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Fall 2007, Writing 20: Academic Writing 
Crime Scene Imagination: (De)Composing the Forensic Investigation of Death1 

Dr. Jules Odendahl-James  
 

A born detective has a criminal imagination. The only difference between him and a criminal is that he uses his 
imagination to solve rather than commit crime. 

        --Patrick McGinley, Bogmail (1978) 
 

REPORTER: Do you think forensic shows are just teaching the criminals how to get away with crime? 
GRISSOM: Everyone learns from science. It all depends on how you use the knowledge.    
                -- ―I Like to Watch‖ (CSI Season 6, Episode 131, 2006) 

 

Section 18                Office: Room 200F, Art Bldg.2 
Art Bldg. 102               
T/TH 10:05-11:20am              Office Phone: 660-4378 
 

Section 75 
Bivins 114 
T/TH 11:40am-12:55pm              Email: jao@duke.edu3  
 

Section 59                 
West Duke 108A     Office Hours: 1-3pm Wednesdays & 
T/TH 1:15-2:30pm                 by appointment  
        

Course Philosophy 
 

Writing 20, the only course taken by all Duke undergraduates, is designed to prepare students for the 
various writing situations they will encounter in their undergraduate careers, with deliberate attention 
given to the practices of critical reading, analysis, and substantive revision. The topics and details of 
each section of this course vary widely; however, students in all sections share the same  
 

goals      and    practices: 
to engage with the work of others    researching 
to articulate a position      workshopping 
to situate ones writing within specific contexts   revising & editing. 

 

The University Writing Program‘s website discusses these approaches in more detail 
<http://uwp.aas.duke.edu/writing20/>. In the pages that follow, you will see how these goals and 
practices drive this course‘s content and methodology. You have selected a particular section of 
Writing 20 with a set of particular foci (representations of forensic investigation) and we will explore 
a wide range of issues surrounding our topics by engaging their particular scholarly terms in writing.   

                                                 
 1 I owe a debt of gratitude to Professors Joseph Harris, Kristin Solli, Marcia Rego, Robin Smith & Frederick 
Klaits for their assistance in the design and content of this syllabus. I also want to thank the student from Writing 20, 
Spring 2006 and Spring 2007 Crime Scene Imagination courses for their input regarding materials and assignments. 
 

2 This building is located between the newly renovated Branson Theatre and the Bivins Bldg. on the edge of 
East Campus behind Brodie Gym and the tennis courts. The following URL shows a useful East Campus map 
<http://rlhs.studentaffairs.duke.edu/images/East.pdf>. Section 18 will have class meetings in this building. 

 
3 Email is the best way to reach me. Response guaranteed within 48 hours of message receipt. 

http://uwp.aas.duke.edu/writing20/
http://rlhs.studentaffairs.duke.edu/images/East.pdf
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Course Content 
 

Forget about making a hundred, forget about the victim,  
forget about the suspect and focus on the only thing that can't lie: 
the evidence.    
--Gil Grissom, CSI (Pilot episode).              We'll find out who killed him, Booth.  

We've got Hamid's body.  
You can always count on the dead. 

     --Temperance Brennan,  
The essential problem for the criminalist               Bones (―The Man in the SUV‖ episode). 
is not that there’s too little evidence  
but that there’s too much. 
--Lincoln Rhyme, The Bone Collector (128). 

 

The above epigraphs speak to issues surrounding our topic—forensic investigation—and a central 
feature of its representation—evidence (physical, material, and circumstantial). Grissom‘s directive 
suggests physical evidence‘s unassailability and declares unwavering faith in scientific methodologies 
and technologies to ensure a criminal‘s capture. Brennan‘s assertion places the focus of detection on 
the corpse, an entity which, although no longer animate, preserves vital traces that motivate the 
investigation and produce a culprit. Rhyme‘s thoughts illuminate a central shared concern of 
criminal investigators and academic researchers/writers: evidence, in all its forms. Writing for this 
course will consider questions of evidence—its discovery, its analysis, its use, its power—in three 
textual spheres: crime fiction, true-crime stories, and artifacts of visual culture. Of centrality to the 
texts you will read and write are questions surrounding 
 

 the reciprocal influence of visual technologies (particularly television, film and photography) 
on forensic science and academic and criminal inquiries,  

 the ways in which bodies (of victims, of suspects, of investigators) become texts to be read,  

 the ―rules‖ of evidence as they construct social knowledge, cultural categories, and writings 
about crime, and  

 the representations of evidence (in both fictional and non-fictional representations) as they 
allow for multiple narratives of investigation, crime, and punishment.  

 

The ways in which crime is imagined and represented have direct implications for how crime 
investigations and punishments are constructed. Imagination also directs the discovery, construction, 
and use of evidence. The detective, much like the academic writer, probes evidence in order to make 
a new case/claim. As you examine class texts for what they say and/or show, pay close attention to 
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how they speak, when and where they focus their critical attentions, why they select certain details over 
others, and to whom they direct their arguments.  

 
While you may learn some specific details about forensic technology, investigative procedures, and 
real criminal cases, this course‘s goal is to train you in academic inquiry within the Arts and 
Humanities. As such, you will ruminate upon the divide between the empirical/positivist drive of 
most crime writing (especially that which centers on collecting and assessing forensic evidence 
through the tools of the Natural Sciences) and the interpretive/imaginative drive of arts and 
humanities scholarship.  
 
Be on the lookout for biases—your own and those of other scholars. Empiricism does not mean the 
exclusion of imagination. Neither does imaginative interpretation indicate an absence of objectivity. 
Each of the three essays you will compose must support their findings with evidence culled from the 
content, form, and contexts of the central text(s) under investigation. 
 

Almost all academic essays and books contain within them the visible traces of other texts—[…]. 
This book is about the writing that needs to go on around these traces, about what you need to do 

to make the work of others an integral part of your own thinking and writing. 
--Joseph Harris, Rewriting: How to Do Things with Texts (2). 

  
This course‘s subtitle, (De)Composing the Forensic Investigation of Death, is intentional. Beside the 
obvious play on writing/making and death/unmaking, I chose the verb (de)compose to draw your 
attention to both the process of drafting/revision inherent in academic writing and the careful art of 
critique that infuses academic writing with respect even in dissent. Investigators in crime fiction 
often seem privy to superhuman diagnostic techniques that make them uniquely capable to 
apprehend the crime and criminal. You too enter this class with a set of critical diagnostic skills. 
However, as the detectives often realize the limits of their skills in the face of criminal innovations, 
you too might discover the need for new writing tools and techniques.  
 
