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Mission Statement

The mission of the Humanities Department is to teach skills and habits of attention, critical thinking, intellectual persistence, and reflection through careful reading and writing in the study of history and literature. In teaching these skills and habits the department plays a central role in students' education as artists, as intellectuals, and as engaged citizens.
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THE CORE ANALYTICAL PROCESS

Analysis is central to work in the arts and in the humanities. But what is analysis? How do we learn to recognize and engage in analytical thinking? How do we teach the habit of thinking analytically? 
	THE TEXT: On one side of the equation we have the object or work under study: a work of art, dance, music, literature, or virtually any other complex object that can be observed.

	OUR THINKING: On the other side of the equation we have our ideas about that object or work and the words we use to capture and express our thinking. What do we believe the text to be about?
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THE CORE ANALYTICAL PROCESS then does two related things. First it allows the elements of the text, objectively observed, to give rise to our thinking. Secondly it prevents our thinking from imposing upon, and therefore obscuring, the elements of the text. 


START WITH QUESTIONS
In almost any object or work we might study there will be elements that carry particular meanings or resonances for us. However, we need to set these aside in order to see what is actually there. Since we learn and discover as we go, it is important that we enter into the process with an open and questioning mind. Preconceived ideas about an object or work that we don’t question or shake may scuttle the whole business.
If a man will begin with certainties, he shall end in doubts, but if he will be content to begin with doubts, he shall end in certainties. - Francis Bacon
THE PROCESS IS RECURSIVE
This process is necessarily recursive in that we constantly make and remake observations, inferences, and interpretations of the object or work, testing each new idea we have against the details of the work itself.

The difference between the right and the nearly right word is the same as that between lightning and the lightning bug. - Mark Twain
WRITING IS THE VEHICLE

If analysis is a journey of discovery then writing is the vehicle that will take us where we need to go. From the first set of observations to the final sentence of an expository essay, writing is as much a tool for thinking and learning as it is a way of expressing our ideas to others. When in doubt, write.
I never know what I think about something until I read what I've written on it. - William Faulkner
Good writing is clear thinking made visible. - Bill Wheeler
OBSERVATION
Learning to read objectively, thoroughly, and precisely
The first and most important set of skills and habits to learn are the skills and habits of objective, thorough, and precise observation. This might be described as “getting close to an object,” as “taking an object apart,” or as defining the “IS-ness” of an object or work.
OBSERVE OBJECTIVELY
• Be careful to keep in mind the differences between observations, inferences, interpretations, and speculations. Be sure you are making observations and safe inferences, not interpretations or speculations.

• Be conscious to suppress your presuppositions, assumptions, preferences, and personal associations with a text. Try to keep an objective distance and describe what you see, not what you think or feel about what you see.
Questions to ask:

- Is everything in that statement true?

- Is that what is there? Or is that what you think is there?

- What do you see?

- Is that really on observation? Or an inference? Or an interpretation?

OBSERVE THOROUGHLY
• Move systematically through the whole object. Be sure you have not unconsciously weighted some areas or elements over others. If you have, what can you observe that may have caused this? Describe accurately specific features of the elements that suggest emphasis or de-emphasis.
• Use concepts and elements specific to this kind of object or work that might be useful to opening it up more completely. For example, make observations of the plot, setting, tone, composition, line, etc.
Questions to ask:
- What else can we say about that?

- Does that capture everything about that element?
- What elements are most significant? What do you see that suggests this emphasis?
OBSERVE PRECISELY
• Check your statements against the text. Consider other possible words or phrases to better describe the elements of the text.

Questions to ask:
- What do you see that makes you say that?

- Is there a word that more accurately describes that element?

- Is that observation useful in clarifying what is there? Or is it too broad?

- How can you be more specific? How can you more accurately describe the specific nature of that element?

	IT’S A PROCESS! Go back and forth testing the words you are using to describe the object or work against the details of the object or work itself.

Your words describing the object or work

( check, recheck (
The features of the object or work itself




INFERENCE
Learning to see composition - structure, pattern, and relationship
As students make rich observations of an object, they can recognize underlying structures, patterns, and exceptions. This could be described as “putting the object back together” or as “seeing the composition.” Although this involves careful thinking and writing, this should still be thought of as observation. It is about making non-obvious but still true statements.
MAKE INFERENCES BY OBSERVING PATTERNS AND STRUCTURES
• Use observations (alone or in groups) to make inferences about the object or work.
• Build categories into which you can group some of the elements. Group elements by color, layer, topic, type, or any other clearly defined category you can observe.

