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GRADE SCALE - -

+ +

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 assighment
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.



ACADEMIC - : :
INTEGRITY - + ;

N@CHEATING & PLAGIARISM

POLICIES

Students are personally responsible for reviewing and adhering to the
university’s policies on academic integrity that can be found in the
Undergraduate Catalogue:

https://catalog.luc.edu/academic-standards-regulations/undergraduate/

SANCTIONS

Each instructor is responsible for determining the sanctions for academic
misconduct in the course sections they teach, and for communicating these to
students. Sanctions are assigned on a case-by-case basis and may include, but
are not limited to, educational experiences; and/or a failing grade on an
assignment; and/or a failing grade in the course.

REPORTING

The university expects that every case of academic misconduct (regardless of
whether the assignment is worth 2% or 20% of the final grade) will be formally
reported through the online reporting platform, Maxient.

AI-DETECTION SOFTWARE

Turnitin evaluates essays and assignments for plagiarism, including Al-
generated content. According to their official website, “Our Al Writing detector’s
false positive rate is less than 1% for documents with 20% or more Al writing.”
Any assignment that is submitted may be examined by multiple programs for Al
detection, including but not limited to Turnitin’s software.

DO NOT TRUST CONTENT OR STYLISTIC RECOMMENDATIONS
FROM Al WRITING PROGRAMS

Al-generated recommendations on writing style seek to increase clarity through
simplification, with the result that their recommendations frequently reduce the
complexity of your arguments. They will encourage you in the direction of
general, rather than insightful, ideas. Complex ideas often come out awkwardly
and half-formed, especially in the first draft. Grammarly and other Al writing
applications will recommend coherent sentence changes, but their
recommendations tend to remove the parts of your writing voice that
demonstrate insight into the nuances of texts. Your sentences will be
grammatically correct, but the content will be bland and, in all likelihood,
too general to receive a high grade.



ESSAY PROMPT

“Death is a recurring event and theme in Lahiri’s short stories, but so is rebirth.
Choose two or three stories from Interpreter of Maladies. What kinds of rebirth
are present in the stories and how is rebirth portrayed? What makes rebirth

possible, and what effects does it have on those who experience or witness it?”

AI-WRITTEN ESSAY INTRODUCTION

Rebirth Amidst Loss:
Exploring Renewal in Jhumpa Lahiri’s Interpreter of Maladies

Jhumpa Lahiri’s Interpreter of Maladies is a collection of short stories that
delicately explores the lives of Indian and Indian-American characters navigating
the complexities of identity, displacement, and human connection. Among the
recurring themes in the collection, death—both literal and metaphorical—
frequently surfaces as a catalyst for transformation. Yet, intertwined with these
moments of loss is the equally powerful theme of rebirth. Lahiri portrays rebirth
not as a dramatic resurrection but as a quiet, often painful process of emotional
or existential renewal. This essay examines the theme of rebirth in two stories
from the collection: “A Temporary Matter” and “The Treatment of Bibi Haldar.” In
both, rebirth emerges through grief, isolation, and the eventual reawakening of
selfhood, offering a nuanced portrayal of how individuals reconstruct their lives
after profound emotional or social death.

CRITIQUE

repewal- This essay examines the theme
of rebirth in two stories from the
collection: “A Temporary Matter” and
“The Treatment of Bibi Haldar.” In both,
rebirth emerges through grief,
isolation, and the eventual
reawakening of selfhood, offering a
nuanced portrayal of how individuals
reconstruct their lives after profound
emotional or social death.

For the sake of concision, all this matter can be
removed from a short essay.

This paragraph suggests that there will be three
subtopics, on “grief, isolation, and the eventual
reawakening of selfhood.” Instead of providing
these general topics, can you instead cite specific
literary features from the specific stories? The
phrasing also suggests that “grief,” “insolation,” and
“selfhood” are mutually exclusive states of mind or
being: does this make sense? Finally, does your
argument require three subtopics? Would a parallel
structure, or a comparison, be a more effective way
to present your case?

Vague: A “nuanced portrayal” is descriptive and
subjective, rather than analytical or relational. The
thesis should be directly related to the evidence
gathered in the subtopics.

Generalization: You don’t need fiction to teach you
that “individuals reconstruct their lives after
profound emotional or social death.” The purpose of
the literary essay is to tell us something about how
the literature works, rather than how humankind
works. Your essay is about the text, even though
the text is about something else.



WHAT WE KNOW ABOUT THE IMPACT OF Al USE... SO FAR

“A few early studies have found that outsourcing tasks like research and writing to
chatbots can diminish skills like critical thinking. And some critics argue that
colleges going all-in on chatbots are glossing over issues like societal risks, A.l.
labor exploitation, and environmental costs.” (Singer, N. [2025, Jun 08]. “A.l. on
campus: Casting chatbot as study buddy” [national desk]. New York Times)

THE ETHICAL PROBLEMS OF Al
(1) CHARACTER DEVELOPMENT

DISHONESTY
. Al programs encourage the use of other people’s art works, music, words, and
ideas without permission, without compensation, and without acknowledgement.

PERFECTIONISM

. Many Honors students suffer from perfectionism, the drive to do everything
right and to appear perfect. This focus on the end result, however, can cause
students to seek ways of bypassing critical thinking, which is a messy, lengthy
process. New ideas and insights appear awkward at first, half-formed and half-
articulated. It’s easier for the perfectionist to fall back on something that
seems tried and true, instead of using trial and error. In most cases, however,
when your Humanities professor reads your essay, they are hoping to see a
human mind hard at work, analyzing and problem-solving, rather than the
perfect answer (which does not exist). Think of essay drafts as the space
where you sort out what you think about a text, rather than merely as a vehicle
for reporting your polished conclusions.

DEPENDENCY
. It’s one thing to rely on an encyclopedia, for example, for facts about a
subject. It’s quite another to become dependent on a computer program instead
of using your human mental faculties like judgement, problem-solving, critical
thinking, ethical decision-making, and the communication of your personal
perspective.

(2) ENVIRONMENTAL IMPACT

“[T]he training process for a single Al model, such as a large language model, can
consume thousands of megawatt hours of electricity and emit hundreds of tons of
carbon. This is roughly equivalent to the annual carbon emissions of hundreds of
households in America. Furthermore, Al model training can lead to the
evaporation of an astonishing amount of fresh water into the atmosphere for data
center heat rejection, potentially exacerbating stress on our already limited
freshwater resources. All these environmental impacts are expected to escalate
considerably, with the global Al energy demand projected to... exceed the annual
electricity consumption of a small country like Belgium by 2026. In the United
States, the rapidly growing Al demand is poised to drive data center energy
consumption to about 6% of the nation’s total electricity usage in 2026.” (S. Ren
and A. Wierman [2024, July 24]. “The Uneven Distribution of Al’s Environmental
Impacts.” Harvard Business Review.)


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
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“The Learning Space is the space
between not knowing and knowing...
Plagiarism/Al use and it generally brings one feeling:
keeps you in this frustration.” (Dr. Becky, “Good
zone permanently Inside” Podcast)

By turning to Al programs to write your essays, you shut down the learning
process. You lose the opportunity to refine your critical thinking skills or to
improve your judgment, and to practice resilience in a low-stakes setting.

Learning requires resilience, patience, and determination, because it is
uncomfortable and frustrating.

WRITING TAKES TIME

You need to schedule more time to write a paper from
scratch, instead of relying on Al. Make time in your
schedule for reading, brainstorming, drafting, reflecting,
editing, and formatting. Writing is best completed in
several stages, over a period of days or weeks.



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.

