MHHUCTEPCTBO OBPA30BAHHS M HAYKH POCCUMCKOM ®EJIEPALIMU
(enepanbHoe rocy1apcTBeHHOe GIO/KETHOE 00pa30BaTesIbHOE YUpEekIeHHe
Beicinero obpazoBaHua
«MarrnToropekuit rocy1apcTBeHHbIH TexHuIecKuit yauBepeuTeT UM, I'. M. Hocosan

VTBEPH(IALO:

jlnpcx%uﬁcm'rym
A 0. B. I'nesak

«H» Coreradn.e 2017T.

PABOYAS IPOT'PAMMA JUCLMAIIAH (MOXYJIS)

AHAJIM3 U UHTEPIIPETALIUA TEKCTA

HanpaBneHHe MMOATrOTOBKH

44.03.05 TTemarornyeckoe 06pa3oBaHue
HanpasnenHocts (poduiis) mporpaMmMel
AHIMTMHACKUH S3bIK U HEMELIKMH SI3BIK

YpoBeHb BbICILEro 00pa3oBaHus — OaKajgaBpHaT

Hporpamma [IOATOTOBKH — aKaJgeMHIecKui GakanaBpnaT

®opma obydeHus

ouHas
Wnctutyr ryMaHuTapHoro obpazoBaHus
Kadenpa AHITIMHACKOTO A3bIKa
Kypc 4-5
Cemectp 8-A
MarnnToropck

2017 r.



PaGoyas mporpamma cocrtasiena Ha ocHoe @I'OC BO mo HampaBneHHIO
noarorosku 44.03.05 Ilexarorndeckoe obpa3zoBaHue, yTBepiaeHo npukazom MOuH
P® ot 09.02.2016 Ne 91.

PaGouass nporpaMma paccMOTpeHa M 0j00peHa Ha 3acellaHuMH Kadeapsl
aHrmickoro sa3bika 4 centabps 2017 r., nporokon Ne 1.

3aB. kadenpoii %2 Al /M. C. Tannsmosa/

PaGouas mnporpamma of00peHa MeTOJM4eCKOH KOMHCCHEH WHCTHTYTa
rymMaHuTapHoro obpasopanus ot 11 centadps 2017 r., npotoxon Ne 1.

[Tpencenarens j % /0. B. I'neBak/

Pabouas nporpamma cocTaBieHa:
JLILH., IOLEeHT, kadenpsr AS % - /J1. B. I'laBnosa/

Peuensenr:

Fa
JIupexrop MOY «COILL Nel16» /%/ /0. C. Konbkuna/




JIwer pernerpansn m3Menenwit i rononennii

Nu

/it

(%]

TEXHHUCCKOTO 00CCHe e HIs
JUHCHH T HBI ’

2020T.

Jlara.
> [Toics
| Pasznen Kparkoe costepaxanne No nipororodia
306,
HPOIPAMMBL | H3MEHEH 151/ 01O IHEH I JaceHat s o
: Kachesapoii
Ka(pe/1pb |
1.8 aRTYann3anus yaebno-MeroMHMeckoro u
nndopmalutonnoro ofecriever s
JUACTUATLTITE]
[poroxon Ne 2
1.9 AKTYAIIHIUIHI MATEPHAITLHO- o1 03 oxrabps
- i ) :
TeXHUUCCKOro odecHev e s 2018 1. vl
JUACTIHTLITH B
n.8 AKTYAIM3UIHA YUeOHO-METOMMHMCCKOTO 11
uHpOPMAIIIOHHOrO ofeciedeins
JUCHHIIHHDI [Tporokon Ne 2
¢ e _ o1 10 okradps
1.9 ARTYAAN3AIUNA MATePHAThHO- -
20 T
TEXHHUCCKOIO 00eCHe e
JIHCHH T H B ’
1.8 AKTYATHIAIUA yHeGHO-MeTOLHYCCKOrO I
uH(POPMAIUIOHBOTO obecnedeiis
HCIUTLTIH I
AR IIpotokoa No 1
: ot 03 ceHTADPA o
1.9 ARTYANN3OLHA MATEPHATLIO-







1 Ilean ocBOEHMST AUCHMIIJIMHBI

[lensiMmu OCBOEHMS JNHUCLUILIMHBI «AHAIW3 M HHTEPIpETalysl TEKCTa»  SBISIOTCS:
dopMHupOoBaHHE YMEHHMH aHAJIM3UPOBAaTh  XYJOKECTBEHHBIM  TEKCT, MPEACTABISIOMINN
HallMOHAJIbHO-KYJIBTYPHOE CBOEOOpa3ne S3bIKOBOM KapTHHBI MUPA; YMEHHUS] HHTEPIPETUPOBATh
TEKCT; HAaXOJUThb B3aMMOCBS3M BCEX BBIPA3UTEIBHBIX CPEICTB M CTHWIMCTHYECKUX IIPUEMOB B
TEKCTE;

2 MecTto aMCHUIUIMHBI (MOAYJSI) B CTPYKTYpe 00pa3oBaTebHONl NPOrpamMmbl
NOATOTOBKH 0akajiaBpa (MarucTpa, creliuajaucra)

JucuumninuHa «AHaNU3 ¥ UHTEPIpETalusl TEKCTay SBIAETCS NUCUUIUIMHON MO BHIOOPY
BapuatuBHoi yactu b1.B./IB.11 B moaroroBke 6akanaBpoB no HampasieHuto «llexaroruueckoe
obpaszoBanue (C aByMs TPOPWISMH TOATOTOBKH)» MO MPOPUIIO «AHIIUHUCKHA  S3BIK U
HEMEUKHHA s3bIK». [ m3yueHHs TUCHMIUIMHBI HEOOXOAMMBbI 3HaHUS (YMEHHUS, HAaBBIKH),
chOpMUpOBaHHBIE B pe3ylbTaTe HU3y4eHUs ITUCHUIUIMH: «Teopus W HCTOpUS HU3yYaeMBIX
SI3BIKOBY, «Jlekcukonorus», «Teopuss M HUCTOpUS H3y4daeMBIX SI3BIKOB», «TeopeTnueckast
rpamMMatuka», «llpakTuyeckuil Kypc MEpBOTO HWHOCTPAHHOTO s3bIKay». 3HaHUA (yMEHHS,
HaBBIKM), TOJYYCHHBIE INPU H3YYEHUH MAHHOW JUCHUILUIUHBI OyAyT HEOOXOAMMBI  JUIs
MPOU3BOJCTBEHHOW MPAKTUKKM MO TMOJYYEHHUIO TNPOPECCHOHANBHBIX YMEHHIl U  OIbITa
npodecCHOHATBLHON eATENbHOCTH, MPOU3BOACTBEHHON-TIEAarOrHYecKOil U MPOU3BOICTBEHHOI-
MpeIUIUIOMHON TipakTHK, 3amuTel BKP B popmare [MA.

3 Komnerenuuu o0y4aromerocsi, popmupyemblie B pe3yJibTaTe 0CBOCHUS
JUCHHUIUIMHBI (MOAYJIsS1) M IUVIAHMPYEeMble Pe3yJbTaThbl 00y4eHM st

B pe3ynbraTe 0OCBOCHHS IUCHUIUIMHBI  ««AHAIN3 U UHTEPIPETalUs TeKCTa» o0ydaromuics
JOJKEH 00J1aaTh CIASAYIONTUMHI KOMITETEHITUSIMHU:

CTpyKTypHBIi
AJIEMEHT [Tnanupyemble pe3yabTaThl 00y4eHUS

KOMIICTCHII N

OK-4 crnocoOHOCTHIO K KOMMYHUKAILIMU B YCTHOM U MUCbMEHHOU (hopMax Ha PYCCKOM U
MHOCTPAHHOM $I3bIKAX JJISl pELIEHMS 3a/1a4 MEKIMYHOCTHOIO U MEXKYIBTYPHOTO
B3aUMOJICUCTBUS

3HaTh JUTEPATYpHYI0 HOPMY B PYCCKOM M HMHOCTPAHHOM fA3bIKaX B YCTHOW U
MUCbMEHHOW  dopMmax JUIsL  pellieHus 3aJad  MEXJIMYHOCTHOTO U
MEXKYJIbTYPHOTO B3aUMO/ICHCTBUS

YmMmeTh UCIOJIb30BaTh JUTEPATYpHYIO HOPMY B PYCCKOM M MHOCTPAHHOM S3bIKax B
YCTHOM M NHCbMEHHOW (opMmax Al pelleHUs 3a4ad MEXJINYHOCTHOIO MU
MEXKYJbTYPHOTO B3aMOIEHCTBHUS

Bnaners JUTEpPaTypHON HOPMOM B PYCCKOM M HHOCTPAHHOM A3BIKaX B YCTHON H
NUCBMEHHOW  ¢opMax  Juid  pelmieHus  3aJad  MEXJIMYHOCTHOTO U
MEXKYJIbTYPHOTO B3aMOICHCTBUS

[IK-3 cmocoOGHOCThIO pemiaTh 3a7a4d BOCIHUTAHWS M JTYXOBHO-HPABCTBEHHOTO Pa3BUTHSA
oOydJaronuxcst B yaeOHOM ¥ BHEYUEOHOH JACSITEIBHOCTH




CrpyKTypHBII

JJIEMEHT [Tnaaupyemblie pe3yabTaThl O0ydeHUS
KOMITIETEHIIUH
3HaTh CIOCOOBI OTPaXKEHUS KYJIbTYPHBIX IEHHOCTEN B SI3bIKE
YmMmeTh MCIOJIb30BaTh AaHAIU3UPYEMbIN TEKCT 711 OOCYKICHUS TyXOBHBIX,
HPaBCTBEHHBIX MPOOJIEM, 3aTPOHYTHIX B TEKCTE
Bnaners MpHUeMaMHU CO3JaHHsI HOBBIX CMBICIIOB IPU MHTEPIPETALUN TEKCTOB

JIIK-3 ymeet cBOOOIHO BbIpaXkaTh CBOM MBICIIH, aIEKBaTHO MCIIOJIb3YS pa3HOOOpa3HbIE

SI3BIKOBBIE CPE/ICTBA C LIEJBIO BBIACICHUS PEJICBAaHTHOM WH(pOpMaun

3HaTh 3HATH SA3BIKOBYIO HOPMY ISl BBIPAXKCHHS CBOMX MBICIICH, aIeKBAaTHO
UCTOJIB3Ysl Pa3HOOOPA3HbIE S3BIKOBBIC CPE/ICTBA C LIENbIO BBIICICHUS
peneBaHTHOI MH(pOpMAIIH

Ymets CBOOO/IHO BBIpayKaTh CBOM MBICIIH, a[JeKBATHO UCIIONB3Yys Pa3HOOOpa3HbIE
SI3BIKOBBIE CPE/ICTBA C LIEJIBIO BBIJCIICHUS PEICBAaHTHON HH(OPMALIUH