Joseph Harris‘ book Rewriting will provide a foundational ―academic grammar,‖ a series of what he 
calls writing ―moves,‖ that you will practice throughout the semester. We will also investigate and 
imagine a kind of ―visual grammar,‖ as we read artifacts of visual culture and consider how images 
look, how and by whom they are looked at, and how their appearance is rooted within larger social, 
cultural, and political systems.  
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By explaining this course‘s metaphorical framework in detail I do not mean to imply that writing is a 
―trick‖ that is easily mastered (your knowledge of mechanics—style, usage, and grammar—are 
assumed) or that a successful paper or project produces unassailable truth. You should be willing to 
interrogate and revise (in the sense of  ―seeing anew‖) preconceived notions and ideas and propel 
your writing into new and ambitious terrains. 
 
Course Assignments 
Think of your writing for this class as your contribution to larger conversations about investigation 
and evidence alluded to by the bulleted list on page two. You will rehearse your work through 
revision, integrating argumentation, research, analysis, and evocative response.  
 

Short Writing (12 written, 5 graded @ 2 points each; 10 possible points total) 
Specific details about the dates and topics for these writings will be given in another handout. There 
are twelve dates during the semester where your class preparation includes composing a short piece 
that responds to course readings, applies a specific concept we have discussed in class, or reflects on 
your own writing processes. You will post all twelve responses to Blackboard; however, you can 
choose five of the twelve to be graded. When you select a piece of your short writing for grading, 
hand in a hard copy to me at the end of class on the date it is due. This self-selection process gives 
you some flexibility to choose what you consider some of your best, most engaged writing. 

 
Essay 1: Anatomies of Evidence (15 possible points) 
A more detailed version of this essay‘s assignment sheet can be found on Blackboard under Course Information. 
 

In four to six pages, compose a theory of larger cultural meaning(s) you see dramatized in 
one of the fictional texts you have encountered so far. Pay particular attention to the ways at 
least three pieces of forensic evidence appear, are dissected and used by investigator(s) and 
their creator(s). Forward or counter the work of at least two other scholars we have read to 
support your observations. Address your writing to a reader who holds a basic familiarity 
with crime fiction (from Sherlock Holmes to CSI) but who may not be familiar with literary 
theory, genre analysis, or forensic science/technologies. 

 
Essay 2: (Re)Constructing ‗True‘ Crime (10 possible points) 
A more detailed version of this essay‘s assignment sheet can be found on Blackboard under Course Information. 
 

During the library research session on Oct. 11, you will begin searching for a crime case (one 
that received a jury verdict) from twentieth or twenty-first century America that you can 
follow through at least four levels of coverage: 1) local newspaper, 2) national newspaper, 3) 
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nationally circulating or online magazine or blog, and4) national television news outlet or 
news magazine program.  
 

In four to six pages, re-trace the presentation of your case through these four outlets, 
concentrating your analysis on how evidence is found, discussed, analyzed, and sometimes 
transformed as the story shifts venues and mediums. Imagine your reader as a regular viewer 
of television news (local and national) and a possible subscriber to mainstream newspapers 
and/or online news sources. Your goal is an analysis of how the narratives of criminal cases 
change according to the expectations of the researcher/reporter and his/her audience, as 
they progress through the court system, and as they are heard in and evaluated by the court 
of public opinion.  
 

Forensic File (10 possible points) 
More details about this archive are detailed in handout attached to the ―Assignments‖ link on 
Blackboard. In the course description, I mentioned a particular focus on visual materials and how 
they are used/useful to investigation. For the first two-thirds of the semester, you will collect a ―file‖ 
of forensic-oriented texts. These can be literary, popular, artistic, historical, theoretical, aural, 
ethnographic, or personal. The rationale behind this assignment is two-fold: 1) to inspire a continual 
sense of awareness regarding the course‘s subject matter outside the classroom; 2) to see what kind 
of material on this course‘s topic you find in the ‗real‘ world and what kind of influence (if any) you 
find notable. These materials should provide both primary and secondary sources for you to 
use/analyze in Essay 3. 
 

Essay 3: The Visual Culture of Crime Investigation (15 possible points) 
A more detailed version of this essay‘s assignment sheet can be found on Blackboard under Course Information. 
 

Working in groups of three, select a general topic pertaining to crime and investigation 
relevant to US or British culture and dating from no earlier than 1870. Each group member 
is responsible for composing an essay that incorporates images/video/audio into your own 
analysis of the content, form, context(s), and meaning(s) surrounding a specific cultural text 
which can be mainstream or avant-garde, with ―high‖ or ―low‖ aesthetic value.   
 

The essay you will compose is a variation on a typical ―photo essay‖ in which an artist or 
photojournalist arranges a series of personally composed images on a particular subject in a 
narrative sequence with supporting text. In this essay, you are not the author of the images, 
per say; however, you should select, employ, and cite visual/audio materials just as you 
would cite primary or secondary sources within a research paper. Think of this writing as a 
kind of mini-exhibit on your selected topic. 

 

Peer Response to Essay 3 (10 possible points) 
This assignment is linked to Essay 3. More specifics about this writing can be found in the assignment sheet for Essay 3.  
 

Once a group‘s essays are complete, each member will compose a critical response (two to 
three pages in length) to a peer‘s writing. You should be familiar with the tone of such 
responses from the semester‘s group workshops. Here, instead of addressing your comments 
to the writer only, you want to expand your notion of audience to include the writer and 
other scholars who may share interest in the writer‘s topic and selected cultural text. Final 
versions of these peer reviews will accompany Essay 3 on public display during the last day 
of class. 
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Writing ―Lessons‖ Reflection (5 possible points) 
At the end of the semester, you will write a 1-2 page response paper describing two writing 
―lessons‖ you have learned or found to be valuable either through your work in this course or that 
you have carried with you from other writing courses which this course has sharpened/deepened/ 
contradicted/revealed. This writing should be addressed to your classmates.  
 

Seminar Contribution  (25 possible points) 
Seminar contribution includes your: 

 on-time class attendance, complete preparation of all class assignments, giving written peer 
feedback as may be scheduled, and participating in out-of-class small group writing 
workshops/instructor conferences (15 points) 

 serving as a ‗point person‘ for class discussion of the Short Writing assignments on two 
dates (10 points) 

o your job is to lead discussion by offering your piece as a starting point to investigate 
class readings and the practice of academic writing 

o on the course calendar you will find a range of dates from which to choose 
o point persons must submit their writing to File Exchange on Blackboard by 

Midnight the night before it is to be discussed in class; class members are responsible 
for downloading and bringing a copy of that writing to class with them 

o point persons can work together to craft an exercise about their written responses 
for the class to follow/discuss 

 

Grading 
Your work for this course will be weighted as follows: 
 
Short Writings    10 points total 
Forensic File    10 points total 
3 Essays + Essay 3‘s Peer Response 50 points total 
Writing ―Lessons‖ Reflection    5 points total 
Seminar Contribution    25 points total 
   TOTAL         100 points 
 
Grade Scale 

                        A         94 – 
100    A-        90 – 93 

B+ 87 – 89  B 84 – 86      B-      80 – 83 
C+ 77 – 79         C 74 – 76      C-      70 – 73 
D+   65 – 69  D 60 – 64     
F 0 – 59 
 

 
Grading Academic Writing 
The cartoon at left offers an amusing parody. Grading, 
however, can be the most difficult part of any professor‘s 

job. It is also too often the entire focus of a student‘s attention. It is my hope that our class 
interactions will focus on developing more nuanced and narrative means of describing the strengths 
and limits of written work. There is also a significant connection between a student‘s conscientious 
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revision (taking the advice offered by in-class group work, instructor‘s feedback, Writing Studio 
tutorials, etc.) and a student‘s improvement. Do not assume that effort = excellence. You might 
spend hours on an assignment; however, if your analysis is only superficial, even if it is written in 
clear and concise prose, it might not merit an A.  
 