. ltis 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.
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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:

“Saint Augustine in his Confessions and Plato in The Symposium both present a journey from
a life that pursues material things to one that seeks the eternal things, but disagree on what
constitutes the eternal and the proper path to it. Plato’s Beauty is shapeless, timeless and
exists separately from the mortal realm, but can be grasped by the mind through the pursuit of
knowledge. By contrast, Augustine’s God is a being that both exists on an intangible level and
also concurrently with humans, who must place faith in His existence because the inadequate
faculties of the mind are not sufficient to recognize Him on their own. For Augustine, forming
a personal connection with God comes about by rejecting worldly desires, the fixation on
which stems from people’s separation from God as a result of original sin. Plato, while
agreeing that this fixation on earthly pursuits causes evil, argues that it stems from ignorance
of the true nature of love and Beauty.”

“Machiavelli’s The Prince and Descartes’ Meditations on First Philosophy are both
revolutionary texts, but of a very different sort. In The Prince, Machiavelli provides a guide for
retaining power based on his own contemporary experiences and his study of history. Neither
Machiavelli or Descartes take the world at face value, but they differ greatly in where they
draw the line of reasonable assumption. Machiavelli is an unconventional, controversial
innovator, but he still operates within the physical world; Descartes takes his skepticism
dramatically further. Rather than relying, as Machiavelli did, on history and his interactions
with his contemporaries, he questions whether anything is to be believed. Because of this
distrust of his senses, Descartes must undertake his education alone, only believing that
which can be proven within his own mind. While Machiavelli and Descartes both teach a
revolutionary worldview, Machiavelli’s political teachings are built upon a foundation of
history; Descartes rips up that foundation, then teaches the reader how to rebuild it.”

“The late nineteenth and early twentieth centuries were marked by an artistic departure from
traditional values as a result of industrialization and war. Though prominent at different times,
the impressionist and literary modernist movements both utilized innovative techniques to
define the dynamics of a world in constant flux. Edouard Manet’s Bar at the Folies-Bergere
(1882), Mary Cassatt’'s Woman in Black at the Opera (1879), and Virginia Woolf's To The
Lighthouse all strive to depict the complex network of roles women served in societies shifting
from antiquity to modernity.”

“In To the Lighthouse, Virginia Woolf questions the various roles of women in the Victorian
Era through Mrs. Ramsay. Mrs. Ramsay represents the perfect archetype of domesticity as she
raises eight children and diligently takes care of household affairs. However, despite her
domestic role, Mrs. Ramsay’s feminine power is revealed through her ability to unify her
family. Similarly, many paintings in 19th century France depict oppressed women who are
unable to gain independence in their daily life. The impressionistic paintings depicted the
powerlessness of many women in France. It is through these eras that women were able to
focus on their maternal concerns and family affairs, but is forced dominance over women
detrimental to their mental health?”

“Charles Darwin’s The Origin of Species and Virginia Woolf’s To the Lighthouse exhibit a stark
contrast between the ways in which a scientific observer and an artistic observer strive for a
deeper grasp of the world around them. Darwin’s Origin approaches adaptation as a puzzle to
be solved. Similarly, Lily Briscoe, the artist in Woolf’s novel, seeks to grasp ‘moments of
permanence’ (Woolf 165) through her observation of human interactions. But scientific and
artistic observation differ in their aims and ends. Darwin’s scientific observation leads to the
generation of testable hypotheses and proves to be a viable method of reaching verifiable
conclusions about the natural world. Woolf’s artist is ultimately unsuccessful in reaching a
definitive understanding of individuals, but discovers sparks of meaning in human interaction
nonetheless. Though the scientific observer is more successful in obtaining testable
knowledge, it is the artistic observer that is more likely to uncover deeper understanding in
the search for meaning”



THESIS

The following has been adapted and abridged from
www.utm.utoronto.ca/~dwhite/papers.htm:

A thesis may be defined as an interpretation that you set forth in specific terms
and propose to defend or demonstrate by reasoned argumentation and analysis.
Your thesis, then, is the position that you are attempting to persuade your reader
to accept. Your thesis may be more than one sentence long. If you require two,
that’s fine, so long as you make sure that the argument is coherent and that the
transition from the first to the second sentence is clear and effective. If you have
a good thesis, however, in most cases, you will be able to articulate it in one
sentence. You do not need a refined thesis in order to start writing. If you begin
with a provisional thesis and then do good and careful close readings, you will
often find a version of your final thesis in the last paragraph of a first draft.
Integrate that version into your first paragraph and revise from there. Do not
worry too much about your thesis, therefore, until after you’ve written out your
close readings! A good final thesis should emerge from, not precede, your
analysis.

WHAT IS A GOOD THESIS?

1. A thesis cannot be a statement of fact. Ask yourself, “Could anyone even
potentially disagree with my argument?” “Would a mere summary or description of
the text(s) suffice to support my claim?” If no one could possibly disagree, or if a
simple summary would show that what you've said is true, then you have most
likely set forth a statement of fact. And there’s no need to spend 3-4 pages (let
alone more) proving a fact.

2. A good thesis is specific, not general. Avoid all sweeping generalities, about
human beings, about poetry, about civilization, about anything “through the ages,”
etc.

3. Your thesis and introduction will give the reader some sense of the structure of
your paper. If your thesis contains two or three parts, then your reader will expect
you to discuss those two or three parts in the order in which you’ve given them in
your thesis statement.

4. Your thesis probably answers the following questions, provided by Prof. Strain:
How does the topic of the essay complicate our understanding of a text? Why
have you written about these two or three texts together?

5. Your thesis can use the following formula, provided by Dr. Swanton:
In looking at X, | will consider Y, and find that Z.

. X= the topic you of your paper

. Y= the lens you will apply to focus in on your topic—it may be an issue you will
raise or a question you will ask to complicate the topic

. Z= the original insight that your analysis yields.

The “find” is the most important part of your thesis. The Z part of your thesis
should not just vaguely describe the path your essay will take, like "...1 will find
how Odysseus was haunted by loss," or "l will find what defines a man." Instead,
the Z should be an independent clause that makes your claim explicit by spelling
out the way in which Odysseus was haunted, or why/how a specific trait defines a
man in your thesis.



STEPS TO WRITING AN EFFECTIVE THESIS:

1.Think about the assignment. Every essay question wants to guide you to an
appreciation of a particular nuance or complexity of a work, something that
requires more thought, more reflection, more analysis than you gave it during your
initial reading.

2. Reread the text(s) you intend to discuss and take good, clear notes on
passages that seem particularly relevant to the assignment.

3. Still keeping the assignment in mind, look over your reading notes and then
select the one specific thing that grabs you the most, the one particular pattern,
idea, argument, metaphor, or image about which you feel in your gut that you have
the most to say.

4. Next, using your reading notes, make a list of every instance of that pattern or
argument or metaphor, and then from that list choose the two or three passages
that call out most loudly for interpretation.

5. Write out your interpretations or close readings of the two or three passages
that you’ve chosen, dedicating one rough paragraph to each. Remember, your goal
here is to say not just what you think your passages mean, but rather to show how
they mean what you think they mean. What work do they perform, and how do they
perform it?

6. Finally, look at what you’'ve written and let your thesis emerge out of your
interpretations, out of your ideas concerning the work that your image or
metaphor or pattern performs in your text(s).

Once you’'ve completed these steps, you should also have the foundations for
several of your body paragraphs. With these foundations, you’ll be more than
ready to turn to the next phase of composition: argumentation, the process by
which you’ll persuade your reader that your thesis is valid and worth accepting.




