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W ri ting Center tutors 
have always kept 
journals to clocllm cnt 

and re fl ect on their experiences, 
pose questions of th emselves 
and their praclices, and sec k 
answers. For the past five years, 
the cumulative knowl edge of 
these journals has manifested 
in the essays and poems of 
In/ewell. Without fnkwe/1, the 
Writing Center's history 
would be fragm ented at best, 
a discontinuous conversation 
over reco llections and hazy 
anecdotes. If we weren 't· to write 
in our journals or craft this book 
every spring, the Center 's history 
would s lip away from us, like a 
ta ll ship tippin g over th e edge of 
the world. 

Th e writings that ma ke up fnkwe/1 
are the nautica l charts of past 
IJJtors ' experiences. These charts 
arc our inh eritance as 1J1tors, 
maps to guid e us through an 
i ntcrgcncrational dialogue. This 
map becomes a part of us the first 
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on the inkwell anthology 
christopher rotonda 

tim e we sit clown at th e Center 's 
Formica t.ables. For this year 's 
antho logy, tutors consciously 
engaged their inheritance. 

Before writing their forewords, 
IJJtors read, dropping th eir lin es 
into th e sea and s itting before a 
mirror to decipher theiri n heri ted 
ink. By read ing, th ey learn ed 
the importance of lon gitud e 
and latih 1cl e for chartin g th e 
expanses 
expe11 cnce. 

of our co ll ective 
Their forewords 

demar<'ate passage over the sea 
we h'cad as we write. 

In this sense, Vo lume VI is 
a se lf-consciously histo ri cal 
document. Whi le we have been 
practi cal in our selection of past 
articles, tmc to our su htitle, "A 
S tJJclcnt Guide to Writing at 
Evergreen ," Jnkwelfs compass is 
always spinning. In one gcsiJJre, 
we offer guidance to srucl ent 
writers and simult.ancously 
embark on our own expedition . 
Our 1J1toring is a live with the 



VOJ <.:cs of student writers wh o 
have turn ed the map north to 
south , east to west. Without 
their candid collaboration , our 
words would he the murmurs of 
lost cartographers. It is stud ent 
writers who challenge us, who 
force us from the' confines of 
com fo rta ble habits aml into the 
experim ental. 

vVc'rc compe ll ed to redraw th e map. 
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tutoring as a radical act: 
changing· the world one by one victoria larkin 
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for·eword to 
tutoring as a mdical act: changing the world one l~y one 

T he inaugural issue of 
Inkwell appeared in 
September· 200G after a 

whirlwind summer of fi guring 
out what the publi!'ation would 
be and how to put it togc t·her. 
Victoria Larkin 's "Tutor·ing as a 
Radi<'al J\et: Changin g the World 

.., One by Onc," was the nahrral 
<'hoi<·<· to lw thP first article for· 
its insi g ht into the revo lutionary 
possihilit·ies of what <'an happen 
when hrt·m· and writer meet". ;\ II 
the more remarkable: Victoria 
wrote t·his essay in her tutor 
tTaining class. She had yet to 
hold a tut·or'ing sess ion in th e 
Writing Center. Little did she 
know that "Tutoring as a Rad i<'al 
J\ct" wou ld influe nc<' every 
subsequent class of incom ing 
hat·ors as a cormTstonc reading 
in Cultivating Voice and spark 
many writers to visit thc Ce nter. 

} sandra yan none 
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tutoring as a radical act: 
changing· the world ~nc ~.Y on_c 

vtrtorw larkm 

0 nc· Spring here at 
Evc ~ rgr< ~ < ~ n , some fr·icnds 
who knew my penchants 

for writing and talking t·o 1wople 
suggested I sign up for t·he h1tor 
training class, Tlw Pmctice r!f 
Prqfrssional 'lltloring. I'd lwcn 
writing for most of m life; I 
was known for being good at 
" English," and from time to t·inw 
friends and schoohnat·c·s would 
ask nw t·o g lance over t·hei r work 

~ before handin g il in . I a lways 
felt honored and humhlc·<L and 
gaw it my best . This made me· 
think I would enjoy t·utoring, so 
I signe·d up for the e·lass . 

As pari of our homework we· 
w<·n· t·o h1tor an d lw t·utored 
eve1y week . I'd nevn had 
d i fficult·ies wi t·h essay writing, so 
it· had ne·vcr oe·e ·JHT<'d t·o mP to 
go t·o a writing t·ut·or. l just· didn 't 
sec how it could help. But that's 
because, until this class, I never 
knew wha t· tutoring could be. 

In a tutoring session , on<' 
p<'rson functions as " h1tor" 
and focuses thl'ir al"tpntions 
on the needs of thP "writ!'r." 
As "writ·e·r;" I wou ld sit down 

l 

across a tal>k from someone I'd 
neve r ml't befon· and expose· to 
them my mind and its thc·matic 
musings. At first I was uneasy. 
But what·ever I'd cxpedc·d t·o 
happen didn 't: no on<' told nw 
what to say or how to say it. 
Instead , I was qu<'stionc·d and 
l'ncotH'agc•d t·o qu<'sl·ion myse•lf: 
In order to answer; I had t·o rc•ach 
d<'ep<'r, and through t·his process 
I becam<' mon• S!'e't tn • about· 
what and why I was writing. 

This was the firs! lime· in my 
life I'd e·wr talkl'd with anybody 
abot tl· my writing: my materiaL 
my 1n·oeTss, and my choie·Ps. I 
was cxpose·d to choi!'<'S I hadn 't 
thought· to mak<', new paths to 
cxp lor<'. I began l"<l se•e my writing 
as dynamiC', a liw , and inte·radive. 
ll wl'ame· an advol'al·c· of multiple 
revisions. The•se sessions were a 
revela t·ion : lwo minds working 
togcthcr help<'d me to !'raft 
a piece of writin g that oft-en 
cxceede·d my origina l vision . 

I 11 nde·rst·ood what a powerful 
tool h1toring !'ould lw, for any 
writer. Tutoring wasn't just 
about g rammar rules : tutoring 
was about havin g my mind 



openecl , and my work polished . 
I wanted t·o open the minds of 
others in the same way. I wanted 
to guide others to question 
their material and th e mselves. 
I wanted to direct my energy 
toward helping peo ple un cove r 
what th ey think and why, to help 
t·hl·m reach inside themselves 
and find their own voices, ancl 
then use them .Tutoring seeml·d 
like a radil'a l act to me. 

Writing is abou t· more than 
j11st putl'ing words onto paper 
to lw hand ed in to a professor: 
writ·ing is about sayin g what 
yo u know. \Vh(•n it I'Omes to 
comm un icati ng throu g h the 
writl'l'n word, many fa(·tors 
influl'n ce a writer's e hoil'es: 
fami liarity with the subjel'l' wi ll 
dl'l'l·r-minc thl· depth of a piel'c; 
soml't' illl l'S audicn('f' llf'l'ds to 
lw considered ; languagl'S have 
their inh e rent styli stic freedoms 
and limitations, mentally as 
we ll as physically; cultures and 
eras can both shape a writl ~r's 

thoughts and express ions. 

Some cu lh 1res put more 
emphasis on the "\Ve" voice 
than others. vVritPrs, eSjH'cially 
111 essay form , an' en t.:o uraged 
to speak from a more g lobal , 
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less individualistic perspective. 
I lav in g grown up in a co untry 
known , for better an d worse, for 
its ind ependent spirit, I am a 
bel ievcr in the " I" voice. To wr·itl' 
in one 's" I" voice, one must think 
in onl' 's " I" voice. Thinkin g in 
onl·'s " I" voit.:e encourages one 
to IH' less swayed by " t-hem ." It 
can foster critical awareness, 
usc of on<·'s own int·uit·ion , and 
responsibility for what· one 
writes . Vl hen wri tin g in one's " I" 
voice, one speaks for one 's se lf, 
which in a ll times and all places 
is a radical activi t·y. Bl'sides, " I" 
is wha t· thl' " \V(•" is mad<' up of 

Of ('0\Jrsc, to write about 
anything using one VOil'l' 

or another, one must havl' 
somcr-hing t·o say. Thl' more 
one knows, the more one can 
say, with ('onfidcnce, fr·om 
their own mind . ;\ tutoring 
session can help a writer find 
out if they know enm1gh to 
call a draft "final." Discussing a 
paper, or its subj ect matter, can 
he lp a writer hear loopho les in 
their arguments, or where they 
mi ght be stuck in th eir own 
heads. By engaging in focused 
l'onversation, hlt·ors help 
writers examine their mate rial , 
analyze it, and get it int·o a form 



fitting their purpose. Tutors 
help writers spea k from a plaee 
of knowing. 

Writin g tutors arc interested in 
just a bout everything: we love 
to as k qu es ti ons and li sten to 
answers . \Vc often have our own 
minds explored and cxpand1~d 

during the tutoring process. I 
learn about my own writin g, and 
writin g in general, by en gagin g 
with others who arc working 
on writing. Bein g a tutor m eans 
that I get to sit and ta lk with 

co a ll kind s of interesting peopk 
about a ll kind s of fascinating 
things things that make m e 
want to write ~ ~ssays a hm1 t th em! 
It's like hav in g a taste of every 
subj ect I get to tutor someone 
in . I get exposed to more 
in spirin g id eas than I have tim e 
to catch up with . Alon g with all 
this enriching stimulation , I get 
to work with intelli gent, good ­
hearted peop le, who arc coo l, 
who <.:reate amazin g works of 
art and philosophy, and w ho 
love w hat th ey do. I've never 
had suc h an amazing job. 

The Writing Center is a hi ghly 
democrati c meeting place. 
People of a ll ages, gend ers, 
ethni t:itics, and cou ntri es come 

in here: peopl e who write we ll 
but would like an o bj eetive 
perspective; people who want 
he lp gettin g their ideas out and 
clown on paper (brainstorming); 
peopl e who want guidanec 
analyzing ancl organ izing; people 
who want gramm ar tips and 
essay bas ics; and peopl e with 
desires I can 't even think of 
right now. 

Writers frequently com e in with 
specifit: goa ls for their session, 
lmt the goa ls may change as the 
session progresses; th1~ writer 
find s th ey have concerns they 
hadn 't anticipated : flrwr I said 
what I wanted to sn;y? If not, wlw 
not? l¥as t!JP msigrml('nt confusing;J 
Do I nPPd 10 do IIWrP rPsmrch?Do I 
nrPd to talk about it SO/I/(' more? Or 
do Ijust nn :d to trust rr~;ysP(f! ThaP \ 
something good in ltrrc that r('(li(y 
wanL1· 10 camP out - /jus/ nPPd to 

.focus .... The writer often walks 
away excited and ready to tack le 
a revision with a ri cher grasp of 
what they arc tryi ng to and what 
they can accomplish. 

There arc peop le who don 'twant 
to come to th e \Vritin g Center 
at all , and arc "forced" to, bu t 
they a rc just a noth er category 
of write r, pe rh aps ones not 
yet usee! to seein g themselves 



as maste rs of se lf- exp ress ion 
m thi s m!'diu m. Sometim es 
peo pl 1· co me in wa ntin g no thin g 
more than to have their papers 
fixed up and shipped o ut: th<'y 
haven 't thought of th e ir papers 
as anyl·hi ng mcn·e than a way to 
get a grade, or l'redits . May be 
th ey have no idea of th e va lue 
of the ir own mind . Maybe th ey 
don'!- even care anymore. 

My jo b as a h1tor is to try and re-
01 awaken 1·he so often squas h!'d 

spiri t of inf!uiry and exl' il·eme nt 
on e had as a l' hild eager to 
express one's se lf in the world , 
and lu give a write r 1·ools I'll 

help them ana lyze and pn·sent 
the ir id eas on paper. My jo b is to 
encourage the spark to grow into 
a fl am e. 

vVhcn what IS as ked fo r and 
given a ll around us is con fo rm ily, 
teasin g out an origina l thought in 
ori gina l language is subversive. 
The W1iting Cente r is the refore 
a plat'l' o f radica l activily. O ur 
goa l is to enl'ourage critica l 
th ought, clari ly, and unique ness 
of express ion : to get a writl'r 
1·hinkin g about whal· they want 
to say, an d to hel p them say it, 
as clea rly as poss ible, from th 1 ~ ir 
own pPrspectivl'. \VI' hop!' to pass 
on the id eals of co lla bora tion, 
ana lysis, and sci f-expression to 
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a ll w ho ente1; pe rhaps tl'n ta tive ly, 
and see them go ou t in to the 
world con fi den tly, with a keener 
sense o f the importance of the ir 
individua li ly, and of the ir own 
VOI CC. 

I've had momen ts of p ro fou nd 
trans formatio n wi1·h many of 
th e write rs I've tu to red . T hey 
have ins pired me wil·h th eir 
I'Ol lrage an d the ir tenac ity, th eir 
inte lli ge nce an d broadn ess 
of min d , an d their ta lents. 
If I've in s pi red just o n1! of 
th em , to q111•s ti on, to tr ust 
in the ir insl·inl'ts, to decid e 
fo r thl'm sclws, and to spea k/ 
wri te for th emselves , we ll then , 
thi s seems 1·o me, espec ia lly at 
th is poin t in histo ry, th1• most 
em powering and radil'a l thi ng 
I ca n d o. 
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neil young with birds, or how i write 
shae srwr~y 

.Ia nu<tr'.Y 25, 2007 

W ndr'r-sl ruck, .mndwich 
" hand, / .found "')r.l'r'(f 
·ootf'd to th f' sidf'wn lk 

0 11 5th llvNJIIe nnd Olive. In the 
p ink sA:y lwmlding nig/1(/h/1, a 
circus lroupr' o.f smalli1ll birr!.\' 
wove ribbons among tlw blocks 

M o.f r·m1cre1e nnd g lass. As ![ qf one 
mind, tlw.r gmcrJ'ul(y loopr'd into 
two sepm·n ff' swirling .1plwres, 
circling erl(·h ot!J ('I ; br'.forf' pulling 
back into a sing le column, a 

.flowing ell!iJsl:\· qf.pra!wt:l'. Thr:y 
pr't.fom wd 1111:1· mutine in near 
silencf', llllilll f' t't'UfJ if'd l~y '".Y rnpl 
allr'nlion or th f' .flashing lig hts 
nnd wlu:1·tling bmkes qfdowntown 
I rr!ffic. I I was one bird, one 11/0 IIW III, 

one sing lr' e.L·,~·tmc('. I watchr'd.for 
m1 holll; little crunclwd-up bits qf 
p('(/ll l/1 !JII If(>r cling ing to the mqf 
o.f "'.Y 1/Jolllll , until the darkness 

.final(rswnllowed tl1e bi/'(/.1·. 



T his is part of how I 
wrih· : I notifY'. \I S('or,,io 
moon and Virgo s11n have 

mdowed me with a deep-drilling 
('llriosity thai· is 11nsa1·isfi<·d wi1·h 

t/1(' wr~y thing1· appmrto bP (ofl-en 
passed off as the wa_rs thing1· 
arr' ) an d a sometimes mer('il<·ss 
IH'n('hanl· for deta il. B11t really 
wha l· I mean to say is : I AM I~ 
LOVE \VITI I LI V ING. I wril·<· 
lw('a ii S<' I want to sqttel'Z<' o11t 
l'V<'r-y 011 n('<' of n<'dar and blood , 
an d I want 1·o lw able to ('apturc 
the cphcmcra of momcnts. 

\l y lwsl· writin g happcns in my 
jottrnalswith black ge l ink . Each 
jo11rnal has a title, signifYing 
whal-l'Vl'r I 1·hink 1·hat chapter 
of my life sho11ld lw call<'< I. an d 
I fill one 11p a bo11t <'Very three 
months. Ri g ht now I' m li ving 
1·lw " Faery Emcrgen('<' " c ha pt<'r. 
For a whil<' I wrol·<· in made­
in - India <·mhroid<·red jo11rnal s 
wi1·h lin<'n - like pages . There 
was my too expensive phase of 
leathcrbo11nd jo11rnals. Thrn 
the famo11s Vlol<·skine jo11rnals, 
which I loved for 1·he tcxt11 re of 
1·h<' page, the pocket in the back, 
an d th<· elasl·i(' ba nd thai· kepi· i1· 
all togeth<·r, sin('<' I will often 
st11ff loose 1·hin gs into the pages 

like postcards and photos and 
movie ticket st11 hs . Whercvcr I 
am , there is a jo11rnal with ml'. 
It 's partially my way of abal·in g 
the fear that somdh in g lwilliant 
an d monttnwnl·a l "~ II O<'l'ttr, and 
having no way to capt11re it , thc 
moment w ill fl y away into 1·hc 
c th<·r, for'<'V<'T' losl· to me. I am 
that dram at ic aho111· iL 

It mi g ht lw an o11tgrowth of 
g l11ttony, my need 1·o 1·ash· an d 
di gest, 1·aste and di ges t l·hes<' 
litllcst (l,i gges l) 1·ipr-<win gs of 
liv in g wi1·hm11· <·nd. Wril·in g 
is for nw aho111· fn·<·zing 1·im<· 
and 1111winding all 1·h<· 1·endrils 
of whole, packag<'d mom<·nls 
so that each small pl11ckin g of 
1·he strin gs can lw h<'anl aga in 
an d again and again. I want 1·o 

s I o w 
the whol<· hand down, likc i\<'il 
Yotmg (a S('orpio, incidenlally) 
11rgi ng C rosby, S 1·ills and \Jash to 
deq wn and pond <' r; to d ecrl·as<' 
tlw t<'m po so 1·hat my f11ll- hod ied 
<'motions can swe ll 11p from 1·he 
depl·hs of ahsb·action , so tha t I 
can sl'ttlpl· thr·m inlu solid 1·hings 
lu stroke and marvel at, as if they 
were birds. 

So my pmcess i nvo lvcs .fer,fillg 
lfs vis('(·ral. 'vVhen I want to 
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write about something, ] do 
this l'entering, ('Oming fully 
into my body, breathin g and 
pi cturin g the moment, inviting 
r-he sensations and feelings 
to flood me. Then I start 
lettin g words drip from my 
fingers. I like to do stream-of­
consciousness writing, which I 
may or may nor- revise. I I i kc' to 
fuek with grammar and syntax 
an d make up new wo rds . I like 
to use und e rlinin g and italics 
an d l'aps even th011gh my first 
('o llcgc writing tca('hcr Sl'offed 
at it and ca ll ed ir-p11rplc prose 
as if r-here 's anyth in g shameful 
aho11t purple! 

It probably sounds lik< · I'm 
j11st dcs<'ribing the filt h· pen­
S<' ratches of my journal , ln1t r-hi s 
is my process wi th all kinds of 
\Vliting. With a<'adcmil' writing, I 
go backwards. I defY <·onv<·nlion . 
lnstc·ad of identi(ying my r-h<·sis 
an d then building a l'ase around 
it, I starr- at the bottom of the 
pond. I let the water lilies bloom 
from r-h<·mud ofmysuhconscious 
instead of forcing thl~ poinr-cd 
sword of predetermined ou l-<·ome 
to dictate what unfo lds. And this 
is what I mean: if I' m wri r-ing a 
eritil'al essay about a hook I've 
read , my first step is to sit down 
and let the impressions of the 

1 r 

hook begin to creep up. From 
the m 11 rky depths of f< ~e l i ng, 
r-hcy si-~Ht to preen and take 
wing, an d I just ca pture those 
littl<· word -birds on the page. \ o 
matter I he grammar o r where 
I think ir-'s going, I watl'h the 
train and mark the passing of 
the C'ars, hut I don 't try to shov<· 
it s idl'ways in its path . Wrir-ing 
is nol about forl'cd detours ; ir-'s 
ahour- following an d li stening to 
the nonlinear vo ice that push< ~ s 
ir-s way our- of me when I l'l'l'ate 
the invir·ation . I li ke how one 
of my n·a lly sma rt t<·aeh('J's, 
instead of givin g 11 s assignments, 
fH'l'scntcd us wi r-h invir·ations to 
wrir-c· . ln vitar-ion , like : 

.loin l is! An in vitation to thl' 
self. An invir·a r-ion to srwak a nd 
he heard . 

So onl'c I 'vc l'aptured my 
genera l impn·ssions of the 
book, il usually looks like a big 
bloek of run-on text, and this is 
when· r-hc ITeaSIII'I' hunt begins. 
Sometimes I might leave it and 
come hack to it. \Vith fresh eyes 
I start to find r-he power s urges, 
th e panerns. r-he l'in· les. This is 
where the th<·sis makes itself 
known to me. \Vhil'h way is the 
arrow pointing? Which ideas 
hav<· some jet fuel behind them ? 
What takes shap<· on it.-; own ? 



BPcaiiS(' anything I writ-(' well 
has to lw driven by th( • Voice. 
The writin g wri tes 11/P. For me, 
writing is sometim es more a bout 
listen in g than SJWa kin g. Even 
in criti ca l ana lysis, so methin g 
has to prope l it. My gut docs 
a much bc tt('f' job prope llin g 
than my brain . \lly brain sPcond ­
g~wssPs itse lf, seeks to please, 
draws conclusions from thin 
air. My gut has mot-; to pull 
from th e dc<' p nutrition of 
my own visceral response, my 
(~xperiencc, my inh1ition . In this 
way, writing an academic pa p('!" 
lwcom('S a n advenhll"(', rat·h( •r 
than form dictati ng form , whi("h 
feels so dang cont1·ivcd anyway. 

I lik(• to let a pic("C of writing 
flmw r organically and then go 
in with the pmm·rs.The formula 
I've been ta 11 gh t In tTod 11 cti on , 
Thesis, Thrc( ~ Paragra phs of 
Evidence, and Co nclusion get.-; 
a pplied afterward . It-'s not· in 
cha rge of ge nerat-in g th e WTiting. 
My Vo ice is the hidden engine. 
And my Vo i("c doesn 't want 
to come out if I have a sword 
pointed a t· it . It· wa nts gentle 
coaxing a nd ('ncouragcment. 
Soft rain . Sunshin('. Rest . 
Patien( " (~ . Love. 