I employ pluses (+) and minuses (–) as small prods to reward prose that strikes me as particularly 
creative, strong, or eloquent or to mark writing that misses the mark because of lack of clarity or 
care. One caution:  working on matters of style alone will not turn a C (average/acceptable) essay 
into a B (above average/notable) essay, or a B essay into an A (superior/exceptional) essay. Such a 
step will depend upon a dramatic transformation or deepening of your analytical approach. 
 
I expect you to participate as an active member of this seminar: to meet your writing (and 
responding) deadlines, to read and respond seriously to the work of others in this class, and to make 
your own voice heard. I reserve the right to raise or lower your semester grade one step (for 
instance, from a B to a B+ or a B-) to reflect the consistency and quality of your overall work in this 
seminar. Your continued enrollment in this course indicates your understanding and acceptance of 
these evaluation parameters. 
 
Proofreading and Editing 
This is not a course in the mechanics of  writing. You are responsible for making sure that all your 
writing is presented carefully and thoughtfully.  I should 
not be the first reader of  your work. Take care to edit and 
proofread all the work you do for this course. Use some 
means of  spell-check, but do not rely on it. If  you want to 
refer to dictionary definitions of  terms, use the online 
version of  The Oxford English Dictionary, which is a superior 
reference text and access is free for Duke students! 
<http://dictionary.oed.com/entrance.dtl> Feel free to ask 
me if  you run into any questions about how to use 
resources or how to edit or proofread your prose. Work 
with a tutor at The Writing Studio, or ask friends or 
roommates to look over your writing. You can also find 
good advice on strategies for composing and editing in the 
Resources section of  the Writing Studio website. 
<http://uwp.aas.duke.edu/wstudio/resources/index.html
> 
 

 The Writing Studio 
 

The Writing Studio is one of the best resources to get 
useful responses to your work as a writer at Duke. The 
Studio offers free one-on-one and web-based help with 
drafting, revising, or editing any writing project you are 
doing for any course at Duke. The tutors are trained 
professionals. They will work with you on a one-time 
basis or you can also set up an ongoing series of appointments. There is a Writing Studio 
location at 112 Perkins Library (available for day and evening appointments) and satellite 

http://dictionary.oed.com/entrance.dtl
http://uwp.aas.duke.edu/wstudio/resources/index.html
http://uwp.aas.duke.edu/wstudio/resources/index.html
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locations on the second floor of the Academic Advising Center (daytime) and in Lilly Library 
(evening). Use the online form to schedule an appointment 
<http://uwp.aas.duke.edu/wstudio/schedule/index.html>. When you arrive at your 
conference, bring the draft(s) of your essay or project as well as a copy of the assignment with 
which you are working. Review the online E-Tutor FAQs to find out if an online appointment is 
right for you <http://uwp.aas.duke.edu/wstudio/schedule/etutorfaqs.html>. 
 
For the fall semester, individual appointments with Writing Studio tutors can be made 
beginning August 30, 2007. 

 

Citing Sources and Avoiding Plagiarism  
Derived from the Latin word plagiarius (“kidnapper”), plagiarism refers to a form  
of  cheating that has been defined as “the false assumption of  authorship: the wrongful 
act of  taking the product of  another person’s mind, and presenting it as one’s own.”  
--Alexander Lindey, Plagiarism and Originality (New York: Harper, 1952) 2, 
Qtd. in Joseph Gibalidi, MLA Handbook for Writers of  Research Papers, 5th ed.  
(New York: MLA, 1999) 30. 

          If you steal from one author, it’s plagiarism; 
if you steal from many, it’s research. 

--Wilson Mizner (1876–1933), U.S. dramatist, qtd. in  
The Legendary Mizners (New York: Farrar, Straus & Giroux, 1986) 

 

While Wilson Mizner offers a satirical spin on the notion of  plagiarism, his quip illuminates a key 
ethical question that must be addressed in any writing course: How do you acknowledge the 
influence of  others on your thought and prose? Academic writing almost invariably takes up the 
work of  others and then responds to and builds upon that work. In this way, writing is a community 
activity. In this class, it will be integral for you to discuss your writing with others and receive and 
employ their suggestions, directions, and feedback. You will also be called upon to read, analyze, and 
incorporate the work of  other scholars and creative artists in your written work. This is a difficult 
and complex task which highlights some of  the difficulties of  successful academic writing: 

 How do you highlight your additions to a line of  argument while acknowledging what 
has been said before?  

 How do you avoid simply repeating the ideas of  others and, instead, extend, counter, or 
revise these ideas?  

 What do you do if  you have writer‘s block, are prone to procrastination, or are just 
uncertain of  how to begin and your paper deadline is fast approaching?  

This final question anticipates those moments when a writer can fall prey to sloppy citation or, at 
worst, the kind of  plagiarism discussed in the above Alexander Lindey quotation.  
 

Duke Libraries created a useful website with extensive information about how to cite sources 
<http://library.duke.edu/research/citing/index.html> and how to avoid the conditions that might 
produce temptations to plagiarize <http://library.duke.edu/research/plagiarism/index.html>. Don‘t 
be ashamed or self-conscious about using these resources if  you are uncertain about these issues. 
You can also see me if  you have a question about the process of  citation or are feeling 
overwhelmed, confused, or ambivalent about an assignment‘s requirements. The penalty for 
plagiarism is failure of  this course. Your name‘s appearance on an assignment is taken as 
reaffirmation of  your adherence to Duke‘s Community Standard: 
<http://www.integrity.duke.edu/new.html>.

http://uwp.aas.duke.edu/wstudio/schedule/index.html
http://uwp.aas.duke.edu/wstudio/schedule/etutorfaqs.html
http://library.duke.edu/research/citing/index.html
http://library.duke.edu/research/plagiarism/index.html
http://www.integrity.duke.edu/new.html
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A Final Word 
 

It is my hope that this class reveals to you 
the collaborative and engaged nature of 
academic writing. You will have many 
opportunities to write in response to the 
texts and ideas of others, talk through ideas 
and questions with your classmates, hear 
their responses to your work and offer your 
comments on theirs. Outside the classroom, 
you will call upon the help of librarians and 
teachers in finding sources and draw on the 
skills and patience of roommates, friends, 
and tutors as you edit, proofread, format, 
design, and print your drafts and final 
documents. While writers often recall the 
hours spent alone in front of the computer 
screen or the blank piece of paper, in the 
library stacks or huddled over the academic 
book/article, the truth is that very few 
academic texts ever get written without a 
variety of help from other people. 
 