THESIS: STUDENT
EXAMPLES

EXAMINE THE FOLLOWING STUDENT THESIS STATEMENTS IN YOUR
DISCUSSION GROUP:

“For Augustine, forming a personal connection with God comes about by rejecting
worldly desires, the fixation on which stems from people’s separation from God as
a result of original sin. Plato, while agreeing that this fixation on earthly pursuits
causes evil, argues that it stems from ignorance of the true nature of love and
Beauty.”

“While Machiavelli and Descartes both teach a revolutionary worldview,
Machiavelli’s political teachings are built upon a foundation of history; Descartes
rips up that foundation, then teaches the reader how to rebuild it.”

“Edouard Manet’s Bar at the Folies-Bergere (1882), Mary Cassatt’'s Woman in
Black at the Opera (1879), and Virginia Woolf’s To The Lighthouse all strive to
depict the complex network of roles women served in societies shifting from
antiquity to modernity.”

“It is through these eras that women were able to focus on their maternal
concerns and family affairs, but is forced dominance over women detrimental to
their mental health?”

“Though the scientific observer is more successful in obtaining testable
knowledge, it is the artistic observer that is more likely to uncover deeper
understanding in the search for meaning”

“In deriving benefits from the limitations, vulnerabilities and shortcomings of
these men, the women exemplify the mutability of the hierarchies that define their
social structures.”

“Both The Prince and The Tempest establish the need for a ruler with self-
restraint; however, Machiavelli encourages princes to understand when this
restraint is necessary and when it is not as opposed to Shakespeare’s
demonstration of the need for total self-restraint.”



BODY PARAGRAPRIH

The following has been adapted and abridged from:
www.utm.utoronto.ca/~dwhite/papers.htm

A BODY PARAGRAPH = A MINI ESSAY

. Each paragraph should develop one argument that relates clearly back to the
thesis, and everything in the paragraph should be relevant to that one
argument.

. Every paragraph must have an effective topic sentence that does two things:
the first sentence of each paragraph should clarify the one coherent argument
of that paragraph and provide a clear and explicit transition from the argument
of the preceding paragraph.

. Everything your thesis does with respect to your paper, your topic sentence
should do with respect to your paragraph. Like a thesis, a topic sentence
cannot be a statement of fact. Rather, it must present the argument that your
paragraph needs to make within the logical progression of your essay. Often, if
your first attempt at a topic sentence merely conveys a fact, you can figure out
what your point is by asking yourself, “What is important for my argument about
that fact?”

. In order to clarify the logical progression from one paragraph to the next, every
topic sentence should contain a transition that explicitly connects the point of
the preceding paragraph to the point of the present paragraph.

. The heart of every body paragraph is analysis. Perform close readings of every
passage you quote: discuss in concrete and specific terms the words,
metaphors, and/or argument of the passage you are analyzing. What work do
particular words or metaphors perform, and how do they perform that work?
And remember, the purpose of your close reading in each paragraph is to
support the point of that paragraph.

REVISING BODY PARAGRAPHS

. After you’ve written a first draft, go back, look at each paragraph on its own,
and ask yourself the following two questions: “What is my point in this
paragraph?” And “How exactly does that point support my thesis?” On a
separate piece of paper or in a separate document, write out your answers.
Next, take two equally essential steps: integrate your answers to those
gquestions into a new topic sentence, and then revise the whole paragraph in
keeping with your newly articulated point.

. In order to craft effective transitions, try the following, using the results from
the advice above: write out the point of the preceding paragraph and then write
out the point of the present paragraph. Now write out the connection between
the two. That connection is your transition! Integrate it into the topic sentence
that you’ve already begun to revise by following the advice above.



ADVICE FROM DR. KATHRYN SWANTON

. There should not be body paragraphs that are just giving historical facts or
retelling the plot. When this type of body paragraph shows up in students’
essays, it is often the first paragraph following the introduction. Each body
paragraph should explain your perspective with evidence from and analysis of
the text. The body paragraphs should not center on information the reader
could find with a Google search. The reader (your grader) does not expect you
to offer a broad historical context or to write like you are an expert on a period
or an author.

. Paragraphs should generally not be more than a page long. If they are, then
you probably have more than one paragraph stuck together. Look for the place
where your point changes, and at that place, divide the paragraph into two
separate paragraphs. Add more substantive analysis to one or both of the
newly divided paragraphs if they do not stand up on their own.

. Paragraphs should probably not be much less than half a page either. If you
have multiple short paragraphs, consider if: (1) they should be spliced
together, perhaps because you put all your evidence and facts in one
paragraph and all your analysis in a following paragraph when really you
should mix those two together into one cohesive paragraph, or (2) the short
paragraphs each make a distinct point and require more development through
the inclusion of quotes from the text that support your point and/or close
reading that explains the meaning of the quote and its relevance to your
argument.

BODY PARAGRARIH:
STUDENT EXAMPLES

EXAMINE THE FOLLOWING STUDENT BODY PARAGRAPHS IN YOUR
DISCUSSION GROUP:

“In the beginning, Mr. Ramsay’s character has been defined as short-tempered,
strict, and demanding, which can be seen immediately. He is described as “lean as
a knife, narrow as the blade of one” (To the Lighthouse, 2). Despite his strong
personality traits, he expects Mrs. Ramsay to provide him with additional
emotional support, raise eight kids, and host dinner parties. However, Mrs.
Ramsay selflessly takes upon the role of coddling her husband’s fragile ego as it
helps unify and protect the family. Her selfless actions are shown when she
thinks, “people said he depended on her, when they must know that of the two he
was infinitely the more important, and what she gave the world, in comparison
with what he gave, negligible..being afraid, for instance...”(To the Lighthouse, 27).
Her acknowledgment that her actions were motivated by fear, depicts her
powerlessness, but also her ability to be selfless and supportive even in times of
fear and sadness. However, Mrs. Ramsay’'s submissiveness and empathy can only
last so long, as seen through her sudden death.”



“The women also prove the fluidity of hierarchies by using their manipulations to
help men navigate the hierarchies in place. When Nausicaa meets Odysseus, he is
stripped of clothing and, thus, of any authority, with nothing but “a leafy branch /
from the tangled olive growth to shield his body” (Od. 6.140-141). His fall from
power and return to being “Happy Odysseus” (Od. 24.210), king of Ithaca, are
perfect examples of how social hierarchies can be jeopardized and power can be
stolen. Jacob’s rise to patriarch echoes the same idea, especially considering that
within his social structure he should not have received any authority. His culture
dictates that both the blessing and the birthright belong to the eldest son, which
is made evident as Jacob blesses his grandsons. In this scene, Joseph tells his
father, “Since this one is the firstborn, put your right hand on his head” (Gen.
48:18), to symbolize the dominance of the elder. In gaining the blessing,
birthright, and authority for Jacob, Rebekah helps him defy the conventions of her
social system. Thus it can be concluded that the hierarchies and supposed
patterns of dominance in these societies are malleable.”

“In the Symposium, Plato presents the eternal as Beauty and love, erds, as the
driving force behind the journey to it. He conceives Beauty as an entity without
any one shape that “‘is always in one form” (Sym. 211b2) and “‘occurs
everywhere in the universe” (Sym. 186b1-2). In the former respect, it is unlike the
gods who have a definite shape; furthermore, Beauty is not a conscious being that
interacts with humans or traditional Greek gods. It exists on the same realm as
the gods, but is also separate from them. It is the source of all beauty because
““all the other beautiful things share in [Beauty]” (Sym. 211b2-3) and its beauty
““neither waxes nor wanes” (Sym. 211a3) nor is it ““beautiful in relation to one
thing and ugly in relation to another” (Sym. 211a5). Beauty is perfectly beautiful
and present in all things, but most humans are unable to catch even a glimpse of
it because they do not pursue knowledge, the highest step on the Ascent of Erds
and the one that leads to the knowledge of Beauty itself.”