• Identify exceptions to the groupings or patterns that you have found.
Questions to ask:

- Are there observations that might suggest time of day, season, place, or other aspects of the setting of the object or work?

- Are there observations that might suggest the age, social class, or other aspects of any characters or figures?
- Are there exceptions to that pattern? Do all the elements fit? Is there a snag?
ISOLATE / RECONTEXTUALIZE ELEMENTS

• Consider an individual element in isolation, as though it were separate from the whole. What is the full range of connotations and meanings that might be part of that particular element?

• Once you’ve considered the full range of meaning for a specific element, place it back into its context. Now consider that full range of meaning in relationship to the rest of the full text.

Questions to ask:

- There’s a sword there. What are all the possible meanings of a sword?

- Ok, so which of these possible meanings make sense considering this specific sword shown in this specific way?

DEVELOP LINES OF INQUIRY

• Using the patterns, structure, and relationships you have investigated, identify some avenue of questioning or line of inquiry that you might pursue. What questions are raised by your findings? Let these questions lead you back into yet more observations to explore possible answers.
Questions to ask:
- If that is true, then how might we explain this element? How does thinking about that change the way we see this object or work?
- That’s a good question! Can you explore this object or work for evidence which might suggest an answer to that question?
- Do you need to refine your words to capture what is really there?
	IT’S A PROCESS! Go back and forth testing the words you are using to describe the object or work against the details of the object or work itself.

Your words describing the object or work

( check, recheck (
The features of the object or work itself




ANALYSIS
Building a claim for meaning, significance
Once students are very familiar with what the object or work is and with its composition, they can propose an interpretation or claim about the significance or meaning of that object or some element of that object. If observations and inferences concern what the object or work is, with “IS-ness,” then interpretations concern what the object or work is about; they concern “ABOUT-ness.”
DEVELOP A PROVISIONAL ANSWER TO YOUR LINE OF INQUIRY

• Consider your best answer to your line of inquiry and phrase it as a statement.

• Your claim must be arguable. There must exist specific evidence that your claim is true, but that evidence cannot be conclusive or your claim would be a fact. There cannot exist specific evidence that your claim is false.

- What choices were made by the author of this text? How do you know? To what effect?

- What values did the author hold?

- What is the meaning / significance of the text or of some element of the text?

- What is the effect of an element or elements of the text?

REVISIT THE TEXT THROUGH THE LENS OF YOUR CLAIM

• Any claim you propose needs to be tested and revised. View the object through the lens of your claim and use the object to test your claim. Go back and forth between revising your claim and looking at the text.

- Does your claim explain what the text is or what the text is about?

- Is your claim easily demonstrated? Or is it non-obvious?

- Have you examined the text through the lens of your claim?

DEVELOP AN X BUT Y CLAIM

• Often it helps to start with a claim that is true and readily provable (X), and then propose an extension or complication (Y) as your main, more complex, less obvious claim.

• Basing your claim on a complication creates motivation for your argument. It means that you need to explain yourself. This also provides motivation for people reading your work because they need to be convinced.
- That claim isn’t really arguable. It’s pretty obvious. Could you start with that and propose an extension? A next step?

- Why should I keep reading if I agree right away with your claim?
- Take that claim and let’s assume it is true. How does that change the way we see this object or work? How does it speak to the craft or values of the artist?
	IT’S A PROCESS! Go back and forth testing the words you are using to describe the object or work against the details of the object or work itself.

Your words describing the object or work

( check, recheck (
The features of the object or work itself




	


KEY TERMS AND ELEMENTS OF ANALYSIS
OBSERVATION
An observation is a statement that is true and not arguable. There must be specific and conclusive evidence that an observation is true. Observing well means getting a full, objective, precise view of what a text or part of a text IS. It could be said that observation is about “IS-ness.” Observations can serve as evidence.
INFERENCE

An inference is a statement based on very strong circumstantial evidence and/or prior knowledge, but not based solely on direct observation. The cooperation of two or more observations may make an inference. (If A is true and B is true then you can infer C.) A sound inference could be wrong only under very bizarre and unlikely circumstances.
EVIDENCE

Evidence is an observation used in making an argument. Like all observations, pieces of evidence need to be factual, true, beyond dispute. If your evidence itself is debatable then any argument you base on it doesn’t stand a chance. Evidence alone, however, cannot make an argument. You need to handle the evidence by explaining how your evidence proves your claim.
INTERPRETATION / CLAIM / THESIS
An interpretation or claim is a statement proposing a significance or meaning for an object or work. There should exist specific evidence that this statement is true but that evidence cannot be immediately conclusive. There should not be conclusive evidence that this statement is false. If observations clarify what a text IS, then interpretations or claims seek to explain what a text is ABOUT.