Brnaners HaBBIKAMH BBIZICTICHUS PENICBAHTHON HH(POPMAINH, YMEHUSIMH

WHTEPIPETHUPOBATh HMH(OpPMAIIO CBOOOAHO HCIONIB3Ys pa3HOOOpa3HbIE
SI3BIKOBBIC CPE/ICTBA




4 CTpyKTypa U coep:KaHue TUCIUTIHHBI

OO0mmas TpyA0€MKOCTh JUCIUIUIMHBI COCTABIISIET / 3a4€THBIX €IUHMII 252 aKajl. 4acoB, B TOM

HHUCIIC:

— aymutopHas — 101 akan. yacos;

— BHeayauTopHas — 4.4 akaj. 4acoB
— camocrosTenbHas pabora — 110.9 akan. gacos;
— MMOATOTOBKA K 3k3aMeHy — 35.7 akaj. yaca

KOHTaKTHas pabota — 105,4 akan. 4acos:

AynutopHas - =
KOHTAKTHas 5 8 =
N paGota T g Dopma Tekymero| £ =
g S Bun KOHTPOJIS > e g
Paznen/ Tema S (B akan. vacax) | & 3 . £ 5%
S . : 5 i |CAMOCTOATENBHOM | yCIICBACMOCTH H | 2 & &
FICHHTUIIHET V| 5| E & £ 8|Em padoThI IPOMEXYTOUHOH | § & 2
Q| 5| 8 = N = | o2 o 3 3
2 &8 Ex|Es arrecTanuu = 3
|Q© Il @ & | 8 & = ~
= 88| B8 |09 <
o,
Pazsmen 1. Text| 8
elements
1.1 Text| 8 | 4 4/2,51| 15 |[ToaroroBka K Ycrusbiii onpoc, |OK-4—
Elements/Text MPAKTUYECKOMY |CXeMa dcce 3yB
Interpretation 3aHSATHIO IK-3 -
Worksheet on 3yB
Elements of JIIK-3
Literature —3yB
1.2.Writingabout |8 | 5 5/51 | 15 |IloaroroBka K Ycrusbiii onpoc, |OK-4-
Literature [IPAKTUYECKOMY |aHAJIM3 ILJIaHA 3yB
3aHSTHIO acce [1K-3 -
[InanupoBanue 3yB
acce JITK-3
—3yB
1.3 Quotations 8|4 4/2,51 |15,25|IToaroroBka K Ycerabiii onpoc  |OK-4-
and MPAKTHYECKOMY 3yB
Documentation 3aHSATHUIO O0pa3is IK-3 -
0(OpPMIICHHBIX  |3YB
Odopmienne CCBIJIOK AIIK-3
CCBUIOK —3yB
Wroro no pazneny | 8 |13 13/101 (45,25 3ayer
Hroro 3a cemectp | 8 |13 13/101 45,25 3a4yer
Paznen 2 9
Types of Analysis
- 2
2.1 Theme Analysis 4 7/2,51 |7 [ToaroroBka k Ycerabiid onpoc  |OK-4-
MPAKTHYECKOMY 3yB




AynutopHas - =
KOHTAKTHas g § o 2
- pabora = g opMa Tekymero| £ =
g 5 = Bun KOHTPOJIS > e g
Pasnen/ rema S (B akapg. yacax) | © . CEE
=R & |CAMOCTOATCIIbHOU | yCTICBACMOCTU U P S =
NUCHUIIINHEI = . . S .| &5 o
S =8 S ES| 5 paboThl MPOMEXKYTOUHOH | 5 = 2
g &8 Ex|Es arrecTanuu = 3
ol © = s T | 8 o = I
= 88| E8 |09 <
o,
3aHSTHIO [1K-3 -
3yB
Theme Analysis |TTK-3
Exercise on Essay - 3yB
Theme
2.2 Character 914 7/2,51 |7 [ToaroroBka K Ycerubnid onpoc  |OK-4-
Analysis MPAKTUYECKOMY 3yB
3aHATHIO IK-3 -
3yB
Character JIIK-3
Exercise on Analysis Essay |- 3ys
Character
2.3 Setting 914 7/2,51 |7 [ToaroroBka k Ycerabiid onpoc  |OK-4-
Analysis MPAKTUYECKOMY 3yB
3aHATHIO IK-3 -
. . |3YB
Setting Analysis | qTK-3
Exercise on Essay - 3yB
Setting
2.4 Point of View |9 |2 7/2,51 18,2  |IloaroroBka K Yt onpoc  |OK-4-—
Analysis MPAKTUIECKOMY 3yB
3aHSTHIO [1K-3 -
. . 3yB
Point of View |73
Exercise on Point |Analysis Essay |- 3y
of View
Wroro mo pazneny | 9 |14 28/10M1|15,1
Hroro 3a cemectp 9114 28/101 (29,2 3a4er
3. Types of Analysis
3.1 Imagery |A| 3 6/2,5 |7 [ToxroroBka K Yt onpoc  |OK-4-—
Analysis MPAKTUIECKOMY 3yB
3aHSTHIO [1K-3 -
3yB
Imagery JIITK-3
Exercise on Analysis Essay | 3y
Imagery
3.2. Tone Analysis | A | 2 4/2,5 |7 [ToaroroBka K Ycerabiid onpoc  |OK-4-
MPAKTHYECKOMY 3yB
3aHATHIO ITK-3 -




AynutopHas - =
KOHTAKTHas g § o 2
o pabora = g opMa Tekymero| £ =
g 5 = Bun KOHTPOJIS > e g
Pasnen/ rema S (B akam. wacax) | & 3 . CEE
=R & |CAMOCTOATCIIbHOU | yCTICBACMOCTU U P S =
JIUCIUTIITUHBI 3 cw| 5 w|S S 6 .| =5 o
S EIS§E| £S5 paboThI MPOMERYTOTHOMH | § = &
5 58 ER|& = aTTeCTalUuu = 3
5|g 5 25|88 5 =
Bl & o =) @) Lg ;:2
o,
3yB
JIIK-3
Exercise on Tone |Tone Analysis |- 3yg
Essay
3.3 Symbolism| A | 2 42,5 |7 [Toaroroska K Yerueiid onpoc  |OK-4-
Analysis MPAKTUIECKOMY 3yB
3aHSTHIO [1K-3 -
. 3yB
Symbolism JIIK-3
Exercise on Analysis Essay | 3y
Symbolism
34 Analyzing| A | 2 4/25 |7 IToaroroBska k Ycrabiii onpoc  |OK-4-—
Poetry [IPAKTUYECKOMY 3yB
3QHATHIO Poetry [IK-3 -
Explicating 3yB
Essay JIIK-3
Exercise on —3yB
Explicating a
Poem
3.5Writing an| A | 2 4 (8,45 |lloarotoBka Kk Ycerubiid onpoc  |OK-4-
Extended Literary MPAKTHYECKOMY 3yB
Analysis Essay 3aHSATHUIO IK-3 -
3yB
Extended JITK-3
Exercise on Literary Analysis|— 3ys
Writing an Essay
Extended Literary
Analysis Essay
Wroro no pazneny 11 22/10 |36,45 IK3aMeH
Wroro 3a cemectp | A |26 22 (36,45 DK3aMeH
Hroro o 38 63/ 30 |110,9
JIVICIIATUTHHE




5 O0pa3oBaTesibHbIe H HHGOPMALMOHHbIE TEXHOJIOTHH

B mpouecce peanuzauumu  AMCLMIIIMHBI UCHOJB3YIOTCS TPaJULMOHHBIE TEXHOJOTHUU:
uH(pOpMallMOHHAs JIEKLHUs, TMPAKTUYECKOE 3aHATHE, HalpaBiICHHbIE HA OCBOCHHE OCHOBHBIX
pa3zenoB TUCHUIUIMHBI U (pOopMHpOBaHUE NMEPBUYHBIX HABBIKOB U YMEHUH MpodeccroHalbHOI
NeSATeNIbHOCTH. Tak)ke NCIONMB3YIOTCS TEXHOJIOTUU MPOOIEeMHOro 00ydeHus , Ipeanoaraiolme
CO3/1aHHE Y4eOHBIX MPOOJIEMHBIX CHUTYalMil IJs CTUMYJIMPOBAHMS aKTUBHOW IMO3HABATENbHOMN
NeSITeIbHOCTH CTYIEHTOB. JlaHHbIE TEXHOJOTMM pEealM3yIoTCs B Takux (opMmax ydeOHBIX
3aHATUI Kak MpoOJeMHAs JIEKLUS — HM3JI0KEHHE MaTepHala, MpPerojararomiee MOCTaHOBKY
pOOJIEMHBIX U TUCKYCCUOHHBIX BOIIPOCOB, aBTOPCKHE KOMMEHTAPHHU, CBSI3aHHBIE C PA3IMYHBIMU
MOJIETISIMM MHTEPIPETaly U3yyaemMoro Marepuana. [Ipaktuueckue 3aHATHS ¢ MCIOJIb30BaHUEM
JUHTBOCTUJIMCTUYECKUX, MPOOIEMHO-TIOUCKOBBIX M MPOOJIEMHO-KYIbTYPOBEIUECKUX 3aJaHHi
JIPENICTAaBISAIOT c000i JHMHIBOYJIBTYpOJOTHYECKOE HccaenaoBanue. OOyyaronyecs: IOJKHBI
IpOaHANIU3UPOBATh  MJEU  TEKCTa, HAWTH  SA3BIKOBBIE  CPEACTBA  BBIPA3UTEIHHOCTH.
NHTepakTUBHBIA XapakTep Y4YeOHOW MACSITEIBPHOCTH PEAU3yeTCsl IMOCPEACTBOM JHUCKYCCHH,
IPENoNaraloIiuX KOJJIEKTUBHOE OOCYXJIeHHE KakoW-1u0o mpoOeMbl, 3aTpOHYTOH B TEKCTE,
BBISIBJICHHE MHEHUH B TpyIIe (MEKIPYIIIOBOM AMAJIOT, IUCKYCCHUS KaK CIIOp-AHaor).

6 YueOHO-MeTOAMUYECKOe o0ecnedeHne CaMOCTOATEIbHO padoThl 00yYa0 M XCS

[Mo mucumminHe ««AHaATU3 W WHTEPHIPETANUs TEKCTa» TMPEAYCMOTPEHA ayIuTOpHAas |
BHEAYJIUTOpPHAs CaMOCTOsITEIbHAsI paboTa 00yJaronuxcs.

AynutopHas caMOCTOsITeNIbHasi paboTa CTYIEHTOB MPEIOoJIaracT BhIMOJIHEHUE YINPAKHEHUH 10
Pa3IUYHBIM TUIIAM aHAIN3a HA MPAKTUYECKUX 3aHATHUAX.

Ilepeuenb yrnpakHEHUH MO Pa3IUYHBIM TUIAM aHAJIU3a:
Paznen 1.

Nel Complete the following worksheet by recording the definitions given in the preceding pages
and class discussions.

Ne2 Complete the following plot analysis outline

Ne 3 In groups of 4 generate a brainstorming list to formulate a thesis of a story
Ne 4 Tllustrate a five-point pattern of writing an introduction.

Ne5. Analyze the basic pattern of writing a body paragraph.