“In Interior, the woman’s eyes are downcast, the viewer is unable to see the
female subject’s line of view, and the viewer is unable to determine how her
perception of the world differs from a man’s. This connects to Mrs. Ramsay, as
she is difficult to read. Mrs. Ramsay spends much of her time looking outside of
her window and knitting, which is the archetypal depiction of domesticity the
Victorian Era. Lily describes her difficulty in understanding Mrs. Ramsay. This is
seen when Lily says, “One wanted fifty pairs of eyes to see with, she reflected.
Fifty pairs of eyes were not enough to get round that one woman with, she
thought” (To the Lighthouse, 132). Lily describes Mrs. Ramsay’s beauty as being a
block to her internal emotions and that several eyes would not be enough to
observe and understand Mrs. Ramsay’s inner thoughts.”



OUOTATIONS

WHAT TO QUOTE

Direct quotation is most effective when you have something to say about how the
language choices contribute to the sense of the passage: this is what we call
“textual evidence.” What can you say about the writer’s mode of expression, or
the organization of ideas, or about some kind of conflict or ambiguity in the
argument put forth? Sometimes it is best to use a writer’'s own words when their
meaning is questionable or you want to debate it. Sometimes it is best to use a
writer’'s own words when the quotation is famous, or when it is particularly
eloquent or rhetorically effective. All quotations should be integrated into your
paper in a grammatically correct fashion.

QUOTATION PRECEDES ARGUMENTATION

A quotation, or textual evidence, is not used to support your preconceived
argument; rather, your argument should develop in response to the analysis of
your quotation or textual evidence.

FORMATTING

The following rules have been abridged and adapted from:
https://owl.purdue.edu/owl/research_and_citation/mla_style/mla_formatting_and_
style_guide/mla_formatting_quotations.html

Short Quotations = 4 typed lines or fewer of prose
3 lines or fewer of verse

To indicate short quotations in your text, enclose the quotation within double
quotation marks. Provide the author and specific page number (or line numbers
in the case of poetry) in the in-text citation. Punctuation marks such as periods,
commas, and semicolons should appear after the parenthetical citation. Question
marks and exclamation points should appear within the quotation marks if they
are a part of the quoted passage, but after the parenthetical citation if they are
a part of your text.

. According to Foulkes’s study, dreams may express “profound aspects of
personality” (184).

. Is it possible that dreams may express “profound aspects of personality”
(Foulkes 184)?

. According to one researcher, dreams express “profound aspects of
personality” (Foulkes 184), though others disagree.

When using short quotations from poetry (3 or fewer lines of verse), mark line
breaks with a slash (_/_). If a stanza break occurs during the quotation, use a
double slash (_//_).

. Cullen concludes, “Of all the things that happened there / That’s all |
remember” (11-12).


https://owl.purdue.edu/owl/research_and_citation/mla_style/mla_formatting_and_style_guide/mla_formatting_quotations.html
https://owl.purdue.edu/owl/research_and_citation/mla_style/mla_formatting_and_style_guide/mla_formatting_quotations.html

Long Quotations > 4 lines of prose
> 3 lines of verse

Place long quotations in a free-standing block of text and omit quotation marks.
Start the quotation on a new line, with the entire quote indented 1/2 inch from
the left margin while maintaining double-spacing. Your parenthetical citation
should now come after the closing punctuation mark. When quoting verse, keep
the formatting as close to the original as possible. Maintain the original line
breaks, and use double-spacing:

. In “My Papa’s Waltz,” Theodore Roethke invites the reader to relate to the
violence of his upbringing through the less traumatic, more common
experience of dancing:

The whiskey on your breath
Could make a small boy dizzy;
But | hung on like death:
Such waltzing was not easy.
We Romped until the pans
Slid from the kitchen shelf;
My mother’s countenance

Could not unfrown itself. (1-8)
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ANALYSIS

ANALYSIS? SUMMARY? DESCRIPTION?

In a critical essay, you need to generate your own analysis or interpretation of a
feature of a text or texts. Analysis is different from summarizing or describing the
contents of a text.

There’s a very simple way to determine whether or not you’ve written an effective
analytical essay:

Once you've drafted your paper, ask yourself: “Did | learn anything in the
writing process?” If you did not, if your understanding of a text, or a feature of
a text, has remained consistent with your first impressions, then you have not
analyzed anything, and you need to start over.

On the other hand, if you have learned something new, it is because your focus on
isolated details has brought new patterns and connections to light.

In an essay, you are teaching yourself first, and then your reader, something new
about a text that is not evident from a single, first reading.



COMPARATIVIE
ANALYSIS

In HONR 101 and 102, you are frequently given essay questions that require you
to think and write in an interdisciplinary way by comparing works from more than
one field. The following advice on comparative analysis has been abridged and
adapted from https://writingcenter.fas.harvard.edu/pages/how-write-comparative-
analysis.

“Classic” compare-and-contrast papers, in which you weight A and B equally, may
be about two similar things that have crucial differences (two pesticides with
different effects on the environment) or two similar things that have crucial
differences, yet turn out to have surprising commonalities (two politicians with
vastly different world views who voice unexpectedly similar perspectives on sexual
harassment). In the “lens” (or “keyhole”) comparison, in which you weight A less
heavily than B, you use A as a lens through which to view B. Just as looking
through a pair of glasses changes the way you see an object, using A as a
framework for understanding B changes the way you see B. Lens comparisons are
useful for illuminating, critiquing, or challenging the stability of a thing that,
before the analysis, seemed perfectly understood. Often, lens comparisons take
time into account: earlier texts, events, or historical figures may illuminate later
ones, and vice versa.

FRAME OF REFERENCE

This is the context within which you place the two things you plan to compare and
contrast; it is the umbrella under which you have grouped them. The frame of
reference may consist of an idea, theme, question, problem, or theory; a group of
similar things from which you extract two for special attention; biographical or
historical information. Look for a frame of reference in the language of the essay
questions.

GROUNDS FOR COMPARISON

Let’s say you’re writing a paper on global food distribution, and you’ve chosen to
compare apples and oranges. Why these particular fruits? Why not pears and
bananas? The rationale behind your choice, the grounds for comparison, lets your
reader know why your choice is deliberate and meaningful, not random. For
instance, in a paper asking how the "discourse on domesticity” has been used in
the abortion debate, the grounds for comparison are obvious; the issue has two
conflicting sides, pro-choice and pro-life. In a paper comparing the effects of acid
rain on two forest sites, your choice of sites is less obvious. A paper focusing on
similarly aged forest stands in Maine and the Catskills will be set up differently
from one comparing a new forest stand in the White Mountains with an old forest
in the same region. You need to indicate the reasoning behind your choice.



https://writingcenter.fas.harvard.edu/pages/how-write-comparative-analysis
https://writingcenter.fas.harvard.edu/pages/how-write-comparative-analysis

THESIS

The grounds for comparison anticipate the comparative nature of your thesis. In a
compare-and-contrast, the thesis depends on how the two things you’'ve chosen to
compare actually relate to one another. Do they extend, corroborate, complicate,
contradict, correct, or debate one another? In the most common compare-and-
contrast paper—one focusing on differences—you can indicate the precise
relationship between A and B by using a the word like “whereas” in your thesis:

. Whereas Camus perceives ideology as secondary to the need to address a
specific historical moment of colonialism, Fanon perceives a revolutionary
ideology as the impetus to reshape Algeria’s history in a direction toward
independence.

Whether your paper focuses primarily on difference or similarity, you need to make
the relationship between A and B clear in your thesis. This relationship is at the
heart of any compare-and-contrast paper.