In this seminar the work of  all participants 
will be taken up for discussion and, at the 
semester‘s end, every student‘s writing (in some form) will be made public. The best way to imagine 
this seminar is as a place where ideas are created and investigated for their effectiveness and revised, 
revised, and revised. There is no such thing as the ―perfect crime‖; one small detail often unravels 
the most expertly plotted exploit. There is no such thing as the ―perfect solution‖; investigators 
often remain plagued by details or questions that lack complete explanation. It is the nagging 
questions that open the door for future investigations, future hypotheses about the depth and 
breadth of  human civility, depravity, and frailty. In this vein I argue there is also no such thing as the 
―perfect paper.‖ Writing shares a desire for completeness while also realizing the impossibility of  
absolute truth. Even a ―final‖ draft remains open to new ideas and possibilities. While such 
ambiguity might seem antithetical to your previous approach to writing (or analysis), I encourage you 
to embrace its possibilities. If  you do, I believe the writing practices you develop in this class will 
provide investigative techniques that can help you unravel future ‗mysteries‘ in your intellectual and 
scholarly life. 
 

The cartoons featured in this syllabus are copyright protected. The copyright owner reserves all rights. ―CSI Mom‖ is a 
Mother Goose & Grimm strip by Mike Peters, published 31 July 2006 and retrieved from online archive 
http://www.grimmy.com/archives.php?archive=MGG on 1 Aug. 2006. ―Some People Say‖ is a Non Sequitur strip by 
Wiley Miller, published and retrieved from Universal Press Syndicate‘s online service http://www.mycomicspage.com 
on 17 Apr. 2007. ―Based on real events‖ is a Frank & Earnest strip by Bob Thraves, published and retrieved from 
Universal Press Syndicate‘s online service http://www.mycomicspage.com on 11 May 2007. ―Grade Distribution‖ is a 
Close to Home strip by John McPherson, scanned from the Close to Home 2007 Day-to-Day Calendar, personal copy. ―Lesser 
Known Editing and Proofreading Marks‖ is a 2005 comic by Eve Corbel published by True Funnies, jpeg provided by 
Professor Jess Boon. ―My Brian is Full‖ is a Far Side strip by Gary Larson scanned from the Far Side 2006 Day-to-Day 
Calendar, personal copy. 

http://www.grimmy.com/archives.php?archive=MGG
http://www.mycomicspage.com/
http://www.mycomicspage.com/
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Dr. Jules Odendahl-James 
Writing 20: Crime Scene Imagination  
Fall 2007 
 

Course Texts 
When you have required reading beyond the books you purchased at Duke Textbooks, you‘ll see a 
series of abbreviations that tell you where to find that reading.  

 LL means the text is on reserve in Lilly Library. You may have to read it in the library or make a 
copy of the section. FYI, when a text is marked with LL, keep in mind that there are three 
sections of this course—36 students total. It would be collegial (and an example of planning 
ahead) to make copies of the required chapters/pages well in advance of reading‘s due date. If 
you cannot find a title when you search Reserves, contact Lilly Library (660-5995 or visit the 
main desk in the library itself) and let me know. 

 ER means you should find the text on E-Reserves. There should be a link on the front page of 
the course Blackboard site for E-Reserves. 

 BB means you should look for a PDF copy of the text on Blackboard under Course 
Documents.  

 
Required Reading. See Course Calendar for schedule. 
1. Capote, Truman. In Cold Blood. New York: Vintage, 1965. 

Available for purchase at Duke Textbook Store and on reserve @ Lilly. 
2. Deaver, Jeffrey. The Bone Collector. New York: Signet, 1997. 

Available for purchase at Duke Textbook Store and on reserve @ Lilly. 
3. Harris, Joseph. Rewriting: How to Do Things with Texts. Logan, UT: UT State UP. July 2006. 

Available for purchase at Duke Textbook Store. If you cannot find a copy under 
your section‘s area for books, look around. This is one text that many sections of 
W20 use. There should be copies available (new and used). 

4. Owen, David. Hidden Evidence: Forty True Crimes and How Forensic Science Helped Solve Them. Buffalo: 
Firefly, 2000. 

Available for purchase at Duke Textbook Store. 
5. Poe, Edgar Allen. ―The Mystery of Marie Rogêt.‖ 1842 . 

E-text version from the University of Adelaide library under Course Documents 
on Blackboard. 

6. Riechs, Kathy. Déjà Dead. New York: Pocket Star, 1998. 
Available for purchase at Duke Textbook Store and on reserve @ Lilly. 

7. ER Todorov, Tzvetan. ―The Typology of Detective Fiction‖ (pgs. 42-52) 
8. ER Raskin, Richard. ―The Pleasures and Politics of Detective Fiction‖ (pgs. 127-65). 
9. ER Roth, Marty. ―Methodological Items: The Clue, The Trifle, and Dirt‖ (pgs. 179-204). 
10. LL Valverde, Mariana, Chapters 3 and 5 in her Law & Order: Images, Meanings, Myths, 
11. LL Panek, LeRoy Lad. Chapter 4 in his The Origins of the American Detective Story (pgs. 70-90). 
12. BB Turrow, Joseph. ― ‗The Answers are always in the body‘: forensic pathology in US crime 

programmes. (pgs. 54-55) 
13. BB Lucas, Rose. ―Anxiety and Its Antidotes: Patricia Cornwell and the Forensic Body.‖ (pgs. 

207-22). 
14. BB Thomas, Ronald. Chapter 1, ―Devices of Truth‖ from his Detective Fiction and the Rise of 

Forensic Science (pgs. 1-7, 14-18). 
15. LL Biressi, Anita. Chapter 1, ― ‗True Stories Only!‘ ‖ in her Crime, Fear and the Law in True Crime 

Stories (pgs. 15-40) 
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16. LL Knox, Sara L., Chapter 9, ―The Cast in Order of Disappearance,‖ in her Murder: A Tale of 
American Life (pgs. 189-213). 

17. BB Ingebresten, Edward J. ―The Monster in the Home: True Crime and the Traffic in Body 
Parts‖ (pgs. 27-34). 

18. LL Trilling, Diana, ―Capote‘s Crime and Punishment‖ in Waldmeir & Waldmeir‘s The Critical 
Response to Truman Capote (pgs. 121-27). 

19. LL Tynan, Kenneth, ―The Kansas Farm Murders‖ in Waldmeir & Waldmeir‘s The Critical 
Response to Truman Capote (pgs. 129-34). 