.lanua1·.Y '11 , 20 11 

T: hP.\"(' r·rram_y fWf!,"f'S (// "(' 

h irst)r fo r III_Y ink_ JJ~y prn 
gliding, gliding lilcr hird1·, 

likr tlw pigrons I jusl mndr thr 
acquaintallcP o.f lt_{rrLs good to 
writr. Good moming, /waLing 
mrthl Goorlmnming, / ,owl 

I am on rhr bus 011 r/i (' wrzy IO 
school, and wl1rn wr puLl('(/ up 
IO r/w ")'tarbucks (l / 23rr/ a11d 
Jadsoll , a11rl allrlw whirr midrllr 
school kid1· with tlwir 11/usim/ 
i11s1 l'liiiiPIII mses piled qff, liulr 
SII O<~:flakes wrrr.frtlli11g n11d I had 
rlw.fr1111iliar sad11ess qf knowing it 
wouldn 't last, that the mi11 would 
r·o11w a11d wash awr~y tl1e snow 
be.forr r111_y snow-prople could be 
.formed. !.ooki11g our the wi11dow, 
I gazed rlow11 upo11 rlw lop qf a 
batlr'rr>r/ 1/eW.\fJnper machine, upo11 
which someone had Lr_fr a bmw11 
lor![ qfwhmr bmn, l1ad baker/up 
this treat a11d upended it like a 
gourmet dish.for the pigeo11s busi(y 
pir·ki11g awrzy at it. As I watchr>r/, 
rhi11ki11g what a benut!ful i11/(/ge 
I slwulrl capture this, I should 
write about it, one qf the gra_yis/1 
moll!rd birr/y m sr> br~fore mr, 
ascending in slow motio11 , a.fLun:r 
qff/apping wi11g 1·, the sou11d Like 
the whi.1paed shuffling qf a rler-k 
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<?f cards. Shr seemed to .float 
before me, wings outstretched, 
heart thrust out, glm:ying in the 
goodness of/light. Mn._ybe shr was 
dancing l:vith gratitude. 

r 1 r r 1 r I r 
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forewor·d to 
writing from Lhe well 

T h ~ rc are many ways 
of writing: sil ently and 
ca refully. by stringing 

words togl'!"her in logil'a l threads, 
by trdnsl'ribing an imagined 
l'onvero;ation , or in a se ries of 
images. Cha len 's l'eniTal im age is 
that of a well , a place of light and 
darkn ess, moon an d ston e and .... 

M water l'alm , reflective, deep. 
Writing reflects an und e rlyi ng 
process of artistic inspiration 
and self-discovery for the 
seck~ r, g<!nerated from t.h e 
we ll's tranquil inn er s pal'e. For 
Cha lcn , the l'entral presen<"e of 
t·he well sym bo li zes the source 
of inn e r· sustenance, bot.h 
necessary and h·ansformative. 
As aspirin g writcrs an d habih1al 
read ers, the first sto ry we 
l'onstruct in that space is a bout 
ourselves, frequently to ld in the 
langua ge of metaphor. Writing 
from th e we ll co nn ects the 
ga ps be r.wcen inn er and o ute r 
s pace; con cret~ wo rd s become 
in e ffahl e concepts through th e 
prol'ess in g of metaphor and 
im age. Meta ph or revea ls one 's 
message obI iq uc ly, allowin g th e 
rea der to supp ly mu<"h of their 
own meaning, th<·ir own ITuth . 

( ( ( I f I ( 

Th e pro<"ess behind reading and 
writing is ultimate ly an act of 
interpretation that links verbal to 
nonverba l und erst<tnding. Us ing 
words a lways mea ns a game of 
approxim ati on , so read in g is 
th c flips id e of writ·in g from the 
well. Both draw th e ir powe r 
fmm a process of im agina ti ve 
<"Ontemp lation . People may 
ass ume t·hat writ·in g is a creative 
act w hile reading is pass ive, hut 
thi s is on ly if we 'n ! reading for 
inform al-ion . For th e see ker, 
reading symboli<" prose is a 
transforma ti ve en t·erpri se that 
requires e ngagement. Seekin g 
becomes s pea kin g becom es 
seeing ourse lves st<•epcd in the 
well of o ur word s. 

} irina achi ldiyev 



ff Pod1 dr~y.fal/.1· 
insidP pach night, 
I /J('re e.Jil·ts (I wpff 
w/J('rf' dari~y i1· im;m:mned. 
WP need to sit 011 the rim 
o.fthe well o.fdorknPss 
rmd_fi:1·h fo r.frd!Pn light 
with poliPII CP. 

Pablo ' k rud a 
Til(' s m a" r1 n, e s e 1 !.1· 
tTans lated hyWilliam O ' Dalc·y 

Standin g a llow th e we ll , 
bal a ncin g hctwcC'n night 
an d dark water, with a 

rea l moon a bove a nd a re fl ec ted 
moon I H' I ow, I t·oo am rea I a hove, 
n·flc·cted below. Ins ignifica nt· 
aga ins t· the backdrop of s t·a rs, 
ye t mag nified in the wate r, I a m 
both distorte·d a nd lwa ut·iful. 
My toes clutT h con cretC' and 
loose· sto nes, s tones fa ll. Ripplc·s 
dispe rse · stars a nd fragment me, 
water crashes aga in st i t-;e lf. I a m 
('rash in g aga in st· myse lf within a 
uni w rse c ras hin g aga in st itse lf; 
t·his wc ~ ll n~wa l s ('onfu s ion and 
rq wtition. I comC' to th is led ge 
to part-ic ipate in these co lli s ions. 
At this well I break the sil ence 
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writing fron1 the well 
cl/(/len kelly 

t·o he·a rth C' co lli s ion . Somcl"inws 
('o lli sion sound s like in vita t·ion ; 
this tim e co ll ision sounds li kl· 
an invitatio n t·o cease writin g. 

Sub111i1. In I hP .focP o.f e.TiYience, 
choose si!Pnl appreciation or IIIUIP 
rfP.IfJOil: !Waking 111eoning .fimn 
chaos 1:1· ('(fU rL! lo ('on :ring wa/Pr in 
the i1mnPmorio/ siPvP. /Jon 't writP; 
nothing will ('() //I f' o.f it. f-i'orPsls 
don 't apprPciote novr/.1·. BooA·.1·1ores 
ore thin(r vpjfprf parking lots. 
Nohor(r listens, less rm r/.1·, and it 
wouldn 't mal/er !f the_y did. 1-el 
go, _row· ri('.ITI 'IfJlions .fumMe a/ 
the gar/('1' hell o.f "!Ystny Your 
wntmg di~plr!rs inoriPr;ur/(:r 
/Jon 't write un!Pss :rou are rear(y to 
ocknowledgP,YOUI:I·P(f a .fool, unless 
.rou are willing to hope _rour dei~r 
o_f dwicP prP_fr~:~· col/J('r(r 

Defyin g th e IH'gl' !"!>slip into th e· 
we ll , I choose lc·vity. I choose· 
I'< > play the fool and write to 
induce la ug htc•r. At the· we ll I 
name· t·hin gs, assign mea nin g. 
I come to th e we ll , stan d on a 
lc·d ge, mainta in ha lanc·e . I li ste·n 
and rema in standing. I w•·itl'. 
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Watching co lli sions, I observe 
re lationships between night, 
stars, an d se lf I not:il'e how 
tht• n·lar·ionship I maintain 
with writing matl"ers . \Vater 
ca lm s, sl-£n·s settle in pial'<', 
my fr,agnwnled body begins 
to coa les!'e. I observe that 
circum stance and context 
matter, relt•arn how writing must 
lw differen r· things at differen r­
times. Though I prefer writing as 
an approach to mysr·ery, I resp<'<' l 
the beauty of writing when ir- is 
work , a plow horse breaking 
soi l. 

Writing is nc·vc·r whar· I c·nvision 
it to be. In youth I learned not 
to draw with pcn!'il bc!'ause my 
lovt• of erasers erod ed my work. 
I wanted to !'aptun· images like 
watt·r captr rr·<·s imagc·s . Fmm this 
des ire to l'apture my v isions, I 
lc·arned to paint. I camc· to lovc· 
paint lw!'a rr sc in paint there· 
is no going bal'k. one moves 
f(nward in layers. When I write, 
r·hc delete key beckons. 

\Vhen I write I face the difference 
be twec•n desire and poss i b i I i ry. I 
1 we rat stars and my face< I is torte< I 
in dark wate r; I rem em lwrmirrors 
cannot contain the things they 
rdlcct. The page offers a simi lar 

r 1 r 1 ( ' 

distortion: wrrtrng cl eeeives, 
leaves r-hings out, misdirects, 
has limited ca paci ly. Audi ences 
expect ITII th from wri r-ing, th liS 

these li mits challenge writ<·r·s. 
The act of !'ourting an aud ien!'e 
requires the writer to choose 
which pa rt oftheirvoi!'e to s ha re. 
\Vritin g approal'hes ITuth , b11t 
h'uth is e l11 s iw . In the writer's 
l'hase thc·re arc many moments 
where sc•lf is lost thc·n found in 
ITansition lwtween one tr11th 
an d anor-her. 

In adol<·s<·e·n<'<', I <'X!'hanged 
jo11rna ls w ith a friend. \Ve both 
wrote pmlifil'a lly; we e·x!'hanged 
0 11 r work to hcl p one anothe r. 
I expected trrrr·h . What I 
fo11nd in his jo11rna l broke me. 
Afl-erward s I !'O IIId not write · 
for a y<·ar. Reading his journal 
I fe ll into o11r differences. I 
fell inr·o r·hc we ll. I r·hmrght I 
wou ld drown there, swimming 
in hi s words. All the· name~s of 
r-hings wnc differenr-. Th<' stars 
were from another hem isph<'re; 
they !'om posed unfamiliar 
!'onstc ll ations. Understanding 
seemed impossi bl e. 11· was a loss 
of innocen ce ; we were not a like 
y<'t neither of liS was 11nique. 
lie read my words, and they did 
not mean what I wanted them 



to mean . li e li st,·ned hut could 
not hear me. In my ad olescence 
I learned how writing fractures 
faith. 

But w hen friends keep writing 
to on'' anothe r, a lch emy sets in . 
I cli mbed hac k up to my le-d ge. 
I focused on our· differen ces; I 
learned how to mak'· writin g 
cross the em pty s pace between 
tiS. By doin g th is work, I learned 
to deepen conve rsa t·ions , assist 
memory, savor d e t·a ils, noti( :e 
subtl e ty, an d offer praise. I 
learn(•d to quest·ion . \1y fa it·h 
cxpand(·d t·o mak(• room for 
misunderstanding. began 
t·o sec how bes t· to represent 
myse lf; I stopp(·d thinking it 
was unn ecessa ry. I l ' ~arned t·o 
vary my writ·in g lwcause the 
different ways in whi ch on(' 
wri tes c real·(· d i ffercnt ways t·o 
lw huma n . 

I now ,·m hra(T t·he V( ~ rsatility 

writi ng offers, lwnmse I d ('sire 
mnltipl(• ways of res pondin g t·o 
ques tions posed by commun ity, 
fami ly, and po liti cs. I contintw 
my alt,•m pt· t·o make ('On nection 
and contintw fa lling into the 
well , hut wi t·h each stu 't'ess ivc 
fall I inc rease my famili a ri ty with 

the siTength it takes t·o return . 
When I fa ll , I often wish to go 
num b, to remain in the wel l. 
But each time a ten'i bl e hope 
t•nticcs me. It com pe ls me to 
crawl up th e wa ll , remain a live, 
and stay vulnera bl e. I cannot· 
stop; I am t·oo d eeply in love 
wi t·h poss ibili ty. 

Writin g, like gtvtng birth. 
invo lves sacrifice. It is a process 
t·hat does not gmtrantee 
happiness. Th(• changes writin g 
invokes a rc not· s impl e. \Vritin g 
invo lves seeing, acknowledging, 
an d accep ting responsibili ty 
for ym tr life. It in vo lves sharing 
yourse lfwith others. Writing as a 
chosen journey requires fee lin g 
an d thinking. W hen I choos(' 
to write, I choose to throw a 
stone in th( • we ll. I choos(' to 
risk th(• possibi li ty t·hat ripp les 
will erode a ll t·he t·hin gs I have 
grown a('('Ust·orned to. I choose 
to indtu·e co llisi o ns, to change 
myse lf and th(• world I am a part 
of. I stand at my led ge, ga ther 
my s trength , and tTach to pick 
up t·hc nex t· stone. I ('hoose to 
shatter aga in . 

Writin g is h op'~ an d a sort 
of praye r. Writin g is me; it 



isn 't m e; it is th e casi<·st an d 
hardest thin g I do; it is the most 
n·li a hl e and the mos t te rri fY in g 
('On V< ~ rsation I pa rti cipa te in . I 
in ves ti ga te the nat·urT of writing 
he re to offer a mirror, to invit<' 
oth< ~ rs to stand a t the we ll , to see 
th< ·mselves, and to develop their 
ow n re lations hip with w riting. 

[ I r , r r ' I ( 
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the writing process 



-

if everyone has a story, so docs every piece of writing 

introducti on to th e writin g grid by mari ssa lu ck 
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if everyone has a story, 
so docs every piece of writing 

intmduelion to th1• m·i~ing STid 
manssa luck 

Like any cr-a ft., wrir-ing 
n :quir ·1•s practil'l'. Often , 
th e IH's t wr-iter-s an' also 

th e on1:s who put th e most care 
and e ffort into r·heir- words. 
I low a writer !"ompos1•s, s hapes, 
and l'dits thl'ir words !"omprises 
th eir writing process, or the 
hack sl·ory behind the final 
writt1•n prodtr('t. 

Befon · I ca me to the vVritin g 
Ce nter, I had neve r hea rd t·hoSI' 
two words togcl"he r: writing and 
procPss. Nor had I pondered th1' 
di s tinct ye t fluid stagrs of the 
writing proc1 ~ ss: brainstorming, 
draftin g, revisin g, r ditin g, and 
proofreadin g. I wou ld worry 
abo 11 t th e way sente nces 
sounded be fo r-e I had even 
writte n my ideas on a page. 
vVhen I became a tutor, I 
rea li z1·d I was n 't th e only one 
who s tru ggled with this ; th ere 
were many, m any writers who 
attempted to brain s to rm , draft, 
and r'I'Vise a ll in on1• sitting, 
often making th e who le writing 

1'xperi1:nce tirin g, unenjoyable, 
and less than fulfilling. As a hrtm; 
I dis('ove red that more of1·1·n than 
not, people wer-t' ab le to write 
better when they d<:voted energy 
to ea!"h stage of the writing 
process. This is one reason why 
wr have d edil'a ted significant 
spal'r in this anthology to 
explorin g thi s pr-ocess. 

Thr Writing G r-id is a tool for 
you to <·ngage in ymrr pr-acti ce 
as a wr-iter- by IH'('Oming awar-e 
of you r- needs in each stage of 
thr writing JH'o<·ess. The five 
stages arc laid out vertil'ally on 
th e le ft side of thr grid . Each 
row a ligns with three separat1: 
!"olum ns : product, strategies, and 
feed hack . With each stage in the· 
process you can ask yoursdf: 

What pmduct do I w1:1";, to 
gPnPmlP"! Whal slmlegiPs can I 
usP lo accomph:1·h !111:1·"! And how 
mn f SPPk meanin[!.{ul ft('(/back on 
"!'Ywork"! (Yannone). 



Th e answe rs to th ese qu es ti o ns 
a rc diffe re ·nt for cae h stage o f th e 
writin g process. For inst.a ne 'l', 
w hen I' m brainstormin g, my 
des ired produc t is to d eve lop 
an iek a I want to write a bou t. 
The· s trategies I use to do 
thi s a re to think a bout the · 
pi c('c ind e pe nd ently, ta lk t·o a 
frien d o r a fe ll ow tuto r a bout· 
my id eas, and then ma ke li s ts 
o r freewrite to get my id eas 
go in g. The feedha('k I ge·t in 
t·hi s s tage is inform a l; I' m just 
loo kin g for some•on e t·o he lp 
me· expa nd my id eas or confirm 
my efforts. W he n I' m revisin g, 
t·houg h , I wa nt· to produ ce a 
s ignifi(' antly revised draft . To 
do thi s, I read my papn a loud 
to mysel f and rewrite sedions 
to ('l a ri f)r my id eas. In t·hi s 
stage, I wa nt ('riti('a l fecdha('k 
o n my writin g, and I' ll o ften 
rcorgan i zc com plct"c secti o ns o f 
a pi c('e. A ft·e·r I n •e·cive feed back 
on a dra ft·, I may need to r·ct"urn 
to bra in stormin g to fi gure ou t 
how to ('h angc or· revise w ha t· 
I've wri ttc n . 

Sa ndy, th e Directo r of th e 
\Vritin g Ce nte r, likes to think 
about th e writin g process 
as a hand with each fin ger 

reprcscn ti ng a stage m t he 
writin g p roeess. S he po in ted 
out th at "Some write r·s ('o ll apse 
a ll stages into o ne, crea tin g a 
ti ght, cl osed fi st." T hi s cl osed 
fi s t d ocs no t promot·e· th oughtful 
devel opm ent (Ya nn one 13). 

Wh e n your hand is uncl enched , 
wh e n you spn·ad t·he fin ge rs of 
th e writin g pro('ess, yo u are le ft 
with an open hand , o ne mo re 
willin g a nd a bl e to re•e·<' iVC' 
in s ights fm m t·hnvo rld .W ith a n 
ope·n hand , you (' ra ft- yo ur id eas 
into words mor·e mcth odi ('a lly, 
prc('i sc· ly, a nd im agina t·ivcly. 
\Vit·h an ope n hand ,you e-rc·a t·e· . 

Works Citc·d: 

) a iiii OII!'. Sa ndra . '· \Vrilill !( as a 
r i'O('('SS ... /n/,-.vdl. Vo l. II. Ed. 
S hiiWIII'II .l o hnso 11. A11dr!'w 
O h11 SI!'d . O ly 111pi a :T he EVI' I'!( I'I'I' II 
S 1a 11 · Co ll i'!(!' W ri1i11 g Cl' lll !' r. 2007. 
'H-'H . Pri111. 
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the writing grid 
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foreword Lo 
beingsLorming 

WhitP. J1 blank. pngr· or cm1 vas. 

Where do you begin your 
writin g, a nd how do yo u begin ? 

'The arr· of making art," 
as S teph<:n So ndh e im has 
Georges Seurat sing, "is p11ttin g 

01 it together, hit by bit. " In Paris, 
f'lt Seurat composed his pa intin gs 

by dabbin g his hits, pointillis til' 
par·s of o il pa int, onto his !'anvas. 
Us in g your pe n and words, w hy 
nor· fil l a blank page with _your 
bits words, snippet.s, phrases, 
o r se n ten!'es. 

Gra nt s hows how enjoyable and 
libe ratin g it can lw for a writer 
to e mploy the sma ll steps of 
brainstorming. Us in g o nly a few 
se k c t words a t a time, soon you 
ca n begin to fill th at blank page, 
hil by hit. 

Som<·tim es, I freewrite my hits: 
lltP s/r_y rains rivu I Pis of idPas, soon 
bui/(·IIPd in loops and lii1 Ps that m·p 
joinPd or .1pli1, I I1 Pn rmd, }rpffprf, or 
lr'.[t silml. i\ow my synapses a rc 
suppl<·. 

( I ( l 

I've a lso clu stered my hits into 
lnmchcs: dmps of wa/PI' .1pring 
into m1 or·pan; sPPr/.1· .1prou1 into 
r111 oak _fo,·ps/; drips .1plal into a 
Pollock There my fin gers a re 
lim her. 

Or I get mon· crea ti ve and ha iku 
my bi t-;: 

C/oud1· gathPI; rumbiP 
F'/ash strike boom cmck thunriPr rrui1 
Plains soaker/, soon lush. 

These id eas just ca n 't be 
s r·o p ped ! 

St·ura t pic k< :d up his brush a nd 
painted a sm ud ge, a line, a hurst. 
Why not pick up your pe n a nd 
write a word , a phrase, a poe m? 
"Ma ke a hat, " as Sondh eim te ll s 
Seurat, "where th e re never was 
a ha l ." 

} michael radeli!'h 



S im11latcd im ages of the 
bra in resemble a vas t and 
ri gid l'ountrys idc, or some 

11 ncxplor·ed planet i lltrm i nat"<·d 
by fl as hes of li ghtnin g that 
a llow th e viewer bri <•f g limps<·s 
of th e la nds!'a p<' of tho11 ght. 
Syna pses fire . It looks m lll'h 
lik<· a bra ins lorm . B111 w hat 
a bout this: a d11ll pain b< ~ hind 

the eyes. 0 bsess ivc sera tch i ng. 
Pac ing. Seemingly cmply word s 
flow thr·o11 gh swo ll <·n fingertips. 
The el m:kin g of 1-h<· 1·ongu e. 
Th<· wa ll. The ti g htened l'hest . 
The reading and nol·<·-l·a king, 
thinking, th e incpti11ule of 
lang11 age to sl·and in for tho11ght, 
1·hc f11tile attemp1· to p11ll concepts 
from the s ky like snowflakes that 
melt as soo n as they to11ch th<· 
page. Brainstorming quickly 
becomes hodystorming IH'comcs 
lwi ngstormin g in 1·hi s anem pt to 
a rran ge id eas into 1·hat s l11 ggish 
di a lectil' that is the w riting 
IH'Ocess. 

But a rc th< ~ IT ways mrl· of, or 
ways into, 1·his bla nk page ? 

Then· a re. 

bcingstonning 
gro n 1 miller 

Brain storm ing(or lw i ngstorm i ng, 
w hi l' hcwr you like) is the first 
stage of 1·hc writin g process a nd 
is often refe rred to as prew1iting, 
thai· is, writin g before writing. 
A ll stages of the writin g pro!'css 
a rc sim ila r in that one can find 
s11pport d11ring a ny stag<' by 
visitin g the Writing Center. B11t 
lhis stage is spel'ial in that this 
is the stage w h<T<' S pelkhc<·k 
l)('comes irn·lcvan t, the stage 
w hen· o ne 's internal editor go< 's 
on a short vaca lion to a Sllnni<·r 
pial'!' . Beca 11 sc brain storm in g 
is j11st 1·ha t: a storm. Ideas of 
rai ndro ps fa ll indisc riminat<· ly, 
black clouds o f frcdlowing 
tho11ghts roar th und e r and 
s tr ·ik< · li ghtnin g w hen· they may, 
w i1·ho 111· reason , a nd leave th< · 
bl ank page ravaged w ith tiny 
tn•as11n•s of th o11 ghto.; and id eas. 
And ,.,~ th any prol'css or ritua l, 
1·herc a rc ways to !'onj11re up 1·hi s 
sto rm . 