ORGANIZATIONAL SCHEME

There are two basic ways to organize the body of your paper. In text-by-text, you
discuss all of A, then all of B. In point-by-point, you alternate points about A with
comparable points about B. If you think that B extends A, you'll probably use a
text-by-text scheme; if you see A and B engaged in debate, a point-by-point
scheme will draw attention to the conflict. But in a “lens” comparison, in which you
spend significantly less time on A (the lens) than on B (the focal text), you almost
always organize text-by-text. That's because A and B are not strictly comparable:
A is merely a tool for helping you discover whether or not B’s nature is actually
what expectations have led you to believe it is.

LINKING OF A AND B

All argumentative papers require you to link each point in the argument back to
the thesis. Without such links, your reader will be unable to see how new sections
logically and systematically advance your argument. In a compare-and-contrast,
you also need to make links between A and B in the body of your essay if you
want your paper to hold together. To make these links, use transitional
expressions of comparison and contrast (similarly, moreover, likewise, on the
contrary, conversely, on the other hand) and contrastive vocabulary (in the
example below, Southerner/Northerner).

. As a girl raised in the faded glory of the Old South, amid mystical tales of
magnolias and moonlight, the mother remains part of a dying generation.
Surrounded by hard times, racial conflict, and limited opportunities, Julian, on
the other hand, feels repelled by the provincial nature of home, and represents
a new Southerner, one who sees his native land through a condescending
Northerner’s eyes.




THE SHORT ESSAY

THE ART OF CONCISE WRITING

RECOMMENDED RESOURCE: THE PARAMEDIC METHOD

“When you use the Paramedic Method, you will reduce your word count by
eliminating unnecessary words.”

https://owl.purdue.edu/owl/general_writing/academic_writing/paramedic_method.html

.« When trying to write concisely, it may help to think about a short essay as
about the textual evidence, rather than about a topic. As this handbook
suggests repeatedly, begin with textual examples that you’d like to analyze in
depth. Start drafting a body paragraph from your initial analysis of an initial
textual feature. As your essay spreads out around textual details, you will
simply be able to stop writing when you reach the page limit and you will
almost automatically have a very focused discussion.

. Review each paragraph: is it tightly organized around one topic, or does it drift
in multiple directions? CUT everything that does not support your central claim
in the paragraph.

. Review each quotation: is it analyzed? If not, cut it. Is the entire quotation
necessary to (1) your argument and (2) the grammar and sense of the
sentence? If the quotation can be shortened, shorten it.

. CUT unnecessary biographical or historical information.

. CUT plot or text summaries. If you are trying to review or summarize a text-
long plot or argument, you are not developing a concise analytical essay.
Instead of summarizing the work, try to contextualize your supporting evidence
or situate the reader at a particular point in the text.

. CUT repetition. Repetition in argument and phrases takes room away from new
analysis and insights.

. CUT rhetorical flourishes. “Pretentious writing is bad, in part, because it is
empty. Like a pastry punctured by a fork, pretentious writing collapses when
closely examined, proving that the outside is puffy while the inside has little
substance.... Intelligent readers (especially instructors) are likely to get
annoyed or impatient when they discover that pretentious language is covering
up a lack of argument or insight. It is far better to concentrate on presenting a
good argument in plain, clear language.” (Lewis Vaughn, Writing Philosophy,
Oxford: Oxford University Press, 2006, p. 45)

. CUT any sentence that does not directly reference the texts you've been asked
to analyze.

. CUT evaluative phrases (good, bad, interesting, important, strong, weak). If
possible, replace these evaluations with relationship claims or a verb: “X
contributes to the pattern of accidents that develops over the course of the
novel.”



DISCIPLINE-SPECIFIC

ADVICE

Reading & Writing about Literature

« You need to understand not only what is being said and what is

happening, but, just as importantly, you need to understand how the
language choices work. Think about what the words are doing or
contributing to the text, instead of only what they mean.

Literature has no main point and there are no key passages. This
may be how you study for exams, but you need a very different
approach to write an effective essay. Instead, think of every and
any aspect of the text as a potential entry point for your analysis.
Look for patterns at the level of the word and action (hint: thinking
is a type of action). Patterns behave in a limited number of ways:
they repeat, vary, evolve, and there are anomalies, even
contradictory evidence.

Pay attention to details that are not essential to the plot or that are
not essential to characterization. What do they add? For example,
in Shakespeare’s Merchant of Venice, one financial loan ends up
creating two more. The third loan is irrelevant for plot purposes,
and references to it are often cut in performance. But with such
cuts, you remove the pattern through which debt generates more
debt and characters from different cultures become increasingly
intertwined through economic forces.

Literature is not primarily about emotions. Many students begin the
analysis process by trying to attribute some kind of feeling to each
character or speaker. Instead, think about a character’s motivations,
those that are immediately relevant to a particular scene, as well as
longterm plans and personal propensities. What does the character
hope to achieve through speaking? Is he or she trying to get
another character to marry him or her? To give him or her money?
To pass the sugar? Another way to approach a literary work is to
think about how the writer uses language to represent and
understand an experience, rather than an emotion.

Students tend to stray into generalizations when they think about
themes. Writers do the reverse: they take apart and analyze all
kinds of cultural cliches. You don’t need to read a novel to learn
that “money can’t buy happiness,” or “YOLO.” Instead, works of art
put such commonplaces to the test. Instead of asking “What is the
theme of this play?” ask “How does the writer complicate,
challenge, or analyze a conventional theme or assumption? How do
the writer’s language choices break down a particular topic?” The
discussion of a theme should express a text’'s complexities, not
gloss over them.



. Literary writers take into account the reading experience, which has its own
temporality through which textual details are gradually revealed. Texts invite
provisional judgements from readers, and readers adjust their impressions and
judgements as they move through the text. When you analyze a textual detail
from Chapter 1 or from Chapter 20, consider the amount of information at the
reader’s disposal at each point in the reading process.

. Use the dictionary, specifically The Oxford English Dictionary Online, the most
comprehensive and authoritative dictionary in English. It is available through
the Library website, under “Databases.”




RECOMMENDED
READING

Gallop, Jane. "The
Ethics of Reading:
Close Encounters."
Journal of Curriculum
Theorizing 16.3
(2000): 7-17.

This article can be
found in SharePoint, in
the same folder that
contains this Writing
Handbook.

When the reader learns to stop at
the details, to notice them, and
think about them, then the reader
must account for what is actually
written and cannot fall back on his
expectations for what is in a book.

| ask my students to notice
surprising or insistent details
because it is there that the student
is most likely to find the text as it
exists, most likely to break free of
his preconceptions of what should
be in the text.

This will help the student learn
better, all through her life; it will
make her sharper and more
adaptable, prepare her better for
the surprises thrown in her path.
This is a major benefit, but it is
still a selfish gain.

There is another, less selfish
reason to practice close reading: |
believe it makes for more ethical
reading.... | believe it is our
ethical obligation to fight against
our tendency to project our
preconceptions, that it is our
ethical duty to attempt to hear
what someone else is really
saying. Ultimately, close reading is
not just a way of reading but a way
of listening. It can help us not just
to read what is on the page, but to
hear what a person really said.



DISCIPLINE-SPECIFIC

ADVICE

Reading & Writing about Philosophy

“When you read a philosophical essay, you are not simply trying to
glean some facts from it as you might if you were reading a science
text or technical report. Neither are you following a story line as if
you were reading a mystery novel.... In most cases, you are tracing
the steps in an argument, trying to see what conclusion the writer
wants to prove and whether he or she succeeds in proving it. Along
the way, you may encounter several premises with their
accompanying analyses, clarifications, explanations, and examples.
You may even run into a whole chain of arguments. In the end, if
you have read well and the writer has written well, you are left not
with a new set of data or a story ending, but with a realization—
maybe even a revelation—that a conclusion is, or is not, worthy of
belief” (Vaughn 8).