Ne6. Analyze the basic pattern of a conclusion.

No7 Analyse the following works cited entries for nonelectronic sources

Ne 8.. Analyse the following works cited entries for electronic sources

9. Analyse the following works cited entries for a CD-ROM database.

Paznen 2

Nel. Make up a theme analysis essay plan sheet.

10



No2 Make specific suggestions about each part of the essay.

Ne3. Write a brief summary of a plot that would illustrate these themes.

Ne4. Make up a character analysis essay plan sheet.

Ne 5. Make specific suggestions about each part of the character analysis essay.
Ne6. Do the following exercise on character.

Neo7. Make up a setting analysis essay plan sheet.

Ne 8. Make specific suggestions about each part of the character analysis essay.
Ne 9. Do the following exercise on setting

Ne 10. Make up a point of view analysis essay plan sheet.

Ne 11. Make specific suggestions about each part of the point of view analysis essay.
Ne 12. Do the following exercise on point of view .

Pasznen 3.

Nel. Make up an imagery analysis essay plan sheet.

Ne2. Make specific suggestions about each part of the imagery analysis essay.
Ne 3. Do the following exercise on imagery

Ne 4, Make up a tone analysis essay plan sheet.

No5. Make specific suggestions about each part of the tone analysis essay.

Ne6. Do the following exercise on tone.

Ne7. Make up a symbolism analysis essay plan sheet

Ne 8. Make specific suggestions about each part of the symbolism analysis essay.
Ne 9 Do the following exercise on symbolism.

Ne 10 Make up a poetry explication plan sheet.

Nell Do the following exercise on explicating a poem.

Ne 12 Make up an extended literary analysis essay.

[Tepevuenr MHANBUYATBHBIX HoManTHuX 3aganuit (M/13):

Pasznen 1.
U3 Nel
Identify the concepts in the works you read.

W13 Ne 2
11



Make a clustering scheme on the main subject of a story

UJ13 Ne 3

Make up an essay plan sheet.

13 Ned

Analyze the following works cited entries for nonelectronic sources

UJ13 Ne5
Analyze works cited entries for online/Internet sources.

Pasznen 2
N3 Ne 1

Write a theme analysis essay.
U3 Ne2

Write a character analysis essay.
U3 Ne 3

Write a setting analysis essay.
I3 Ne 4

Write a point of view analysis essay.

Pasnen 3
N3 Ne 1

Write an imagery analysis essay.

W13 Ne 2

Write a tone analysis essay.

W13 Ne 3

Write a symbolism analysis essay.

U3 Ne 4

Write a poetry explication essay.

N3 Ne 5

12



Write an extended literary analysis essay.

13



7 OneHo4YHbIe CPeACTBA ISl IPOBECHHUS TPOMEKYTOYHOH ATTeCTANMHA

ITpomeskyTouHas aTTecTalys UMEET LIEIbI0 ONPEICIUTh CTENEHb JOCTHKEHUS 3allJIaHUPOBAHHBIX PE3yJbTaTOB O0Y4YEHHUsS N0 JUCHUILIMHE 32 ONpPEACIICHHBIN
nepuoz o0ydeHus (cemecTp) U mpoBoauTcs B hopme 3auera (8-9 cemecTpbl) ax3ameHa (A).

a) [Inanupyemblie pe3yabTaThl 00yU€HHUS U OLIEHOYHBIE CPE/ICTBA I TPOBEICHUS IPOMEKYTOUHOM aTTECTALIUHU:

CTpyKTypHBII
3JIEMEHT

KOMIICTCHII N

[Tnanupyemsble pe3ynbTaThl 00yUeHHs

OueHOYHbIE CPENCTBA

OK-4 crocoOHOCThIO K KOMMYHUKAIIMU B YCTHOM U MUCbMEHHOU (hopMax Ha PYCCKOM M MHOCTPAHHOM SI3bIKAX JUIS peIICHHS 3a/1a4 MEKIMYHOCTHOTO U

MEXKKYJIbTYPHOI'O B3aUMOICHCTBUS

3HaTh

JUTEPAaTypHYIO HOPMY B PYCCKOM U
MHOCTPAHHOM S3bIKaX B YCTHOU U NMUCbMEHHOU
dbopmax TUTSt pereHus 3ama4
MEXINYHOCTHOTO u MEXKYJIBTYPHOTO
B3aUMOJICUCTBUA

[IepeueHb TEOpETUYECKUX BOIPOCOB K 3a4ETY:
Give the definition of the following concepts:

1.Plot

2.Plot pattern
3.Exposition:
4.Complication
5.Climax:
6.Resolution
7.Conflict

8.Sources of conflict
9.Foreshadowing
10.Body Paragraphs
11.Quoting and Documenting Sources




CtpyKTypHBIi

3JIEMEHT [Tnanupyembie pe3yIbTaThl 00yUCHUS OneHOYHbIE CPENCTBA
KOMIICTCHIINU
YMeTh HUCIIOIB30BaTh  JIUTEPATYpPHYIO  HOPMY B 3agaHus Ha pa3IMYHbIE TUIIBI aHAM3a TEKCTa
PYCCKOM M MHOCTPAHHOM SI3bIKaX B YCTHOW U . .
NUCbMEHHOW opMax Uil peuieHus 3aaay 1.Make a plan of literary analysis
MEKITHYHOCTHOTO " MEXKYJIbTYPHOTO 2.Define the elements of the introduction
B3aUMOIEHCTBHS 3.Formulate a thesis
4.Make suggestions about body paragraphs
5.Define the difference between summarizing and analyzing.
[IepeueHb TEKCTOB J1 BHINOJHEHUS 3aaHUI
1.E. Waller Go, Lovely Rose
2. T.C.Bambara The Lesson
3. S. Barstow Freestone at the Fair
Bnaners JTUTEPATYPHOU HOPMOI B PYCCKOM U JImHrBOCTMNIMCTHYECKAs! MHTEPIPETALMS TEKCTA

MHOCTPAHHOM SI3bIKaX B YCTHOM U NUCbMEHHOU
dopmax Ay pereHus 3a/1a4 MEKIMYHOCTHOTO
U MEXKYJIBTYPHOI'O B3aUMOJCUCTBUS

1. Speak about text elements.
2. Define the theme in Story 1 and the way the author conveys it.
3. Analyze the language means used in Story 1

[1K-3 criocoOHOCTBIO pemaTh 3a/1a4i BOCIIUTAHUS U TyXOBHO-HPABCTBEHHOT'O Pa3BUTHs 00y4aromuXcs B yueOHOM U BHEYUeOHOU AEATEIbHOCTH
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CtpyKTypHBIi
JJIEMEHT
KOMIIETEHIINH

[Tnanupyemsble pe3ynbTaThl 00yUeHHs

OneHOYHbIE CPENCTBA

3HaTh

CnocoObl OTpaKeHUSI KYJIbTYPHBIX IIEHHOCTEH
B SI3bIKE

IlepeueHb TEOPETHUYECKUX BOMPOCOB K 3aYETY:
Speak on the following concepts

1. An Organizational Approach: Comparison/Contrast
2.Types of characters, Fictional Characters and Their Traits

3. Explanation of Theme
4. Diagram of Theme Analysis essay

5. Setting and its importance
6. Setting and Theme

7. Setting and character

8. Diagram of Setting Analysis essay
9. Analysis of Point of View,

10. Imagery and Theme,

VYMeThb

UCTIONIb30BATh AHATN3UPYEMBIN TEKCT IS
00CYX/IeHUs TyXOBHBIX, HPAaBCTBEHHBIX
npo0ieM, 3aTPOHYTHIX B TEKCTE

3a,Z[aHI/I$I Ha pa3/IMYHbIC THUIIbI aHAJIM3a TCKCTAa
1. Consider the setting and atmosphere in the story under analysis

2. Speak on the setting and probability in the story under analysis

3. Consider types of third person point of view in the story under analysis

4. How does the writer create a positive/negative image of the protagonist in the story under
analysis?

5. How does imagery help to convey emotion in the story under analysis?

[Iepeuenb TEKCTOB U1 BBIIIOJHEHUS 3aJaHUN
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CtpyKTypHBIi
JJIEMEHT [Tnanupyemsle pe3yabTaTbl 00y4eHUs OrneHouHbIE CpeACTBA
KOMIIETEHIINH

E. Hemingway. Cat in the Rain
G. Greene. The Invisible Japanese Gentlemen

1

2

3. J. Galsworthy The Man of Property
4. D. Parker. New York to Detroit

BJIa,Z[eTB nmpueMamMu CO3/1aHrs HOBBIX CMBICJIOB ITpH JIMHTBOCTHIINCTHYUECKAS HHTEpIpETAlluA TEKCTA
WHTCPIpPETALIMN TCKCTOB
1. Speak about a literary analysis and its structure.

2. Define the theme in Story 4 and the way the author conveys it.
3. Analyze the language means used in Story 4.

JIIK-3 ymeer cBOOOTHO BBIpakaTh CBOM MBICIIH, aJEKBATHO MCIIOJIb3YS pa3HOOOpa3HbIE S3BIKOBBIC CPEJICTBA C IIEIBIO BBIJICIIEHUS pEIeBaHTHON HH(OopMaIiu

3HaThb 3HATh SA3BIKOBYIO HOPMY [UISl BBIPAXKEHUS IIepedyeHp TEOpETUYECKUX BOIIPOCOB K 3K3aAMEHY

CBOMX MBICIICH, aJICKBATHO UCTIONIB3YsI 1. Structure of Character Analysis
pa3HOOOpa3HBIC SI3BIKOBBIE CPENICTBA C IIENBIO 2. Structure of Theme Analysis
BBIJICJIEHUS PEJIeBaHTHON HH(POpPMALIUU 3. Structure of Setting Analysis
4. Structure of Imagery Analysis
5. Structure of Point of View Analysis
6. The Importance of Tone,
7. Analyzing Tone
8. Recognizing Irony,
9. Structure of Tone Analysis
10. Extended Literary Analysis
YMeTh CBOGOI[HO BBIpaXXaTb CBOU MBICJIU, AACKBATHO 3aIlaHI/I$I Ha pa3/IM4YHbIC THUIIbI aHAJIN3a TCKCTa
HCIIOB3YSI PA3HOOOPA3HBIE S3BIKOBBIC 1.Consider how the word choice influences the tone of the writing in the story under analysis

CPEJICTBA C IEIIBIO BHIICICHHUS PEICBAHTHOI 2. Consider the functions of tone in the story under analysis
3. What effect does focusing on setting have in the story under analysis
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CtpyKTypHBIi
JJIEMEHT
KOMIIETEHIINH

[Tnanupyemsble pe3ynbTaThl 00yUeHHs

OneHOYHbIE CPENCTBA

uHpopmaruu

4. How does imagery help to convey the theme in the story under analysis
5. How do we recognize the first person participant point of view

[Iepeuenb TEKCTOB U1 BBINIOJIHEHUS 3aJaHUN

1.E. Hemingway. Cat in the Rain
2. D.H.Lawrence Sons and Lovers
3. W.S. Maugham. The Four Dutchmen

4. K.Mansfield The Lady’s Maid
5. R. Aldington Death of a Hero

Bnanets

HaBBIKAMU BBIJICIICHHSI PEJICBAaHTHOM
WH(POPMAIINU, YMCHUSIMH HHTEPIPETUPOBATH
nHpopMaIro cBOOOTHO HCIONB3YS
pa3HooOpa3HbIe I3BIKOBEIE CPEICTBA

JIMHTBOCTUIIMCTHYUECKAS HHTCpIpCTAllUA TCKCTA

1.Speak about a literary analysis and its structure.
2.Define the theme in Story 4 and the way the author conveys it.
3,Analyze the language means used in Story 4.
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0) [lopsanox npoBeeHHs MPOMEKYTOUHOM aTTeCTalluu, TOKa3aTeNId U KPUTEPUN OLICHUBAHMUS:

[TpomexyTouHas aTTecTalys 110 TUCHUIUIMHE «AHAIU3 U UHTEPIPETALNS TEKCTA » BKIIIOYAET
TEOPETUYECKHE BONPOCHI, TO3BOJISIOIINE OLIEHUTh YPOBEHb YCBOCHMS 00yUaIOIIMMUCS 3HAaHUMH, U
NPaKTUYECKHE 3aJ]aHus, BBIBIISIONINE CTENIEHb C(POPMUPOBAHHOCTH YMEHUHN U BIIa/ICHUH,
POBOIUTCA B (hopMe 3aueTa U dK3aMEHa.