I I r ' r , r 1 r 

free\ni Ling 

Freewriting is my personal favorite way to get: ideas on a page this 
is what ym1 do just set a tim er mayiH~ a nd start writing and don 't 
stop for anyt:in g until the tim er goes off do not edit do not worry 
about grammar or punt'tatuiopk do not worry about: anything but 
g<!tting gthosc ideas out of your head and onto the paper aor screen 
or whatever if you get stuck just write the same word ove r and oave r 
and over· and over again unmti I something comes and w hen your don 
go back through and high li te every thing that may he rd eva nt to your 
topic it is a wonderfu l way to go about it: but it: isn't: for everybody so 
lets loo k at som<' other ways we might: go about: it 



duste..ing 

Co throu g h 
your syll abus 
your r eadin g 
your note s 
your mind 

and jot down 
<'Very thing that 
seems re k·va nt 

this may look like 
a stra nge free-verse 

poC'm 
or perha ps , 
a to-do li st 

of id eas so one can 
ga th er 

sandcastl<-! 

them 
into 

murky puddles 
with whi ch on e will 

build 
a 

co nee pl maps 

Take out a piC'ce of pa pe r a nd 
write down your m ain id eas 
and c ircl e them . Look for links. 
Draw lin es lwtween id eas. Brea k 
out the wate rco lors an d paint 
yo m id eas and how yo u might 
translate th em into word s. The 
more id eas you put in circl es, 
thC' more your ideas will com<' 
toge th e r into som<·thin g yo u 
can work with. 

• 

, 
• 

r 

L 
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Th csl' a rc s imply a few 
examples of how to e ngage with 
brain s tor-min g (bein gsto rm in g), 
this first· s t·age of th e writin g 
procl'ss. Thl' process can be 
s lu ggis h , a nd it· is t·he brain s torm 
that brid ges th e gap lwtwce n 
thoughts or· id eas and a blan k 
page or S(' rl'l' n . The bra i nst·orm 
is the ante, t:hl' beginning, t·hc 
blueprint. Thl' space wher·<· t·h< · 
ideas fo rm and so lidi fY, IH'('omes 
words, whic h I wcome sente nces, 
which lwconw paragra phs, w hich 
llC'conw yo ur first· draft. 

This is just th e beginnin g. 

Trust t·hl' pro< '<'ss. 

Bl'gin ... 

( I 



drafting: how to ride a dinosaur 
and look good doing it ian eLLinger 

foreword by jhalch akhavan 
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for·ewor·d Lo 

dmfiing: !tow to ride a dinosrwr and look good doing il 

As mw moves.forwrud, one o.fien finds oneseffmoving r:rdiml~r toward I lw 
endgoal. - lan Ettin ge r 

B efon· bcl'oming a h1tor, 
I'd ncver lwen asked 
about my writing prol'ess. 

I didn 't know I had onc, or many, 
or that I l'ould ('hoos< ~ diffen·nt 

an approaches for diffen!nt pi<'<'<'S 
'lit 

ofwriting.l had lwen sJnvivinga 
lon g time on thc '1-a .m .-encrgy­
drink-and - lllinkin g-c ursor 
approach to wntmg papc1·s. 
Ovcr the past couple yC'ars, I've 
had the opportunity to pay close 
atten ti on to my own writing and 
to t·hat· of so many different· 
people. l\o matt·<·r what our 
proccss looks lik<·, we 'n· a lways 
t1y i ng to come closer to t·he <·on· 
of what we 're t·•y ing t·o say. 

W ritin g creates a re lationship 
wit·h readers, and l'reat·ing a 
pie<'<' of writing requires a 
n·lationship wit·h mys<·lf. llow 
do I choose to usc the pmv< ~ r of 
words? Will my writing honor 
thcs<· connel'f'ions? Dmft·ing, or 
gat·hering my ideas int·o a piece 
of writing. begins a process of 
making l'hoices. 

Somctimes. when f<·el 
overwhe lm ed ''~th making the 
" right" choi<T, m· when I don't­
have t·imc to think about my 
<·hoil'es, t·he writing feels less 
lik< · me. Through drafting, I 
g<·t to know myse lf Through 
drafting, I dewlop trust in my 
own writing prol'ess. 

The ideas in ian 's article move us 
forward ,.,~ th our pl'O<'<'SS, not on ly 
for a particular piccc of writing, 
l111t into a growing rclat:ionship 
''~th ourselves as writers. 

} jhalch akhavan 



drafting: how to ride a dinosaur 
and look good doing it 

... and like eve1:ything eL1·e t/u:1· 

.1·tmnge moming tite word1· 
berame .1p n.hoL1·, wrote themselves 
all over the grq -green wrziL1·. ff 
onfr site m uld put them top;etitn; 
slw.fi:>lt , write them out in some 
sentence, titen site would have got 
attite truth ofthing~·. 

- Virginia Woolf, 
Th the Ligl1thouse 

I t is tim e to begin "draftin g." 
Th e I )rainstorm (bein gstorm ) 
has filled your page with 

spid e ry e iph ers, and t:h e whit:(' 
void has heeomc a da rkly inked 
surface; a complex landscape 
of ve rbi age begin s to ges tu rc 
towar·d meanin g. Th e screen 
of the mind , teemin g with 
wraiths whi eh compct·e for your 
attention , must now he sort(•d 
throu gh in o rd er to make se nse, 
to create meaning. From the 
seatt.ered thoughts whi ch litter 
the mind/page in the aftermath 
of th e storm , it is time to begin 
making choices aiHHlt which t:o 
carTy along with yo11 and whi ch 
t·o leave be hind . The second 
stage in th e long, loopy <'lll'VC of 

ian ellinger 

writin g now hegins to pull you 
into its revolvin g motion : it is 
tim e to s tart writin g your Fi1·st 
Draft .. . 

One important thin g to 
remember is th at th e process of 
writin g often rcquin~s us t:o exist 
in the rea lm of potentialities. 
vVhen we write, many t·hin gs 
ar'<' poss ibl e, ineludin g the 
potcnt·ial for failure . Usin g 
lan guage mean s wrestlin g with 
th e limitations of lin guisti(' 
construction , m ean s attemptin g 
to wrestl e langu age into a shape 
that can point toward meanin g. 
This task , e ntailing (as it docs) a 
('Crtain degree of ambiguity, can 
feel uncomfortabl e and may be 
even unsafe. As write rs, tools 
like the Writin g Grid provide 
11s with th e structure needed to 
keep us on traek, but· t:h e bottom 
lin e is that wha t: makes a pape r 
provocative is often a wild card . 

Th ere is no rightway to a p1 )roach 
th e drafting process, no simple 
method to begin writing, no 
readily apparent point of entry. 



Some of us tend to wait until 
th e last minute w hile oth !TS 
give ourselves pl enty of time; 
some of u s work lin! ~a r· ly toward 
our goa ls, while oth!•rs of 11s 
snea k up on ou r query from 
a lternative routes . But a paper's 
bein g com pellin g doesn't always 
depend on how pre pared you 
arc or how sys tcmatic you are, 
any more than waitin g until the 
last minute is hound to produce 

...,. a low- qua li ty piece. There an ~ 
"'t und oubtedly many good ways 

one can go about this tri cky 
business, but concep ts like the 
\Vritin g Grid help to improve 
one's process, which is like ly to 
he lp generate better work. 

Procrastinators (like me) an~ 

amon g the most in need of a 
better-fun ctioning process. For 
many stud ents an d writers, thcrc 
is a cert.ain mys tiqu e in waitin g 
for th e magic of a one-night 
writing marathon ; many sec the 
ability to p11ll off an und ertakin g 
like this as impressive, even 
heroic. T he fact is, however, 
that t his strategy often leads to 
morr headach es than it 's worth. 
Also, the paper doesn 't usua lly 
turn out as we ll as it cou ld have, 
since one is essentially trying to 
accom pli sh every stage of the 

I I I I 

writin g p rocess simu ltaneous ly. 
I kn ow very we ll that the 
pressure of waitin g until the 
last minute secms like the on ly 
c ircum stances und e r w hi ch a 
lot of us are able to write, hut 
th is sort of ment.ality is w hat 
the Writing Gri d is d esigned 
to ~.:o u ntera~.:t. By ! ~mphasizin g 

the eq ua l importance of each 
st.age of the writin g pro~.:css, 

the Grid helps illuminate the 
reasons w hy co llapsing a ll th e 
stages into one night of writin g 
(however cpit:) often leads to 
shoddier resul ts. 

The fea r of beginnin g is 
pcrh a ps the num her one cause 
of procrastination , and the 
key to getting over this fear is 
simp ly not bein g afra id to makr 
a drn:1·ion and run wit/1 it . The act 
of making a decision , no matter 
how arbitrary, can often help get 
you into a writin g groove, even if 
it's not ultimately the topic you 
decide to go with . Thcre rea lly 
is no "right" choice, s in ce the 
point is just to set yo urse lf in 
motion . Once you have started 
down one path or another, 
things will probably begin to 
snap into place in terms of 
whether or not you 'rc moving in 
th e right di rection, aml if you 're 



not, it wi ll giw ym1 a IH'Itcr 
idf'a of wh1·r1' t·o try going next! 
Breaking the barrier of inertia 
is l'ssentia l if you arc going to 
build up the monwnh1m needed 
to k PP(J writing. 

Gl'rH•r·ating th<' Haw Mat<'r·ial 

Sometimes t·hc only way t·o 
know yo u have a lot to say about· 
som1 ~ th i ng is t·o try writing about· 
il". /\ft1•r writin g a few senten!'cs 
about. each t.opi1· that relat1•s t·o 
the overall t·hcme of the paper, 

co you might find t·hat you 're a hie 
-.:1' to writ<' 1110 1'(' about a !'l'rt<~in 

one. Paying attention to whi!'h 
lopi(' you arc most drawn to is 
oft· en a good way to figu n· out 
what you want t·o wri1·1· your 
paper on . A lso, if you find 
t·hat a f1 •w of your paragraphs 
('omp lem1·n1· one anot·hcr 
th1·mat·ically, t·h,·n start pullin g 
t·h<'m together and lookin g for 
('ommon thn·ads. In any case, 
onl'l' you think yo u 'v1· found 
a focus , tTy lu start g<'ncrating 
as much material as you ('an. 
no matt<'r how unpolish1•d or 
inl'oh!'rent it may 1)('. 

Tlrl' Guiding Qul'stion 

For thos1· of us wri tin g thesis­
driven pic('es, dewloping a 
guidin g question can be an 
important part of the drafting 
pro('css. Essentia lly. it is lik<' 
an inverted thesis s t·atemcnt: it· 
I'Onl·ains all the sam1• C'lem1•nts 
as a thesis, except t·hat· it poses 
a qtwst·ion rath1•r than making 
a s t·atcmf'nt . You can refer to 
/\is lyn Matias 's artil'l1• as well as 
t·lw Writing Center's handouts 
on thesis deve lopment· for more 
detailed advic<' an d information 
on the t·hesis itself the guidin g 
question is s imply a tool to h1•lp 
g1 ~ 1· you there. It keeps yo rr on 
ITa('k by givin g you somclh i ng 
to refer to from t·iml' t·o time so 
yo11 don 't stray t·oo far off the 
t·opi('. It a lso helps yo11 to star! 
thinking selectively abo11t what 
kl·y clement·,.; and ideas t·o look 
for in your SO III'I'I' material. In 
this sense, it is wry mrwh lik1• 
a t·hC'sis lw('a iiSI ' it provides 
a h11h for your t·hollght·s and 
invcstigat·ions to n·volvc a round . 
ll owev1•r, it can IH' dis('arded or 
revised at any point: it g11idcs 
rather t·han I'Oilstr·ains th1• 
direction of your papl'r bel'atiSl' 
it is open -ended . 



Fitting tlw Pi<'e<'s Together· 

J\ow that the paper is sl·a rtin g 
to take shape, il·'s important 
1·o begin organiZing yo11r 
thoughts . The SPf!llPII('fllg of 
your argumcnt.s is often as 
important as the arguments 
thems<•lves, especia lly if yo11 're 
tr·yi ng to build some sort of case 
by guidin g the reader through 
a parti('u lar succession of ideas. 

0' As you near the revision stage, 
"'t yo11 might !)('gin to find !hat 

certain arrangements mak(' a lo1· 
more S( ~nse than others. Try to 
think of the paper as a f111id cntily 

it shou ld 110 1 feel like pie('CS set 
next to one another; it sho11 ld 
feel like a dynamic o rganism with 
('Omponcnl·s that fit together in 
a certain way which a llows that 
o rgan ism to function . 

A Loo P.Y Conti n uu m 

Writ.i ng docs no!· usua lly happen 
in a tidy, lin ear seq11en(·e. As one 
moves from bra instorming to 
drafting and into revision , one 
finds that the lin e be tween these 
stages is far from defin itive . .lt~sl· 
as elements of brainstor·ming 
wi ll contin11e throughout. the 
ea rly parts of the drafting 
process, so c lements of drafting 

I I 

will con tinue into 1·he reVISion 
process. Im agine a roll er coaster 
with loi-s of l oop-d(~- 1 oops or· 
1·he concentric circles of a snai l 
she ll as one moves forward , 
one~ oft.(:n finds oneself moving 
cycl ica lly toward the end 
goa l. ll owcver, this somewhal· 
convo l11ted process need not lw 
11ndcrt.aken alone. Dropping by 
the \Vritin g C(:nl.er; if only for 
the lwn efi t of having a second 
sci· of eyes on your papc1; can 
lw very helpft~l at any stag('. 
Altending the Cent(•r's writing 
works hops is a lso a great way 
to get in formal·ion and ideas. 
B('('a liS<' almos1· all the hrtors in 
the Writing Center arc fe llow 
shrdcnts who arc a lso trying 
t.o navigate the complexities of 
college wriling, we arc < ~ssent.ially 
right 1·hcre with you . 
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for·ewor·d Lo 

the orbital region: re- vL:s·ioning 

The writt<· n wo rd loo ks 
pe rfect. Th e 11 n i fo rm ity 
o f t·h<· di gita l image 

and th e la bored exactitud e of 
the pri nt<·d page d e pen d o n 
aes th etic sca ml css ness. Pages 
a rc designed to o ptimi ze th e 
read a bi lity o f text, no t· the 
visibili ty of a typeface. And the 

.., I H' rf< ~ct i on of t·hc lette r an d t·hc 
word ca n lead us t·o fc<· l that 
our w r·itin g must· IH' pnf<·d 
from th e moment· it IH'comcs 
vis ible. Do ry's a rt icl e refc n ·nces 
\ ao mi S hiha h i\ye 's no ti on 
t·hat we d ese rve the p rocess of 
rev is ion to put· forth mrr· tTu< ·s t 
mea nin g thi s is a d ecla ra ti o n 
aga in s t the pe rfectio ni sm of 
t<·x t. \ .Vha t ma tte rs he re is not 
t·he aesth etic of Ia nguage o r 
tex t, w hat matte rs is th <• hea rt 
of the words. 

ltevis ion is th e mos t c riti ca l 
pa rt o f my writin g process 
beca use in active ly see in g 
again , I int·e nt:i o na lly cas t as id e 
my inherent perfecti o ni sm an d 
c hoos<· to va lu e my id eas an d 
my vo ice a bove a ll e lse. l\evis ion 
ena b les not j ust my word s h > be 

se<·n , hut it ma kes my th ought·s 
an d mean in g vis ibl e. As I rcvis<· 
a nd n ·-s<'<' my writi ng, I let th <· 
mess of words a nd fo rm s IH' 
messes, an d I ge t to ma ke my 
th o ughts s hin <· m os t. T his is no 
ti me fo r p<·r-f< ~di o n . 



the orbital region: re-visioning 
dor:y nies 

!f a tracher told mr to revi1·r, I 
I l10uglttthal mrm 1111 !Y w riling was 
a ln'Oicrn -down car thatneedrd to 
go to 1 hr rrpair sltop. !.frlt insuflrd. 
l didn't rm lizr tl1e tmchrr was 
srq ing; 'iV!alce it s!Jinr. It :1· worth 
it. "Now /see revi1·ion as a beautiful 
wmd of hope. It :1· a nrw vision of 
somNfting It mrrws_you don 't lmvr 
to he pe1.frct tllf'./it:1·t timr. What a 
rrlirf! 

- \laomi S hiha h \lye 

The re is a max im that 
even th( ~ best writers 
struggle with the process 

of writing, hut this struggle is 
neve r apparcn 1·! \Vhat we read 
and ta ke in on a daily basis is 
often the final stage of writin g. 
In other words, you never sec 
th(• drafts an d sc ratched-out 
not('S and outlin( ~S a published 
(and revised) piece of writing 
goes through before you hold 
th(• final stag(' in yow· hands ami 
drink it with your· eyes. Th e myth 
is that writin g wr/1 is a painless 
process. With this artide I hope 
to dispel thi s myth. 

It's ironi e that I'm writing a piece 
possibly trying to convince you , 
th e reader~ about the pleasun·s 
of the revision pmeess. It's 
ironi c because I dutch and din g 
to the words I'm finally aide to 
force through my fingers down 
through th(• pen onto pape r, or· 
through 1·lw kcysh'okes onto 
a monitor lit with li ght and 
memory. I clin g to the words 
that finally ( ~nd up on the page. 
and I resist the id ea of t;:~k in g 
any of th em away, lwcausc I f(•ar 
th(• more IJHII ll·hnvritin g apart, 
the more it will 11nravc l 11ntil I 
am left wi1·h only the as hes of my 
initial id eas. 

The poet Naomi S hihah Nyc 
s1waks to hn f( :cling of hope 
when she rea li zed that to revise 
is to IH' more effectively heard . 
\Vith words we make sense 
of our learning experi en<'e, 
particular-ly at Evergreen . I had 
a simila r experience to the on e 
Nyc shares in the above quote. 
My first q11 a rl"er at Evergreen I 
was writing short a rg11mentativc 
essays. I w01 dd consistently ge t 
the drafts hack from my fa cul ty 
with comments like, "Ymr need 
to convin<'(' me." I resisted th e 



notion t·hat I had to do anything 
else to prove what I fplt were 
very obvious and succinct 
arguments. I felt proud of the 
writing I had don e, and I was 
afraid that· I wm dd have to start 
from scratTh if I wanted to rise 
t·o the chal lenge my facu lty had 
set· before me. 

v it·h praetil'e and time 
developed methods for this 

,., pulling apart·, t·his unravelin g 
.., of id<•as, to actua lly get deeper 

into the ideas. One thing 
that propcll<·d me was th<· 
rcalizat·ion t·hat my fal'ulty was 
a!'l'ua lly saying, " lt·'s worth it· for 
you t·o convinl'e me." I revel<·d 
in this cha ll enge. Srn·e. it was 
exasperating, and frustrating; it 
m<·ant· I had to sit bal'k down and 
sorm·times start from sl'ratch. It 
m<·ant· I had to g<·t mf'ssy, which 
is n •ally hard for Ill<'. It nwant· I 
had t·o let go of the words, ideas, 
and quotes I thought made the 
most sense and sometimes find 
all new cvidf'ncc, or dump whole 
paragraphs. But it a lso meant t·hat· 
wha t· I had tu say mattered , and 
how I said it matl'e rcd even mml'. 

Perhaps you havf' already read 
the other Writing Grid articl es. 
I hope so, dear reader, because 

reading about th PsP other parts 
of the writing pro<'f'SS may 
finally help you sec that writin g 
rs not a ll about a finished 
prod u<:t.The \Vriti ng C rid <~xists 
to illumin ate a ll the stag<·s of 
writing, because the tntth is, you 
l'an start from anywhere and g!'t 
somewhen•. The stages of writing 
arc subtle, and they flow into one 
anot·her. In an attempt· tu giw you 
a f'<•l'hnil'al definition of revision , 
I wi ll say that revision shou ld 
mostly l'onsist of I'Onccphral, 
texhtal , and h<msitional l'hanges. 
All thos<' mechanil'al and 
grammatil'al "hang<'s? Y<·s, th<'y 
an· a part of revision , but· they 
arc tcrt·ia ry. H.Pvision want·s t·o 
focus on id<·as, not commas 
or font l'hangcs or just <'lltl'in g 
and pasting your p<:tr'agraphs t·o 
different plal'eS. 

\'lost· writcr·s start with an 
introduction and end with a 
l'onelusion , and everything in 
IH'h.Yeen is pat· and in pial'!'. 
Start with A. go to B, th<·n C, 
then D, and t·hen you ' re done, 
and you hand in your paper; 
and when you get it back it says, 
"Too many commas" and "Thi s 
isn 't how you usc a semico lon." 
"ly<' suggpsts that t·h<' revis ion 
process e ntails letting go of 



your i(ka of p1·rfPction . This 
may m1:an ignoring those rPd 
pen comments and digging into 
the' real process of revision : to 
sec aga 1n . 

Thi s seeing again can sometimes 
fPe l OVI' rwhclming. It can feel 
like you ' re constant ly sifting 
and tweaking yo ur ideas and 
transil·ions. Ofl·en whc·n you 
think you totally have to start 
over, you 're really j11st starting. 
It's sometimes the who ll' 
dumping proi'I'SS that l'asl·s 
light on where you 're really 
goin g. 11· is a I'OU rageous ad to 
take a sl·ep hal'k and gleefu lly 
cross out the lin es or l'ul· and 
pas1·1·; extract words and ideas ; 
expand on words and ideas! 

On1• way to step hack from your 
own writing is to have another 
person reviP-w, n·ad , or respond 
to yo11r w1·iting. ll cre 's where 
the Writing C:1•nter com1•s in. 
The fo lks at the Writing C·nter 
an: fel low shHicnts : people who 
have ideas of their own and 
have some good trainin g in 
how to he lp you articulat!' your 
ideas. The word tutor doesn 't 
begin to rea lly deflnc what goes 
on in the Wril·ing Ccn1·1·r. The 
word tutor is often m isl·a ken 

to mean nec·din g to I)(' flxed , 
or J'Ppail'ed. \~orking with a 
h1tor on your writing is to have 
someone hcl p you to see and 
think about yo ur words and 
i1kas from a new persp1•ctivc. 
vVorking with a h1tor on your 
writing is a chance for you 1·o be 
more effectively h1·ard . 

The writing process itself is 
shadowy. It is fluid and liquicl , 
and 1·o my own dismay, there 
is no on!' right way of doing 
it. Writing is languag!' and 
thought! Writing is clreamincss 
and desperate·! \~riting is you 
sp1:aking 1·o what you 1·hink and 
be lieve! And what a n·lief, as 
\lye says, thai· you don 't have 
to get it a II ri ght the fl rst time. 
Revision for 1111', means letting 
go of what I think is the pcrfed 
form for my words. Dear reader, 
you have no idea how this article 
has evo lved . This is my eighth 
draft , bu1· really il 's offlcia lly my 
fourl·h, lwl'ause a ll 1·he drafts in 
hPtwcen were secret. I was mired 
in the revision ]H'OCI'SS, which 
left me lost, like a st.arvin g mad 
woman out in the di'I'P waters 
with no rafl' to hold on to. To 
write this article I brainsl·ormed , 
got tutored , d ra ft1·d , got tutored ; 
at one point I even l'ompared 



the Writin g C<·ntf'r to a giant 
eye ba ll. But 1·hen I pus hed 
thro ugh it . I let go of first one 
id ea, th e n anol·her. I let go of 
previou s forms . I complete ly 
c hanged the whol e cl amn thing, 
a nd finally, fin a lly I have a 
conclusion a nd thi s is it. 