20. BB Tait, Sue, ―Autoptic vision and the necrophilic imaginary in CSI.‖ (pgs. 45-62). 
21. LL Sante, Luc. ―Documentary‖ and ―Evidence‖ in his Evidence (pgs. 59-63 & 97-99) 
22. LL For 11/8 you need to peruse at least three texts from this list of on-reserve photo 

collections: 

 High Fashion Crime Scenes (Melanie Pullen). 

 Police Pictures: The Photograph as Evidence (Sandra Phillips). 

 Scene of the Crime: photographs from the LAPD archive (Tim Wride). 

 New York Noir: crime photos from the Daily news archive (William Hannigan). 

 Weegee’s New York (Arthur Fellig). 

 Least Wanted: a century of American mugshots (Michaelson & Kasher). 

 Shots in the dark: true crime pictures (Gail Buckland). 

 Aperture Magazine Special Issue 149: ―Dark Days: Mystery, Murder, Mayhem.‖ 

 Evidence (Luc Sante). 

 The Nutshell Studies of Unexplained Death (Corinne May Botz). 
 
Suggested Reference Texts 
1. Trimmer, Joseph F. A Guide to MLA Documentation. 7th edition. Boston: Houghton Mifflin, 2005. 

Available for purchase at Duke Textbook Store. 
2. Booth, Wayne C., Gregory G. Colomb and Joseph M. Williams The Craft of Research. 2nd edition.  

U of Chicago P, 2003. 
Available for purchase at Duke Textbook Store. 

3. Bell, Suzanne Encyclopedia of Forensic Science. New York: Facts on File, 2003. 
Available for purchase at Duke Textbook Store and in Reserves section of 
Perkins/Bostock Library (HV8073 .B425 2004). 

 
Suggested Supplementary Readings 
1. ER Snauffer, Douglas. ―Crime Television—The 2000s‖ (pgs. 199-237) 
2. LL Seltzer, Mark. Chapter 2, ―The Conventions of True Crime,‖ in his True Crime: Observations on 

Violence and Modernity (pgs. 35-56). 
3. BB Sturken, Marita and Lisa Cartwright, Chapter 8, ―Scientific Looking, Looking at Science‖ in 

their Practices of Looking: An Introduction to Visual Culture (pgs. 279-312). 
4. LL Panek, LeRoy Lad. pgs. 111-119 of Chapter 5 in his The Origins of the American Detective Story 

(pgs. 70-90). 
 
A/V Materials for Viewing. See Course Calendar for required shows/films. 
There are links given (both under Course Documents and External Links pages via the Course 
Blackboard site) for television shows not available or not accessible on DVD. If you cannot find a 
required or suggested show or film in Lilly, look to these other avenues for options. 



 W20 Fall 2007  12 

 American Justice, ―A Woman Scorned: The Betty Broderick Story‖ episode (INSTRUCTOR‘S 
COPY on reserve in Lilly) 

 American Justice, ―Under Suspicion: The Catherine Shelton Story‖ episode (INSTRUCTOR‘S 
COPY on reserve in Lilly) 

 The Autopsy Files (on reserve in Lilly) 

 Body Detectives (on reserve in Lilly) 

 Bones (Season 1 on reserve in Lilly) 

 Capote (on reserve in Lilly) 

 CSI: Crime Scene Investigation (Season 1 on reserve in Lilly) 

 Criminal Minds (INSTRUCTOR‘S COPY of Season 1 on reserve in Lilly) 

 Dexter (INSTRUCTOR‘S COPY of Pilot and ―Crocodile‖ from Season 1 on reserve in Lilly) 

 Dragnet (DVD of episodes from 1950s seasons on reserve in Lilly) 

 House, MD (Season 1 on reserve in Lilly) 

 In Cold Blood (on reserve in Lilly) 

 Infamous (INSTRUCTOR‘S COPY on reserve in Lilly) 

 Law & Order Criminal Intent: The First Year (INSTRUCTOR‘S COPY on reserve in Lilly) 

 Numb3rs (Season 1 on reserve in Lilly) 

 The X-Files (Season 5 on reserve in Lilly) 

 Episodes of and video clips from programs like 48 Hours Mystery (CBS), Primetime: Crime (ABC), 
and Dateline (NBC) can be found via links on the Course Blackboard site or on iTunes. 
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Tentative Course Calendar 
 
The following calendar is divided into three sets of weeks. Required readings for some dates in the 
first section may change. A new collection, Reading CSI: Television Under the Microscope, is being 
released August 21, and I want the option of substituting an essay or two from that source. I will do 
my best to notify you of any changes or shifts in schedule in advance and will post a new version of 
this calendar to Blackboard with edits noted. Be on the lookout for the times during the semester 
when sections will meet in locations other than our classrooms. 
 
When there is a Short Writing assignment due, there are spaces for point person volunteers. You 
need to serve as a point person at least twice during the semester and on those dates your short 
writing assignments will be graded. Coordinate this calendar with the schedule of assignments in 
your other courses and select your dates according to your interests and your other scholarly 
demands. Point person dates are divvied out on a first-come first-served.  
 
When you are serving as point person, remember to post your pieces to your section‘s Blackboard‘s 
File Exchange space by Midnight the night before. If you are not a point person, it is your job to 
visit your section‘s File Exchange space, download, print out the point persons‘ writing, and bring a 
copy of it to class with you. Even with this system, there will be circumstances when people arrive 
without their own copies. Point persons should bring about five extra hard copies of their pieces to 
class. Remember, each student posts all the Short Writing pieces to Blackboard prior to their class 
meeting.  
 
There are weeks when you have required writing assignments that are not part of the Short Writing 
requirements. On these days, be sure to bring at least two hard copies of that writing to class with 
you. If there are more copies required of a piece for in-class activities, I will let you know. 
 
When you have required viewing, I have tried to ease this process by placing DVDs/VHS tapes on 
reserve for this course in Lilly Library. There is a link you can use to search for available titles 
http://library.duke.edu/lilly/film-video/reserve-videos.html according to Instructor‘s last name. If 
you cannot find a video piece in Lilly, I have also included links to online sources under Course 
Documents and External Links. The handout of Supporting Sources also indicates television series 
that can be purchased and downloaded from iTunes and can be viewed online at some network‘s 
websites. 
 
When you have required reading beyond the books you purchased at Duke Textbooks, you‘ll notice 
a series of abbreviations that let you know where to find it. LL means the text is on reserve in Lilly 
Library. You may have to read it in the library or make a copy of the section. ER means you should 
find the text on E-Reserves. BB means you should look for a PDF copy of the text on Blackboard 
under Course Documents. The handout, ―Course Texts,‖ also indicates where to find course 
readings. FYI, when a text is marked with LL, keep in mind that there are three sections of this 
course—36 students total. It would be collegial (and an example of planning ahead) to make copies 
of the required chapters/pages well in advance of reading‘s due date. 
 