3adeT 1O MaHHOW JUCIUIIIMHE TIPOBOJIUTCS B BHJIC YCTHOTO OTBETA HA TEOPETHUECKUI BOIIPOC U
BBITIOJTHEHUS PAKTUYECKOTO 3a/IaHUS HA Pa3IMYHbIC THITH aHAIN3a U CTHIIMCTUIECKON
UHTEPIPETALMH XYI0KECTBEHHOT'O0 ayTEHTUYHOTO TEKCTa.

[loka3zarenu u KpUTEpUH OLICHKU 3a4eTa:

— Ha OLEHKY «OTJIMYHOY (5 0a/I0B) — 00yUaIOUIUIiCs TOKEH MOKa3aTh BEICOKHI YPOBEHb
pa3BUTHUS KOMIETEHIMH, 3HAHUW HE TOJBKO Ha YPOBHE BOCIPOM3BEACHUS U OOBSCHEHHS
uH(pOpMAaIlMK, HO W HMHTEJUICKTYAJIbHBIE HABBIKA PEIICHHs MpoOJiieM M 3a1ad, HaXOXKICHUS
YHHUKAJIbHBIX OTBETOB K MpoOIeMaM, OIIEHKU U BBIHECEHUS! KPUTHUECKUX CYKICHUM;

— Ha OIICHKY «XOpoInoy» (4 6amna) — oOydaromuiicss JOKEeH MOoKa3aTh CPEeIHUN YpOBEHb
pa3BUTHUS KOMIIETEHIIMM, 3HaHHS HE TOJbKO HA YPOBHE BOCIPOM3BEIACHUS U OOBSCHEHHS
uH(pOpMaIlMK, HO W HMHTEJUICKTYAJIbHBIE HABBIKM PEUICHHsS MpoOJieM W 3a1ad, HaXOXKICHUS
YHHUKAJIbHBIX OTBETOB K MpoOJeMaM, NMpPU 3TOM JOMYCKAIOTCS OTHAEIbHbIE HETOUYHOCTH MpU
WHTEPIIPETAIMA TIPOOJIEM M 3aTPyJHEHHS B NMEPEHOCE 3HAHWA yYMEHUW M HABHIKOB B HOBBIC
HECTaH/IapTHbIE CUTYaIUH;

- Ha OICHKY «YAOBJIETBOpUTENbHO» (3 Oamwna) — oOyyaromuics JIOJDKEeH
IPOJEMOHCTPUPOBATh IOPOTOBBI YPOBEHb DPa3BUTUS KOMIETEHLMH, TIOKa3aThb 3HAHWUS Ha
YPOBHE BOCIPOU3BEACHUS U OOBSICHEHHUS MH(DOpPMAIMH, UHTEIUICKTyalIbHbIe HABBIKH PEIICHUS
MPOCTHIX 3a/1a4, IPU ATOM MPOSIBISIETCS OTCYTCTBHE OTIEIbHBIX 3HAHUMN, TOMYCKAIOTCS OLIUOKU
IIPY BBITIOJTHEHUH KOHTPOJIBHBIX 3aJaHUN, O0yJYaIOUIUecs TOMYCKAOT 3HAYUTENIBHBIE OIMMOKH U
HETOYHOCTU MpPU HHTEpIpeTany npoljeM U MepeHoce 3HAHUM YMEHUN M HaBBIKOB B HOBBIC
HECTaH/IaPTHBIC CUTYAIUH;

— Ha OIIEHKY «HEYJIOBJIETBOPUTEIbHOY (2 Oamta) — o0yJaronuiics Mmoka3bIBaeT 3HAHUS Ha
YpOBHE BOCTIPOM3BEICHUS M 00bsicHeHUs umHpopmanuu B oObeme He Oonee 20% , HE MOXKET
MO0KAa3aTh UHTEJJIEKTyaJ IbHbI€ HAaBbIKM PELICHUS MPOCTHIX 3a/1a4;

— Ha OIICHKY «HEYIOBJIETBOPUTEILHO» (1 0aymur) — oOydJaromuiicss He MOXKET MOKa3aTh 3HAHKS Ha

YpOBHE BOCTIPOU3BEICHUS U 00bICHEHUSI HHPOPMAIINHU, HE MOXKET MTOKa3aTh UHTEIJIEKTyabHbIe
HABBIKU PEIICHHUS MPOCTHIX 3a/1a4.

DK3aMeH 10 JaHHOW MUCIMIUIMHE TPOBOIUTCS B YCTHOM (hopMe 10 IK3aMEHAITMOHHBIM
OuiieTaM, KaXIbIi U3 KOTOPBIX BKIIFOYAET 2 TEOPETHUECKUX BOIIPOCA U OJTHO TPAKTUUYECKOE
3a7aHue.

ITokazarenu u KPpUTCPpUH OLICHHUBAHUSA DK3aMCHaA:

— Ha OIICHKY «OTJIMYHO» (5 OalI0B) — 00yJaronuics JeMOHCTPUPYET BBICOKUN YPOBEHB
c(OPMHUPOBAHHOCTH KOMITETCHIINH, BCECTOPOHHEE, CUCTEMAaTHYECKOE U TIIyOOKOE 3HAHUE
y4aeOHOro Matepuaia, CBOOOTHO BBITOTHSIET MPAKTUICCKUE 3a/IaHHsI, CBOOOHO OTIEPHPYET
3HAHUSAMU, YMCHUSMHU, [IPUMCHACT UX B CUTyallUIdX MOBBIIICHHON CIIOKHOCTH.

— Ha OIICHKY «XO0poIIoy (4 6aia) — 00yJaromunicst IeMOHCTPUPYET CPETHUN YPOBEHB
c(OPMHUPOBAHHOCTH KOMITETCHIIMI: OCHOBHBIE 3HAHUS, YMEHHUSI OCBOCHBI, HO JIOITYCKAKOTCS
HE3HAYUTCIIbHbBIC OH_II/I6KI/I, HCTOYHOCTH, 3aTPYAHCHU A IIPU aHAJTIUTUYCCKUX OIICpallUiX,
IIEPEHOCE 3HAaHUU U YMEHUI Ha HOBBIE, HECTAHJAAPTHBIC CUTYALINH.



— Ha OIICHKY «YJOBJICTBOPUTEILHOY (3 Oaia) — o0ydJarommiicss JeMOHCTPUPYET MTOPOTOBBIN
YpOBEHb C(HOPMHUPOBAHHOCTH KOMIIETECHIIMA: B X0/1€ KOHTPOJIBHBIX MEPONIPUATHIA JOMYCKAIOTCS
OLIMOKH, TIPOSIBIIETCS] OTCYTCTBUE OTACIBHBIX 3HAHUH, YMEHUH, HABBIKOB, 00yYarOIIUiCs
HCIBITBIBACT 3HAYUTCIIBHBIC 3aTPYAHCHUA TTPHU ONICPUPOBAHUUN 3HAHUAMU U YMCHUAMU IIPU UX
MEPCHOCC HAa HOBBIC CUTYAILIUH.

— Ha OIEHKY «HEYIOBJIETBOPUTEILHOY (2 6amia) — 00yJaromuiicss JEMOHCTPUPYET 3HAHUS HE
6osee 20% TeopeTHUECKOro MaTepHraa, JOMyCcKaeT CylIeCTBEHHbIE OITHOKH, HE MOYKET
MOKa3aTh UHTEJVIEKTYya IbHble HABBIKU PELICHHS MMPOCTHIX 3a/1a4.

— Ha OLIEHKY «HEYAOBJIETBOpUTEIbHOY (1 6ayut) — oOydaronuiics He MOXKET IMOKa3aTh 3HAHUA Ha
YPOBHE BOCTIPOU3BENICHHS U 0OBSICHEHHUS] MH()OPMAIIHH, HE MOKET IMOKa3aTh MHTEIJICKTYaJIbHbIE
HaBBIKH PELIEHUs MIPOCTHIX 3ajau.
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8 YueOHO-MeTOqUUYECKOE U HHPOPMALMOHHOE 00ecTieyeHre TUCIMILTHHBI

a) OcHoBHas JInTepaTypa:

1. ApramonoBa, M. B. Let’s Read and Speak about Culture : yae6uo0e mocobue [mis
By30B]. Part 1 / M. B. Apramonosa, JI. B. [1aBioBa, U. P. ITynexa ; MI'TVY. - MaruuToropck :
MI'TVY, 2019. - 1 anektpon. ont. guck (CD-ROM). - 3aru. ¢ tutya. skpana. - URL:
https://magtu.informsystema.ru/uploader/fileUpload?name=3833.pdf&show=dcatalogues/1/1
530015/3833.pdf&view=true (mata oopamenus: 22.10.2019). - Makpooobekrt. - ISBN 978-5-
9967-1460-5. - Tekcr : aneKkTpoHHBIH. - CBeneHus noctynusl Takxke Ha CD-ROM.

2. 3apyOexHas aureparypa: 0apoKKO M KJIACCHLIU3M : y4eOHO-METOANYECKOe TocoOue
[uis By30B] / coctaButenu: O. 0. Konecuukona, K. H. CasenseBa, M. JI. CkBopriioBa ;
Maruurtoropckuii roc. Texuuueckuid yH-T uM. I'. 1. Hocoa. - Marautoropck : MI'TY um. T
N. Hocosa, 2019. - 1 CD-ROM. - 3arn. ¢ Tutyn. skpana. - URL :
https://magtu.informsystema.ru/uploader/fileUpload?name=3844.pdf&show=dcatalogues/1/1
530466/3844.pdf&view=true (mata obpamenus: 28.10.2019). - Makpooobekr. - ISBN 978-5-
9967-1479-7. - Tekcr : aneKTpoHHBIH. - CBeeHus noctynHsl Takxke Ha CD-ROM.