Wot·ks C iLed : 

S l,iloab Ny!', J\ ;uuni ... ·r;, ~ ly D!'al' 
\VI'ilill!( Fl'i !'nds ... Sr•eing 1/w Blnr' 
Br:l< vcen:A dvi('f' anrl l mpiral ion.fhr 
)'(JIIng Pof'ls. l~d . Paul .lan<·czko. 
Massadii iS!' II., : Ca nd l!'wick Pn·ss, 
1001. HG -&l. r,.int. 
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forewo1·d Lo 

ml. erliL 

E ditin g was the st·e p of 
th e writing process tha t 
I a lways hm1ped together 

with pr-oofreadin g with out a 
second thou ght. Even if I gavc 
my~w l f eno t~ gh tim e to pr·oofread , 
I s ti II some how managed to focus 
mo re o n fi xing grammar e rrors 
th an re finin g the essence o f my 
piece. I never th o t~ gh t to give 
myse lf eno t~ gh time to scpara te 
editin g from p roofreacling, o r· to 
cxplo re th c di ffe ren ce between 
th ese two tools. 

A lejand ra 's art icle encourages 
li S to lltilize edit-ing as a way to 
rdl ed o n Ollr o rigina l pt~rpose 
for writi ng a piece·. /1· w!tat I wmtP 
actual(r SOUllding tftp wr~r I want 
it to! D oPs tltP rMrlf' r undn:l"lrlll rl 
w!tat I nwan! \Vc· come to rc·a li ze 
how our choice of sentences 
ancl word s convey Oll r message, 

Yet it can he fnr stratinl! a nd } .__, cl is sa goss 
intimidatin g to rea li ze that th ey 
don 't have the des ired effect, 
especia lly w hen we a re n't- sllre 
how to change thin gs. A lejandra 
shows us how c!ditin g gives 
us the s pacc to intenti ona lly 
expl ore th e poss ibili ties we jlls t 
haven 't di scovered yet. 



Editin g, like a ll the other 
stages of writin g, is part 
of a large r pmcess and as 

a result cannot lw reached by 
taking short I'Uts . For me, the 
writing process is like hikin g 
throu g h a wi ld e rn ess that 
has no dea rly marked !Tails . 
Brainstorming, draftin g, and 
revising arc the stages tha t allow 
writers to forg<' a trai l to th<·ir 
d< ~s ire cl d cst·inat·ion . Editing is 
the breathta kin g view at the <·nd 
of an c njoya bl<· yet stn·nuous 
hi kc, for editing is the stag<' 
t·ha t cnabl< ~s writers t·o <'Xtract 
and illumin at<· t·hc underly in g 
I'SSI'n<·e of a pi<'l '('. 

As a hrtor, I ofl-<·n speak w it·h 
shuknts who arc eager t·o 
edit their pic!'<', and it doesn ' t: 
surprise nw bc!'ause when I 
think abo ul lh<· stage ofwriling 
that app<·a ls to me the most, I 
a lways find myself gravita l·ing 
toward the editin g stage. 
A llhou g h I enjoy w ritin g, it is not· 
somet·hin g t·hat is easy form< '. In 
fact , more ofl·en than not, I find 
myself prol'rastinating wh e n 
it comes to writing because 
I know writing is not· a bout 

mt. edit 
alt;jwulra abreu 

instant gratification. Writing 
is a gradual progn ~ssion that 
helps to unrav<'l th<· mys tery 
of a particular idea . Whether it· 
is a personal narrative, poetry, 
prose, or an acadcmil' essay, th<· 
del'i s ion to ta ke· on writing as a 
means of expression I'Omes wit·h 
t·he need for time a nd patie n <'l'. 
llowever, I like to think of 
editin g as tlw lon g awaited 
pa noramil' v iew t·hat· in spires 
wril"<·rs to rdkl'l- on a ll t·hat has 
lw<·n sa id and to hone in on a ll 
of the p<H'til' IH'a ks of a piece. 

Althoug h < ~dilin g l'an IH' 
rTfcrr<·d to as t·hc hi g h point of 
the writing pro<'<'SS, it is by no 
means the end , for in order t·o 
IH' a bl e to share the b<·au ty of an 
amazing journey, writers must· 
make it back down th e trail of 
proofn·adin g in a nu rtious and 
mindful way. II owever, because 
arrwmg at the mounta intop 
visl·a requires a h<·althy dose of 
pati<·nn· and endurance, I like to 
<'ncou rage reader-s to revel in t·h e 
wonder that is ma king it to the 
editing stage, to take the time to 
rcflcl't on a ll of their hard work 
and efforts, to seareh for the 



inherent bcau ly of t·heir ideas. 
and to work on threading that· 
lwauly t·hroughout the entirety of 
their pi< '<'<'. 

While gaz in g from atop th<· 
<'d i t·i n g 1 wa k, wri tns a IT 

rewarded wit·h an opportunity 
to revisit t·hc tTail t·hat led them 
to their l'llrrcnt· destination . 
Ed i t·i ng is the stag<' that 
asks writ·crs t·o look at· eal'h 
individual s<·nt<'nl 'l' in order t·o 
idcn ti fY whethl'r cal'h sen t·<'nl'l' 
is helping to gu id e rcadns 
forward . Is cal'h s<·nt·<·n<'<' 
I'O n tri b 11 t·i n g to th c forward 
movement of t·hc picl'c ? Or is 
there a sentence that· for< 'I'S 
readers t·o l'irl'l<' around in a 
l'onfusing manner? An· then· 
s<·nl"l'ni'I'S that ask t·hc n·adcr to 
l'arry more information than is 
n<'l'l'Ssary or h<'lpful , cspcl'ially 
in t·<·rms ofth<· Ia rg<'r pict11 rc? Arc 
there areas that· can lw further 
<'xplorcd in te rms ofvol'a lndary? 
Would using a t·hcsaunas help 
expan d your understanding 
of language and provide your 
n·adcr with an opporhanily to 
n·ad someth ing fresh ? 

One of my favorite cxnl'iscs 
to do wit·h writers wh<'n they 
coml' into the Writing Centn is 
t·o have t·h<·ir piece read a loud . 

like to remind th<·m that 
language was an oral tradition 
bc·fore it was translated int·o t·h<· 
written form . I laving a pic<·c of 
writ·ing rc·ad a loud can prov<' to 
lw an incredibly transformative 
cxpcrien<'l' bel'ause it· n·quircs 
writers t·o breathe lifl' into their 
words and by doing so plal'CS 
t·h<·m in the position of both the· 
wri t·cr an d t·h<· reader. Heading 
a pic'<'<' a lo ud a ll ows \ rit·<·rs to 
f<'l'l the weight of each word and 
t·o rdl cct on t·hc aud i t·ory effect 
of <'al'h sc·ntc'nl'l'. Mon· oft<·n 
t·han not·, if a scnt·1·nn· docs not· 
f(·cl good on your tongue, it·'s 
probably not going 1"11 f<'<'l good 
to th<· n·adcr. 

l lltimat·<·ly, I likl' to make th1· 
distinl'tion bl'twccn editin g 
and proofn·ading by saying t·hat 
editing is so lidi fYin g the poetic 
resonanl'c of a piel'<', wh i lc· 
proofn·ading is about· polishing 
th<· grammatil'a l and visua l 
aspects. Editing is about c·r·c·atin g 
a pi<'<'<' of writing that enl'mn-ages 
both the reader and the writer 
to <'ngagc in the sensual and 
ich·ologil'al jounw of a piece. 
Editing is about clearing the 
undcrhr·ush from t·hc path you 
ITeated in order 1"11 rcal'h thl' 
pinnacle of your ideas. 
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fo•·ewonl Lo 
becoming reader 

W he n we write, we 
often c h<·w for hours, 
refrainin g from th(• 

swal low, the di ges tion , the 
ex pulsion . Yo11 take the hil·s 
in , ro ll them around on your 
tongue, and begin to id e nti fY 
1·hc gra pefruit , th e col'onut, tlw 
l'ardamom. It does fee l good 

~ to ('hew, to meddl e words in 
mouth and pus h them into 
l'hcc ks for ho ldin g. \Vhe n WI' 

n·ad o ur own wo rk , we ask 
ourse lves to swallow a nd to 
e ncounte r the tra('es of what 
was once 1n mouth . When 
we read our own work, W<' 
e n1'ountc1· what was once inside 
of us, a nd if it docs not matl'h 
1·he ('Ontent of our des ires, W<' 
turn away. \V(• a rc reminded 
on ly of chewin g. Headin g is 

havin g s lowly swa ll owed . You } ann a hale wo lfc-pauly 
develop a pa late, and you lea rn 
to like w hat works. You deve lop 
a tast<! for what nouri s hes you. 
You become reader. 



T he final s tage' of our 
writing pro<·css is th< ' 
integra l mom<~ nt of 

becomin g, of morphin g or 
transformin g .from the writer 
and back into the reader. 
Reading is the Ot·her of writin g, 
perh a ps the opposite ~, ye t· a lso 
that w hich ('Ontains \·vriting, 
which requires a nd a ll ows for 
writing to exist . The compl<·tion 
of th<: writing pro<·ess is 
readin g, becomin g the reader, 
cx pcrienci ng our own work 
a nd owning, rea lly knowin g th<· 
text: " ... [T ]hc text that contents, 
fills, grants euphoria ; th<· text· 
that comes from culture and 
do<'S not lm ~ak with it, is linked 
to a com forta bi C' pradice of 
reading" (Ba rthes ILl ). 

To und e rstand thi s comp ldion , 
t·his "finishcdness" of the text, 
is a tricky thin g. llaw we not 
IH'c n readin g t·hrou gh th<' tex t 
a ll along, fi xin g a nd movin g 
and pourin g out s inn· t·h< · first 
moments of th<· brainstorming? 
When can we call the t·ext dmw 
enough to rend it '! Puttin g the 

becoming reader 
meghan mcn.erz~r 

pen down.Ta kin g off the writer­
fa('<' , and sitting down with a 
text, a new text, just finished , 
just for us to read! Editing is 
done now; t< ~xt is asscm bkd 
a nd is renr~y to IH' rmd. \Vhen 
we read our own work, we a llow 
ourselves to understand whatW<' 
meant·, to sc< ~ where we meant 
somct·hin g else, perhaps, or t·o 
inspire ourse lves with a new 
id< ~a completely, a n< 'W vo ice, 
strudurc, meanin g, or practice. 
\Vc se<' our ideas as th ey have 
fit themse-lves tog< ~ther into an 
<'nt·irc ty, a wholcn<·ss . When we 
write for a pa rti('ular audienc<'­
we a rc tes tin g t·h<· work by 
readin g it, int·<'rTogating th<· 
words a t· t·h<·ir co nnections 
before a ny ot·hcr reade r g<·t-; 
the chance to do so, knockin g 
on the wa ll of t·h is work W<' 
have <·onstnl<'ted , trustin g the 
solidity, comfortable, knowing. 

Be('oming the reader of our 
own work is the way we g<·t to 
know the work, t·he real work, 
thC' culminat·ion of every step 
of t·he process, every momC'nt 



from n·v1s1on , switchin g and 
changing, re -writing, pausing 
and thinking; this piece of tex t 
t·ha t we have cn·ated is the story 
of that process. On ly we can 
underst·and that·, ancl we can 
on ly unde·rstand it when we n ~a d 

thf' t·cxt . The writin g, the · who le 
process and the t·<·xt itse lf, is an 
ex te nsion of ourselves. Each 
wo rd and phrase is de termined 
by our vo ice: we must know this 

,.,., vo ice and I)(' proud ofit.l\cading 
~ is takin g ownership of a text·; we 

project ourselves onto any text 
we read , an d tha t tex t paint·s 
itse lf back onto us ; we form 
re lat-ionships with a text when 
we read it. Th e effe·ct of formin g 
thi s n·l ation ship with a tex t· tha t 
we haw written is as tounding! 
importa nt, ph enomenally vita l, 
a nd sh1pe ndously powe rful. 
This is tTIH' no matte r what ty pe 
of writing we arc 1·e ferring to, 
a lways. In order to come full 
c i rel e in our writin g process, 
we must make time to converse· 
with. analyze, invest·iga tc, 
critique, and qu <'s tion (read : 
rrnr~ the tex t we have cn·ated . 
A ll of the writing we do is our 
own , and readin g our work gives 
us the frce:dom to keep goin g, to 
plun ge dee!per into our inquiry 
and ex press ion . Headin g our 

work g1ves 11s the a bili ty to 
und ersta nd our proce·sscs and 
practices at every ste·p of each 
pi ece of writing, as we ll as t·hc 
chain t·hat· ca('h of t·hosc t·cxts 
crea tes. 

Once we have become reader 
of our wo rk , it is like ly to lw 
IH'ne·ficia l t·o see k 0 11t a new 
n•ade•1; for t·he text to lw read 
by new eyes. li kc a pif'cc of 
music played on a diffnent· 
in sl.runwnt. Tutors in the! 
W ritin g Ce nte r are thrill ed to 
read any piece of writ-in g that· 
happe ns 11pon them , but· for· 
t·he m , lulOring doe!S not mean 
just pmo.fr('(fding. Proofreading 
is a s pecific ad , a spce ·ial one, 
the fina l moments oft-he· writ-in g 
process, the readiness of the 
pi e·ce, an d is most important 
when enacted by th e writer. 
T11tors arc interested in wo rkin g 
with writers in a way tha t will 
support th em in their w hole 
process and in th e pa rticula r 
s tage they migh t· he in . Th e 
proo freadin gst·agc could he ve!ry 
br ief, perh aps minutes be fore 
th e pa per is du e, or it· could 
take a w hile, revisitin g our lines 
a nd our words; it may even lead 
to discuss ion and eo nve!rsation 
about th e id eas and wo rk as a 



whole. Often , a httor might read 
our work to us . I !Paring our 
work n'ad by another voi<"<' is a 
gn·a t way 1·o get a sense of how 
o11r writing ITa nslates to anol"hl·r 
person , and how the \vriting.fr('/.1· 
when anothc·r person is sensing 
our vo i<"c, emphasis, and tone in 
1·he work . 

The most import.anl thing is 
that we n·ad o11r wt·iting, that 
W<' know it, h<·ar it, sense it, 
sign it. n·f<·n·n<·e it, remember 
i1·, and sl·<·p away from it, look 
a l· it fmm a wry different angl<· 
and lw<"onw inspired by it . 

W01·ks Ci led: 

Barth<·s. H.oland . TlwP/easu1·e 
o.f tlw 'l r'.J:t . 1\ <'W York : IIi II 
and Wang, I!J7:1. Print . 
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fot·eword Lo 
on .rour marks: accenLurlling eloquence 
(s·eL in ~ype, not in stone) 

P unct~1ation . It is hchvee n 
the lines of lan guage, th e 
elari tywhil'h dwe ll s in t·he 

liminal pl ai'C' IH'tween w hat you 
say and what· you want to say; 
it braid s itse lf int·o your words 
and inte nt·ions. lkea t1sc• of its 
quiet power, t·hou gh, many who 

...., don 't· und e rstand pun!'tllat·ion 
~ arc fr·••strated by if'. Lik!' a 

language, it is dauntin g to try 
to l!'arn . So m!' t·hink they a rc 
just bad at punctuation be!'allse 
th!'y don 't know it· int·t•it·ivc ly. 
They inl'orrectly assume tha t 
punctuation just is that· it· has 
no definitive p•HVOS( ', and has 
a lways IH'en !'onfusing. People 
think pun ctuation c·omp li l'at·cs 
la nguage, when rea lly it clarifies 
language. 

This artic· le IS funny, warm . 
and invitin g. The history 
prc'S('n t·cd therein is not on ly 
interestin g for those who e njoy 
p11nduat·ion , but a lso useful for 
people who struggle with it. 
C hi( •fly. though , this article is 
::H'( '('Ss ihk to those w ho "g(•f " 
pun!'t·uation , and equally so to 
t·hos(' who don 't. Yes, we arc two 

p(·oplc who low those little marks 
and symbols, but loving th(•m 
is not· a prerequisite for loving 
t·his artic·le. Vietmia demyst·ifies 
punl'hlation , lifting th(• w il of 
elusiveness stliTmmding not· on ly 
it·s uses, hllt· also its origins. 

} (·amil lc lmult·s & k(•e li a ridgely 



on your n1arks: acc~ntuating clpqucncc 
(set 1n type, not 1n stone) 

victoria larkin 

Strictly s peaking, whl'n it 
('Omcs to punctuation you 
proba bly don 't need anyth in g 
but ('om mas an d p<'riod s. 

With some d!'XI"I'l'ity you ('Ollld 
prol1a bly l'Vl'n skip t-he· !'om mas. 

Long ago on1· was lucky to have 
spa('es betwl'en ph rasl's . 

Latini ns('ri ptionsinwha twaskn­
co ownassl' ri pt·io('ont i nuad id ntev­
~ l'll hav!'S I 1an•s I wtwe1•nwords 

Way bal'k wh1•n , most anythin g 
w ritten down was ml'ant· to 
lw rl'ad a lo ud . Texts WIT!' 
Ol"casiona lly ma rkcd wi t·h 
symbols signa lin g va ri ous pa 11 Sc 
lengths to an o ra tor. 

By the ;lth f:entury C E, in 
response to a decline 111 

lit·e ral'y, prof1•ss iona l sl'holars 
and edul"a ted n·aders began 
t·o punl"h la te t·heir own l"opi<'s 
of o ld e r Lat·in texts in ord e r 
to cla ri fY a nd maint~1in the 
inh·gri ty of mf'a nin g for 
fut·w ·1· g1·nera tions. Man uscripts 
" poinh•d " by these e lite reade rs 
I weame known as codin ·s 

rk 1·tin l'li . The re we re not· ve r·y 
many of t-hf'm . 

Onl"c the Bible was transla ted 
into La tin , thin gs n ·a lly go t 
goin g. Vl a tt!TS of interpn·ta tion 
IH·1 ·a me pa ramount: ~ l eaning 

hin ged on w here yo u paused . 
Unthinkin g sc rilws I'Oidd mess 
up f'Veryt hin g: Was Cod th e 
\Vonl , o r was th e \Vonl with 
Cod ? (S <'e Augus tine of llippo, 
On r !tri1·tirw /)o('(rinP, Hook II/.) 

ugustinl ', that vigilant l'h url'h 
Fath1·r, insist1·d t·ha t· pun l' tuat ion 
kee p nwanin g in lin l' wit·h 
Orthodox f:h url'h Dol'f'rin e ; 
anythin g 1·l se was 1'ons id 1·rTd 
" hercf' ica l pointin g." 

Irish sl'ri lws, working with Latin 
as a secon d Ia nguage, introdu ced 
many innovations of pund1Jahon, 
including spal'es 111'1'\vcen wor~ls, 

and sym bois (some basl'd on 
aneil'nt· exam ples) tu delineate 
breaks in grammat-ica l stnwhm•. 
As book leam ing inl' reased , so did 
jobs fi11· sl'ri I H's .Th (' morl' sl'ri b1 ~ s 

inse ribl'd , the morl' s killed th(•y 
bc!'ame. They !'rca t·ed new 



sym bois for more subtle· e ffects . 
For a few centuries, diffe rent 
scribes in diffe rent regions did 
different things, and the genera I 
conversation about when and 
how to point flourished . 

Then , a new inwntion happened : 
In the· 15th Cen tury, printing 
by type was created , and punc­
tuation marks as we know the·m 
today took shape and firmly 
estab li shed r·hcir· functions . 
Moveable type ensm·ed e·on­
sistent rc•producl·ion of older 
and ne~w ly e:re ~ate~d symbo ls. As 
printc•cl r·ex ts trave led wider and 
farther than manusC"ripts, this 
consistency in sp ired more stan­
dardized usc; beginning writers 
modele·cl their punctuation on 
whar· they read , and so passed 
on what th ey'd absorbed . 

As with 
l'hilos<J]Ih ers, 
punc·l:~ r ation 

the r·im es. 

kings, scribes, 
and fashions, 

changes with 
By the 1800s, 

novelists were punctuation 
happy! Novels we re overfu ll 
of every pun ctuation mark 
available! Like Victorian briC" ­
a- brae, there wasn 't a spot left 
unadorned: layers upon layers 
of C"om mas; ( ) even clashes 
following semicolons! 

Modernism thc•n dem a nd ed 
a break from centuries-old 
forms. Like women 's clothing, 
rnmchr ar·ion was minimized 
and strc·am li ne·d . Some• writer·s 
eschewed anything but the 
period . \Vo uldn '1· dream of 
commas. Commas on ly s low 
a read er down. Scn r·ences 
ptmcr·uar·cd wi r·h periods arc 
firm. They are decisive. Though r· 
is co mpl ete. 1\ows of senl·c·nccs 
marked by periods mar<'h ahead . 
There shal l he no such fr ippery 
as commas. \Ve C'Crtain ly won'l­
e·ntertain any C"o loned species. 
And lel"'s not even mention the ~ 

vagary of e llipses .. . oops ... 

S inC'c at least the Li th Century, 
r·here have been many 
scho lars, scribc·s, philosophers, 
grammanans, and authors 
who 've· written dist"ourses about 
punchwtion . One ongoing point 
of contention has been whe~ ther 

writing is m eant to re -present 
r·hcspokC'n wonl ,and is r·hcrefo re 
rh e tori ca l; or wh ether it is 
meant to adhere to an internal 
set of syn t.actiC'al rul es, mostly 
based on Latin cons tru ction . 
Some have bee n emphatic 
that eac h wril-er has their own 
expression , and punctuation 
shou ld be used to acc<'ntuatc 



indivi dua l eloquence. Others 
have IH'cn more concerned 
with punctua tin g ac('ording 
t·o semantic units, see kin g 
a pr<'S<TiiH'd gramm ::u; a 
<·onsensus of correctness based 
on log i(' : rules. 

