ou r  m i s ta kes  t han  t o  see  t hem.
P rob lems  w i t h  sense  and  c l a r i t y  w i l l  e spec ia l l y  come  to  t he  su r f ace  t h rough  t h i s
rec i t a t i on .

3 .  Re read  j us t  you r  t op i c  sen tences :  do  t hey  ma ke  an  a rgumen t  t ha t  i s  p roven  i n
t he  pa ra g ra ph  t ha t  fo l l ows?  I s  t he re  a  t rans i t i on  be tween  a l l  you r  pa ra g ra phs?
S t i l l  l ook i ng  a t  j us t  t he  t op i c  sen tences ,  and  pe r ha ps  you r  conc lud ing  sen tences ,
ask  you r se l f  whe the r  you r  essay  i s  l o g i ca l l y  o rgan i zed .  Does  t he  cen t ra l  t hes i s
deve lop  ove r  t he  cou r se  o f  t he  en t i r e  pa pe r?

4 .  Re read  j us t  t he  quo ta t i ons :  do  t hey  p rove  wha t  you  c l a im  t hey  p rove?  A re  t hey
used  co r rec t l y  as  ev i dence ;  t ha t  i s ,  do  you  p rov i de  ana l ys i s  o f  eve r y  quo ta t i on
and  l i n k  i t  d i r ec t l y  t o  an  a rgumen t?  Have  t hey  been  fo r ma t t ed  p rope r l y?  Go  bac k
to  you r  books :  have  t he  quo ta t i ons  been  t ransc r i bed  and  c i t ed  co r rec t l y?

5 .  Read  you r  pa pe r  bac kwards ,  beg inn ing  w i t h  t he  ve r y  l as t  sen tence.  Move
sen tence  by  sen tence,  c hec k ing  fo r  g rammar,  syn tax ,  c l a r i t y,  sense,  and  t ypos.

6 .  Pu t  you r  f i na l  d ra f t  as i de  fo r  a  coup le  days  be fo re  r e read ing  i t  a ga in .

Fo r  he lp  w i t h  you r  pa pe r,  ema i l  you r  i ns t r uc to r ;  ma ke  an  a ppo in tmen t  w i t h  a  LUC
wr i t i ng  t u to r ;  and /o r  use  t he  “Pee r  Rev iew  Temp la te ” ( nex t  pa ge ) .  See  “Mo re
Wr i t i ng  Suppo r t ”  be low  fo r  a  l i s t  o f  i n -pe r son  and  on l i ne  resou rces.

PROOFREADING
Proo f read ing  i nvo l ves  imp rov ing  t he  c l a r i t y  and  mec han i cs  o f  you r  pa pe r,  w i t hou t
re th i nk i ng  i t s  cen t ra l  c l a ims  and  suppo r t .  O f  cou r se,  as  one  cons ide r s  t he  c l a r i t y
o f  w r i t i ng ,  one  o f t en  f i nds  p rob lems  w i t h ,  o r  mo re  re f i ned ,  a rgumen ts.

RECOMMENDED  RESOURCE:  THE PARAMEDIC  METHOD
ht tps : / / ow l . pu rdue.edu /ow l / gene ra l_wr i t i ng /academ ic_wr i t i ng /pa ramed i c_me thod .h t
m l

“The  Pa ramed i c  Me thod  i s  an  easy  t o  l ea r n ,  sys tema t i c  way  t o  ma ke  you r
sen tences  more  pe r suas ive  and  more  use r - cen te red . ”  

HOW  TO  REVISE

YOUR  ROUGH  DRAFT



You  can  t h i nk  o f  pee r  r ev i ew  l i ke  an  i n t e r ven t i on ,  o r  a  mee t i ng  o f  A l coho l i c s ’
Anonymous.  I t ’ s  an  oppo r tun i t y  t o  suppo r t  you r  pee r  i n  a  l i f e l ong  p rocess  t ha t
requ i r es  ex t r eme  v i g i l ance  and  a  w i l l i ngness  t o  ma ke  d i f f i cu l t  c hanges.  Do  no t  be
an  ena b le r :  do  no t  g ive  suppo r t  and  encou ra gemen t  when  you  have  no  i dea  wha t  a
sen tence  means.  

As  a  fe l l ow  s tuden t ,  you  canno t  o f fe r  expe r t  adv i ce  on  w r i t i ng  o r  t he  t ex t ,  bu t  you
can  and  shou ld  ind ica te  when  someth ing  you  a re  read ing  does  no t  ma ke
sense  o r  does  no t  seem accura te .

Wr i te r ’s  Name:

Rev iewer ’s  Name:

( 1 )  Wha t  and  whe re  i s  t he  c l ea res t  exp ress ion  o f  t he  essay  t hes i s?  Does  i t  have
to  be  moved  i n to  t he  i n t r oduc t i on?  How e f fec t i ve  i s  t he  t hes i s  ( does  i t  obey  t he
r u l es  l i s t ed  i n  t h i s  gu ide )?