 
 
 
 

http://library.duke.edu/lilly/film-video/reserve-videos.html
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WEEKS 1-6: Conventions of Crime Investigation & Academic Writing 
 

**Begin reading Jeffrey Deaver‟s The Bone Collector & Kathy Reichs‟ Déjà Dead** 
These texts will be the subject of  discussion during Weeks 4 & 5. 

 

Week One:  Who Are You? 
 

T 8/28 Introductions (people, syllabus, & texts) 
 

Required Reading/Viewing for 8/30:  
 Read pgs. 1-4 and the ―Projects‖ inset on pg. 12, and pgs. 85-93, ―Reflexivity,‖ in Harris, Rewriting 

 Watch an episode of one of the following shows: CSI: Crime Scene Investigation, CSI: Miami, CSI: NY, 
Bones, Criminal Minds, Dexter, Law & Order: Criminal Intent, Numb3rs, NCIS, House, MD, Crossing Jordan, 
Profiler, or The X-Files. If you are a regular viewer of any one of these programs, refresh your memory 
with a quick review of a particular episode. 

As you read Harris and watch your show, reflect on what qualifies as evidence, particularly forensic evidence, 
in your selected show and be prepared to discuss connections between the ways evidence is uncovered, 
dissected (proven true or false), and presented (to whom) by investigators in your show and how evidence is 
uncovered, dissected, and presented in academic writing. 
 

Required writing for 8/30:  
 A ¶ of  introduction of  your self  as an ―investigator‖ of  academic texts, following the tone of  the 

CSI character biographies given in-class on 8/28. You can include personal information but 
remember these will be shared with your classmates and they should include your perceptions about 
and practices of  ―academic writing.‖ 

 

TH 8/30 In-class discussion: Introducing “evidence” & writing reflexive meta-analysis 
 

Week Two:  Detective as Ideal Reader 
 

Required Reading for 9/4: 
 ER Todorov, Tzvetan. ―The Typology of Detective Fiction‖ (pgs. 42-52) 

 ER Roth, Marty. ―Methodological Items: The Clue, The Trifle, and Dirt‖ (pgs. 179-204).  

 ER Raskin, Richard. ―The Pleasures and Politics of Detective Fiction‖ (pgs. 127-65). 
Suggested Reading for 9/4: 

 ER Snauffer, Douglas. ―Crime Television—The 2000s‖ (pgs. 199-237) 
 

Short Writing #1 Point Person Volunteers for 9/4: 
 

T 9/4 In-class discussion: Detective genre in the era of forensic procedurals. 
 

Required Reading for 9/6: 
 BB ―The Mystery of Marie Rogêt‖ by Edgar Allan Poe (available online at 

http://etext.library.adelaide.edu.au/p/poe/edgar_allan/ -- scroll down the page or do a ―find on this 
page‖ search after you open the weblink and use ―marie‖ as the search parameter) 

 

Short Writing #2 Point Person Volunteers for 9/6: 
 

TH 9/6  In-class discussion: Evidence of changing and enduring convention(s). 
 
Week Three: Devices of Truth & Detective as Scientist as Detective 
 

http://etext.library.adelaide.edu.au/p/poe/edgar_allan/
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Required Reading for 9/11: 
 Chapter 1, ―Coming to Terms‖ in Harris (pgs. 13-33) 

 LL Valverde, Mariana, Chapter 3, ―Representations and their Social Effects: A Template,‖ in her Law 
& Order: Images, Meanings, Myths (pgs. 31-57) 

 
Short Writing #3 Point Person Volunteers for 9/11: 
 
 

T 9/11 In-class discussion: Coming to terms with Valverde 
 
TH 9/13 Meet in Lilly Library for Research Tutorial.  

In-class research work: Identify, locate, and examine one book or article published 
within the past twenty-five years with the word ―evidence‖ in the title or subject 
heading that is using that term in a strictly scientific or legal context & identify, 
locate, and examine one book or article published within the past twenty-five years 
with ―evidence‖ in the title or subject heading that does not conduct research within 
a scientific or legal context. 

 
Week Four:  Mortui Vivis Praecipiant/Let the Dead Teach the Living 
 
Short Writing #4 Point Person Volunteers for 9/18: 
 

T 9/18  In-class discussion: What synchronicities and conflicts do you see between  
how (different kinds of) “evidence” is discussed and analyzed inside and 
outside a scientific or legal context? 
 

Begin discussing The Bone Collector – What kind of investigator is a 
criminologist? What kind of scientist?  
 

Required Reading for 9/20: 
 LL Panek, LeRoy Lad. Chapter 4, ―The Scientist Hero?‖ in his The Origins of the American Detective 

Story (pgs. 70-90). 

 LL Valverde, Mariana. Chapter 5, ―The Authority of the Detective and the Birth of the Forensic 
Gaze‖ in her Law & Order: Images, Meanings, Myths (pgs. 75-89) 

Suggested Reading for 9/20: 

 The section, ―The apotheosis of forensic gaze: CSI‖ from Valverde‘s Chapter 6, ―From the Hard-
Boled Detective to the Pre-Crime Unit‖ (pg.s 107-110). 

 
Short Writing #5 Point Person Volunteers for 9/20: 
 

TH 9/20 In-class discussion: The Bone Collector‟s portrayal of the collection and use  
of evidence. 

 

Begin discussing Déjà Dead – What kind of investigator is a forensic 
anthropologist? What kind of scientist?  

 

Week Five:  A Bodies of Work 
 

Required Reading for 9/25: 
 BB Turow, Joseph. ― ‗The Answers are always in the body‘: forensic pathology in US crime 

programmes. (pgs. 54-55) 
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 BB Thomas, Ronald. Chapter 1, ―Devices of Truth‖ from his Detective Fiction and the Rise of Forensic 
Science (pgs. 1-7, 14-18). 

Suggested Reading for 9/25: 

 BB Lucas, Rose. ―Anxiety and Its Antidotes: Patricia Cornwell and the Forensic Body.‖ (pgs. 207-
22). 

 

Short Writing #6 Point Person Volunteers for 9/25: 
 

T 9/25 In-class discussion:  Whose bodies are on display in the course of an  
investigation and how/why are they displayed and discussed in particular 
ways?  
 

**SUBMIT FORENSIC FILES FOR INSTRUCTOR REVIEW, WEDNESDAY  9/26** 
 

Required Reading for 9/27:  
 Chapter 2, ―Forwarding‖ in Harris (pgs. 34-53)  
OR 

 Chapter 3, ―Countering‖ in Harris (pgs. 54-72) 
 

Required Writing for 9/27:  
Making use of one ―academic‖ and one fictional we have read so far, forward or counter (depending 
upon whether you have been assigned chapter 2 or 3 of Harris) an argument about the focus on 
empiricism and physical evidence in detective fiction. Your position should not be a simplistic good 
or bad, yes or no; it should articulate potential contexts (beyond the fictional realm) where this focus 
may be insightful, insufficient, problematic, or uncomplicated. 