SPECULATION

A speculation is a statement for which there is no specific supporting or contradicting evidence. This statement could be true or false, and there is no way to tell which.

FALSEHOOD

A falsehood is a statement that is demonstrably not true. There exists specific and conclusive evidence that this statement is wrong.

SUMMARY

A summary is an objective overall description of the object under study. Summaries should not be lists of specific details but rather should be characterizations of the whole. Summaries should not contain interpretations or anything arguable. Anyone should agree with a summary, regardless of his or her views on the matter.

ANALYSIS
Analysis is the process by which you explore the parts of an object or work in an effort to understand its nature and composition and through which you build a claim about its significance or meaning.
Analysis is also the part of your argument in which you demonstrate the truth or validity of a claim or interpretation by handling your evidence persuasively. You need to connect what IS (evidence / observation) with what your are claiming it is ABOUT (interpretation / claim), and the discussion you build that does this connecting is your analysis.
	


KEY TERMS AND ELEMENTS OF LITERARY ANALYSIS
Students who have taken Writing and Thinking courses will be able to apply the following terms as part of an analysis of literary texts.

These definitions are from LitWeb, the website that accompanies the Norton Introduction to Literature. For this and other works that define and discuss these terms in greater detail, see the bibliography below.
	characterization
	the fictional or artistic presentation of a character--one who acts, appears, or is referred to in a literary work; the character’s combination of qualities, especially moral qualities, so that such terms as "good" and "bad," "strong" and "weak," often apply. 
 

	diction
	an author’s choice of words.


	imagery
	any sensory detail or use of figurative language to evoke a feeling, to call to mind an idea, or to describe an object.


	metaphor and
simile
	a metaphor is an implicit comparison or identification of one thing with another unlike itself without the use of a verbal signal.  A simile is a direct, explicit comparison of one thing to another, usually using the words like or as to draw the connection.


	plot
	the arrangement of the action, that is, an imagined event or series of events; an event may be verbal as well as physical, so that saying something or telling a story within the story may be an event.


	point of view
	the point from which people, events, and other details in a story are viewed.


	setting
	the time and place of the action in a story, poem, or play.


	syntax
	the way words are put together to form phrases, clauses, and sentences.


	theme
	(1) a generalized, abstract paraphrase of the inferred central or dominant idea or concern of a work; (2) the statement a poem makes about its subject.


	tone
	the attitude a literary work takes toward its subject.



Students will also have a working knowledge of the following terms, all of which will aid their understanding of literary texts:
	alliteration
	the repetition of initial consonant sounds through a sequence of words— for example, "While I nodded, nearly napping" in Edgar Allan Poe’s "The Raven."


	allusion
	a reference—whether explicit or implicit, to history, the Bible, myth, literature, painting, music, and so on—that suggests the meaning or generalized implication of details in the story, poem, or play.


	connotation /
denotation
	connotation :what is suggested by a word, apart from what it explicitly describes.  denotation: a direct and specific meaning



	flat v. round
	flat: a fictional character, often but not always a minor character, who is relatively simple; who is presented as having few, though sometimes dominant, traits; and who thus does not change much in the course of a story.   Round: complex characters, often major characters, who can grow and change and "surprise convincingly"—that is, act in a way that you did not expect from what had gone before but now accept as possible, even probable, and "realistic." (See characterization.)



	foreshadowing
	The introduction early in a story of verbal and dramatic hints that suggest what is to come later. (Bedford/St. Martin’s Press)


	hyperbole
	overstatement characterized by exaggerated language.


	irony
	a situation or statement characterized by a significant difference between what is expected or understood and what actually happens or is meant.


	meter
	the more or less regular pattern of stressed and unstressed syllables in a line of poetry. This is determined by the kind of "foot" (iambic and dactylic, for example) and by the number of feet per line (five feet = pentameter, six feet = hexameter, for example).


	narrator
	the character who "tells" the story.  (Persona is the voice or figure of the author who tells and structures the story and who may or may not share the values of the actual author.)


	onomatopoeia
	a word capturing or approximating the sound of what it describes; buzz is a good example.


	personification
	treating an abstraction as if it were a person by endowing it with humanlike qualities.



	plot structure

	exposition
that part of the structure the organization or arrangement of the various elements in a work that sets the scene, introduces and identifies characters, and establishes the situation at the beginning of a story. Additional exposition is often scattered throughout the work.