“Speed-reading is out of the question. Skimming is pointless. Even
if you read at a snail’s pace, you will probably need to reread the
material, perhaps several times. You need to read and reread as
many times as necessary to understand the text fully” (Vaughn 10).
In order to fully comprehend the claims, premises, supporting
arguments, terminology, and the relationships among all these, it is
helpful—even necessary—to outline or summarize as you read. At
the very least, this is a very good way to tell whether or not you
understand the text. If you cannot outline or summarize an
argument, then you have not understood it.

Keep track of section titles or descriptions that typically state major
claims; look for premises (initial or fundamental beliefs upon which
later arguments are built); and note when the philosopher makes
distinctions and defines his or her terminology. Note definitions that
evolve over the course of the text.

Note words that signpost the structure of arguments. Conclusions
are often indicated by the following types of words or phrases:
consequently; thus; therefore; it follows that; as a result; hence; so;
which means that. Premises are often indicated by the following
types of words or expressions: in view of the fact; because; due to
the fact that; the reason being; assuming that; since; for; given
that.

Note sections that seem to clearly articulate the writer’s argument,
and also note sections that seem to especially obscure the writer’s
argument. Does he or she employ a term, image, or metaphor that
introduces ambiguity? Does the writer contradict him/herself? Is the
contradiction actual or only apparent (that is, does the argument
evolve so that the statement is no longer a contradiction)?



. Is the argument a claim supported by logical necessity (A necessarily implies
or causes B) or by probability (because of A, B is very likely)? Is the argument
descriptive (a claim about the nature of ultimate reality, for example) or
prescriptive (this is how mankind should behave)?

. “When you read philosophy, understanding it is just the first step. You also
must do something that many beginners find both difficult and alien: you must
make an informed judgment about what you read. Simply reiterating what the
writer has said will not do. Your judgment is what matters here. Mainly, this
judgment is your evaluation of the argument presented by the writer—an
assessment of (1) whether the conclusion follows from the premises and (2)
whether the premises are true. Only when the answer is yes to both these
gquestions can you say that the conclusion of the argument is worthy of
acceptance” (Vaughn 12-13).

. For thinkers like Niccolo Machiavelli, Rene Descartes, and Karl Marx, the way
in which they write their texts is part of how they make their philosophical
arguments. These writers, in effect, invite the kind of attention to language
choices that we associate with literary works. In fact, all philosophical
arguments expressed in words are influenced by rhetorical considerations and
are thus subject to close readings.

« In your introduction and your topic sentences, only discuss the particular
argument or proof that you are going to analyze: do not try to summarize the
entire text. In the short essays that you are assigned in HONR 101 and 102, it
is impossible to do justice to an entire philosophical treatise or even to a major
argument. If you find yourself trying to summarize Descartes’s Meditations by
working from Meditation 1 to 6, you are not developing your own concise
analytical argument on a narrow topic. Instead, is there one particular chapter,
topic, argument, or proof that you can analyze in detail and in relation to the
essay question? Is there one particular historical example used by Machiavelli,
for example, that you can critique in order to support your essay thesis? Just
as you might choose to discuss a so-called minor character in a literary work,
you might likewise choose to examine a subsidiary argument or proof within the
philosophical text in order to make your topic manageable and effective in a
four-page essay.

. Avoid lengthy direct quotations. When you quote, the onus is on you to tease
out the logical and linguistic complexities of the language used. You must also
explain clearly why the quotation is of significance to your paragraph argument
and to your thesis.

We are born into this world at a particular place and time, steeped in the ideas and
values of a particular culture, handed ready-made beliefs that may or may not be true
and that we may never think to question. Philosophy helps us rise above this
predicament, to transcend the narrow and obstructed standpoint from which we may view
everything. It helps us examine our unexamined beliefs in the light of reason, look
beyond the prejudices that blind us, and see what’s real and true. By using the methods
of philosophy, we may learn that some of our beliefs are on solid ground and some are
not. In either case, through philosophy, our beliefs become truly and authentically ours,
and we are more fully in control of the course we take in life.... More than anything else,
philosophy is a process, a careful, systematic investigation of fundamental beliefs. When
we get involved in the process, we are ‘doing philosophy.” We are doing what both great
philosophers and ordinary people have done for thousands of years. To put it more
precisely, doing philosophy consists mainly of the systematic use of critical reasoning to
explore answers to basic questions, to clarify the meaning of concepts, and to formulate
or evaluate logical arguments. (Lewis Vaughn, Writing Philosophy, Oxford: Oxford
University Press, 2006, p. 5)



DISCIPLINE-SPECIFIC

ADVICE

Reading & Writing about Science

Philosophers and scientists both make truth claims about how something
in the world or universe actually exists and operates. By contrast,
historians uncover material evidence from the past and generate
probable interpretations about causes and effects. The arts analyze
experience and ideas through imaginative forms, while moral philosophy
makes prescriptive claims about how the world should be, how humans
should behave, rather than describing how the world actually is.

Truth claims are either established with certainty or with probability,
depending on the kind of evidence and arguments brought forth.

Consider whether the science writer is presenting a theoretical
argument or the results of a material experiment. What kind of evidence
does each kind of scientist bring forth, and how persuasive is that
evidence?

Whether theoretical or experimental, the scientist is probably positing a
cause and effect relationship. What are the primary and subsidiary
causes posited? What are the primary and subsidiary effects posited?
What is the nature of the relationship between causes and effects? That
is, how is something a cause or an effect?

Theoretical arguments are often called deductive. That is, they begin
with a general or fundamental premise and work their way toward the
specific, logical implications of that premise. As The Stanford
Encyclopedia of Philosophy explains, “in deductive inferences, what is
inferred is necessarily true if the premises from which it is inferred are
true; that is, the truth of the premises guarantees the truth of the
conclusion. A familiar type of example... All As are Bs. a is an A. Hence,
a is a B.” Empirical arguments, on the other hand, are often called
inductive. They begin with data, empirical observations that are
verifiable through repetition. This data is then considered altogether to
draw general conclusions about patterns or to create theories about
causes and effects.

Most of what we read in HONR 101 and HONR 102 will pre-date the
establishment of a modern “scientific method.” One way to analyze
earlier experiments and theories, however, is to compare the historical
method and conclusions with current scientific reasoning. What is added
to and what is missing from the historical method, from a 21°'-Century
perspective? Where does the writer explain his or her intentions and
methodological choices?

A writer like Charles Darwin combined features of rhetorical
argumentation in his book on The Origin of Species, which was intended
for a public (that is, non-specialist) audience. Like Machiavelli’s The
Prince, then, it is subject to close language readings. In both cases,
evidence takes the form of rhetorical examples or anecdotal evidence.



DISCIPLINE-SPECIFIC

ADVICE

Looking at & Writing about Visual Art

Good writing, in this case, begins with good looking habits. The List below
will help you notice the details of a painting that will help generate an
effective analysis. Visual details are the equivalent of textual evidence in

your essays. As with literature and philosophy, not every detail you observe

will ultimately be useful to your thesis. But you cannot develop a concise,
accurate, analytical argument without first noticing as much as you can
about the painting or the text, and from those details selecting the most
persuasive examples for your argument. In your final essay draft, be sure
to include only those visual details that are most relevant to your thesis.