 

TH 9/27 In-class discussion: How can a scholar use forwarding and countering to  
uncover a central writing question or research trajectory? 

 

Week Six:  Detection, Dissection, and Deduction  
 
T 10/2 In-class small-group workshop on Essay 1: Version 1  
 
TH 10/5 In-class large-group workshop on Essay 1: Version 2 
 

Sat.  10/7 Final Version of Essay 1 Due to Instructor by Midnight. 
 

**BEGIN READING IN COLD BLOOD. It will be under discussion starting 10/18. 
Find time to watch the following films: In Cold Blood (Richard Books, 1967), 

Capote (Bennett Miller, 2005), and Infamous (Douglas McGrath, 2006).  
These texts will be the central subject of  discussion during Weeks 9 & 10.** 

 

Week Seven: Researcher as Detective  
 

T 10/9 NO CLASS—FALL BREAK 
 

TH 10/11 Meet in Lilly Library for Research Tutorial.  
In-class research work:  Begin your search for a ‗true-crime‘ case from twentieth or 
twenty-first century US or Britain that you can follow through four levels of 
coverage: 1) Local newspaper, 2) National newspaper, 3) National circulation printed 
or online magazine or blog, and 4) National television news report/newsmagazine 
program. 
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Week Eight: “True” Crime  
 

Required Reading/Viewing for 10/16: 
 LL Biressi, Anita. Chapter 1, ― ‗True Stories Only!‘ ‖ in her Crime, Fear and the Law in True Crime 

Stories (pgs. 15-40) 

 BB Ingebresten, Edward J. ―The Monster in the Home: True Crime and the Traffic in Body Parts‖ 
(pgs. 27-34). 

 An episode of a ‗true-crime‘ television news magazine/documentary program: Dateline (NBC), 
American Justice (A&E), Dominick Dunne’s Power, Privilege and Justice (Court TV), Crime Stories (Biography 
Channel), Cold Case Files (A&E), Notorious (Biography Channel), 48 Hours (CBS), or Primetime (ABC). 

Suggested Reading for 10/16: 

 LL Seltzer, Mark. Chapter 2, ―The Conventions of True Crime,‖ in his True Crime: Observations on 
Violence and Modernity (pgs. 35-56). 

 LL Knox, Sara L., Chapter 9, ―The Cast in Order of Disappearance,‖ in her Murder: A Tale of 
American Life (pgs. 189-213). 

 

Short Writing #7 Point Person Volunteers: 
 

T 10/16 In-class discussion: What makes „true-crime‟ stories true? How do they use,  
present, and authorize evidence? 

 

Required Reading for 10/18:  
 Chapter 4, ―Taking An Approach,‖ Harris in his Rewriting (pgs. 73-97). Remember you read the 

―Reflexivity‖ section—pages 85-93—for 8/30) 

 LL Trilling, Diana, ―Capote‘s Crime and Punishment‖ in Waldmeir & Waldmeir‘s The Critical Response 
to Truman Capote (pgs. 121-27). 

 LL Tynan, Kenneth, ―The Kansas Farm Murders‖ in Waldmeir & Waldmeir‘s The Critical Response to 
Truman Capote (pgs. 129-34). 

 

Short Writing #8 Point Person Volunteers: 
 

TH 10/18 In-class discussion: Considering the novel In Cold Blood as our central text,  
how do the conventions of crime investigation we have read/discussed  
impact the way crime stories are reported and represented and vice-versa? 

 

Week Nine: Change of Venue 
 

This week the films In Cold Blood (1967), Capote (2005), and Infamous (2006) will be the texts under 
discussion. 
 
Suggested Reading for 10/23: 

 LL Panek, LeRoy Lad. pgs. 111-119 in Chapter 4, ―Journalists and Journalism‖ in his The Origins of 
the American Detective Story. 

 
Short Writing #9 Point Person Volunteers for 10/23: 
 

T 10/23 In-class discussion: What changes (edits and expansions) can you see  
between the novel and film version of In Cold Blood? What effect do these 
changes have on your understanding of the original case, the novel, the film? 

 
Short Writing #10 Point Person Volunteers 10/25: 
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TH 10/25 In-class discussion: Draw some parallels between his actions and the limits of  
“taking an approach” in academic writing.  

 
Week Ten: A Version or a Lie? 
 
T 10/30 In-class small-group workshop on Essay 2: Version 1  
 

**BRING FORENSIC FILES TO INSTRUCTOR CONFERENCE  
(WEDNESDAY, THURSDAY OR FRIDAY)** 

 
W 10/31 INSTRUCTOR CONFERENCES ON ESSAY 2: VERSION 2 
 
TH 11/1 NO FORMAL CLASS MEETING. INSTRUCTOR CONFERENCES ON  

ESSAY 2, VERSION 2 
 
F 11/2 INSTRUCTOR CONFERENCES ON ESSAY 2, VERSION 2 
 

Deliberations symposium, 4:30-5:30 in Griffith Film Theatre, Bryan Center,  
West Campus.  Deliberations is a publication of the University Writing 
Program that features student-authored texts selected by an editorial board of 
Writing 20 professors. The symposium, held every Parents Weekend, is a 
chance to hear from the authors who represent a wide range of disciplines 
about their experience with Writing 20 and the process of submitting and 
revising an article for publication. 1 point of extra credit to your final points 
total can be yours for attending and getting the signature of one of the student 
authors on his/her essay. 

 
Sun.  11/4 Final Version of Essay 2 POSTED TO SMALL GROUP  

ESSAY 2 SPACE by Midnight (as Sunday becomes Monday). 
 
WEEKS 11-15: Interrogating the Visual Culture of Crime Investigation 
 
Week Eleven: To See is To Know 
 
Required Reading for 11/6: 

 Essay 2 written by a peer from your assigned small group. 
 
Short Writing #11 Point Person Volunteers for 11/6: 

 
T 11/6 In-class discussion: Writing Peer Reviews. 
 
Required Reading/Viewing for 11/8:  

 Peruse at least three of the on-reserve photo collections: 
1. High Fashion Crime Scenes (Melanie Pullen). 
2. Police Pictures: The Photograph as Evidence (Sandra Phillips). 
3. Scene of the Crime: photographs from the LAPD archive (Tim Wride). 
4. New York Noir: crime photos from the Daily news archive (William Hannigan). 
5. Weegee’s New York (Arthur Fellig). 
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6. Least Wanted: a century of American mugshots (Michaelson & Kasher). 
7. Shots in the dark: true crime pictures (Gail Buckland). 
8. Aperture Magazine Special Issue 149: ―Dark Days: Mystery, Murder, Mayhem.‖ 
9. Evidence (Luc Sante). 
10. The Nutshell Studies of Unexplained Death (Corinne May Botz). 