Most· oft<·n, writ·i ng is not exactly 
rc -produ('in g sp<·<·<.:h. Writing 
docs not· fl y out of the mm1t·h 
lik< · t·hc spent a rrow; it ('an IH' 
('Onsidc•rcd and altcrc•d before it 
goes 011t· into th<· world. Writing 
is <Taft·<·d voic< ',a nd punctuation 

0 is pa1t of t·hat· craft. .... 
Ea('h pun!'luation mark 
IH'<'Om<·s akin to a look, a 
gesture-, a breath like a stage 
d i n·c-tion in t·onc: 

1/r, IPOIIPd to tlw side o11d 1/JU//e!'ed 
to !tis lrl.b!P mote: " .. . - o11d t!tot 
W(IS IIO_jokpl " 

Site e.rploi11ed to !te,. cousi11: " 
tfw S/I'OWhel'l'iPS (//'(' l'lj>Pf" 

1/p weighed t!teil' silence he.fore 
COlli 11/IJ 111g: 

" .. . : t!t,.ee /wor/1· in eac!tjm: " 

\Vritcrs liS<' pun!'tuat·ion to give 
('adc·n<'<' to their text, a('cording 
to thci r own taste and i ntTnt, not 
the rules . Tr in g to remember 

the rules can dctra!'l' from , and 
is often a 1"11rn off to t·hc craft 
of writing: If someone is busy 
trying to remember all the· rules 
before they can 11sc• a comma, 
what happens to creativity? 

The first step is to know your 
own writing. Th<~ next is to 
know your p11n< 'h 1ation . 

A good way l"<l get to know t·hc 
rhy thms of your writing also 
a good way to proofread your 
own work is to n·ad your 
writ·in g out loud , notin g where 
yo11 pause, and notin g t·hc kind 
of pa use you want". 

\ot· all pauses arc equal. 

Yo11 !'Ollld say there's a smt 
of hierarchy of pun<'l"llation , 
n•pn•s<·nt·i ng d i ffcrent dcgn·<·s 
of pauses, go ing from no pallS<' 
at all (no mark), to a brief 
minimal pa11s<· (,), to a medium 
pause (;), to a major paus< ' (:), t·o 
a full stop(.). 

Commas arc the most ve rsatile 
of p1tn<'111ation marks, and can 
probably cover· most· pausical 
nc<•ds. 

\Vh<·n· a period signifies a full 
s top, implyin g compl<·tion of an 
idea or a sentence, a comma is 



a bri e f pause i nsid c o f that id ea 
or se n te nt'('. 

Commas p<'rform many suht.le 
and disLineL tasks. 

They <'rnphasiz<' (or subordinale): 
I livr' a q11if'l It/f., ll'itfzo111 m.r 

/(tmi()~ in Vew I lamps/t ire. 

They sepa1·aL<' and add : 
S haron , lter/II'O children , al7fl t!w 

dogs all r·o11w ll'itlz 11s. 

Th<'y shift Lon<': 
.lllstltow, .)'Ottng man, do .rott 
intend to fH()'./i)/' t!wt windoll '') 

And l.h<',Y h<'lp us know whal 
is and isn ' I ('On n<'eL<'d: 

l ~r p arents, A rtl1111; andTiJdd 
!l'er f" rtf tlw taMr' that night. 

;\ medium pause main La ins a 
connection beLw<"e n sepa1·at.e 
ideas o1· sentences. Fo1· t.his a 
semicolon can he used: 

ltw vf"r mn mtto come herf"; tlw 
m r strt!lf"d. 

Semicolons can also set. 
off compa1·isons: 

JV hat ir tlt f" t'f" Vf"'ll'f"f"n p11blir: and 

private; sacred and p ro/(Jm'; ll'f"l 

and rh:r? 
and m·c· useful fo1· list.s with 
commas inside: 

Ttll 'f" f" itn ns werr' in the drmw•r: a 

sifver p t:rto!, ll'itlt ./.S eng m vNI on 
1 he handle; a pack f'l rif' lellnl'; and 

a small bo.T, locked , with 110 kr~r 

in sight. 

Colons sepa1·at.e mor<' 
defi n it.ively t.han semicolons, 
and t.he_y have an ant.icipat.m·.r 
qualit._y. Most. oft.en used h<"fl:H'<' 
list.s (and cxampl<'s), t.he_y em1 
also come beLW<'C'Il S<'lllC'nces, 
sugg<'sLing t.hat. what. follows 
di1·c·et.ly elueidaL<'s whal 
pr<'eedcd: 

M otlzn · and Fa th f"t' ll'f' l' f' lwf!f~Y: 

/Jal~r fwd o homr' . 

l>u net.uat.ion 1·ul(·s ;u·<· 
somC'Limcs gi'Ounded in Lon<'. 

llc·1·c· an· Lwo eompkt.e 
S<'nLc·ncc·s joined by a 
conjunction and t.lw 
l'<'qui1·ed eomma: 

I l arr:r and hi1· dog wmt.for rt 
walk, lmt tlwx nr' ver arrivNI at the 

shore. 

\Vit.houl Lhe conjunction , t.lw 
rul<' stales t.hat. you must. US<' 
<'ither a semicolon Ol' a period: 

I !art.!' and his dog ll'ent.for a 
ll'alk; the,r never arrived at tlw 

shore. 

I /an :r and his dog w f"nt.for a 

walk. Tltq never arrived at the 

shore. 



Note how each choice chang·es 
the emphasis and connection 
or the second sentence. 

Does one seem more ominous 
than anothe1·!' Our choices set 
the moods. 

Most punctuation is a 
maLLe1· of style, and taste. 
For instance, using dashes, 
pa1·en th esis, or com mas f<u· 
sepa•·ati ng asides: 

Knowing n~y marks like 
knowing my word1· allows me to 
shape and highlight the world r!f' 
n~y te:rl. 

Knowing IT()' marks (likP knoll'ing 
rn,y 1l'ord1) allows me to shape and 
highlight dw world of'my te:rt. 

Knowing my nwrks, likP knowing 
my word1·, allows mf' to slwpP and 
h.iglzliglu th.P world of'n~y te.TI. 

As authors of our own texts, 
it is llJI to us to know w hat W<' 
mean , how we wan t the mind 
of the n~ad er to hear us, an d 
how to use rmn ctHation to 
convey our music to their eyes. 
If we were to write without any 
punctuation at a ll , sure ly our 
messages W!m ld get mudd led . 

1 

Mindful use of pun ctuation 
a llows us to ensure clari ty, and 
create subtl e effects, in all kind s 
of our writing. 

There arc lots of fun hoo ks, 
beli eve it or not, a bout 
punctuation . Some were 
wri tten in England , and there 
are different ml cs in Engla nd 
(so me of w hi ch I prefer). Some 
a rc full of rul es, and some 
arc full of amusing exampl es 
illu stratin g crea tive use. Som e 
peopl e p refer the simpli city of 
rules, but re be llious folks like 
you and m e prefer to do as we 
pl eas!\ "within reason" (reason 
be ing: hrwf' onP). 

I' ll leave you with a short li st of 
the books I've gotten into, both 
for styleand rulcs,and a reminder 
that you can a lways come to the 
the Writing Center to Play with 
Punctuation. 'Til then! 
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fo l't'wor·d Lo 

I he s!ru:ker<s· guide Lo writing eval.s· 

"It doesn 't matte r if I write· 
a se· lf-cva l," a fr·icnd onC"e' 
C"onfcss!'d r·o me, " IH'nruse• 

no one· really reads them 
a nyway." The words s trul'k me· 
with r-hC' fmTe· of a soc·c·c·r ball 
kickc·d r·owarcl me when I was 
lookin g clsc•wherc. I l'aught my 
lm·ar·h and sl'owkd , unsure· 
of how r·o respond. The· words 
stayed w ir·h me · formonths be .fore 
I understood why they were 
so bl i ndsid i ng; the expericnl'e 
sh'uC"k at soml'thing I believed 
in deeply: the signifil'ancc of an 
inslit-ution adually caring a hour· 
my VOl('(', 

You see, writing self-eva luations 
isn ' t on ly about proving yourse If 
to an externa l a udie·ne ·e·. l\a thcr, 
the power in writing se lf­
eva lual·ions li es in the pr·ac·l-iC"e 
of claimin g a ur-hori ty. This 
pradiC'e is largely a bout r·he 
pn·sc·ne·e· of _your vo ice in :rour 
transl'ript (a lu xury few co llege 
students know). ll owevcr, 
pral'tl('rn g authority moves 
beyon d sim ply taking ownership 
over your experience; it 's a bo ut 
l'hallenging yourself to cm·p 

al>ou1· what yo u're learning r·o 
engage not on ly in the material 
but in !he learning process ir·se lf 

Onl'e my r·eachcr asked our class 
r·o wrir·c· about how we learned 
r·o do somdhing we ll. \ ,v' hile 
r·hc ran ge of activities differe·d 
from cooking h> ridin g horsc•s, 
we each e·xpcricnce•d a l'ommon 
momenl·: in order to ge t bcttc·r 
at doin g something, we had to 
r·akc· time r·o think ahoul· how we 
wen· doin g it. The· key to growth 
was l'Onsciousness. \ Vhcn We 

C'h II rned a long II nC"OllSl'iOI!Siy 
or un-l'arcfully, we sl·agnate·d. 
Dana reminds us tha i· writing 
self-e·va luations is an exercise in 
ga ining consciousne•ss of yo ur· 
lea rnin g and hen<"c, of yourse lf. 

} marissa lu ck 
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the slacker's guide to writing cvals 
dana oride 

R early, set, rdlct:t? 

I've a lways struggled with writin g 
my eva luati on s, and whil e 
there arc a wea lth of resources 
avail able to help shul cn ts with 
the process of re fl ecti on and 
revision , my issue is not abou t 
as king myself good ques ti ons, 
or about reflecting deeply, hut 
about some sort of menta l bl ock 
around the cnmmi ty of th e sel f­
evaluati on . I know that my se lf­
evaluati on is rea lly important, 
that I mi ght need to provide 
it to someon e as som e sort of 
evid ence of my edu cation , that 
it's my chan<.:e to caph1re and 
frame my educa tion . I genuinely 
do be lieve that it's supposed to he 
empowering. I kn ow and believe 
a ll of this, ancl ye t for four years 
I wrote drafts of my cvahwti ons 
an d never n !a lly wrote an eva l 
that I was satis fi ed with. I fil ed 
my drafts with the evaluation s 
from my professors, or with my 
other work from th e program , or 
somewhere else that I thought 
was clever; was thankful that 
I wasn 't on top of my gam e 
enou gh to apply to grad school 

l 

or a profession al job (and thus 
actua lly need my transcript); and 
train ed my creative energy on 
my school work . 

\Vhen seni or yea r ca me, I s tarted 
thin kin g that a transcript would 
he a ni <.:e thin g to have, and I 
sudd enly had seven eva lu ati ons 
to write. Even though I had 
drafts of most of them (w hi ch 
ran ged in to ne from per fun ctory 
to tortured to super ana lyt:iea l), 
it was a pain ful , painful process 
to write seven eva lua tions a t 
o nce. But I learn ed thin gs. In 
readin g throug h th e vari ous 
drafts I had written , I rea li zed 
th at hy my junior year r had 
actua lly cobbl ed togeth er a 
process that worked pretty we ll 
for me, hu t thi s process could 
have bee n so mu ch better if 
I was conscio us o f w hat I was 
doin g at th e tim e. I a lso lea rn ed 
that many oth er s tud ents shan!d 
similar blocks aroun d writin g 
eva luations and th a t sha ri ng my 
evalu ation hang- ups could he 
usefu I to oth ers. 



Pr·oc r·astination and 
Pc r·f<>ctionis nr 

I' ll talk more a bo ut p< ~ rfection­

ism la l·e r·, hut procrastination 
and perfection ism have a pa r­
ti cularly unh e lpful way of re ­

in forcin g each other. There's 
a lways something more imm edi ­
ate ly sa ti sf)ri ng to he d o ne than 
writin g you r se lf-eva lu ation , es ­
peci a lly if you think th a t you 're 
no t go ing to do a good enough 
job on it anyway. It's rea lly easy 
1·o not write your eva l w hen it's 
so w ise and rewa rdin g 1·o get ex­

<'ited about your next pr-ogram. 
J\.l'l 'Ogni ze th(•Se tc nden<'i <•s. 
Ca ll1·hem out. J\ow mow on . 

Time to Hdlee t 

Yl·s, l'onscious ncss and empow­
ermen t can he about co ntinual 
awa reness and reflec tion , hut 
il-'s not that easy. I need some 
d ista nl·e, and the bes t thin g I 'w 
don<· for· myse lf is to giw myse lf 
pe rmiss ion to take tim e. ll ere 's 
1·h<· thin g abo ut Evergreen: you 
don 'l- actua lly have to submit 
your fin a l eva luation at the end 
of thr· r11rarter (unl ess otherwise 
s pecified by your professor). 
Yo u need to submit your pr·r­
fed, s igned eva lu a tion s before 

{ ( I 

you want your transcript to go 
out to grad schoo ls or potential 
emp loyers, hut until that 1·inw 
com cs,you ean haveyoura lmost­
perfcct cva ls (or yo u r as-good ­
as- they-ca n -be <>va ls) s itl'in g at 
th<' n ·ady on your my.ev<>rgn·en . 
ed u ael'oun t. By Cod , m ake S ill'(' 

you have your best draft sawd 
on tha t my.evergrecn .cdu a<'­
<'Ounl·, especia lly if your fi lin g 
system is anythin g like mine. 
Drafts on paper g< ~ t los t. Flas h 
drives gel- los!". 

Pn•sslrr'<' to llave Sonwthiug 
Hr·a lly lleally Good Because 
You Know It's Really 
He ally I m porta nl 

Don 't . Don 't fe<'l th P need to 
writ<' somethin g transc ript­
worthy, espe<'ia lly not du ring 
wee k ten. when you mig ht lw 
fini s hin g an al'adem ie project 
a nd !Tyi ng to ma k<' your 
acad emic <'Ontent as good as 
poss ibl e. Your proj ect needs to 
he as good as it ea n poss i h ly 
he by the C'nd of th e qu arte r so 
that the work ca n lw n ·fl ected 
in yo ur p rof<·ssor's eva lu ation of 
yo u . Yo11r own self-eva lu a tion , 
however, o nly nC'ed s to he 
Cot!ferei/CP-WOI'If(Y· 
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I finally hit upon 1·he idea of a 
('On fen·nl'e- worthy eva lual·ion 
dming th e final qu arter of my 
junior year. By eonff' renl'e ­
worthy, I mean that none of 
whal· fo ll ows matters : len gth , 
1·hin gs bein g 1·oo li sty or Indic t­
poi nted , things bein g out of 
fo('IIS o r m isfo(' \lsed , I win g 
1·oo se lf-eril-i('a l or l'riti ea l of 
th e· program . talking too m u('h 
a houl- academi(' l'ontent or hm 
mu('h you ha ted c·very hody e lse 
in th f' class, or that one hook 
you read . The firs!· conference ­
worthy c·val I w rote was four 
pages lon g an d includ ed a page 
a bout my fa l·hc ·r's re('ent deal·h , 
my cmhra('e of acad!'m i('s 
as emotiona l <!scap 1sm (and 
suhseqnent surpnse a l· 1·he 
inadequacy of th at esn q w), 
an d the tension of t ravl'iin g 
hom e for ve ry persona l reasons 
w hil e studying that sa m<! home. 
In thi s far too pe rsona l pa g< ', 
I unrave led question s a houl­
w h!'re I be longed as a d aughtc·r, 
as a na tive s('ho lar inte restc·d in 
1·he instih1tion of edm:a tio n, and 
as a pe rson . It was far too nave l­
gaz in g for a nyth in g that I would 
wa nt to prese nt in my transc rip1·, 
hu1· it was hones l"ly whe re I was 
at an d se t the · gmund for a 
ge nuin e, affirmati ve· c•va lua tion 
l'onfnence with my professor. 

Yes, th e w ho le thing was too 
long, too pe rsona l, had too many 
11 nan swe red q 11 es ti o n s, an d 
evc·n had too much acadc!mit' 
('Ontent. But it was obvious 
1·hat I knew a ll of this when I 
han ded il- in , an d my p rofesso r 
didn 't was te time 1·a lki ng aho u1· 
a ny of th ese thin gs. In s tead , s he 
affirmed s tren gths , pointed 011 1· 
them es 1·hat c-ou ld lw refi ned 
and used to frame 1·hc• Pva l as a 
w hole, an d hig hli ghted w hcTc 
my sc!lf-eva lu ation ec hoed and 
c·om plica l·ed thin gs that s he had 
written a hont in her c·va luat ion 
of me. 

I'm eonvi nl'cd th ai· we had Slll'h 
a ric-h eonve rsation beca use 

wrote a cm!fPrrll cr-wortl~r 
cva l in s tead of a ttc!mptin g 1·o 
hand in a trmJ.\"(-rt/J I wortl~y eva I. 
And I Pvcntua lly did write · my 
transcript -worthy eva l. The· 
page of writin g I ta lkc·d a ho u1· 
earli er was eventua lly rcdu l'ed 
down 1·o. " Fami ly oh l iga l·ions 
necess itated 1·ha1· I made four 
trips home durin g the co urse 
of thi s prog ra m ," fo ll owed 
by a ti ghter disl'Il ss io n of 
el-hnogra phi l' trauma and 
nat ive s('ho la rs . 
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The ('On f<·rcnce-worthy eva I 
works for me as a procras tin ator 
and a pe rfectionist., beca use it. 
forces me lo do somethin g very 
sp el'ifil' an d have it don<· for a 
specifi l' time. I know th at it's 
not go in g 1-o lw th e vers ion that 
goes in my transcript., and I ca n 
be ho pcful1-ha1-w hat. I wri l-<' will 
actu a lly pmvi d<· a foundation 
for a n•ally good conversation 
t.hal- I <'an usc as I move towa rd s 
that transcrip1·-worthy cva l. 

CO \Vritin g the confer·encf•-worthy 
cva l is also n< ·<:<·ssary lwca usc 
of w ha 1· I risk los in g if I d on 'I- : 
That. moment. 

My favo rite eva ls go beyond 
simp ly pn·s<:nting my ed uca l-ion 
and somehow caph rrc something 
essen tia I a moment. 111 my 
developm e nt. as a person , a 
photograph of something that 
would lw impossi ble to drdw from 
memory. I became more s kill ed 
in editin g t.hes<· photographs 
(learning, for exam ple, lo pay 
atten ti on t.o tensions, to honor 
my a u t hori ty in my <·xperience), 
hut. first I had t.o learn t.o see t.he 
l'onfcrence-wort.hy eva l and th <' 
t ranscri pt-worthy eva l as two 
com pl ete ly difff'rent an ima ls. I 
learned a ll of this pn'tty la te in 
m y acadcmi<' <.:arecr, hut I hope 
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that some of you a rc reading 
thi s a hit earli e r and that yo11 
mi ght he a bl e t.o recogni ze your 
own pro<'css for writin g cva ls. 

So don 'l- pani<' ; l!'t yours<·lf 
take t.hc momcn l-, a nd let. y<Hir 
writin g go a ll over th f' pla('c; 
you w ill n·vis<' it a ll lai"<T. 
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your education on paP.cr: 
the sun1n1ativc self-evaluation 

rebe('m rap/in 

A s I !'omplctcd my time 
dt l ~vngr<Tn durin g the 
spring of 20 10, I kept 

hearing whisp<·rs about· the 
summati vc se lf-eva luation . Even 
in the Writ·ing CcntT r. not many 
tutors had written one, an d no 
one krwwall ofth<·spc!'ifi!'ations. 
While I didn 't fully understand 

,., what· the s ummatiw self-
CO 

though I had liwd throu gh a ll 
of my cducat·ion , I wasn 't yet 
familiar with my cdu!'at·ion 
on pa p< ·r as it· appears in my 
transl' ript·. !leading through 
one 's own tnrnsl'ript· isn ' t 
ll('(Tssarily pleasan t·; som<·timcs 
evals <·ont·a in <·omm<·nts or 
typos that arc regrettable now. 
Yet t·aking the t·ime to n·ad the 
whol<· thin g ena bl< ·s l'ritil'al 
rclle!'l'ion . Through rdi<TI ion, 
it· is poss ihl<· to add anoth<·r 
page t·o t·h<· pi 1<·. 

<·val was, I had a sense t·hat I 
n<·cdcd one to ('Om plctc my 
transl'ript. I und<·rtook a va ri<·ty 
of intcrdis<'iplinary ap proal'h<·s 
to my t•drwation , years spc·nt 
in th<· pr·int shrdio, quarters 
wo rth of !'ollaborat·iv<· projcds, 
bits and pi<'<'< 'S of time in 
int<·nsiv<· philosophy and writ·in g 
programs, that one quarter I 
studi<·d pcrf<wman('e art, and the 
one in Prague. When I look<·d 
at· it a ll tog<•thcr, it made p<·rfel't· 
st•ns<' t·o me that I now want<·d 
to go t"O graduate s!'hool for 
ment·al healt-h I'Ounseling. And 
ltrndcrsi"!JOd tha t this might not 
seem I i kc the most obvious step 
t·o anyone e lse, most wonyingl , 
t·o g radua t·<· SC'hool admissions. 

\Vhen began to write my 
summ ative, I found t·hat even 

What· I added to my trans('ript 
provides a more ov<·rarl'hing 
insig ht· int·o my cdrwation than 
my evaluat-ions l'ould . It frames 
my edul'ation from t·hc !'nd 
point of my und <'rgrad !'arccr 
and shows how I dl'w lop<·d 
into the learn<·r I am now. II 
the smatte rin gs of infonnation 
in other t•vals serve as ev iden<·c· 
of this learner. I know that when 
a reader begins the dauntin g 
t.ask of reading my trans('ript· 
the first pie('<' of my voil'e t·hey 
en ('0 11 n ter re fl c!'ts th c I earner 
that I am nm . It· is this vo ice 
that gt rid es t·hcm through the 
rest of the pages. 



This article is an atl"em pt to 
com pil e some of the tools that· 
guicled me through wri t·in g my 
summativc in hopes that it will 
illuminate the process. These 
tools are meant for the early 
stages of the writing process, 
generatin g id eas, and beginnin g 
to write; however th ey ean be 
useful w henever yo u get- stuek 
or need new persp ective on 
your writin g. Often th e bi ggest 
chall enge with summativcs 
is fi gurin g out how to sta rt. It 
seems like a bafflin g task , so 
it is best to start wit·h a cl ear 
und erstanding of n~quiremen t·s 

and recomm end ations : 

Your· summativl' sc·lf-c·valuation 
is chw at the· c·rHI of thl' quartl'l' 
after· yo u graduate·. lf you g raduaiP 
in spring, th a t. m ea ns it is duP 
a l llu-' e nd ol' srunnwr qu a rter. 
Co rnrnuni ca lt-' with Rc--gis lrat ion 
& Rt>cords a houl this deadlirr f' il' 
yo u havP unusual c irnurrslarrces 
aud a rf' tr y in g lo cornplt>le your · 
srunrna li vP on liuw. 