HISTORY (THESE ELEMENTS CANNOT BE SEEN)

Painter

Date

First installation location

Context: the painting situated in art history (school or movement),
and/or in cultural or political history

Iconography (traditional meaning applied to specific images: a lamb, for
example, might represent Christ)

MATERIAL CHARACTERISTICS (THESE ELEMENTS CAN BE SEE)

Paint application. What sort of texture is evident on the painting’s
surface? How visible are the brushstrokes? Are they loose and flowing?
Or tight and controlled? Are they consistent across the surface, or do
they vary in different areas of the painting?

Size. How big is the artwork? Are the figures or objects in the work life-
sized, larger or smaller than life? How does size affect your response to
the work?

CONTENT (THE PRIMARY FOCUS OF OUR CLASSES AND YOUR ESSAYS)

Setting (inside/outside; urban/landscape;
mythical/historical/contemporary)

Subject matter (number, size, gender, age, class, job, pose/activity of
human figures; and what is the relationship between all of these figures)
Composition (arrangement): Where does the eye enter the painting, and
how does the eye travel through the painting? What is in the
foreground/middle-ground/background? What happens when you look at
the painting horizontally, vertically, and diagonally? What comes into
view with each approach?

What areas and objects of the painting are light? What areas and
objects are dark? What things look lightweight, and what things look
heavy?

How does the painting structure the gaze and identity of you, the
viewer? Are you a mere mortal looking up at the heavens? Are you in
the subject position of a male client, looking at a prostitute in her
boudoir? Are you in an audience, looking at a stage or other audience
members?

Do any elements create patterns? Do any elements create contrasts?
How does the painting come together as a whole? Considered
altogether, what story or narrative do these details tell? How are the
formal elements of the painting employed by the artist to create
meaning? Do not ignore the work of art as you reach your conclusions.



7 Principles of

7 Elements of Art Composition

color

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

line

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

shape

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.

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.

proportion

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

balance ®

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

unity
A collection of elements that create

harmony through color, proximity, or
repetition. Applies to completed artworks.

emphasis
The focal point of an artwork made

apparent through the arrangement of
elements such as color or contrast.

movement

The path a viewer's eye takes across an
artwork as influenced by the placement 1)1
of elements. colors etc. -

..
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\
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contrast =

The juxtaposition of opposing .
. . /Ny

elements using devices such as

color, size, shape or placement.

pattern <

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

*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.

Listening to & Writing about Music

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

HOW WE LISTEN TO MUSIC

“[Flor 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)
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From Trevor Herbert’'s Music in Words: A Guide to Researching and Writing about
Music (2009)

SOME QUESTIONS TO ASK WHEN WRITING ABOUT MUSICAL WORKS

Think about two aspects of any given [musical] work:

1.Issues concerning its musical nature: its structure and musical language

2.lssues about its context, especially those that might influence its interpretation
and performance and the way that audiences should listen to it.

Questions to Ask about the Structure and Formal Elements

. Is the work a complete or self-contained piece, or is it an extract from a larger
work or series of pieces? Does this have a bearing on its structure?

. What are the instrumental and/or vocal forces for which the work is intended?
Are these forces typical or unusual in works of this type?

. Where are the main musical “landmarks” (the places that seem to mark
important structural or expressive points) in the piece, and what makes them
prominent?

. What are the formal or structural characteristics of the piece? How do these
structures work? (In tonal music, you will almost certainly be looking at
harmonic progressions and key changes.) Do they follow a particular formal
pattern, such as sonata form or rondo?

. What can be said about the harmonic language of the piece? Is it diatonic,
modal, chromatic, or atonal?

. What textures are used? Is the texture contrapuntal or homophonic?
(“Homophonic” could mean melody/accompaniment or chordal texture.)

. Does rhythmic or metrical complexity seem prominent?

. What are the prominent melodic phrases?

. Are contrasts and/or repetitions prominent?

. Is there any borrowed material in the work (such as themes or music
quotations)? Does the piece draw on a borrowed framework (such as a much
earlier form) or on some other material or ideas?

. How is mood conveyed, and is there just one mood throughout the piece or
does it change?

. If the work is vocal, does the composer try to express the meaning of
individual words or phrases in the music?

. If there are words, who wrote them and in what language? Is the setting you
are examining in the original language?

. Are the instruments or voices used idiomatically, that is, are they used in a way
that shows an awareness of their special characteristics and techniques? Are
wide tessituras used for solo voices or instruments?

. Are the performance directions (if there are any) distinctive in any way? Are
dynamics and tempo changes frequent?



Questions to Ask about Compositional and Performance Context

. Who wrote the work, and when and where was it first performed?

. Why was it written (perhaps for particular performers, or as a commission)? Is
the music functional (dance or ceremonial music, for example)?

. Did the composer complete the work, or was it completed by someone else?

. Did the composer revise the work?

. Was it published during the composer’s lifetime?

. Is the edition you are examining the original version or a later edition?

. At what point in the composer’s life and output was the piece written? Does it
relate to or contrast with other pieces written at about the same time? How
does it fit into the general creative output of the composer?

. Are there extramusical factors concerning the composer’s life that might be
reflected in the piece?

. Does the title have significance? Is it just the name of a genre (sonata or
concerto, for instance), or is the title more descriptive? Is the work
programmatic: is it supposed to portray or evoke events and characters? « How
detailed are the performance instructions? Are the performance forces (names
and quantities of instruments/voices) given? Are dynamics, tempi, accidentals,
and ornamentation specified? How much discretion is given to performers? Are
they expected to understand unwritten conventions, such as ornamentation? -
What was the reception of the work when it was first heard? Have there been
different attitudes toward or receptions of the piece subsequently? « How or
where does the work fit into a broad historical context? Does it respond to or
reflect broad cultural or historical movements or events? « How does the work
fit into the development of repertoire for the forces (instruments, voices) for
which it was written?
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Performance Analysis

Provided by Dr. Nic Hamel

The term “performance” indicates an event that arises from some set of
cultural processes, and can include theatre, dance, music, religious
observances, sports competitions, social rituals, etc. For the purposes of
HONR 101 and 102, you will likely be asked to encounter performances in
the genres of theatre, opera, concerts, and/or dance. Writing about
performance can be challenging because performances are frequently
ephemeral, complex, and emotionally charged. To successfully write about
performance, your task is to engage with these difficult elements rather
than ignore or avoid them.

Substantive performance analysis requires a variation on close reading
strategies that you would use for a variety of other forms of writing. To
quote theatre critic and playwright Elinor Fuchs: "We must make the
assumption that in the world of the play there are no accidents. Nothing
occurs ‘by chance,” not even chance. In that case, nothing in the play is
without significance" (6). Each performance has its own set of rules, some
of which may overlap with those of other performances while others may be
unique. Attention to detail is vital, but so too is attention to how the
various details that make up a performance fit together—the rules by which
a performance is constructed. Rigorous analysis requires you to identify
and understand how a given performance’s rules operate.

One useful technique for performance analysis is adapted from a framework
put forward by art critic Edward Feldman (1972), and consists of three
steps: Describe, Analyze, and Interpret. It is important that these steps are
done in this order to ensure that your writing is centered on the
performance itself rather than on your individual judgments about it. For
the purposes of an academic essay, your personal judgments are relatively
unimportant. Instead, your writing should demonstrate your observational,
analytical, and interpretive skills in reference to a performance. Make sure
that you write down your notes on each individual step so that you can
utilize them when you write the text of your essay.

DESCRIBE

The first step is to describe obvious details that you observe immediately
in a performance: Who was part of the performance? What was the space
where the performance took place? How did the performers move or use
their bodies in the space? What kind of clothing did the performers wear?
Who was in the audience and how did they respond to the performance?
Etc... At this stage you should put together an inventory of all of the
details that anyone might observe about the performance. Make sure to
refrain from any interpretation at this point—this step is all about
developing evidence based in the performance itself. You should have
several descriptive details so that you have enough material from which to
conduct your analysis.