rising action

the second of the five parts of plot structure, in which events complicate the situation that existed at the beginning of a work, intensifying the conflict or introducing new conflict.
climax
also called the turning point, the third part of plot structure, the point at which the action stops rising and begins falling or reversing.
falling action
the fourth part of plot structure, in which the complications of the rising action are untangled.

conclusion
the fifth part of plot structure, the point at which the situation that was destabilized at the beginning of the story becomes stable once more.

protagonist
the main character in a work, who may be male or female, heroic or not heroic.
antagonist
neutral term for a character who opposes the leading male or female character. 


	rhyme scheme
	the pattern of end rhymes in a poem, often noted by small letters, e.g., abab or abba, etc.


	stanza
	a section of a poem demarcated by extra line spacing. Some distinguish between a stanza, a division marked by a single pattern of meter or rhyme, and a verse paragraph, a division governed by thought rather than sound pattern.



	symbol
	a person, place, thing, event, or pattern in a literary work that designates itself and at the same time figuratively represents or “stands for” something else. Often the thing or idea represented is more abstract, general, non-or supernatural; the symbol, more concrete and particular.




	


KEY TERMS AND ELEMENTS OF VISUAL ANALYSIS

The following terms will aid in the analysis of visual works.

The definitions are taken from Art Across Time, Laurie Schneider Adams, editor, or, if that book does not have the term in its glossary, the definition is from either the Oxford English Dictionary or the American Heritage Dictionary. For these and other works that define and discuss these terms in detail, see the bibliography below.
	composition
	an artist’s arrangement of formal elements (line, shape, color, etc.) in a single work.  



	element
	a component part of a complex whole. 



	figure
	an artificial representation of the human form. 



	foreground
	the area of a picture, usually at the bottom of the picture plane (the flat surface of drawing or painting [or photograph] that appears nearest to the viewer.



	background
	the ground or surface lying at the back of or behind the chief objects of contemplation, which occupy the foreground.



	middle ground
	the part midway between the foreground and the remote region.



	genre
	a category of pictorial art representing scenes from everyday life.



	juxtaposition
	the action of placing two or more things close together or side by side, or one thing with or beside another; the condition of being so placed.



	landscape
	a pictorial representation of natural scenery (AAT)



	line
	a stroke or mark, long in proportion to its breadth, traced with a pen, a tool, etc., upon a surface; collectively, the character of draughtsmanship, method of rendering form; outline, lineament.



	medium
	the material with which the artist works.



	perspective
	the appearance of objects in depth as perceived by normal, binocular vision; the technique of representing three –dimensional objects and depth relationships on a two-dimensional surface.




	point of view
	the position from which something is observed or considered; standpoint.



	portrait
	a visual representation of a specific person, a likeness.


	scale
	relative or proportionate size or extent; degree, proportion.



	syntax
	orderly or systematic arrangement of parts or elements; a connected order or system of things (obs.) OED



	still-life
	a picture consisting principally of inanimate objects (e.g. fruit, flowers, pottery, game, books, a skull). 


	style
	the combination of distinctive features of literary or artistic expression, execution, or performance characterizing a particular person, group, school, or era; mode; fashion.




	


BIBLIOGRAPHY
Humanities Department members have found helpful the discussions of literary and visual terms that appear in the following works:
Abrams, M. H., and Geoffrey Galt Harpham.  A Glossary of Literary Terms, Ninth Edition.  Boston: Heinle, 2008.
Adams, Laurie Schneider ed., Art Across Time, Boston: McGraw-Hill, 2007
Arp, Thomas R.  Perrine’s Story and Structure.  Fort Worth: Harcourt Brace, 1998.
Arp, Thomas R., and Greg Johnson.  Perrine’s Sound and Sense: An Introduction to Poetry, Tenth Edition.  Boston: Wadsworth 2002.