The summa I ivc- wi II hi' thl' li r·st 
c·valuation in your· transer·ipl, 
filllowed by a ll tlrP ollwrs in ordt>r· 
ol' thP most rpc ·enl c·ou r·ses to I he 
first progra m . 

The srurrrrrative adds a new 
per·specli vP lo your tra nsc ript it 

1 

is not a chi'Onologieal l'!'tl'lling or 
your !"d ucal ion. 

II' your s urnrn a ti ve is concise, yo ur 
read ers a rp rnor ·f' likt> ly lo read it in 
l'ull , so a le ng th o l' approx im ate ly 
two singlc·-spael'd pagl's is a good 
g uid t> lin e. No sma ller I Ir a n 10-point 
ty pe pleasf'. 

It takl's time and space to cra ft a 
s u rnrn a l ive sc-- I 1'-c--va l, so g ive you rse l (' 
piPnly ol' hotlr. 

The following chart ea n he lp 
you map out how your transcript 
portrays your education and 
spark thinking a bout what else 
you want it: to communicate. It 
works best if you fill th e chart 
out: while referencin g your 
transcript . This way you can 
know how your education is 
portrayed already and sec how 
you might d aril)r it for a reader. 
Fill t:hc ~ chart out from left: to 
ri ght:, listin g first all the cn~dit 
bearing t:hin gsyou did , and t·hen 
cont·inue to the nex t co lumn to 
draw out· w hat you learned . You 
may find that as you pr-ogress to 
common threads and themes 
that you combine courses an d 
you end up focusing lc•ss on 
certa in c·or11·ses a nd more on 
thc ~ tone of a quarter or year. 
An d perhaps in the impmtance 
co lumn ,ymr ' ll write even less. 
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The summativC' is a document 
that asks you to he intentional 
about why you arP writing it. It 
is common in the early stages to 
fccl likP you are writing bel'ausc 
it semis I ike a good id ea. A ftcr 
getting acquainted with your 
transcript, you might hav<· a 
more personalized sc~nse of why 
_you arc writing_your summative. 

At this stage it may lw helpful 
for you to frame' that purpose 
for both yourself and your 
aud ienl'< ~. The following prompt 
l'an start 1·hat framing. You may 
wan!· to liSP this promp1· (or a 
varia tion on it) to begin yo ur 
summative, or you may just us<· 
it to brainstorm : 

Th<· summative self-evaluation 
is an optional document 
the student el'<~ales for· tlw 
Ever·gr·een tr·anser·ipt.. I am 
choosing to wr·ite a summativ<' 
heea us<' ... 

WI nlworl, <vritr: sOli I<' ideas .. 

There arc no set strucl·u res for 
summativ< ~s; they don 't requirP 
a l'hronologil'al approach or a 
mention of eac h dass you took . 
It may he helpful to consider 
th<' approach that Evergreen 
takes to teaching and learning, 
partic11arly if you find yourself 
fol'using more on what you did 
than on how you lea rn ed and 
why it is important. The five 
foci of teaching and learning 
at Evergre<~n wi ll be listed in 
your transcript on a page 1·hat 
descrilws the insl·itution. They 
arc lwnefieia l to l'onsid<•r, not 
so that you can merely pay lip 
service to these institutional 
va hws, hut because they are 
the themes that your coli rses 
and programs W<Te designed 
around . Th ey an· likely to lw 
reflected in how you learned . 
Th ey arc: 

lnl t>nlisc iplinar·y lt>arrrin g 

L<,arnin g across signifil'anl 
dif'ff'I'PIH ' f'S 

P<, rsonal engagt>rnenl willr 
l<,a rnirrg 

Linking Llrt>ory and pral'lict> 

Co llabm -alive learning 

It is likely that you can point 
to evidence of each of th cs < ~ in 
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your trans<"riJ )t. If they n•sonat·<· 
with how yon co nceptuali zed 
your edu<"ation , ta ke so me· time 
to freewrite a bout them. ll ow 
have they impacted t·hc way you 
lea r·n ecl a t Evergree n ? \Vhere 
have· yo u see n yours<· lf ex<"cll 
a t· t·he m ? A rT t·herc any r·ha t you 
wa nt to <"arry into your futurc 
wo rk? As you t·h ink th emati<"ally 
a bout yo ur edu ca tion , yo u 
may want to refe r ba<" k t·o the 
<"hart you fi ll c·d out with your 
tran s<" ript·. I low d o the t·hcmes 
y<H r noted therc <"Ompare with 
the th emes of th e five foci ? 

Writing a s u mmativc se lf-cva l is 
no easy task. It takes dedi<"ation 
and tim e. It ta kes multipl c 
dra fts. It takes revision . An d it 
takes gPttin g help from othc·rs. 
It is, however, a t·as k tha t your 
edu ca tion at Evergreen has 
prepa rcd you for. No matter 
w hat you studied durin g your 
t·im e here, rdl<:<:tion on those 
stud ics is likc lya ce ntral part of 
how yo u learn e< I.Thcsum mative 
provides the opportun ity for 
your most practiced refl ective 
vo ice to guide· a read er through 
years of reflecti on . !l avin g 
a summa tivc as part of yo ur 
transcript com pl<'tcs thc work 
th at you have do nc,and it makes 

r , 

it possible for y01rr transcript 
t·o IH' read in a way t·hat hcs t· 
rqn·csents you r education . 
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foreword to 
"but i write the w~y i trdk: "inclusion and e.xdusion in 
american academic writing 

I am on a t·ig htrop e made of 
wire. I am wa lkin g the line 
IH'twecn t·hewriterand t·hc 

writing. My clothes arc covered 
in hooks connected to ropes 
that lead ba('k to figures in th e 
distance. As I trace two ropt •s 
with my gaze to th eir sottrt·t·, I 
('an just make out this ehtsivc 

Oo form n tllt·d Vo it ·t• . I can feel t·ht• 
power of Voice and contin tll ' 
to walk wit·h its presence 
pu II ing me. I II um i nating Voict~ 's 

IH'atttiful nuances from behind , 
I see a mirror-like fi gure, 
Context. Cont·ext humbles me 
by its comp lexity. I sec myse lf in 
relation to t·he world around me 
rdlccted in Con tcx t. 

Wa lkin g on thi s wiry path , I 
become aware of Sta ndardiza­
tion 's pot·entia l t·o pull me until 
I cannot see Co ntext's illumin a ­
tion of Voi ce. I am s lowly real ­
izing that· Academia and Stan­
rlardi za tion contr·o l more ropt ~s 

than I can s< ~e. 

So here I s tand precarious ly 
balancin g on this wire. I am 
sti ll wa lkin g t·hc lin e l)('tWt'f'll 
the writer and the writin g, 
strugglin g to ba lanct !. I want to 
wa lk l'onfident·ly, kt ~cping Voice 
and Context in clear view. I 
mus t ta kt• the next· stt•p. 

Also, throug h the re fl ection of 
Co ntext, I am able to locate the 
so111Te of th e ropes drawin g me, 
with asse rti ve force, in anothf•r 
direction . 1\-vo sharp and 
familiar fi gures, A('adcmia a nd } marisa S('hneidman 
S tandardization , a rc enm es hed , 
pulling me away. I feel their 
weight, th e ir mus(' lt ~, their 
leve rage. I can not hea r parts of 
Voi('c anymo re, so I start to test 
wha t· it fee ls I ike to pu II bac k 
without falling off. 



"but i write the way i talk:" 
inclusion and exclusion in ame1·ican academic writing 

mrlf'l:s·.m lucie 

No t many 1wop lc can say 
th ey were sent hom e on 
the first d ay offirstgrad<". 

But· this is w hat happen<"d t·o 
my father, who was punished 
for speakin g ll awaiian Pid gi n 
to hi s peers in a class room 
whcrC' on ly "QlH:en 's Eng li s h" 
was to lera ted : 

I thou ght that, sin ce I was 
with my peers that were 
my age, that I could sp ea k 
Pid gin Englis h (since tha t's 
what I did with th e kid s in 
my neigh horhood), and I 
was sent home and g iven 
a spanking by my moth e r 
becau s<" s he sa id , " \Ve're 
paym g for private s<" hoo l" 
(Lu<"k). 

I li s mo t·he r did not want t·he ir 
fami ly to have "any traces of 
th<: di alect" in ord e r for them 
to " navigate successfully in 
society." My fathcrex pl a i ned that 
in that ge ne ration ,s uccccdi ng in 
society mea n t·"screcnin g out th e 
c t·hni <" idl'nti ty o f my mothe r's 
pas t" (Lu ck). \1-/ hile thi s drastic 

l l 

measure may not happen today, 
the implication s of my fathl' r's 
story lin ger. A certa in typ<' of 
English is accepted in Ame ri ca n 
acad emi a that is cu ltura lly and 
socioeconomically specific. T hi s 
standard of Eng li sh privileges 
an d <"Xd ud es ce rtain groups of 
p<"opl<". 

Toward s an Und e •·standing of 
A merican Academic Hhctoric 

Writin g is a p ersonal and 
socia l aet that happens in th e 
context of our cultures. Each 
culture has accept.a hl<~ styles or 
rh etori cs of writin g. Mu lti pl <" 
s ty les of writin g may exist 
within a n d h n·e, hut it is lik<' ly 
th at onf' rh eto1·ic is privil eged 
OV<' r o t·hf'rs as reflectin g cul tura I 
va lu es a nd norms. 

Ame ri can acad emi c rhetori<" I S 

particular a bo ut writin g. Cut 
to the point in the beginnin g 
with the thes is, t h<" n spe nd the 
rf'st of the paper co nvin cin g 
yo m· read e r. Th e responsi bili ty 
for clari ty a nd m<'anin g n·sts 
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on the writer who must· hold 
the reader's hand through the 
process or risk being ca lled 
confusing or o ff-topi c. This is 
known as a wriler-rP.I(JOltsibiP 
approach to writing ve rsus a 
rPader-tnponsibfP approach to 
writing that exists in some other 
culhrres (ll abib). 

My early cxpe ri< ~ncc writing 
academic essays i llustratcs t:h e 
nah1r< ~ of American aca<kmic 
rh etori c. In the sixth grade, I 
learnerl the art of"Cl iUNKing." 
C ll UN King was a new approach 
to teaching writing that was 
intended to train students to 
writ.e academically. I remember 
sitting in Lan guage Arts class 
staring at: my teacher wTiting the 
formu la in green marker on an 
overhcarl projector: 

lntmduetor}' Paragr·aph: 
l11dude a tl lf's is as your las t 
sente nce i11 th e llltrocluctoty 
Pa ragrap h. 

C H UNK (Body Par·agraph): 
lopic Selllellce, Cornrn e 11t a ry, 
Fact, Con 1111 e rrtar y, Co11clud i 11 g 
Body Paragra ph Se11te11n='. 

C H UN K 

C H UN K 

Condudi ng Paragraph: 
Restate I hesis 

r r ( l ( I r r 

This method demonstrates core 
va lues of America n acarlemic 
rhe toric: individualism , focus, 
and rationali ty. Sh rd ent.s are 
to indi cate th eir individua l 
opinion through a thesis and 
prove it without divergence. 
Individualism exists within 
ac<"epted conventions. 

I followed the rul es. I l< ~a rn ed t:o 
C ll LJNK, using fifty-ce nt words 
a long the way. Event:ua lly,J spent 
the latter p<nt of high school 
learning to break away from 
this formula . Yet th e confines 
of th is approach had sunk into 
my writing. I saw my sense of 
confin em ent reflected in the 
experiences of another· writer 
nam ed Ella whom I worked with 
at the Writing Cent<~ r. She to ld 
me, "Wh en I'm doing academic 
writing, I feel like I'm writing to 
some <'xternal standard or bar 
that's being set. I don 't know 
what: it is." 

Alth ough this narrow externa l 
standard can limit: a ll academ ic 
writers , Ella and I have a 
di stin ct advantage ovt:' r some 
of our peers : we arc both native 
Eng li sh speakers from middl e­
class backgrounds who grew up 
imm ersed in standard Engli sh. 



The Role of J>r·i vi lege in 
A mer·iean Academ ic Hh eto r·i e 

started to und erstand my 
advantage whi le working with 
writers w ho had different 
ex periences with the English 
lan guage. Fori nstan ce, .l erry is a 
midd l( •-ag<'d Afri can-Am<'rican 
man , veh·ran , and fath er w ho 
is soft- spoke n and determin ed. 
lie wrote sentences like, "The 
professor go to his office," 
or· "S he don 't do that" or " I 
S<'( ~ ll how a communi ty can 
IH' di vid(•(l." I cross('d thnmgh 
th(• words and wrote "go('s," 
"does n 't ," and "saw," moving on 
to what I thought were more 
importa n t things. 

.krry is cl early an inte lli ge nt·, 
nativ(' En gli s h spea ker w ho 
gr('W up with a specific ('trl t·ura l 
an d regiona l ac.;cent.llc laugh('d 
nervous ly as hP to ld me, " I write 
th e way I speak," like many other 
stud ents have told Ill(' before. 
But what if th(' way he s pea ks 
is not acc.;epted in A m(~ rican 

academia ? 

Workin g with students like 
.l erry, as we ll as with Eng li sh 
Language Learn ers (ELL), I 
was stru ck by how hard it was 

) } 

to explain things th at seemed so 
nah1ra l to nw. I rea li zed th er(' 
was som(' t·hin g more to my 
writin g tha n work or skill. 

C rowin g up in a middl e- class 
h011se hold , as a mixed-race 
person who coukl pass as whit(' , 
my childh ood was riddl ed with 
privil ege. I used to spend my 
summ('r afte rnoons in th e livin g 
room with th(· sun dancin g 
through our ca th edral-style 
wi nd ows as I esca ped in th(• 
stories of American Gi rls an d 
l~ ll a Enchant(•d. My pan· nt·s. 
who both had mast<' r's degre('S 
and worked in administrative 
pos ition s, would discuss their 
SO(:ia l work, politics, an d 
n ·li gion at the dinn e r tabl e. I 
ca me to co llege knowin g how 
to \Vrit<' a thesis, arrange a fi ve­
paragraph essay, and make a n 
MLA bibli ography. 

My flu en c.;y 111 standard 
Eng I ish ac ts as a base for nw 
to stren gth e n my academic 
writing. On the other han d , 
writers like .l erry or ELL writers 
have a different bas(' language 
or di a lect. Unfortun a te ly, 
th eir diffe rent experien ces 
with th e Eng li sh l a n gu ag( ~ 

are treated as a de fi c ie ncy 
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in academi a. Stud ents arc 
expected to overcom e thi s 
de fi cien cy by c hangin g th e way 
th ey communi ca te to fit into 
acad e mi c s t.<mda rd s. 

In one Writi ng Center workshop, 
I heard a man reflect on his 
experience lea rning to adjust 
to co llege academi c writin g. lie 
explained how it was challen ging 
to write in academi a because 

.., he did not grow up ex posed to 
~ afflu ent unive rs ity cul ture. For 

him , academic writing fe lt like 
"a diffe rent language" than the 
way he spo ke at ho me or with 
his peers. 

No t only are stud ents with no n ­
stand ard lan guage cx peric ~n ccs 

grapplin g with co llege course­
work, they are faced wir·h lea rn ­
ing a new way to speak, write, 
and express themselves within 
American academic rh etori c. 

Lear·ning to Adapt to 
A me r·iean Academic Hhe tcwic 

While working with an E LL 
writer, H.achell e, 1 rea li zed some 
of the diffi culti es stud en ts 
learnin g En gli sh may face while 
writin g in a new culhrral co ntext 
H.achelle is an advanced Engli sh 
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spea ker hut feels less confid ent 
with her writin g. S he was writing 
an essay comparing two texts . 

" I don 't get it," she shook 
her head , sta ring down at an 
intricate ly anno ta ted articl e. " I 
spent so lo ng looking up word s 
I forgo t what it's abou t. I low am 
I supposed to write about it?" 
S he continued , " I have too many 
quot<:ltions. l need to add opinion . 
I low do I add o pinion ?" 

"\Veil , what do you think a bout 
thi s?" I as ked . 

"We ll. . . thi s is ... uh . .. this is not 
good ... and .. . " S he loo ked at 
me, wa itin g for my approva l. 

I rea li zed he r anxiety may have 
come fro m a va ri ety of som·ces: 
her diffi cul ty und ersta ndin g 
the th eore ti ca lly complex text, 
her worri es a bou t writin g a 
co llege- leve l En gli s h essay, and 
her recogniti on of needin g to 
add opinion hut not kn owin g 
how to go a bout it 

Fan S hcn , an auth or a nd 
co ll ege En gli sh professor 
ori gina lly from China, had 
troubl e learnin g to express 
his individu a li ty in American 



academic writing. li e was 
accustomed to writin g in the 
Chinese rhetoric that required 
that the use of th e word "J" be 
"somewhat hidden or buried in 
writings and speeches" (S hen 
LiGO). Shen learned to recognize 
that incorporating individual 
opinion was a key concept in 
Am1~rican academic writing 
when he acknowledged that: 

H.ule number one in Eng li sh 
composition is: Be yourself. 
(iVIore than one composition 
instructor has to ld me, ".lust 
write what you think.") The 
va lu es behind this rule, it 
seems to me, are based on 
the principle of protecting 
and promoting individuality 
(and private property) in 
this country. Th e instruction 
was probably crystal clear 
to st11d ents rais1 ~d on these 
va lu es, hut, as a guideli ne of 
composition , it was not very 
clea r or useful to me when I 
first hea rd it (Shen li60). 

Yly question to H.achellc ("What 
do you think about this ?") 
strikingly resembl ed the advice 
S hen 's teacher gave him (".lust 
write what you think"). 

Yet this may not be a simp le 
question for students accus­
tomed to writing in different 
cultural rhetorics. In order to 
learn how to write in American 
academia, Shen needed to learn 
"the va lu es of Anglo-American 
society," and learning to write 
in American academia involves 
a degree of c1dtura l adaptation 
(Li(-)0). 

Anna ll abib, a writing tutor 
fluent in multiple languages 
including Engli sh, pointed to 
the cha ll enges ELL students 
face in th e process of cu ltura l 
transition: 

My clients were finding 
themsdves trapped m 
a discourse that was 
misunderstood in their new 
cu ltura l context. I cmdd 
sec th eir frustration and 
und erstood that they were 
focusing all of their energy 
on grammar and syntax .... 
What th ey don 't know, and 
rightfully so because I don 't 
think tutors mention this 
enough, is that organization 
and argum ent is different in 
English than it is in Arabic 
or Korean or French or 
Mandarin (ll ahih 10). 



These stud en ts were lea rnin g to 
balance cultivatin g i nd ividua li ty 
within the acce pted co nve ntions 
as we ll as learning to adapt to the 
writer- respon sible expectation s 
of Am e ri can academic writin g. 
S in ce American academ ic 
rh etorir is na rrow, it does not 
open space for t·he integration 
of o ther cultura l rh etori cs or 
methods of writing. ln s trad 
of a ll m,~ng s t·1ulcnts to 
d eterm in e how to ba lanl'e 
diffl·rcnt cultura l rhctoril's , 
a<'adcmia requires sh11l cn ts to 
11 n!IIH'stional, ly adopt /\ merican 
al'adcm il' rh ctoril' in orde r for 
t·hcir writin g to be <'Onsid c red 
s!:rious ly. 

Although eac h stud e nt's ex pe­
ricnl 'l' with acad emic English 
is unilpll', everyone from these 
stories (cxl'cpt 1.;: 11 a a nd me) is 
fal'in g a s imilar l'hallc·n gc: t·hcy 
arc l1•arning a new way to ex­
press themselves w ithin Amcri ­
<'an al'adem il' rh<·toric . lkl'ausc 
they arc pressured to a lter th<:ir 
voices to fit th e standard of aea­
demil· Eng li sh , they may cxpe­
rien<'c exclu sion and marginal­
ization . 

I I 

Condusions: Ma •·gina lizaLion 
and Voice 

Thi s y<·a•; I was remind ed of the 
11 nco nscious margina li zation 
that: takes place in the class­
room as a result of language 
differences. " I'm usua lly quiet 
in seminar beca use the eon ­
versa t·ion is ve ry fast ," an o ld 
classma te of mine from Korea 
w ho is an ELL s l'lulcnt· s tudy­
in g so<' ia l sciences to ld me. 
When he did s pea k in seminar, 
I noti1·ed my classma t·<·s ' cy<:s 
g lazin g over and my own mind 
driftin g into spac1:. l lnl'on ­
sl'ious ly, we sto pped att<·ntivcly 
li s te ning when we heard him . 
Ex pertly train ed by so<' icty, we 
had l!·a rn cd w hose vo i<'es we re 
to IH' t·akcn seriously an d whos<· 
were not. 

i\mcril'an acad emic rhctoril' 
operat<·s within a lin gui stic 
hierarchy that va lues standard 
a<'adl·m i<' Eng li s h w hile 
d eva luin g variations of English 
o r other cultura l rh e toriC's . The 
presum ably neutral s tan dard 
is actua lly l' ultu ra lly an d 
socioc1·onomica lly s pel'i fil' . 
Wh il e not discussed full y in 
this artir le, I have noti<'ed 
int·!·rs<'l'tions of class, <'lllture, 



and race within this linguistic 
hic·rarchy. S t·udents who an· 
eXJWCted to altn their vo ice arc· 
fn·qucntly not shHients who 
grew up in American middle­
or upper-class (often , but not 
always. white·) cultures. In effect, 
t·he linguistic hierarchy in 
academia rein forces the powe r 
of dominant middle-a nd upper­
class (mostly w hitP) groups . 
By excluding or deva luin g 
nonstandard rhPtorics or 
English va ri a tions, American 
academia margina lizes stucknt·s 
'vVho don 't fit int·o the narrow 
standard. In doin g so, academia 
den ic·s these students t·lw 
va lidi ty of their vo icc·s. 
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women's work: the fence around the fire 
ru1;ya albers 

On Helease 

My writ in g is a po li tica l act 
of hea lin g. I rely on it as 

a too l for negotiating this wo rld 
and my experiences as a target 
of o pp n:ss ion . I write to claim 
owne rsh i 1, of thes<' <'X I)('ri('n ces, 
to hri ng them in to the rea(kr·'s 

0 consciousness as ITu ths, an d to 
heal myse lf from them. For me, 
this process of creative tru th ­
te llin g is ritu a lly inte rrupted 
with th(' vio len('(' of systematic 
silencin g that's infli cted w hen 
I release my words from r·he 
cages of their g<'nerativ<' womb 
into a critical s pa('(' . 

llere my writin g becomes too 
brash and too soft, too emotional 
and r·oo vio lent. Too persona l, too 
dose, too distant, or too remove< I. 
These are not observations 
based on a foundation of resp<'ct 
and hcrst fi)r me as an author 
that would a llow me to maint.a in 
ownership of my wrrtmg 
throughout the revision process, 
rath er they an: judgments 
that speak to the double-bind 
expectation of female writers 

to be emotiona lly hyp eractive 
withour· cmssing th<' illu sivl' 
thres ho ld where our wrir·in g 
loses aead em ic cred i hi I ity. W<' 'r·e 
qu <:stioned wh e n we d o not cry, 
and when W< ' do, it 's assumed 
W<' can 't S<'<' s iTa igh r· thro ugh 
mrr· t!'ars. 