0) lonoJiHUTeILHAS JIUTEpPaTypa:
1. Henamena, FO. A. Stylistic Guide to "Discworld" : yuebnoe nocobue [ass By30B].

(Part I) / FO. A. Henamesa, O. M. CemnsipoBa, H. C. ConoBbeBa ; MI'TY. - MarHUTOTOpCK :
MI'TVY, 2019. - 1 anextpoH. ont. auck (CD-ROM). - ISBN 978-5-9967-1454-4. - 3ari. ¢
TUTYI. 9KpaHa. -URL

. https://magtu.informsystema.ru/uploader/fileUpload?name=3835.zip&show=dcatalogues/1/15300

14/3835.zip&view=true (mata obpammenus:10.02.2020). - MakpooOBeKT. - TekcT :

3JIEKTPOHHBIN. - CBeneHus nocTymHbl Takke Ha CD-ROM.

2. Henamena, 0. A. Stylistic Guide to "Discworld" : yue6HO€ mocoOue [ 17151 By30B].
(Part IT) / ¥O. A. Henamesa, H. C. ConoBseBa, O. M. CemsipoBa ; MarHuTOropcKuii roc.
texuudeckuil yH-T uM. ['. Y. HocoBa. - Marautoropck : MI'TY um. I'. 1. Hocosa, 2019. - 1
CD-ROM. - ISBN 978-5-9967-1616-6. - 3aru. ¢ TuTyn. ’3kpana. - URL
. https://magtu.informsystema.ru/uploader/fileUpload?name=4001.zip&show=dcatalogues/1/15324
99/4001.zip&view=true (mata oOpamenus: 07.02.2020). - MakpooOnekT. - Tekcr :
ANIEKTPOHHBIN. - CBeeHus gocTynHbl Takke Ha CD-ROM.

B ) MeToauueckue yKazaHus:

Meronudeckue yKka3aHUS 1O BBIMOJHEHUIO WHAWBUAYAIBHBIX JOMAITHUX 3aJaHuil
MPEJICTaBJICHBI B IPUIOKEHUH 1.»

r) lIporpammuoe odecieuenne u UHTepHeT-pecypcebl:

Cpok JIEUCTBUS
Hanmenosanune 110 Neo norosopa P
JIUIEH3UU

MS Windows 7 J-1227 o1 08.10.2018 | 11.10.2021



https://magtu.informsystema.ru/uploader/fileUpload?name=3833.pdf&show=dcatalogues/1/1530015/3833.pdf&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=3833.pdf&show=dcatalogues/1/1530015/3833.pdf&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=3844.pdf&show=dcatalogues/1/1530466/3844.pdf&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=3844.pdf&show=dcatalogues/1/1530466/3844.pdf&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=3835.zip&show=dcatalogues/1/1530014/3835.zip&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=3835.zip&show=dcatalogues/1/1530014/3835.zip&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=4001.zip&show=dcatalogues/1/1532499/4001.zip&view=true
https://magtu.informsystema.ru/uploader/fileUpload?name=4001.zip&show=dcatalogues/1/1532499/4001.zip&view=true

H-757-17 o1 27.06.2017 | 27.07.2018
MS Office 2007 Ne 135 o1 17.09.2007 0eccpouHo
FAR Manager CBOOOJTHO O6eccpodyHO
pacrpocTpaHseMoe
7Zip CBOOOJTHO O6eccpodyHO
pacrpocTpaHseMoe

1) HammonanpHas uH(OPMAIIMOHHO-aHATUTHYCCKAss CHCTEMa — POCCHUCKHMN HHIEKC
naygyroro nutupoBanus (PMUHIL) URL: https://elibrary.ru/project_risc.asp

2) DnektponHas 6a3a mepuoanueckux m3aanuii EastViewInformationServices, OOO
«MIBUC»  https://dlib.eastview.com/

3) IMouckoBas cucremMa Axkanemus Google (GoogleScholar) URL:
https://scholar.google.ru/

4) Nudopmanronnas cuctema - EquHoe OKHO A0CTyIa K HHOOPMAIIHOHHBIM pecypcam
URL: http://window.edu.ru/

5) Poccuiickas ['ocynapcTBenHas oubmoTeka. Karamoru
https://www.rsl.ru/ru/4readers/catalogues/
6) DieKTpoHHBIE pecypchl OMOIMOTEKH MITY UM. .. Hocoga

http://magtu.ru:8085/marcweb2/Default.asp

7) YuuBepcurerckas napopmanrontas cucrema POCCHS https://uisrussia.msu.ru

8) MexnayHapoaHas HayKOMeTpU4Yeckas pedeparuBHass M TOJHOTEKCTOBas 0asza
JAHHBIX HaydHBIX u3maanuii «Webofscience» http://webofscience.com

9) MexayHapoaHass pedepaTHBHAsE M TOJHOTEKCTOBAas CIpaBOYHas 0a3a JaHHBIX
HAYYHBIX U3JaHUH «Scopus» http://scopus.com

10) MexnayHapoanas ~ 0a3a  MOJHOTEKCTOBBIX  JKypHAJIOB SpringerJournals
http://link.springer.com/

9 MaTtepuajibHO-TEXHHYECKOe o0ecnevyeHne TUCHUIIMHBI

MaTepI/IaJ'II)HO'TCXHI/I‘ICCKOC obecneyeHne JUCLHMITIIIMHBI BKIIIOYACT:

VY4ebHble ayTUTOPUH IS
MPOBEJICHUS 3aHATUN
JICKIIMOHHOTO THIIA

Jocka, MyIbTUMEIMITHBIE CPENICTBA XPAHEHUS,
nepeaayr u MpeacTaBIeHUs HHPOpPMaIUH.

Y4eOHble ayAUTOpUU IS
MPOBEICHUS TPAKTUYECKUX
3aHSATHUM, TPYNIIOBBIX U
WHJUBUTyaJIbHBIX KOHCYJIbTAILIHM,
TEKYILEro KOHTPOJIS U
MIPOMEKYTOYHOM aTTECTALMU

Jlocka, MyJIbTUME TUIHBIN ITPOEKTOP, IKPaH

[Tepconanbubie KOMITbIOTEPHI ¢ MakeToM MS Office,
BBIXOJ0M B I/IHTepHeT " C JOCTYIIOM B 3JICKTPOHHYIO
WH(pOPMaITMOHHO-00PA30BATENBHYIO CPEY
YHUBEPCUTETA

ITomerenust misg
CaMOCTOSITENIbHOM PabOTHI
00yJaronmxcst
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[TomenieHue It XpaHSHUS U .
HIkade! Ui xpaHeHus: yueOHO-METOAMYECKON
PO HIAKTHIECKOTO
JIOKYMEHTAIIMH, y4eOHOTO 000pYyI0BaHUS U yueOHO-
o0cy>)KUBaHUS y4€OHOTO .
HATJISTHBIX TIOCOOUH.
o0opynoBaHus

IMPUJIOKEHUE 1

MeToauyeckue peKOMeHIAIMHU MO BHIMOJHEHUIO JTOMANIHUX 3aJaHUH MO TUCHMILINHE
«AHAJIN3 M UHTEPIpeTAIHs TEKCTAa»

1. Course Contents
Familiarize yourselves with the general topics of the course

2. Text Elements
Plot pattern (exposition, complication, climax, resolution)

Conflict (sources of conflict)
Characters(protagonist, antagonist)Setting
Point of view
Theme
Style
Text Interpretation
Planning Literary Analysis:
Formulating Thesis,
The Difference between Summarizing and Analyzing,
Introduction, the Body Paragraphs, Conclusion

3. Quotations and Documentation
Quoting and Documenting Sources,

Techniques for Incorporating

4. Character Analysis
Types of Characters, Fictional Characters and Their Traits,

the Structure of Character Analysis

5. Theme Analysis
Explanation of Theme,

the Structure of Theme Analysis

6. Setting Analysis
Setting and Its Importance,

Setting and Probability,
Setting and Atmosphere,
Setting and Character,
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Setting and Theme,
Focusing on Setting,
Structure of Setting Analysis

7. Point of View Analysis
Analysis of Point of View,

First Person Participant Point of View,
Types of Third Person Point of View,
Structure of Point of View Analysis

8. Imagery Analysis
Imagery and Atmosphere or Mood,
Imagery and Emotion,
Imagery and Character,
Imagery and Theme,
the Structure of Imagery Analysis
9. Structural Analysis
Structure in Fiction and Drama,
Structural Analysis Plan
10. Tone Analysis
The Importance of Tone,
Word Choice and Tone
Analyzing Tone,
Recognizing Irony,
Functions of Tone,
Structure of Tone Analysis
11. Extended Literary Analysis
Extended Analysis Plan
Choosing a Subject for an Extended Essay
An Organizational Approach: Comparison/Contrast

Diagram of an Extended Literary Analysis
Peer/Self-Evaluation of an Extended Literary Analysis Essay

2. The Main Elements of Literature
Read the following texts for obtaining information about different types of analysis

Tema 1.

How to Read Literaturel

Whatever your motivation may be, reading for pleasure, reading in preparation for an
essay assignment or for class discussion, reading to help resolve another reader’s questions, or
reading for any combination of reasons, comprehension is pleasurable and lack of
comprehension is frustrating. Two approaches, one general and one specific, will make
reading literature a more pleasurable experience.

The general approach involves two steps:

1. Read the work quickly, concentrating on its literal level: who’s who, what’s
happening, where is it happening, how is the action resolved?
2. Rethink the work. Is the author trying to make a point, to produce a reaction in

me, to entertain? All three? How does the author want me to react? How do | know that? How
do I react? Why? Why do | like, dislike, or have mixed feelings about the work? Is the
outcome believable? Is it justified by what precedes it? Is the work conventional or unusual in
terms of what | have read? What am | sure of? What is puzzling? Why?
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Probably you will be able to answer some but not all of these questions. You are now
ready for a more specific reading approach. This requires a second reading of the work, a
reading focusing on six elements common to virtually all imaginative literature. As you
slowly reread, using a dictionary whenever necessary, take your time in answering SiX
guestions, one on each of the six elements.

1. What is the significance of the title? The title may direct your attention to a
crucial incident, may focus on and evaluate a key character, or may imply or state a theme
embodied in the work. You may be sure the title is somehow significant; the author has
chosen and phrased it purposefully. Is it literal or figurative, appropriate or ironic? If its
significance is not apparent, try to understand it as you reread the work.

2. What does the author accomplish in his first and last sentences or lines? Their
contents are inevitably significant as a function of their position. Do they unify the work? Do
they emphasize an idea? Why does the work begin at this point and end at that point?

3. Are names of characters, settings, or objects chosen appropriately, ironically,
or acciden—tally? Names can be helpful clues to an author’s attitudes toward his material.
4, What instances of repetition can be detected? Repetition is a guarantee of

significance. Why are particular incidents, images, or ideas repeated? Why are particular
phrases re-peated? What is the author trying to emphasize in each case?