ANALYZE

After you have compiled a list of observable descriptions, start to think about how
the individual pieces fit together into something larger. You should proceed to
analyze any trends, contrasts, patterns, or identifiable tendencies that the
descriptions exhibit: What elements are more dominant, and which others are less
so? What kind of themes or imagery recur or come back in different forms? How
might some elements of the performance be in tension with others? Are there
elements that are conspicuously absent from the performance? Etc... Your
analysis should reveal the way that the performance was constructed but should
still not yet contain any speculation about what the performance means. Typically,
your analysis is less lengthy than your descriptions, but make sure that you
develop enough argumentation from which to develop your interpretation.

INTERPRET

Finally, in the Interpret phase, you work to identify what the performance you
observed might mean based upon the descriptions and analysis you have
performed. Bear in mind that for the purposes of your paper you will typically
identify one possible interpretation of the performance. Performance allows for
multiple interpretations, so do not be concerned with discovering the correct one,
but rather with developing an interpretation supported by the analysis you have
already performed. In addition to being supported by evidence and argumentation,
your interpretation also ought to be something significant and non-trivial. For
example: How can the performance be contextualized? What meanings might the
work communicate to its audience? In what ways could the performance matter or
make a difference?

Once you have completed the Describe, Analyze, Interpret process, you will have
developed all of the content required to write your essay. The interpretation that
you have identified becomes the thesis of your essay, while the descriptions make
up your evidence and the analyses comprise your argumentation. As you write
your essay, make sure to only include those descriptions and analysis that support
your interpretation/thesis—anything that is not relevant should be edited out.
Writing descriptions will take up the bulk of your essay, but these need not be dry
or uninteresting. As dance critic Deborah Jowitt argues: “Description at its best is
not simply about surface. It hints at what lurks within a work. It links images
through imaginative wordplay” (9). Use your writing to proceed logically and
carefully from the details of your descriptions through the logic of your analysis
to a meaningful interpretation.

WORKS CITED

. Feldman, Edward Burke. Varieties of Visual Experience, 2"* Edition. Prentice-
Hall, 1972.

. Fuchs, Elinor. “EF’s Visit to a Small Planet: Some Questions to Ask a Play,”
Theater, vol. 34, no. 2 (2004), pp. 5-9.

. Jowitt, Deborah. “Beyond Description: Writing beneath the Surface,” Moving
HistorylDancing Cultures: A Dance History Reader, edited by Ann Dils and Ann
Cooper Albright. Wesleyan University Press, 2001, pp. 7-11.
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FHOW TO REVISE
YOUR ROUGRFH DRAFT

REVISING

Revising involves rethinking the intellectual content of your essay, including the
thesis, supporting arguments and evidence, and the overall organization.

1. Examine the conclusion of your rough draft carefully: does it contain a clearer,
more accurate expression of your thesis than the one located in your
introduction? If so, replace the material in your introduction with the material from
your conclusion.

2. Read your paper out loud. It is easier to hear our mistakes than to see them.
Problems with sense and clarity will especially come to the surface through this
recitation.

3. Reread just your topic sentences: do they make an argument that is proven in
the paragraph that follows? Is there a transition between all your paragraphs?
Still looking at just the topic sentences, and perhaps your concluding sentences,
ask yourself whether your essay is logically organized. Does the central thesis
develop over the course of the entire paper?

4. Reread just the quotations: do they prove what you claim they prove? Are they
used correctly as evidence; that is, do you provide analysis of every quotation
and link it directly to an argument? Have they been formatted properly? Go back
to your books: have the quotations been transcribed and cited correctly?

5. Read your paper backwards, beginning with the very last sentence. Move
sentence by sentence, checking for grammar, syntax, clarity, sense, and typos.

6. Put your final draft aside for a couple days before rereading it again.

For help with your paper, email your instructor; make an appointment with a LUC
writing tutor; and/or use the “Peer Review Template” (next page). See “More
Writing Support” below for a list of in-person and online resources.

PROOFREADING

Proofreading involves improving the clarity and mechanics of your paper, without
rethinking its central claims and support. Of course, as one considers the clarity
of writing, one often finds problems with, or more refined, arguments.

RECOMMENDED RESOURCE: THE PARAMEDIC METHOD
https://owl.purdue.edu/owl/general_writing/academic_writing/paramedic_method.ht
mi

“The Paramedic Method is an easy to learn, systematic way to make your
sentences more persuasive and more user-centered.”



PEER REVIEW

You can think of peer review like an intervention, or a meeting of Alcoholics’
Anonymous. It’s an opportunity to support your peer in a lifelong process that
requires extreme vigilance and a willingness to make difficult changes. Do not be
an enabler: do not give support and encouragement when you have no idea what a
sentence means.

As a fellow student, you cannot offer expert advice on writing or the text, but you
can and should indicate when something you are reading does not make
sense or does not seem accurate.

Writer’s Name:

Reviewer’s Name:

(1) What and where is the clearest expression of the essay thesis? Does it have
to be moved into the introduction? How effective is the thesis (does it obey the
rules listed in this guide)?

(2) ldentify the strongest paragraph, and explain what made it such a persuasive
part of the essay. If the paper intellectually challenged you or changed your own
understanding of a text, let the writer know. The more the reader learns, the
stronger the analysis is.

(3) Identify the weakest paragraph, and explain what made it such a problematic
part of the essay. Is the paragraph well-organized, with a topic sentence
argument, a transition, and effective evidence? If the argument or organization
confused you, let the writer know. Do you have suggestions for rewriting or
rethinking the paragraph? Does the evidence prove the argument of the
paragraph?

(4) Transcribe an argument or sentence that is particularly persuasive.

(5) Transcribe a sentence that is worded so awkwardly and/or ambiguously that
the writer’s point is difficult to understand.



MORE WRITING
SUPPORT

Essay-writing Help

Field Expertise

THE LOYOLA WRITING CENTER
luc.edu/writing/

TYPES OF APPOINTMENTS

. Face-to-face: Meet in person for 30 minutes to an hour with a trained
writing tutor at the Lake Shore or Water Tower campus. These
sessions can cover every stage of the writing process, from
brainstorming with a prompt to thesis statements and sentence
structure. Bring ideas, drafts, and a variety of writing assignments.

. Online Consultation: Like Face-to-Face sessions, Online
Consultations happen in real time for 30 minutes to an hour. Students
can opt for video conferencing or only a typed interaction.

. Written Feedback: This asynchronous service is for nearly-completed
or completed drafts. After reading the draft, tutors will write a
summary letter and make comments in the margins of the paper, then
send the draft back to the writer.

Recommendation: Request a graduate student tutor.

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

RECOMMENDED RESOURCE: THE PARAMEDIC METHOD
https://owl.purdue.edu/owl/general_writing/academic_writing/paramedic_
method.html

“The Paramedic Method is an easy to learn, systematic way to make your
sentences more persuasive and more user-centered..”

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 difficult in-class topics. Taking advantage of these office
hours is a great way to demonstrate your commitment to the course and your
personal initiative. “Office Hours” are typically listed 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.

FIELD RESEARCH GUIDES - LOYOLA LIBRARIES
https://libguides.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 disabilities:
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Is the origin of “evil” in the person, or the situation and svstem surrounding the person? s it
possible for “good” people to do bad things under certain circumstances? Whatever public opinion
is at the moment, science may have found some answers to these age-old questions.

The Stanford Prison Experiment took ordinary, well-adjusted middle and upper-class college
student volunteers and randomly divided them into guards and prisoners for a week to see if' it

would affect their behavior, What they found surprised even the researchers (Zimbardo, 2007).
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