Despite the pain of r·hcs<' myth ­
has!'d r<'alities in academ ic and 
pc'<'l' writing cir<· les, I still choose 
to release my wri tin g. For my 
words can b rea th e on ly when 
they a rc being read . If I hoard 
them in the safe ty of privacy, 
they wi ll never he hea rd . I will 
en d up ca rryin g their d ead 
weight a round in s id e me. If 
I choose to make my writin g 
public, each reader can help 
<·a rTy around my truth when 
my word s com<: to life inside 
th('m.Thus th<·l oad is li ghr·eras 
it is di stri buted , an d the tru th 
is more real an d com pl ex as it 
exists o uts id e: of myself. 

On Llw Violen ce Lhal Follows 

Th e vio le nce that J wri r·e myse lf 
out of docs not end wh en I've 



written something down . \ or 
does it <·nd \ h<'n I find the 
courage to offer it· l"c> t·he pul>li<' 
sphere. Now, I have t·o fi g ht 
to maintain my a ut·horship 
aga inst the deep g roves of 
pow<· ri ng ov<'r the tmths of 
women w rit·<·rs . As writ·<·rs 
!'oming from th< · und c rs id <· of 
power stnr ch rn·s , W<' must not 
on ly d cf<·n d the !'ontcnt of o ur 
wri t·in g as ITrrth , hut fig11r·c· out 
who is t·hcr'<' t·o help us grow as 
wri t·<·rs and who is t·hcr'<' in an 
<'ffort to s i len('(' us . 

Th<'re an· !'ra!'ks in a ll wn trn g. 
And opening th c·m <'l'<'at!'s th<' 
heat· of po t·c·nt ial. Sonw !' ra!'ks 
l<'t li g ht· throu g h I"<> illuminaf"!• 
t·hc pi<'<'<', wh i lc· o th ers a llow I lw 
whol<' pi<'<'<' to l'<IVl' in on it·s<'lf 
The· pmhlc·m wit·h t·hc· sll'l r!' llln ' 
of th <· classi!' ac·adc·mi !' n·vision 
proc·<·ss is th a t it s plit·s o pen 
t·h<'s<' fissun·s wi t·hout a dialogrw 
on mvn<•rshi p, au t·horship, and 
pmV<"r that works to eon iTo l 
the s pli tting pro!'css. W it·hout 
this dialogu<' and /or agnTment, 
W<' fall into th<· path of lc·ast 
resistant'(', where rna lc -idl'nt·i ned 
fo lks c·ontinrw tu d<·fim· good 
writing and attempt t·o r'<'S<' II<' 
and n ·-writc women 's writing t·o 

fit t·hc dominant male standa rd . 
The <'J<I!'ks a rc fi ll ed with th<' 
reader's vo i<'e, agenda, and 
assertions of power and defense. 
The writ·<·r di sappears. The !'ra!'k 
IH'<'Orncs a rip that tears t·h<· 
Wl' iting and the \ rit<·r in two. 
And t·hc mending pro<'ess is long 
and grue lin g. nd it's a lm ost 
a lways the victim who 's left· to 
put the pieces l>al'k togc·thcr. 

Li k<· <'V<" rywhcn· <· lsc in the 
world , th<' Writing Ce nt·<·r is a 
pia!'<' when· a disl'rq>an<'y li es 
lw twc<'n intention and impact, 
t·h<·ory and pra!'ti<'<'. Tutors 
an· taught· a nwt·hodology that 
insist·s on th<· writ·c·r directin g 
a s!'ssion and rnaint·aining her 
a uth o rship. ' <'1, as I \ as bein g 
I uton·d on this ve ry a rticle, a 
t·utor told nw <'Xa<'tly what he· 
wou ld d o if thi s W<' r<' his picn·. 
I li s li S<' of languag<' was on<· that 
ass unwd a uth orshi p ov!' r my 
work and s!'t fin· to the mult·i­
gc· n<'l'ational wo unds of s ilent'<' 
wi t·hin rn<' . 

Tutors at lh <' W ritin g C!'n tc r 
have a< ·c·c•ss to in formation on 
anti-oppn·ssiv!' hrt·o rin g a nd arc· 
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c.ti'Lenvo•·(l 
~y trevor van r(yke 

I think A t(ya :\- "Women s Hlr>rk· Tlte fe ncf' Amand tlw Fire " £1' the bf'st articlf' 
l11kwe ll :1· f'V f'r fwd ~{yo11 hmw time and want to sef' thesf' idnJ.\' in conver~·11tion, 
re.ff.r to hf'r articlf' r!fien m.r word1· cannot appm.Timate the rwtlwr\ and f cannot 
rkl'r:ri!J f' /wr f'.rpr-rinzr:e or her ideas bett f'rthan shr' does. 

I t· is fo11r a nd a half years 
ag;>, and I am stan din g in 
the front of th e \Vritin g 

Cen te1; a prospective fres hman 
visitin g Eve rgreen with my dad . 
I sto p an d lin ger a t a small red 
book , /nkv. JP /1: T'l1 P S tudm t GuiriP 
7o Writing The friendly des k 
person info r·ms a shy nw that 
it's free, t·o go a head and take a 
copy. I devour it that evenin g, in 
between fl as hes of 7/·ue Stories 
(exce llent film ) an d intermittent 
text exchan ges with a girl 
I've been crus hed out on . I 
am seventeen , dyin g to get to 
Evergreen as fast as possi hi e, 
an d I am inte res ted in th ese 
articl es, in these writers ! could 
know lhPse pPopiP soon - ! could 
do lhf'.\'!' llu'ngs. llr~y! One of I lwm 
evm likes Pori t:1-lwnd, swPPI! 

And th en I am less excited , 
and more ... floored . Thumbin g 
throu gh, I come a(' ross a pi ece 
I only catch th e subtitl e at first.: 
"The Fence Around The Fire." 
'Nomen 's work ? I begin to di g 
into this wo rk for th(• first time, 
and for· the first tim e, I li sten to 
a pain I am both familiar with 
and yet is entirely a li en to me. 

It is a pa in of silence that 
rin gs from her vo ice, echoed 
in a rumble a nd a cacophony 
by her body. "My writing is a 
po litica l act of hea li ng," she 
st.ates from the outset, an d I am 
findin g lan guage on the page 
fo r notions, thou ghts, that I've 
a lways encounte red wordl ess ly. 
My l>ody, l.oo, is a place for dead 
words, as they fl ock into and 
und er my skin .An d ye t, my pain 
is differed , exposed in its hidin g, 
and I know this, twitch at this. 



Because th e site of attack, the 
site of silence isn 't my writing, 
isn 't my getting- better poetry 
I had a lready been working on 
for years. The site of sil em:e in 
language is my body itse lf. Like 
my writing, my body is seen as a 
man 's.This is ines<-:apabl e, in the 
air, on th e tongue, in th e hairs 
that sprout from me I, like 
eve ry other transgend er person 
I've met, am th e battered outlier 
of a d efinition th at refuses to 
embrace them . 

~ But I don 't know this . I don 't 
0 have the words for this . I am 

four-and-a-half-years-ago m e, 
and I simp ly sit th< ~ re reading 
about an unfilled ache th a t I'm 
not wi llin g to place as not-mine. 
Anyaconveysa driving se nse that 
words are m eaningful , that they 
challenge th e rea l, and resonate 
from personal experi ence. 
Her m essage is that we must 
come to unrlerstand each 
other as strugglin g speakers, 
as people usin g th e medium 
that articu lates and causes 
their pain as a mea ns to heal 
from it, to undo it. Hegardless 
of whether I live in the gender 
di chotomy of woman/man Anya 
uses (I don 't), I und erstand her 
discussion of lan guage's denial 
of certain voices anrl th e n eed 
for this to he removerl . Anya 

argues, stirringly, that this is 
possibl e, that writing can heal 
"generational wounds," and 
becom e th e politica lly powerful 
act it promises. 

But I keep coming to, instead of 
Anya's <-:onclusion , an itching 
sense that this is not quite so. 
That I am not in a position to 
decid e when l am si lenced . I 
am not positioned to scratch 
the ba<-:k of the si lencer, to 
edu ca te th em on why erasing 
my and others ' existence as 
voic(~S is dangerous. I cannot 
do this . May be, I think to myse lf 
sometimes th en, now, and 
always, maybe l 'm on a different 
emotional register than Anya , 
maybe my good days are her 
bad , my had are unspoken to 
her. Yet we st.i ll somehow seem 
to share the worst days th e 
ones where words go dead 
again , and I hav( ~ to fee l the full 
weight of them insid e my gut. 
It's an empty socket sha:k in 
my chest; the in cessant, rapid 
beating of it a ll gon e. No spark, 
so to speak . This is four-and-a­
half yea rs ago; this is two years 
ago as I become a tutor at the 
Writing Center I admired so 
mu <-: h; this is a lso now. 



, till , I !'hoose a position against 
si lcn<'c. l believe I s hare a sense of 
priority about this with Anya I 
believe t·hat both she and I as 
writcr·s want ownership of our 
wr·iting, as an extension of our 
sc· lv<'s. What I want as we ll , and 
when· W<' see m to begin to sp lit, 
is an anti -sile nce· . As a writer I 
can ma ke my own opportunities 

""" l'c> speak my voice wi ll click, 
0 

whir back in to pla!'e, clatter 
into full but· I <'annot make my 
own opportunities to be• hc>ard. 
The d<'ad words inside rattle 
and shake and scTee<'h a nd tc·ar 
away as they arc <'hopped open , 
t·o lw flayed a new as I driw 
them from their quaking home, 
t·he body (my body, I keep being 
told ). I want the raw stink of 
hate that I have been told and 
mack to bottle within to leave 
me. Writ·ing as fumi gation , so to 
sp<'ak . I want my fingers to lw 
t·he right· siw, my voicc> to not 
he a quiverin g mc•ss of pit!'hc>s 
that !'ontradid what· I try to 
project' t·hat I am not woman , 
but m ·ither am I man. I desire a 
state of violent flu x, a 111pturc>d 
system that lc·aw s bc>hind thc> 
solidness of a common g round 
in language for a more· sensitive 

l111m . I a m s1wakin g lw<'ause 
thc ·n · is this nc ·c·dc·d <'l'a<'kl e in 
my body that· c·omcs from the 
sparks, the· friction , t·he nonstop 
grinding and pulsing of a world 
and words that cannot, will not 
cease to rub. me. out. 

Because language· is the medium 
wh e re my pain is most· distinct, 
most· sharp, it is both whc·n· I 
must <'ommunicate my hurl and 
where my hurt is spoken to me. 
Wc> arc> leftover twit<'hes of t·his 
shaping that· shot· 11s into birth , 
shot 11s into the viol e n<'<' of t·hc 
real this <'an not lw a spa<'<' for 
healing, yet there arc stil l burnt 
ashes in the labon·d wounds. 
What·, t·hcn , am I gencrat·in g 
as a writc·r (someone· who usc•s 
language· regu larly), if not· more 
context for vio lence on mysc ·lf? 

mtli-si!PliCP. i Pllf!,·age inllt_yviol('!tCP 
bemuse i (/Ill a hoilr'r pla!P wlw 
sizzr'.\' pops s!inw hut witlt a brick 
011 lop. P<Wn witlt my paiP slcin i 'm 
nPvPr 1/tPanl lo go o_ff, hut sil /o 
wail /o sling and corrode wit It "!!' 
paiP voir·p instead "!Y pmposalt:~ 
simple: rip oul !lw hrid,-. tlte voml 
cord1·, tltP 1/Prvous tic o.f !110.\'P wlto 
cm11tOI slop .1pPaki11g m 11 bP quite 
quiet, it SPPIItS, a.flPr all. i enact tlw 
VlOf('ltCe tfta/ CrPa/es II/ (' as a Wrl/PI; 



as a horl)~ as a fH'r~mn, l'alftrl' 
than ermr tlw samr. i rngage in 
action to maintain the :,par·e o.f 
pal'tictj)(ltion. i makr choices that 
keep mr alive as a Wl'itn: 

I.UlcH" 

B11t J am not on ly a writer, no 
more than r am only opprcsscrl. 
My body is a qu eer body, is a 
trans body, but I am privileged. 
There is a lready a p lace in the 
conversation for me. I am w hite; 
I am middl e class; I have read 

co and written wel l sin ce th e ag( ~ 

0 of fi ve. And now, afte r re turnin g 
to the vVriting Center as a 
precocious eighteen-yea r-old 
wanting the j ob, J am a tutor a t 
twenty, one who carri es th ese 
privil eges and erasures with 
th em a lways. 

have to ask, given the 
circumsta nces of viol ence and 
si lcncc th at A I hers and I convey 
(differently), what ca n we do? 
What are we to rl o as tutors? 
That is, w hat choi ces do I make, 
where am I responsib le for 
affecting other people 's voi ces? 

think the answer li es 
somewhere within how and 
what 1 can be responsible for 

affectin g in myself. If I am not 
the arbiter of my own inabili ty 
to speak, whom do T serve th at 
purpose for? vVe a ll have a 
finger ready to click on the mute 
button , to control conversation 
for convention and com fort . 
\Vc are purveyors of ourselves, 
but a lso a ll m ediators in the 
co ll ective sense of voices, and 
some viol ently j ockey to remove 
a ll but th ei r own. 

I know the sense of "sensibili ty" 
to thi s, th e authority that my 
voice can be given when I 
remam invisibl e. Th e "white 
straight male" becomes the 
default category, the unspok( ~ n 
wal lpaper to my essay that 
T cann ot achi eve. My fear in 
writing th is is that if I don 't. 
emphasize my own identi ty and 
experiences I wi ll be subsum ed . 
That you as a reader ho ld the 
abi li ty to erase my ex peri en ces 
is both terri fYin g, and tel lin g. 
It revea ls how I can work 
better as a tutor to confront, 
cmpathetica lly, these fears. 

\,Ye have to confront th e place 
where refusa l in lang11age 
happens and arldrcss the 
dyn ami cs and fears of mediating 
a writer's experience. vVe, tutors 
at the \,Yriting Center, see k 
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to eTe·ate· a wnl:~ n g s p::u·e· that 
prio ri l-izes an d centers authors ' 
vo ices an d giv!'s room for them 
to work through the fears 
aro und them . l think, in this 
context of vio lence and s ilence!, 
t he most important work that 
we can do is to stay clear; we 
s hould s tand asid e. 

As a tuto r~ I hold the rp r ixotic goa I 
of makin g myse lf unn ecessa ry, 

~ und oin g th!' work of mediating 
0 a writer, of withh o lding :-m d 

si lencin g them. It's not thai· 
tutors need stand by an d 
passively do nothing rather 
we have the work of actively 
('Ountering that which we, and 
so many other·s, ca re less ly strew 
in the path of an earnestwrite r 
language, li teracy, grammar, the 
body, personhood we ~ have the 
impossib le t.ask of removing 
ourselves and the power given 
1-o us as literate parti c ipants in 
the conversation. 

Perhaps an emhral' in g of our 
death drives as tutors is in ord er. 
H.ather than e rase the mark of 
another for the countless time\ 
we mrrstl1egin toe rasem1rse lves, 
bC"gin to con ceptu a lize w hat the 
death of managerial tutoring 
(where th e tutor is a ne('essary 
intervention beh-veen the• writer 

( 

and writin g), an d t he process of 
hea lin g, can loo k like. 

I am still a fooli sh seventeem­
year-o ld kid. I didn 't ex it that 
part of myse· lf by writin g this 
a nym o re th an I did not bury 
clown other parts of myse lf for 
years. I can 't write ~ this to und o 
past mistakes and e ~ rrors , from 
m e o r aga inst me. I wi ll still 
hurt those a round me, an d for 
their benefit I need to lea rn 
w hen to remove myse lf and 
my abi lity to ca use pain . If we 
have to reach for a co lla borati ve 
process towards undoing hurt, 
in writin g, in edu cation , in life, 
it requires stepping down and 
negatin g thP roles thai- we have 
rr se~d to oppress e•a!'h other. 

And I am e leven and I s in g and I 
enjoy i t, the reverherati ngsouncls 
from chest goi ng out\-vard . 
I 've chosen lo do t!u:1·, I thin k to 
myse lf, !'ve dwsen to he part of a 
dwil: An d the sound s of us join 
towards our stirrin g s ixth -grade 
renditi on of "S leigh Be ll s." The 
em phas is is, und ersta nd a bly, on 
participation. And I am happy, 
that I hear myse lf best among 
many, and that our sound is of a 
co ll eetive beau ty, o ur voices st.i II 
o ur own . 
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fo l't'WO •·d to 

in case (~{fire 

W riting can be a life­
saving expe rience. A 
pen can create a safe 

p lace where th ere isn 't one. A 
voice that can 't be heard can he 
written . For some, writing is not 
a nwre repose, but a nutrient 
nerded to survive. 

For· others, writing can m<'an 
d isast<"r. 

So many writers carry their 
s r·o ry lik<' a burd <'n . It has tak<"n 
a lifctim<' to k<"<'Jl thar· story 
buri<'d , and thl'Y hav<' mcastrr<'d 
<'V<'ry sl'l·p to <"nsu rc ir· docs not 
<'scapc. S onw may b<' waiting 
for th<" right monwnt, or· thr 
righr· amount of ski ll , to r<'vea l 
thci r story to the world . But for 
oth<'rs it is a ('f'<'a turr best k<"pt 
in a cage. Telling the story would 
mean awakening th e dormant 
beast.s that guard its doors. 

Writi n g can be fr ightenin g 
because we don 't a lways know 
whar· wi ll comr of it. \Vh<'n I 
tel l my story, w hat words wi ll 
come out? \Vhat m emories, what 
f<·e lin gs? 

Wh<'n I pick rrp th<" p<'n , what 
wi ll happ<'n ? 

\Vc do not acquin· our stories 
unsca r·hcd ; re leasing them may } shan da zimmerman 
w ry wel l open o ld wm rnds. A 
blank page could h<" a portal 
to !'nd l!'ss possihilitil's. Or that 
pag<· cou ld invite a mons t<'r; 
every blip of th e cursor waitin g 
to wreak havo<". 



F or four days a nd four 
nights one Septembe r· I 
lived outdoors a l- a camp 

in a valley outside of Sedona , 
AZ. I kept lookin g up into the 
mountains for any signs of life. 
We 'd tuc ked twelve people, each 
alone, insid e th e boundary of a 
seV!'n -foots!p rare of land chosen 
specifically for th e l'halknges it 
mi ght pos<· to il·s inhahit.anl". All 

M twelv!' had prepa red dili gently 
for a vision qtwsl-, !'al'h fillin g 
14Li squa n ·s of red cloth with a 
pinch of 1"<1hal'l'O th en loopin g 
those sqmm·s inlo a lon g thread 
of praye rs, an offering to the 
spirits . A wispy rope staked 
into four l'orners of the ea rth 
\Vl'l'l' the only walls protectin g 
1-h!· on!' inside from whal·<·ver 
ohstal'les 1·he Sedona land a nd 
s ky mi ght off1•r. 

\lly role was support<·r, havin g 
little knowled ge about w ha t that 
mi ghl· entaii.AIIl knew was that 
I had traveled to Sedona to ca t 
for 1·hose who would lw in side 
their rope houses without food 
a nd wal·cr for four days. Once 

' . 

in case of fire 
sandra .rannone 

at l'amp, I lea rn ed an equally 
sacred t.ask: those of us at the 
l'amp had to tend to 1·he fire. It 
eould never go out. 

For four days and four nights 
I sal- a t 1·hat fire at base l'amp 
watl'hing it fi e rl'ely and lettin g it 
I H ~ my inspiral'ion to writ<'. 

On 1·he first day, 011 r guide Asher 
ennnrraged us to make offerings 
1·o 1·he fire: tohacl'o, sage, juniper, 
handfuls of fl avored !'ar'th we 
could feed the fin· and se nd 
to our helov!'ds up on th<' 
mountain . I sal- hy the fir<· for 
hours wiil-ing in my ri<'<'-paper 
hook to keep !'ompany with th e 
fin· , to make sure il- did not go 
0111:. 

On the sel'ond mornin g, I woke 
to the howl of wolv< ~s . Op< ~ nin g 

my t<·nt flap to th<· first sky of 
day, 1·h<· sky and I IH ~cam<' one. 
I wa lked to th!• fire , sat down 
in the dirt, and wrot!' whatever 
blazed from inside nl<'. I fi lled 
pages with my own words . 



Wh en I looked up from my 
book from th e oth er side of 
th e fire, As her saicl, "Why clon 't 
ycm offer a poem?" I stood up 
and gave the fire a poem hy Li­
Young Lee (li 1 ): 

One llea•·t 

Look at the bir·ds. Eve 11 fly i11 g 
is bor11 

out of' not hi 11 g. The fir ·st sky 
is i 11side you, Oj>P II 

at t> iLh e r t> lld of' cl ay. 
The wor·k of' wi11 gs 

was always frt>edom , fast t> 11i11 g 
o11t> ht>a rt to eve1y fa lli11 g thi11 g. 

For the n~st of th e day, I ke pt 
looking up at th e sky for any 
sign of hi rd s. That after·noon 
rain broke free from the 
dolHis . \Vc fill ed our lungs w ith 
cam pfirc songs rem em he red 
fmm childhood as we furiously 
unloacl cd wood from th e hac k 
of th e pi c kup. \Ve had to kee p 
the fire ragin g, ragin g in th e 
face of ra in . 

On th e third day, I dan ced my 
words around the fire. The· red 
I' lay perm eated every step I took 
as th e blu e sky hung above me. 

On th e fourth day, I whispered 
into th e fire 's car all day, singin g 
faint lullabies throughout the ~ 

ni ght. 

On the final morning, I knelt in 
th e clay waitin g for th e sound 
of the truck's grind in th e dirt 
letting me know of th e group 's 
safe re turn . I had fed the fire 
with words for days whil e oth ers 
used wood . Now it was my turn 
to listen . 