5. What is the nature of the conflict(s) and what is its (their) resolution?
Resolution of conflict frequently emphasizes a theme. How does the author want the reader to
react to that resolution? How does the reader know what reaction is desired? If the conflict is
unresolved, why has the author purposefully left it so?

6. How has the author foreshadowed the work’s conclusion? In a well constructed
work, every incident, every character, every detail has a function. What apparently
insignificant details can now be seen as significant instances of foreshadowing? What patterns
of character and incident are established to lead inevitably to a particular resolution?

By formulating a response to these questions, you are shaping your ideas about the
meaning of a work; you are engaged in critical thinking activities.

The Elements of Literature

These terms will be used frequently in any analysis of literature.

Plot:

Plot pattern: Exposition:

Complication:

Climax:

Resolution:

Conflict:

Sources of conflict:

Foreshadowing:

Characters:

Protagonist:

Antagonist:

Dynamic or round characters: Static or flat characters:

Foil:

Epiphany:

Setting:

Theme:

Style:

Symbolism:

Planning Your Analysis essay

An important part of the process of writing about a piece of literature begins during the
reading the work. Analyzing a work accurately and completely usually requires more than one
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reading. 3od way to begin your first general reading is to skim the work to get a sense of the
characters the beginning, middle, and end of the plot. Your second, more specific reading
should be a more ?ful and methodical one during which you mark your text. The process of
marking your book making notes as you read to record your reactions and questions can be
most helpful when begin selecting quotes, details, and examples to use in your essay.

Any ideas that occur to you as you study a work can be briefly noted le margins or in
the space at the top or bottom of the page. These thoughts can be important s to the
significance or meaning of the work. Other parts of a work that can be easily marked noted
are the names of the characters and details of their appearance, the main parts of the
(exposition, complication, climax, and resolution), possible symbols, any uses of
foreshadowing, and references to the theme in the work.

Formulating Thesis

After carefully reading and marking the text another part of the prewriting process
involves formulating a thesis statement. The thesis summarizes what you intend to illustrate
and prove in the body of the essay. The thesis generalization is arrived at inductively as you
note and add up the details in a work.

Outlining Essay

The thinking you have done to formulate your thesis should also guide you as you plan
and make a preliminary outline of your essay. The paper could then be outlined this way:

Introduction:

Complete thesis statement

Body:

Point |

Point Il

Point 111

Conclusion:

The Difference between Summarizing and Analyzing

To write an effective essay of literary analysis, you must understand the difference
between plot summary and literary analysis. A summary of a work briefly recounts all of the
major actions that constitute the plot and so describes the entire work in chronological
order—the beginning, the middle, and the end. It tells “what happens next” and emphasizes
the connections between these events. In contrast, literary analysis focuses on one small part
of a work, perhaps its imagery or characterization or setting, and this narrowing of the subject
permits you to delve more deeply into your topic. In proving your thesis, you may choose
your evidence from any part of the work; you are not restricted by the chronological order of
the events. In fact, you will probably not even mention most of the events in the work since
you will be concentrating only on those that directly relate to your thesis. Analysis, then,
breaks a work into its constituent parts and permits you to concentrate your attention on one
limited area.

Finding Evidence

After you have chosen your area of concentration by formulating your thesis and
developing your scratch outline, you are ready to begin choosing your evidence from the
sections that you marked in your text. Look for statements that relate to your main points and
mark them marginally with either key words or with Point I, Il. or Ill. That procedure will
help as you begin to write your rough draft since you will need to quote from the text to prove
your thesis. If you should choose to copy possible quotes onto note

Essay (Analysis) Structure

Introductory Paragraph:
Opening lead
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Author

Title of the work

Brief plot summary and narrowing of focus

Thesis statement—what you intend to prove in the essay, with some suggestion of \ the
organization to be followed in the body of the essay.

Your title should relate directly to the thesis and its development.

Body Paragraphs:

Development of sequential parts of the thesis statement in separate paragraphs

Overall pattern for each body paragraph:

Topic sentence

Introductory information for the evidence and supporting details which follow
Quotations and details from the work to prove the topic sentence Analysis: explanation of the
relevance, significance, and meaning of the quoted details Transition to additional support

Introductory information to lead into a second supporting quotation Quotation(s) to
support the topic sentence

Analysis to show how and why the quotation proves the topic sentence

This basic literary analysis pattern can be adapted to include multiple quotations as the
model essays in future chapters illustrate.

Concluding Paragraph:

Signal word

Summary of the thesis

Significance of the ideas that have been analyzed “Speed” or tempo change to create a
sense of finality.

Tema 2

Using Quotations

When you write about something you have read, it is easiest to illustrate/clarify/prove
your thesis if you base your analysis on quotations from the work. When you use excerpts or
ideas from primary or secondary sources, you must give credit to the original writer by using

some form of documentation. _
Techniques for Incorporating Quotations

1. Words, phrases, or incomplete sentences that are quoted from the text should be worked
coherently into your own sentences, as if they were your own words. Ellipsis is not
necessary before or after the words or phrase unless you have omitted words within the
phrase itself:

The road Goodman Brown takes into the forest is “dreary” and “lonely,” yet he
feels that he is “passing through an unseen multitude” (Hawthorne 90).*

2. When quoting a complete sentence or more from a work, prepare for it with an
introductory sentence followed by a colon or with a dependent clause or phrase followed
by a comma. Double space this type of quotation into your text if it is under five typed
lines.

Goodman Brown is never the same after his fateful trip into the forest: “Often,
awaking suddenly at midnight, he shrank from the bosom of Faith; and at morning or
eventide, when the family knelt down at prayer, he scowled and muttered to himself,
and gazed sternly at his wife, and turned away” (Hawthorne 106).

or

After Goodman Brown returned from his fateful trip into the forest, “Often,
awaking suddenly at midnight, he shrank from the bosom of Faith; and at morning or
eventide, when the family knelt down at prayer, he scowled and muttered to himself,
and gazed sternly at his wife, and turned away” (Hawthorne 106).

3. If a quotation is more than four typed lines, it is set off from the text in block form by

1 “Young Goodman Brown,” Mosses from an Old Manse (New York: Books for Libraries Press, 1970).
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4.

7.

8.
9.

indenting ten spaces from each margin. Lead into the quotation with a dependent clause
or phrase followed by a comma or more typically with a complete sentence followed by a
colon. Quotation marks are not used; if dialogue is being quoted, use only the single
quotation mark.

Not long after Goodman Brown enters the forest, he meets his companion:

As nearly as could be discerned, the second traveller
was about fifty years old, apparently in the same rank of life
as Goodman Brown, and bearing a considerable resemblance
to him, though perhaps more in expression than features. Still
the)y might have been taken for father and son (Hawthorne
91).

When quoting dialogue, always indicate the speaker before the quotation for purposes of
clarity and coherence. Since dialogue is already quoted in the text, place double quotation
marks at the beginning and end of the quote and change all the interior double quotation
marks to single ones. When dialogue is being cited, follow the lead-in sentence with a
comma.

As he enters the forest, Goodman Brown says to himself, “ ‘What if the devil
himself should be at my very elbow?’ ” (Hawthorne 90).

When quoting three lines or less or poetry, work the quote into your double spaced text
but separate the lines using a slash (/). Leave a space on either side of the slash and keep the
capital letter at the start of the succeeding lines.

When the speaker orders his sword, he wants it “A bit hard to draw, / And of
cardboard, preferably” (Olson 11. 4-5).2

If you are quoting more than three consecutive lines from a poem, set them off from the
text by leading into the quote with a complete sentence followed by a colon. Double space
before and after the quote, double space the quote itself, and indent each line ten spaces from
the left hand margin. Do not use quotation marks around the excerpt if they are not used in
the original text.

The speaker begins by ordering his sword:

All right, armorer,

Make me a sword—

Not too sharp,

A bit hard to draw,

And of cardboard, preferably (Olson 11. 1-5).

Note: Identify the voice in a work properly. In lyric poetry, refer to “the speaker,” but in
narrative poetry or fiction, refer to the story teller as “the narrator.”
In quoting an exchange of dialogue from a play, lead into the quotation with a complete
sentence followed by a colon, indent ten spaces from each margin, identify the speakers
before their lines, and double space the quotation.

Hamlet is shocked by the Ghost’s revelations:

G I am thy father’s spirit . . .
host:
H O God!
amlet:
G Revenge his foul and most unnatural
host: murder.
H Murder? (Shakespeare 1036).°
amlet:

When quoting italicized stage direction or any italicized material, underline it in your text.

Any material copied from a text must be exact and enclosed in quotation marks. If any
part has been omitted, the omission is indicated by an ellipsis consisting of three spaced
periods. Use a full line of spaced period, though, when a full paragraph or more has been

2 'Directions to the Armorer,” Copyright © 1963. Used bv permission.
3Hamlet. William Shakespeare: The Complete Works (London: Collins Press, 1970).
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omitted. An ellipsis can appear at the beginning, middle, or end of a quotation; other
punctuation may be placed before or after the three periods. At the end of a sentence, use four
periods (ellipsis plus a period), with no space before the first.

“Young Goodman Brown came forth at sunset into the street at Salem village; but put

his htad back ... to exchange a parting kiss ... (Hawthorne 89).
Note: When quoting just a word or a phrase as part of your sentence as in Number 1
above, it is not necessary to use ellipses since it is clear that the quoted material is
incomplete and that you are taking it from a larger source.

10. If you add any material to a quote or change it to fit grammatically into your
sentence, you must put the new or changed material in square brackets:

“It was now deep in the forest, and deepest in that part of it where these two
[Goodman Brown and the devil] were journeying” (Hawthorne 91).

The g\p%aker tells his love that he wants her face to be “the last face that [he’ll] A Character’s
ctions

The actions of a character in a story are also clues to his or her personality. The old
cliche “Actions speak louder than words” is particularly true in fiction. Characters’ behavior
or actions are usually motivated by their attitude and values, and by examining those actions,
readers can usually determine if they are supposed to like or dislike a particular character. For
example, you would probably like Sammy in “A & P” by John Updike because he stands up
for what he believes in when confronted by three girls and a stuffy boss. It’s easy to dislike
Lengel, the manager, when he acts like a Sunday school superintendent scolding misbehaving
children. The reader is simply reacting to behaviors planned and chosen by the author to
produce those responses.

Authors will usually attempt to keep a character’s actions consistent throughout a
work once his or her personality and motives are understood. see”(McKuen 1. 15).% (The
line originally read “the last face that I’ll see.”)

11. Capital letters in quoted material may be changed to lower case to fit into the
body of your sentence.

12. Place commas and periods inside quotation marks, and put semicolons, colons,
and dashes outside. If a question mark or an exclamation mark is part of the quotation,
place it inside; if you have added it, place it outside the quotation marks.

13. If you are using parenthetical documentation (Revised Modern Language
Association forms) within your text, place the period after the parenthesis, the quotation
mark before it.

“ ‘With heaven above and Faith below, | will yet stand firm against the devil!”
cried Goodman Brown” (Hawthorne 98).
14. While using quotations in your essay is essential, remember that your thinking—
as seen in your analysis of the quotations—should dominate the paper.