 

Short Writing #12 Point Person Volunteers for 11/8: 
 

TH 11/8 In-class discussion: What role(s) do aesthetics, ethics and mor(t)ality play in  
representations of criminal investigation? 

 

Week Twelve: (De)Constructing Evidence 
 

Required Reading for 11/13: 
 BB Examples from Harper’s Magazine‘s ―Annotation‖ Feature.  

 

T 11/13 In-class small-group workshop of Draft 1 of Essay 3. 
 

TH 11/15 Each section meets in 115 Lilly Library, the Multimedia Project Studio, for a  
large group workshop with the Center for Instructional Technology. 
 

**SUBMIT FORENSIC FILES FOR GRADING FRIDAY, 11/16** 

 
Week Thirteen: Revision as Rebirth 
 
Writing for 11/19 or 11/20: Draft 2 of Essay 3. 

Depending on schedule, draft 2 is due to your group‘s File Exchange space by 5pm, Sunday, 11/18 or 
5pm Monday, 11/19. Bring hard copy of  your writing to small-group workshop with peers and 
instructor. Also bring a hard copy of  your peer response to the drafts submitted by your assigned 
small-group. 

 

M  11/19  Small-group workshops on Draft 2 of Essay 3.  
 
T 11/20 Small-group workshops on Draft 2 of Essay 3.  

NO FORMAL CLASS MEETING. 
  
TH 11/22 NO CLASS—THANKSGIVING BREAK 
 
Week Fourteen: Exhibiting Evidence 
 
 

Writing for 11/27 or 11/28: Draft 3 of Essay 3. 
Depending on schedule, draft 3 is due to your group‘s File Exchange space by 5pm Monday 11/26 or 
5pm Tuesday 11/27. Bring hard copy of  your writing to small-group workshop with peers and 
instructor. Also bring a hard copy of  your peer response to the drafts submitted by your assigned 
small-group. 

 

T 11/27 Small-group workshops Draft 3 of Essay 3. 
  NO FORMAL CLASS MEETING. 
 
W 11/28  Small-group workshops on Draft 2 of Essay 3. 
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TH  11/29   In-class small-group workshops Draft 1 of Peer Responses to Essay 3. 
 
F 11/30  ―Final‖ versions of Essay 3 due to group members and instructor. 
 
Week Fifteen: Final Verdicts 
 
T 12/4 In-class small-group workshops Draft 2 Peer Responses to Essay 3. 
 
TH 12/6 Public Exhibition of Essay 3 and Peer Responses to Essay 3.  

LAST DAY OF SECTION MEETINGS FOR THE SEMESTER 
 
F 12/7 „Writing Lessons‟ essay posted to Blackboard by Midnight. 
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Forensic File 
 

In the syllabus, I mention a particular focus on visual materials and how they are used/useful to 
investigation. For the first two-thirds of the semester, you will collect a ―file‖ of forensic-oriented 
texts. These can be literary, popular, artistic, historical, theoretical, aural, ethnographic, or personal. 
The rationale behind this assignment is two-fold:  
1. to inspire a continual sense of awareness regarding the course‘s subject matter outside the 

classroom;  
2. to see what kind of material on this course‘s topic you find in the ‗real‘ world and what kind of 

influence (if any) you find notable.  
 

If you are having trouble getting started, check out some of the online sources listed under the 
External Links page on Blackboard. Or, if you are a fan of a particular forensic television show, keep 
a viewing journal for a week or two that contains notes about the show, the episode, the characters, 
visual form, forensic content, comments from fellow viewers if you watch in a group, or other 
details that strike you at the time. Make a list of questions about investigation and evidence that the 
show raises for you.  
 

If you receive a daily paper, peruse it for reports about crime in the US but also look for ways that 
discussions about forensic investigation creep into other spheres. For example, a recent New York 
Times ―Arts‖ section segment discussed the use of forensic technology to examine medieval statuary 
for damage, corrections, edits made by artists other than the original sculptor. If a family member 
subscribes to national magazines, have them send you old copies. Forensic imagery (corpses, tools 
of investigation, and crime scenes) has infiltrated advertisements in multiple industries (automotive, 
high fashion, and new technologies to name a few).   
 
There is no preset amount of material that each student must collect each day or week; however, you 
will turn these files in for review and they will be evaluated for their intellectual depth, historical or 
thematic breadth, and creative scope. Entries should include written reflections on the item. These 
reflections do not have be of a particular length nor do they have to adhere to MLA citation rules; 
however, they should include details that you may find useful later if you use the item in Essay 3: 
where you found the image/story (URL, print source), the date it was published and date you 
retrieved or read it, the artist, author, or any other contextual details that seem particularly relevant.  
 
Collecting and chronicling items that strike you—because they exemplify, confuse, challenge or 
transform previous conceptions of crime, investigation, violence, humanity—is a scholarly exercise. 
While this kind of ―file‖ may feel more like keeping a diary or journal, which are not conventional 
forms of academic writing, all three can provide valuable clues to strains of research, theories, or 
realizations that can be extended in a scholarly essay. I encourage you to take a look at 
anthropologist Michael Taussig‘s explanation of why and how he kept a diary while conducting 
research in a small Columbian village controlled by violent paramilitary forces. He also clarifies his 
decision to make his diary the centerpiece of his resulting scholarly monograph. His entire article can 
be found on Blackboard under Course Documents. Here I want to draw your attention to a 
particularly relevant passage: 

To write a diary is to scuttle between these two phases, action and reflection, without quite reaching 
either. A diary is unstable. It unseats its own judgments because it lives on time's traveling edge, 
lingering where meanings congeal in case they dissipate. 
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Things often occurred to me as flashbacks long after they happened. Formed by the steady passing 
of the days, by time itself, diary notes are, however, anything but consecutive. I kept going back 
days later to earlier entries, writing over and next to them in the margins at an angle to the 
main text with afterthoughts and drawings that now seemed like the real thoughts that had 
swum into focus with an image. (―The Diary As Witness: an Anthropologist Writes What He 
Must,‖ The Chronicle of Higher Education 19 Dec. 2003: B12) 

 

The willingness to return to initial musings or findings, to recognize and clarify strands of 
incomplete thoughts, and to treat your own writing as a text to be analyzed, such motivation is key 
to making this ―file‖ a integral part of your research for Essay 3. 
 
Keep a physical folder (or some other container) or store things electronically (via disc). Since you 
will turn these files in for instructor review twice (Wednesday, 9/26; Friday, 10/26) before they are 
finally graded (Friday 11/16), you need to devise a ways to make items transportable for or 
transferable to an outside viewer. When I look at the material you have collected, I will offer 
comments and further sources to investigate with the intention of assisting you in narrowing your 
decision of a group topic and individual cultural text to take up for Essay 3.



 