Bedford/St. Martin’s. Glossary of Literary Terms. Bedford/St. Martin’s. 20 April 2008. <http://bedfordstmartins.com/literature/bedlit/glossary_a.htm>
Brooks, Cleanth, and Robert Penn Warren.  Understanding Fiction, Third Edition.  Englewood Cliffs: Prentice Hall, 1979.
Corbin, Richard.  Currents in Poetry.  New York: Macmillan, 1984.
DiYanni, Robert, and Pat C. Hoy II. Frames of Mind; a Rhetorical Reader with Occasions for Writing. Boston: Thomson Wadsworth, 2005
Forster, E.M.  Aspects of the Novel.  Orlando: Harcourt, 1955.
Hall, Donald.  To Read a Poem, Second Edition.  New York: Holt, Rinehart and Winston, 1982.
Hall, Donald.  To Read Fiction.  New York: Holt, Rinehart and Winston, 1987.
Hamilton, Sharon:  Essential Literary Terms with Exercises.  Saddlebrook: W.W. Norton, 2007.
McArthur, Tom, ed.  The Oxford Companion to the English Language.  Oxford: Oxford University Press, 1992.
Pickering, James. H.  Reader’s Guide to the Short Story to accompany Fiction 100: An Anthology of Short Fiction, eleventh edition.  Upper Saddle River: Pearson, 2007.
Preminger, Alex, and T.V.F. Brogan, ed.  The New Princeton Encyclopedia of Poetry and Poetics.  Princeton: Princeton University Press, 1993.
Woodlief, Ann, Barbara Bird, and Linda Yakle. LitWeb: The Norton Introduction to Literature Website. W.W. Norton and Company. 20 April 2008. <http://www.wwnorton.com/college/english/litweb05/glossary/>

	


GUIDELINES FOR ELECTRONIC RESEARCH

	EVALUATING A WEBSITE


The web contains excellent and useful sources, dishonest and inaccurate sources, and everything in between. While there is no perfect formula for evaluating a website, there are some specific signs of good and bad websites. The general question you should ask is this: can I defend my use of this source?

What websites can I use?

Here are some signs to look for in a good website:

• The author of the site is an expert on the subject.

• The website is sponsored by a known, reputable institution (publisher, news org., university).

• The website includes information on the author and / or the sponsoring institution

• The site URL shows it to be from an educational or governmental institution (.edu and .gov)

• The website is up to date and includes the date of its last update.

What websites should I avoid?

Avoid any website that falls under one or more of these categories:

• k-12 websites (websites authored by high school classes)

• websites with no authors or sponsoring, reputable institutions

• personal web pages (such as anything with geocities or angelfire in the URL)

• websites with clear bias or that seem designed to manipulate the issue

• websites with advertising related to the topic

	May I use Wikipedia as a source?

	No. Because Wikipedia is a massively authored website, it should not be seen as authoritative. You may look for basic ideas and information on Wikipedia if you must, but you may NOT use it as a source. If you want to use something you found on Wikipedia then you must find it in another source.

May I use AskJeeves or InfoPlease as sources?
Yes, but these sources are very general in nature and so aren’t any better than a basic encyclopedia. They will give you a general overview of a topic but little or none of the in-depth analysis or interpretation that you might need for a rigorous research project.


How can I possibly survive without Google, Wikipedia, and AskJeeves?!!
The internet has made a lot of things in life easier, but there are no shortcuts when it comes to good research. You still need to make focused searches and use well respected, peer reviewed academic sources.

• BOOKS - A good library with a helpful librarian can usually get you better resources faster than you can get online.

• DATABASES - InfoTrac and other electronic databases provide huge amounts of focused, respected resources like academic journal articles. You can access these databases from our library.
A more detailed guide to writing, research, and citation can be found at www.walnuthillfaculty.org/humanities
	 


POLICIES OF THE HUMANITIES DEPARTMENT


ACADEMIC HONESTY 
Unless specified by the teacher, all assignments are to be the original and independent work of the individual student. Work which is not original or independent will not receive credit and may be cause for disciplinary action.
Cooperative preparation for tests and quizzes is encouraged.
ATTENDANCE
All students are expected to come on time to every class. Students should also bring to each class any supplies required by their teacher.
Any work due during an absence or on the day a student returns to class is due the day the student returns to class unless previous arrangements have been made with the teacher.
If a students has an unexcused absence for the day of a test, quiz, or other assessment, the grade for that assessment will be reduced by 10%.
Attendance is part of a student's class participation grade. Each unexcused absence is penalized by a 1 percentage point reduction in a student's final grade.
EXTENSIONS
Students may request 1 extension during each course. These are designed to help students who are coping with unforseen personal circumstances or periods of unusually heavy arts commitments. They must be negotiated with the individual teacher and are not automatically granted.
These extensions must be requested at least 24 hours in advance. No extensions will be given on the day an assignment is due or the day of a test or quiz. 
LATE WORK
All late work will be reduced in grade by 1/3 of a grade for each class day late. For example, a B+ paper turned in one class day late would receive a B.
Work which is over 5 class days late may not receive a grade higher than F (maximum of 59% credit).
Some assignments may have little value if completed late. In these cases, teachers may not give any credit for their late completion.


Questions regarding these policies should be directed to the head of the Humanities Department. These policies were updated on 8/28/08.
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