Tema 3
Character Analysis

Types of Characters

The main character is called the protagonist; he or she is the person whose will moves
the action of the plot. This character is usually trying to achieve goal. And if the goal is an
admirable one and the character exhibits admirable traits in the pursuit of it, he or she may
also be called the hero or the heroine.

Since fiction is based on conflict, the protagonist struggles against an antagonist,
another person, nature, society, technology, supernatural elements, or even himself. As the
conflict increases and the protagonist struggles to achieve his goal, he reveals his personality
through his words, actions, and choices. As the climax of the conflict approaches, the
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protagonist learns from the experience and by the end of the story has changed because of the
insights into life, himself, and others that he has gained. Because of his change, the
protagonist is said to be a “round” character, a term coined by E. M. Forster in Aspects of the
Novel. Round characters truly seem real us because of the way they are developed by the
author. Like us, they have experiences that change the way they look at life; like us, they are
dynamic, constantly evolving personalities.

In contrast, “flat” characters—another Forster term—usually do not change in the
course of the story. They may serve as a catalyst for the protagonist’s change, but most often
they are static, unchanged by the action of the plot. Many flat characters serve minor roles in
stories, so they are not fully developed as unique characters. When they exhibit traits that are
usually associated with typical roles in literature, like the domineering mother or the corrupt
politician, they may be labeled as stereotypes. Occasionally a flat character may function as a
foil who contrasts with the protagonist to emphasize character traits that are important to the
plot.

A Character's Physical Appearance and Name

As authors create their characters, one method they may use is to include some details
of physical appearance. It is almost impossible to judge a person totally on his or her
appearance in real life, but there are many stereotypes which authors may employ to evoke
particular response in their readers. There are, for example, particular aspects of appearance
which the general public usually associates with manliness: thick hair (everywhere!), a ruddy
complexion, broad shoulder, a muscular build, large, strong hands, and a deep voice.
Weakness, on the other hand, may be suggested by thinning hair, a sallow complexion,
rounded shoulders, a slight build, feminine hand; and a high-pitched voice. The femme fatale
will probably have blonde hair, a fair complexion, 38-24-36 [inches] figure, and long red
fingernails. Chances are that the female heroine will have brown hair, a dark complexion, a
motherly figure, and soft, gentle hands. Of course, the author could war to fool his readers and
so reverse these stereotypes, as when the mild-mannered, soft-spoken little man turns out to
be a brave soldier in a war story or a multiple murderer in detective fiction.

Most often, however, authors make a character’s appearance fit the role he or she
plays in work. Since authors are also naming their characters as well as describing them, it’s a
good idea to pay attention to the names characters have.

A Character’s Actions

The actions of a character in a story are also clues to his or her personality. The old
cliche *Actions speak louder than words” is particularly true in fiction. Characters’ behavior
or actions are usually motivated by their attitude and values, and by examining those actions,
readers can usually determine if they are supposed to like or dislike a particular character. For
example, you would probably like Sammy in “A & P” by John Updike because he stands up
for what he believes in when confronted by three girls and a stuffy boss. It’s easy to dislike
Lengel, the manager, when he acts like a Sunday school superintendent scolding misbehaving
children. The reader is simply reacting to behaviors planned and chosen by the author to
produce those responses.

Authors will usually attempt to keep a character’s actions consistent throughout a
work once his or her personality and motives are understood.

A Character’s Choices

Since most narrative and dramatic works focus on characters involved in some type of
conflict, they will probably need to make choices as they deal with their problems. As those
choices ire made, they reveal the character’s values and self-concept and can serve as a basis
for our arguments about him or her.

A Character’s Speech

Since there is no such thing as “small talk” in fiction, speech is also a clue to
character. Every word spoken by a character is a clue to some part of his or her personality.
Because authors must necessarily compress experience, they squeeze out all the
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conversational “fillers” and include only those statements which reveal character and advance
the plot.
A Character's Thoughts and Feelings
The statement “A penny for your thoughts” indicates a general desire to know what ¢
are really thinking. Although we ourselves can never really get into the mind of another p the
omniscient narrator does when he records the thoughts and feelings of the character- purpose
of reporting these details is to add depth to the characters in the story. They become real to us
as we see how their minds work and how they arrive at decisions that affect them and reveal
their personalities.
A Character's Past
A character’s past often indicates some important things about his or her personality.
Psychologists tell us that we are the products of our early environment and of our past
experiences. Children growing up in the ghetto or in upper-class suburbs learn a life style and
a set of values much different from each others’. They usually imitate the adult patterns they
see around not knowing that their basic personalities are being formed.
Authors are aware of the significance of a person’s background, and they may choose
to include biographical details to give the reader some insight into a character’s makeup and

motivation.
A Character's Comments about Other Characters

Do you ever talk about your friends or your family? Characters in fiction do, too.
Conversations are generally not just idle gossip. Their statements about each other are
designed to reveal significant things about themselves and about the personalities and the
other characters. But just as you don’t believe everything you hear about others in is also
necessary in fiction to determine the reliability of the speaker.

Writing about Character

To write an essay analyzing character, simply follow these easy steps:

1. Choose a character who, for any reason, interests you, one whose personality you
would like

to explore in greater depth.

2. To formulate a thesis, choose one of the following organizational approaches:

a. the traits that the character exhibits throughout the work;

b. the causes of a character’s actions, choices, or thoughts and feelings;

C. the changes a character undergoes in the course of the work;

d. significant actions, speeches, choices, objects, or places that help to reveal a
character’s traits;

e. points of likeness or difference that exist between this character and another

character in the work.

3. Locate specific pages and quotations in the short story/novel/drama/poem that
prove the thesis  points you have chosen.

4. Try to find some logical order for the presentation of your thesis points. If a logical
order cannot be determined, then employ a chronological or time order or an order of
importance, saving the most significant point or the one with the strongest proof for the last
position.

5. Organize each thesis point into separate body paragraphs by using the pattern
of topic sentence, introduction to a quote, quotations/details, and analysis and repeating this
pattern as : ::en as necessary within the paragraph to build your case. In developing the body
paragraphs, remember that the analysis sections are the most important. Consider how the
quotations/details illustrate, reinforce, or prove your point. If, for example, you say a
character is submissive and then quote a section showing him following his wife’s orders, you
must explain - how and why this behavior shows that he is submissive. Analysis always
answers the questions of how and why: how and why does my example given in the quotation
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show/prove my topic sentence.
6. Conclude your essay by restating the points you’ve proven about the character and
by emphasizing the importance or the significance of the character in the work as a whole.

Tema 4
Theme Analysis

An Explanation of Theme

Thee two major purposes of literature are to entertain and to instruct. We are
entertained as we become involved with the characters and their situations. We want to know
what happens next, we think about the plot outcome, we forget about our own problems and
temporarily escape from own reality. Instruction emerges as we watch the people in the work
solve their conflicts and as we learn from their experiences. An effective work makes us think
about life, for the author wants us to consider his insights into our common experiences.
These insights or ideas are the themes in the work. They are not morals designed to teach us
how to conduct our lives; they are ideas that make us think about life and about our values.
Theme can also be explained as the central idea or the unifying idea in a work, and in that e it
is directly connected to the general subject of the work. If the work is a love story, the theme
probably relates to love in some way. If the author is writing a war story, he or she obviously
wants us to think about war and its relationship to human life. But theme is more than just a
summary of what the story, poem, or play is about. The theme is a statement about life in
general that we infer from the particular events in the work as a whole.

How Themes Emerge in a Work

Theme is a very important part of any work of literature, and as such, it has a shaping
influence on many of its parts. Because theme is meaning, it helps to form the underlying
structure of a work, so references to theme can often be found in the work’s title, its subject
matter, the statements of the characters, symbolic characters, the setting, imagery, and the work
as a whole.

The Title and Subject Matter of the Work

Often the title of a work and the subject matter it deals with provide good clues to the
author’s theme. The title of a work is chosen carefully because it is the first thing the reader
perceives.

Direct Statements by Characters

Occasionally an author will have one of the characters in a story make a statement that
embodies the main ideas in a work. These statements of theme frequently occur at the climax
or shortly after that in a work, especially if a character has experienced an epiphany, an
insight into life and experience. Theme can be directly expressed by the characters, so pay
close attention to what they say, particularly during the climax and resolution of the work.

Symbolic Characters
To make complex or abstract ideas more concrete, some authors create symbolic
characters to communicate their themes.
Setting
One of the functions of setting—the time and place of the story—is to help
communicate the author’s ideas and attitudes about life. If the setting is carefully and
thoroughly described or if details from the description are repeated or given unusual emphasis
of any kind, the author could be using setting to help convey his theme in the work.
Imagery
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Images are words and phrases that appeal to one of our five senses. Authors use them
primarily to help us visualize the scene, the characters, or the action so that we can participate
in lie work more fully. By appealing to our imaginations, images can also help us understand
the theme or message in the work.

The Work as a Whole

Themes also emerge from the work as a whole. They relate to the incidents in the plot,
to the plot outcome (a happy or sad resolution of the conflict), to the characters, and to their
words and actions.

Our Response to Themes

As readers, we infer the author’s themes and examine his or her views on life, and
then we evaluate them in relation to our own lives. If we accept them, they enlarge our own
feelings and sensibilities; even if we reject them, they have still helped us clarify our personal
views. Through literature, then, we have learned about life and about ourselves. We have been
exposed to ideas that we may not have considered before, and while they may not relate to our
lives at this point in time, they may help us to understand life better at some point in the
future.

Writing about Theme

When preparing to write an essay which analyzes the theme in a work of literature,
simply follow these steps:

1. Choose a work that conveys a theme you can agree with, one that perhaps you
have experienced in your own life. This will enable you to think more clearly about all
possible aspects and ramifications of the theme.

2. Express your ideas about the theme in a sentence or two. This statement is the
first part of the thesis; it tells the reader the major insights into life that you plan to explore in
your essay.

3. Consider the possible ways that themes emerge in a work (through the title and
subject matter, through a specific character or characters and their actions, through a series of
related incidents in the plot, or perhaps even through direct statements about the theme by
certain characters) and choose the one that best suits your subject. This choice is important
because it serves as the second part of your thesis and it determines how the body of your
essay will be organized.

4, The body paragraphs relate both to the theme and to the way it emerges in the
work (actually parts one and two of the thesis statement). The topic sentence states the aspect
of the theme to be developed and generally indicates how it will be illustrated by leading into
some introductory information for the supporting quote to follow. The quotation directly
relates to theme development, and the analysis explores the idea about life that is illustrated
by the quote. This pattern of generalization/introductory information for the quote/ the
quotation/analysis is used again after a brief transition which carries the reader from one part
of the work to another; in fact, the more the pattern is used, the better the body paragraph.
Always keep in mind that the last body paragraph is an important one because of its climactic
position; as a result, it should be developed in even more detail than the other body
paragraphs.