\Ve ga th ered inside the sweat 
lod ge to witness our beloveds' 
rebirth . The rol'ks heatecl from 
th e fire breathed life hac k into 
th eir ncar de ~aths. Outsid e th e ~ 
lod ge, th e sun blazed ove r us. 
We crawled out like babies, 
th en sat around th e fire. Those· 
changed from the mountain 
poured th eir m edi cin e tea ove r 
th e l'oal s. The fire sputtered its 
las t: word s hcfon· it was gone. 
We, a ll of us, we re all that was 
left. 

In that in stant, my memory of 
the fire became the fire in side· 
nw. I low could I keep it from 
going out? For months now, th e 
fire has continued to burn in the 
form of "On e lleart." Unlike a ll 
oth er poems I know, Li- Youn g 



Lee's poem knows me. It has me 
memorized , an d so I offer it to 
people when1·ver my mouth and 
heart want to op!'n to the world . 

But w hat if fire is not wha t burn s 
creatively insi d e of yo u ? What if 
fire doesn 't motivate yo u, but 
terrifies ym 1? 

0 n .luly 6, HJiili , a boy sat on the 
blea('hers inside the canvas bi g 
top of t·he Barnum and Bailey 
Cin :tls waiting for the first act· 
to IH!gin . Above him on the 
high wire, the C rea t Wa llcndas 

~ warmed up t·he (' rowd wit·h thei r 
s peda('ll lar mot·ions in flight . 
The boy turn ed his head for 
an in sta n t t·o look at t·he y1~ ll ow 
t1·nt tow!!ring b1:hind him . O ut· 
of th1· !'Orner of hi s eye, he saw 
som<·thing !'rawlin g 11p the scam 
of t·he t·1·nt. 

" I think I see a fire," hi' said to his 
aunt, a grade sl'hoo l t!'a!' herwho 
had been given tiekcts by t·h!' 
fami ly of one of her stud!'nts. 

"O h, don't- worry," she said . 
"Som!' hody will put it out." 

l\ o body p11 t it 011 L 

In e ight minutes the grea t t:ent 
fmm the Greatest S how on 
Earth bu rned to the ground in 

ll a rtford , Con nel'til'llt . Wh il e a 
world war raged an O!'ean away, 
the fire t·hat s umm er day took 
t·he li ves of 1 6~) more peopl1·, 
mostly !'hi ld ren . 

The boy, now my fath!'r, was 
not on!' of th!'m . From t·hat 
.July day forward, he a lways 
looked for t·he esl'ape, the exit, 
in niSI' of fire . lie !'arne to n<·<·d 
wid !'-OP!'Il spaces, wo uld l1•ave 
a ll the doors an d windows h<· 
('OII Id find o pen . lie be!'a m<' 
a vo lu nt·!'!'l' firefi ghter in our 
homl'town. dashin g out of thC' 
house a t· a ll hours of the night 
wh1·n the town 's a larm would 
sound , signa lin g a pot<·ntial 
disaster, ho pin g he ('O uld res<"lll' 
someone from the fir< :. 

From a youn g age, I kn ew what 
the r!'d tank hangin g on th!' 
kitThen wa ll was for an d how 
to pull th e pin and llS!' it, even 
though I !'OIIIdn 't lift it . T he rC' 's 
a ph otogra ph of m1· on my 
first ll a lloween dressed 11p in 
a red sweats hirt w it:h a pl astic 
pumpkin huck!'t" in on<' hand 
an d a t:iny, plastic hat!' het in the 
other. On top of my head : a red 
.lunior Fire Marshal hat 



For years m fath<'r wo11ld not 
t·cll anyone t·h<'S<' stories . I k 
<·otddn 'tscc hm a story h11rnin g 
inside him was different from 
the fire he · es('apcd . 

Then one day in I !JD!J. I saw a 
r<'qllcst for s 11hmissions to a 
pop11lar \ <'w England magaz in<' 
my par·c·nt·s had rc·ad for y<'ars. 
The· magazine· was looking for 
n·adc·rs ' s tori c•s, a sort" of" \Vhc·rc· 

an w<·n· yo11 wh<'n ?" approach to 
storyh·llin<~ . I knew thi s was the 
('han('<' for my father to tTII his 
story, to hdp him c·xt·in guish 
tlw fin· he ('OII Id not· p11t o11t 
that day in .l11ly. ID!Jtl . Working 
on his article hro11 g ht o11t his 
pass ion for writing. I li s article·, 
"The l)a the· C ir('IIS Ca m<' to 
' l(nvn." was fc•at·11rcd fifty- five 
yc·ars la tc•r in }rlflk('(''s .l11ly 2000 
issll<' as one· of the top on<'­
hllndrcd s tori<'s of t·he c·cnhrry. 

\ rit-ing is an ad as strange 
as l"lw imp11lsc• to ke·e·p a fire 
ahlaz<'. The· s torie•s that inspir<' 
11s, ignit·e· and terrifY trs, ('0111<' 

from otrr· he·atin g he ·a rts , c·omc 
o11t of nowhc·n· t·o ('ire·lc· inside 
o11r vas t int·t·rior skic·s. Those 
birds in the · Sedona sk flying 
over the fire ? I wmte t·hcm down 
so yo11 co11ld se·e· t·hem. So, too. 

g iw vo ic ·e to t he• fire ; t·he· fire· 
gives vo i('e t·o me •. If tc·nde·d to, 
both ('a n blaze· for what se·e·ms 
like fon•vt•r witho11t dc•stmy in g 
a single li vin g thing. 

Works CiLC'd 

L<'c, Li -' o11ng. "On<' I kart." 
Book o.f l~r Vights. lto('hcstc·r: 
BOA l~ ditions Ltd .,2(XJI. 
Print. 
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fot·eword Lo 
o, dear thing:s· 

( 



P 
lease, sec this thing 
drifting outside your window. 

i know 

that your head hasn't grown so heavy 

to keep you from looking up. 

you stay indoors when it looks like rain , 
co but staying indoors is what brings clouds to ery. 

clouds are be nding backwards 
just to he as beau ti fu I as you . 

so look at the things you cannot reach 
& imagine building bridges 

& build bridges . 

• 

pl ease, see this thing 

that bobs a lone in the midd le of the ocean: 
a ll the hopes of a stranded sailor 

east back. 
the hopes, t hey drea m 

of land & human hearts. 

o, d car things 
otis pig 



th<'y ho ld thl'ir breaths when violent storms 
r-hrust them inr·o the dark . 

& rl'mind ea<'h other who they an· 
throu g h holding hands & s ign langu age. 

th<' ol'ean spans sr·venty pl'l'l'l'llt of r-he earth ; 
& a ll thl' hope in th<' world w ill Ill-

inside a singl1· bor-tl<' . 

• 

pleas<', S<'<' this thin g 

leaking from th1· fa ll en so ldi<'rs 
yo u l'arry 111 your arms. 

r-h<'y meant r-o kill , but r-hcy didn 't m<'an to di<' ; 

th<' holr·s in murderous hcarts 
now manifest. 

w ith a world so small , & so m1wh goddamn life, 

wl' ' ll a ll hav<' to shar<' thc saml' grav<'. 

soon. our belil'fs wi ll seep 
throu g h thl· rosewood of our coffins 

sp lintn by splintn 

as birth . 



• 

pl< ·asc, S<'<' this thing 

spro11ting from some sacred soil 
to grow into the greatest good ; 

mayiH ~ w <· ' ll get saved after all. 

& if the good won 't grow on its own, 
,w ' ll build it as the bi gges t heart. 

it's w ha t· we 've l ea rn< ~d to do as a 1wopl<· 
when g rowing takes too lon g. 

~ you ('an build love o11t of lov<', 
to stand upon , or st<·p in si d<· 

hut to trav<:i from one body to anoth< ~ r 

first· it has to leave you . 



r r r r r ( l I I I I 

etcetera 
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biographical notes 
christopher rotonda -18.766947,46.8 1 0 I 07 

editor of the inkwell anthology from inkwell volume vi, 20 I I 

Chri sto ph er V. Rotondo is a 2009 gradua l:( ' with an 
emphasis in politi ca l e('o nomy. Ill' worb·d as a h1tor in th e 
Writing Cente r fmm 2007-2009 an d as a t11to r, workgroup 
coordin ato r, and /nf...·,.v, /1 l'ditor du ring th e 2010-20 II 
S('hoo l year. l ie is on(' of thl' founding ed it·or·s of thl' Counl f' t' 
Poinl Journal, an ind c p( • Jld( ~ llt community news pa per in 
O lym pia . Currently, f: hri st·o phl'r is an as pirin g novelist 
a nd pod, amal'l' llr jouma li s t , and l' ngagcd int·('lll'('hla l 
whos<' fut·urc is un('<'rtain . 

victoria larkin 21 .5 125 1 4. 55.923255 

tutoring as a radical act changing the 
world one by one & on your mar1<s: 
accentuattng eloquence 

from inkwe ll volumes i & iii, 
2006 & 2008 

shae savoy 

Tut·ori ng and editin g arc s t·ill th e mos t· satisfying thin gs 
Vi<'l'oria Larkin d ocs, a lon g with writin g a nd JWrforming. 
S he l'o ntinues to work from a phil oso phy based in 
('U itiva ting voice, by ('n(·ouraging eriti ('a l t·hou ght a nd 
personal creativity. It· is Victoria 's h(:' lil'f th a t ca(' h 
eman('ipated mind an d voi('(' brin gs 11 s (' loser to freedom 
from ignoran ce and tyranny around our wo rld . 

-54.666667, -68. 20 0000 

neil young with birds, or how i write from inkwell volume vi, 20 I I 

S hae Savoy is a poet, a priestess, a nd a writing centel' h 1tor 
a t Evergreen 's Tacoma l'ampus. S he a lso tl'ach<'s writing at· 
Seattle 's Bent \~riling I nst·ih•te, the on ly qucer writi ng school 
in the world , and will lw ente rin g an MFA pmgra m (like ly 
Godda rd Co llege) in the winter of 2012, to get down and 
dirty with poe try S he hlogs a t shaesavoy wordpress.com . 



chalen kelly I 1. 26 0235, 4 2.668 152 

writing from the well from inkwell volumes i & ii, 
2006 & 2007 

Remainin g deeply in love with possibili ty, Cha len Kelly 
grarlu aterl from tutoring in th e vVriting Center to teaching 
in Silverrl a le, WA . Publi shin g in lnkwdl created an 
opportunity for authentic conn ection with the Writing 
Center community and with the larger pool o f writers 
at Evergreen . Chalen remains grateful to the vibrant 
communi ty there. 

marissa luck 

"but i write the way i talk" inclusion 
~ and exclusion in american academic 
M english & if everyone has a story so 

does every piece of writing 

11.73 3435,42.668 152 

from inkwel l volumes v & vi, 
20 10& 20 11 

Marissa Luc k is gratcf11l for th e wisdom and stories writers 
anrl tutors shared with her during her three yea rs of 
tutorin g. S he is especia lly gra teful to her fe llow memfwrs 
of Tutorin g Across S ignifi cant Differences for their many 
hcmrs spent arldressin g anti -oppression in the vVritin g 
Center and at Evergreen . After graduatin g in Jun e 2011 , 
she is happily explorin g the world anrl doin g socia l justice 
work in the Northwest. 

grant miller 

beingstorming 

-23.548 38943, -46.6388 18 

from inkwell volume ii, 2007 
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ian ettinger -6.21 IS 44. I 06.845172 

drafting: how to ride a dinosaur and 
look good doing it 

from inkwell volume ii, 2007 

dory nies 

lan Ettinger is currently working on a Master's degree in 
Li hera I Studies at the City University of New York Graduate 
Center. He studies Victorian and mod ernist literature with 
a focus on British and Irish novels of th e interwar period 
(1918-1939) and has been working toward profi ciency in 
Spanis h for th e last three years . li e is a lso beginning to 
learn Fren ch and is planning a two-year immersion in 
France upon finishing his MA. 

42.2208 15, 18.74o503 

the orbital region: re-envisioning revision from inkwell volume ii, 2007 

Dory Nics is still mesm erized by th e deli cate art of 
communication. S he likes to send postcards to peop le 
who live within walking distan ce. ShC' lives in Olympia 
and is reluctantly becoming a bird er. Dory is currently in a 
Master in Socia l Work program , where she studies shadow 
matter and mon sters. 

alejandra abreu 

mt.edit 

37.56 5911' - 122.497559 

from inkwell volume ii, 2007 

Alcjandra Abreu was a tutor in the Writing Center from 
2006-2008. 



meghan mcnealy 

becoming reader 

35.689488, 160.691706 

from inkwell volume ii, 2007 

dana oride 

.fp nnltmi: To hP bm·11,.fi1:1·t p('l :mn,.fi.ttlll'f' t f'IISP. I hPCOIIIf' "'.!rsp(f 
with mch l'('(tdillg o.ft hP duPs I hnw r·ompmw l.for "(YI'('(f.for lO 

writP ,:~ to COIHJ('!:\·f' with tllf'.futurP. Mcghan Md \ea ly YV!'itcs 
co ns tra int-based pe rfo rman ce texts, non -fiction poetry, 
and folk son gs; s he is a paper and book a rtist, farm e r, and 
illu strator cmTe ntly working and performing in Pa ris. 

7 6 .229679, 21 .01 2229 

~ a slacker's guide to writing evals 
M 

from in kwe ll volume iv, 2009 

Dana Oride worked a t the \Vritin g Cent( ' !' from 200G-
2010. S he lives in Tacoma , 'vV/\ with he r husband a nd son . 
Dana is a skq)tic, hip -hop enthusiast, l>ird( ~ r, and mother. 
This a rticl e gn·w from the rich environm ent lovingly 
ma inta in ed l>y t·h( • 'vVrit·in g Center, our connection t·o our 
pedagogy (espe(·ia lly Peter Elbow), and a n (•ditm· who was, 
at heart, a tutor·. 

rebecca taplin -33.924868. 18A82oss 

your education on paper: from inkwell volume vi, 20 I I 
the summative self-evaluation 

H.clwn:a Ta plin began working as a tutor in the Writing 
C :nter in 2007 . Bccaus( ' s h(• can 't s tay an undergrarlu a tc 
forever, she is movin g on to purs ue a Mast·(·rs in M<'nt.a l 
llealt·h Couns(•lin g in the fall at Lewis & C lark in 1-'o rtl a nrl , 
OH.. S he e njoys playi n g with words and how they look . 
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anya albers 

women's work: the fence around the fire 

39.5974 1,-79.1 00197 

from inkwell volume ii, 2007 

Anya Albers curre ntly li V('S in i\as hvill e whil e pursuin g a 
\1 aste r 's d egn ·e a t Va nd e rbilr· as a \J urse Practiti o ner. S lw 
is lr·a rnin g to mnge wome n 's me nta l hea lth activism wir·h 
he r· lov(' affa ir w ith th e writt(' Jl wo rd . Anya s ta ted that, 
"' \~om( • n 's V\lork ' never f( · ll· w hole. The mos t vita l r·hin g 
ir· taughr· m( ' was to m a kl· IH'rt( '(' w ith le ttin g go of th(' 
imp(•rfect. \1 y use of tradir·io na l pron01111 S fe ll· awkwa rd 
a nd ina ur·h( •nti(' , as did r·he impli ca ti o n of g(•nd e r as a 
bin a ry ('XIH' ri (' Jl('( '. I am gra t(' ful bl'yo nd wo rd s th a t r·hi s 
discuss io n is ('X pa nding." 

t revor van dyke 

afterword to women's work: the fence 
around the ftre 

39.59741 , -79. 1 00197 

from inkwell volume vi, 20 I I 

Trevor Va n Dy k<' is a s tud e nt a l· l ~ v('rgre l' n a nd a tutor a t. th <' 
vVritin g C(•nr·(· r. Trevor wis hes the n · was more tim e in I if(• 
r·o hl' ba kin g, lik<'s r·o read , a nd ho p<'s r·o smas h ca pir·a li s m 
a nd to ('ast d o ubt in your mi nd a bo u t Tn·vo r's gend e r a nd 
name. Trevo r a lso wa nts you to kn ow r·har· thinkin g a bo ut 
thin gs is usua lly a good ca ll a nd r·har· !he re a rc a lot o f 
n·so lu't't'S a l Ev!Tgn'!'n yo u ('a n lw us in g !hal yo u a re n 'l . 



co 
M 

sandra yannone 

in case of fire 

39.1 I 0 38s. -76.6 12189 

from inkwell volume v, 20 I 0 

~ 
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otis pig 

Sandra Yannone has directed th e \Vritin g Center at 
Evergreen for the past ten years and is a founding editor of 
Inkwell with S haun .J o hn so n. ll er poetry an d boo k rcviC'ws 
have been published in Sligl11(y lVest, Ploughs!Jares, Pmirie 
Schooner, Ca(y.x-, and The Gn.,r and Lesbian Reviec1 ~ S he a lso 
is th e so le propri etor of Kitsehlandia, an antiqu C' business 
specializing in kitsch from th e 50s and 60s. S he t·hanks 
a ll th e tutors with whom she's worked over the yea rs for 
continuing to in spire her to cultivate her vo ice. 

o, dear things 

17.066944. -96.72 1 I 6 8 

from inkwell volume iv, 2009 Ll Ot;s ~;g ;, away at th e moment. 

I l I l 
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campus resources 
Tlw W ritin g Ct> lllt'l' J'(•cogn izes I hal I h t> f(JIIow ing ar Pas of' I li t' Co ll t>gP 
pmvid t' se1v iet>s th ai can lw l'0111p lin w 11l.aly lo Ol ll' own . 

KEY (Keep Enhancing Yourself) Student Support Services 
K I;~ Y is a federally- fu nd cd support serv ices office for· stud 1•n ts w ho a rc 
first gPncra ti on , low income, an d/or havP doc11mentcd di sa bilities. 

Location: Library 21 08 
~ Phone: 360.867.6464 
M www.evergreen.edu/key 

First Peoples' Advising Services 
First· Peoples ' Advisin g Services is a m lllt-icllltllraln•so tn'l'l' center 
for persona l and acad1:mie advisin g. It is a lso home to the l 1ni ty 
Lo11n ge, a safe place t·o s tudy, hang o ut·, a nd lea rn a bout· rcsm u'ITS. 

Location: Library 2 1 26 
Phone: 360.867.6284 
www.evergreen.edu/firstpeoples/atevergreen 

Academic Advising 
Acad emic Advisin g he lps students und1:rs tand the structure of 
Evergreen and rea li ze th e va riety of edu ca t·ional o ptions ava ila ble. 

Location: Library 2 153 
Phone: 360.867.63 12 
www.evergreen.edu/advising 



Access Services for Students with Disabilities 
A<'<'<'ss Services provides n'sources for studc'nts with do('umcnted 
disabi lities that can impact their educational ('Xperiem·c·. For a 
complete list of what is available, refer to the' wehsit<'. 

Location: Library 2153 
Phone: 360.867.6348 
www.evergreen.edu/access 

Assistive Technology Lab (AT Lab) 
The AT La h houses support staff and comput<'rs th a t haY<' software 
to aid studc'nts. Some of the ('omputer programs avai I a ble are 
ZoornText, Dragon Na tura lly Speaking, and .lAWS S('recn Headin g 

0 with Tand em . ,., 
Location: Library 23 I 8 
Phone: 360.867.6016 
library. evergreen. edul accessibility 

Computer Center 
The Comput·er Ce nter <·on t·ains both PCs and VI al' ('ornputc'rs with 
fu ll Adobe and Mic rosoft Office suite's . 

Location: Library 2nd Floor 
Phone: 360.867.6227 
www.evergreen.edu/computinglcomputer/abs 

The Daniel J. Evans Library 
The Evergreen Library has thn'l' floors of books, periodica ls, fi lms. 
musi c, laptops, a plethora of priva te study rooms, and he lpfu l 
reference librarians for a ll of your study needs. 

Location: Main Entrance, Library 2nd Floor 
Phone: 360.867.6250 
library.evergreen.edu 
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Primetime 
Primetimc is an evening drop-in tutoring and advising cen ter in A 
Dorm of campus housing. 

Location: 2nd floor of A Dorm 
Phone: 360.867.6420 
www.evergreen.edu/writingcenter 

CARE Network 
The CAJ\.E in CA H. E Netwo rk stands for Conflict Assistant, 
H.esoun:es, and Empowerm ent. Th e CARE Network 's mission is 

,., to creatively and constru ctive ly address confli ct on campus. They 
provid e drop -in hours and appointments for stud ents, sta ff, and 
faculty. 

Location: Sem II E2129 
Phone: 360.867.5291 
www.evergreen.edu/studentaffairs/care 
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colophon 

This, the sixth edition of Inkwell, was designed during the Spring and Summer 
of 20 I I at a latitude of 47.073235 and a longitude of - 122.977996. 

The text is set in Didot, a typeface named for the famous French printing 
family of the same name, and Gill Sans, the sans serif typeface designed by Eric 
Gill to strike a balance between catchiness and readability. 

The map drawings are glimpses of the land in and around Olympia,WA. 



l { { [ ( [ 

} nkwcll 



} inkwell 


	pg001_cover
	pg003_titlepg
	pg004
	pg005
	pg006
	pg007
	pg008
	pg009
	pg010
	pg011
	pg012
	pg013
	pg014
	pg015
	pg016
	pg017
	pg018
	pg019
	pg020
	pg021
	pg022
	pg023
	pg024
	pg025
	pg026
	pg027
	pg028
	pg029
	pg030
	pg031
	pg033
	pg034
	pg035
	pg036
	pg037
	pg038
	pg039
	pg040
	pg041
	pg042
	pg043
	pg044
	pg045
	pg046
	pg047
	pg048
	pg049
	pg050
	pg051
	pg052
	pg053
	pg054
	pg055
	pg056
	pg057
	pg058
	pg059
	pg060
	pg061
	pg062
	pg063
	pg064
	pg065
	pg066
	pg067
	pg068
	pg069
	pg070
	pg071
	pg072
	pg073
	pg075
	pg076
	pg077
	pg078
	pg079
	pg080
	pg081
	pg082
	pg083
	pg084
	pg085
	pg086
	pg087
	pg089
	pg090
	pg091
	pg092
	pg093
	pg094
	pg095
	pg096
	pg097
	pg098
	pg099
	pg100
	pg101
	pg102
	pg105
	pg106
	pg107
	pg108
	pg109
	pg110
	pg111
	pg112
	pg113
	pg114
	pg115
	pg116
	pg117
	pg118
	pg119
	pg120
	pg121
	pg123
	pg124
	pg125
	pg126
	pg127
	pg128
	pg129
	pg130
	pg131
	pg132
	pg133
	pg134
	pg135
	pg136
	pg137
	pg138
	pg139
	pg142_backcover