(2 )  I den t i f y  t he  s t r onges t  pa ra g ra ph ,  and  exp la i n  wha t  made  i t  suc h  a  pe r suas ive
pa r t  o f  t he  essay.  I f  t he  pa pe r  i n t e l l ec tua l l y  c ha l l enged  you  o r  c hanged  you r  own
unde r s tand ing  o f  a  t ex t ,  l e t  t he  w r i t e r  know.  The  more  t he  reade r  l ea r ns ,  t he
s t ronge r  t he  ana l ys i s  i s .

( 3 )  I den t i f y  t he  wea kes t  pa ra g ra ph ,  and  exp la i n  wha t  made  i t  suc h  a  p rob lema t i c
pa r t  o f  t he  essay.  I s  t he  pa ra g ra ph  we l l - o rgan i zed ,  w i t h  a  t op i c  sen tence
a rgumen t ,  a  t rans i t i on ,  and  e f fec t i ve  ev i dence?  I f  t he  a rgumen t  o r  o rgan i za t i on
con fused  you ,  l e t  t he  w r i t e r  know.  Do  you  have  sug ges t i ons  fo r  r ewr i t i ng  o r
re th i nk i ng  t he  pa ra g ra ph?  Does  t he  ev i dence  p rove  t he  a rgumen t  o f  t he
pa ra g ra ph?

(4 )  Transc r i be  an  a rgumen t  o r  sen tence  t ha t  i s  pa r t i cu l a r l y  pe r suas ive.

(5 )  Transc r i be  a  sen tence  t ha t  i s  wo rded  so  awkward l y  and /o r  amb iguous l y  t ha t
t he  w r i t e r ’ s  po in t  i s  d i f f i cu l t  t o  unde r s tand .

PEER  REVIEW



MORE  WRITING

SUPPORT

THE LOYOLA WRIT ING CENTER
l u c .edu /w r i t i ng /  

TYPES OF  APPOINTMENTS
Face - to - face :  Mee t  i n  pe r son  fo r  30  m inu tes  t o  an  hou r  w i t h  a  t ra i ned
wr i t i ng  t u to r  a t  t he  La ke  Sho re  o r  Wa te r  Tower  campus.  These
sess ions  can  cove r  eve r y  s t a ge  o f  t he  w r i t i ng  p rocess ,  f r om
bra ins to r m ing  w i t h  a  p romp t  t o  t hes i s  s t a temen ts  and  sen tence
s t r uc tu re.  B r i ng  i deas ,  d ra f t s ,  and  a  va r i e t y  o f  w r i t i ng  ass i gnmen ts.
Onl ine  Consu l ta t ion :  L i ke  Face - t o -Face  sess ions ,  On l i ne
Consu l t a t i ons  ha ppen  i n  r ea l  t ime  fo r  30  m inu tes  t o  an  hou r.  S tuden t s
can  op t  fo r  v i deo  con fe renc ing  o r  on l y  a  t yped  i n t e rac t i on .  
Wri t ten  Feedback :  Th i s  async h ronous  se r v i ce  i s  fo r  nea r l y - comp le ted
o r  comp le ted  d ra f t s .  A f t e r  r ead ing  t he  d ra f t ,  t u t o r s  w i l l  w r i t e  a
summar y  l e t t e r  and  ma ke  commen ts  i n  t he  marg ins  o f  t he  pa pe r,  t hen
send  t he  d ra f t  bac k  t o  t he  w r i t e r.  

Recommenda t i on :  Reques t  a  g radua te  s tuden t  t u t o r.

INSTRUCTOR OFFICE HOURS
Every instructor on campus reserves time each week for meeting one-to-one with
their students. It ’s a great way to get clarity about and support for ideas and
essay drafts, as well as diff icult in-class topics. Taking advantage of these office
hours is a great way to demonstrate your commitment to the course and your
personal init iative. “Office Hours” are typically l isted near the “Contact
Information” section of a syllabus. Please note: Your instructors are not there to
proofread your paper or to grade it in advance of the deadline.
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FIELD RESEARCH GUIDES - LOYOLA LIBRARIES 
https:// l ibguides.luc.edu/

TUTORING CENTER                         
www.luc.edu/tutoring/

STUDENT ACCESSIBILITY CENTER
www.luc.edu/sac/

Apply for course accommodations through the SAC. The task of the SAC is to support,
serve, and empower Loyola University Chicago students with documented disabil it ies: 

PURDUE OWL (ONLINE WRITING LAB)
https://owl.purdue.edu 

RECOMMENDED RESOURCE:  THE PARAMEDIC  METHOD
h t t ps : / / ow l . pu rdue.edu /ow l / gene ra l_wr i t i ng /academ ic_wr i t i ng /pa ramed i c_
me thod .h tm l

“The  Pa ramed i c  Me thod  i s  an  easy  t o  l ea r n ,  sys tema t i c  way  t o  ma ke  you r
sen tences  more  pe r suas ive  and  more  use r - cen te red . . ”  

http://luc.edu/writing/


ESSAY  FORMATTING :

MLA  STYLE



ESSAY  FORMATTING :

APA  STYLE
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