5. The concluding paragraph is a thorough discussion of the theme as it applies to
the literary work itself and then to real people who might be in similar circumstances. This
focusing on the particular and on the universal aspects of the theme brings home the fact that
literature can teach all of us about the joys and sorrows of life. Not only do the characters
learn through their experiences —we learn also by sharing them.

Tema 5
Setting Analysis
Overview
Setting is the time and place that an author chooses for his story. These choices must be
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carefully made to make what happens in the work probable—and hence believable. Setting
can also reveal much about the characters in a work, it can produce an appropriate
background for an action, and it can help to communicate the theme of a work. The roles that
setting can play are usually subtly employed, but once detected by the careful reader; they can
add depth and effectiveness to a story's impact and message.

Setting and Its Importance

When an author decides on a plot and creates characters to carry out those actions, he
must decide on a setting—a time and place—that will contribute to the work’s impact and
believability. The time of the action involves not only the general era—the past, present, or
future—Dbut also such specifics as the year, the season, the month, the day of the week, and the
time of day. Place is the physical environment: the country, the state, the city, the landscape,
the climate, the house, the furniture. The action may take place in a natural setting such as a
jungle, in a man-made setting such as a mental hospital, or in a combination of the two.
Whatever the setting, it must be carefully chosen by the author because it produces four
important effects in a literary world.

Setting and Probability

One effect of setting is to increase the probability of certain events occurring in a
work,for certain actions are more probable in some settings than in others. For example, if an
author wanted to present the difficulties faced by a victim of a mugging, he or she would
probably set the action in a large city where a mugging is more likely to occur rather than in a
small town.

Setting and Atmosphere

A second effect of setting is to produce an appropriate background for the action of the
plot. For instance, a perfect summer romance would be complemented by perfect summer
weather—warm and full of sunlight. A troubled romance, on the other hand, might be set
against cool weather and summer storms. The mood or atmosphere of a work—bright, happy,
humorous, blue, tense, depressing—is produced by the combination of characters, their
actions, and the setting time and place.

Setting and Character

A third effect of setting is to reveal a character’s personality and values. Just as the
place where you spend your time (your room, the lounge or the library at school, the hangout
you choose might reveal some interesting things about your personality, so, too, the places
where fictional characters choose to spend their time are revealing.

Included in this area of revealing setting is a character’s job or occupation.

Setting and Theme

A fourth effect of setting is to help communicate the theme in the work. The author of a
work can communicate his ideas and attitudes about life by presenting the setting in particular
ways. When authors repeat details of setting, when they emphasize certain details, and when
they note unusual aspects of setting, they are probably trying to convey an idea related to the
theme in the work.

Setting and the Journey Motif

It is important to note when the protagonist moves from one setting to another in a
literary work. This physical movement, often in the form of a journey, usually signifies a
psychological change in the character as well.

Focusing on Setting

Try to observe the effects of setting and their implications as you read any work of
literature. You will find that some writers rely heavily on setting to bring their work alive,
while others include few details of setting. The difference has to do with the writer’s
overall purpose, with what he or she is trying to achieve in the work.
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Writing about Setting

When preparing to write an essay which describes the effects of setting in a work of
literature, simply follow these steps:

1. The best way to begin is to reread the work, carefully marking the details of setting that
the narrator has described. Some works will contain only a few references to setting,
while others will include many details, and certain works will be almost entirely setting.
The best stories to choose for setting analysis, of course, would fall into the last two
categories.

2. Once you have marked the details of setting, try to relate them to one of the
four effects of setting: increasing the probability of certain events occurring in the work,
producing an appropriate mood or background for the action of the plot, revealing a
character’s personality and values, and communicating the theme in the work. The effects that
you choose to write about will form your thesis statement, and when ordering them in your
thesis, always work from the least significant to the most significant to achieve climactic
order.

3. In writing the body paragraphs, remember that the analysis of the quotes
related to setting is the most important part of your essay. Try to show the reader how the
quotes you’ve chosen illustrate, prove, clarify the effect of setting you’re writing about. If, for
instance, yea that setting reveals personality and then after a brief context you quote a
description of a character’s home, you must explain how the house reveals the owner’s
personality, values, and interests. What would a person seeing the house infer about the
owner? What characters are revealed by the style of the house, its furnishings or its lack of
them? Remember that the depth of your analysis is important because it shows your
understanding of the concepts involved in literary analysis.

4. In the conclusion, emphasizing the importance of setting and the significant
effects of that you have analyzed will effectively and successfully restate your thesis, thereby
unifying your essay and bringing your reader full circle.

Tema 6
Point of View Analysis

Overview

An important element of fiction is the point of view or the view point from which the
story is told. It is essential to note who’s telling the story, what his or her role is in it (if he or
she appears as a character), and what the narrator’s or story teller’s personality is, for the
teller of the tale controls the emotional effect of the story upon the reader and determines the
story’s theme or message.

Analysis of Point of View

Do you know that you are a natural story teller and that you naturally use one of two
different points of view when you tell a story to others? If you are describing an experience in
which you were directly involved, you will most likely use the first person point of view to
tell about your actions and feelings. For example, you might describe your activities on a
Saturday night by saying, “J went to a movie that was great, and then | went to my favorite
pizza place with my friends.” You automatically tell about yourself by using the first person
pronouns, I, my, mine, and me.

If, however, you were not involved but were just reporting on your friends’ activities,
you would automatically use the third person point of view: “Bob went to a movie with
Crystal, and then he took her out for pizza.” Here you naturally use the third person
pronouns—he, she, him, her, his, hers, they, them, their—to talk about others. This distinction
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between first person stories and third person stories creates two different points of view that
authors can choose from when writing prose fiction or poetry:

1. first person participant point of view

2. third person non-participant point of view.

First Person Participant Point of View

If the author chooses to use the first person participant point of view, he will have one
of the characters in the story narrate the events. The story teller will then use the first person
pronoun | to describe himself or his actions and to identify his statements.

In a first person story, the narrator may be a major character in the action, perhaps the
protagonist or the antagonist. Sometimes, however, an author may choose to have the first
person narrator function as a minor character, acting mainly as a witness to the events he
describes for the reader.

Another variation of the first person narrator is the use of a naive story teller, one who
is unaware of the true significance of the events he or she is describing. This type of narrator,
sometimes called the innocent eye, usually creates an ironic effect in a story, for the informed
reader can see the meaning of the events more clearly than the naive story teller. Often the
events are reverse of what the narrator perceives them to be, hence the ironic effect.

All of these types of first person point of view draw us into the action of the work
because give us a sense of closeness to the story teller; it is as if we were listening to an
eyewitness, perhaps to one of our friends telling us about something that happened to him or
her. And just as some our friends are honest and others like to exaggerate, so, too, the first
person narrators can hi different personalities and different degrees of trustworthiness.
Therefore, as critical readers, we must analyze the narrator’s personality and reliability, for as
the teller of the story, his character shapes our view of the action; we see things through his
eyes and learn about his judgments, attitudes, and values.

If the narrator appears to be sensitive and perceptive, he is probably reliable, and his
judgments of the other characters are usually accurate and meant to be accepted by the reader.
It is essential, then, in a first person point of view story, to analyze the narrator’s character
(through his or her thoughts, words, and actions) because he or she controls our emotional
response to the events and shapes our understanding of them.

It is also important to note the time frame within which the first person narrator is
recounting his experiences. If he is describing events as they happen or shortly thereafter, his
understanding of them and their significance may be limited. If, however, considerable time
has passed between the events and his narration of them, he will have had a chance to analyze
them and weigh their importance.

Types of Third Person Non-Participant Point of View

When an author decides to use the third person non-participant point of view, he will
create a narrator or story teller who will use third person pronouns to refer to all of the
characters in the story. This type of point of view is usually easy to identify from the first few
sentences of a work when characters are referred to by name or by third person pronouns.

The broad category of third person non-participant point of view can be divided into at
least four different types: objective, omniscient, limited omniscient, and stream of
consciousness.

The third person objective point of view, sometimes called camera eye, a fly on the
wall, or dramatic, is characterized by a narrator who uses third person pronouns to describe
the character’s words and actions. Only those things that a camera (audio and video) could
record or that a fly on the wall could observe are presented in the story.

When an author uses the third person omniscient point of view, he or she creates a
narrator who describes the characters’ thoughts as well as their words and actions. Here the
story teller :s an omniscient (all-knowing) god who sees all and tells all as he enters the mind
of some or of all ihe characters. Some examples of verbs that indicate the author is recording
the characters' thoughts are knew, thought, realized, understood, experienced, saw, heard. felt,
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feared.

Tema 7
Imagery Analysis

Images can be divided into types based on the sense to which they appeal. Visual
images present pictures of people, places, objects, or events that appeal to our sense of sight,
while auditory images appeal to our sense of sound and bring the memory of a sound into our
consciousness. Tactile images, gustatory images, and olfactory images appeal respectively to
our sense of touch, taste, and smell. By helping us recreate pictures or sensations in our
imaginations, images make a work more real, more concrete.

Since an author usually relies primarily on his sense of sight to perceive elements in
his environment, most of the imagery in a work tends to be visual in nature. The author helps
us “see” his work; he doesn’t simply “tell” us what happens next. Sometimes he will use a
single image to convey an idea, but most often he will use a series or cluster of images that all
relate to one main idea or concept.

Imagery and Atmosphere or Mood

When an author uses imagery in his or her work, he or she does so because imagery
can produce several important effects in a work of literature. One of its effects is to produce
an appropriate atmosphere or mood for the situation presented in the work. The atmosphere is
generally described by adjectives, and it is created by the types of images the writer employs.

Imagery and Emotion

A writer usually tries to produce a particular emotional effect in the reader, and if the
reader is imaginatively responding to a work of literature, the chances are good that he or she
will experience some emotion. These emotional effects may range from joy and happiness to
pity and fear depending on the nature of the subject matter and the writer’s theme. Imagery
helps to make these emotions more real by relating them to sensory impressions.

Imagery and Character

The images that an author chooses can help us determine the personality traits of a
character in fiction or drama or of the speaker in a poem. Images help us see how characters
in literature perceive the world and what is important in it. Since their character shapes their
perceptions, analyzing them can help us get into the mind and heart of fictional beings.

Imagery and Theme

Each work of literature communicates an idea about some aspect of life. As the author
writes his or her work, he or she arranges its elements to bring that idea to the reader. One of
them is imagery. It appeals to the reader’s senses by helping him to visualize the scene, to
imagine himself a part of it. This involvement helps the reader perceive the message.

Writing about Imagery

As you prepare to write your imagery analysis essay, try to follow these steps:

1. When selecting a work to analyze, choose one that contains words or phrases
[images] which appeal to your five senses: sight, hearing, touch, taste, and smell. Begin by
circling all the images you can identify.

2. Check to see if there are several images that all relate to one main subject or
idea. This series of related images is called an image pattern or cluster. Identify and label
these patterns throughout the work. Some of them could be more extensive or more important
than others, so try to choose patterns that you could explain, expand, and analyze in the body
paragraphs of your essay. This list of image patterns is the first part of the thesis in the
introductory paragraph.

3. The second part of the thesis statement involves the effects of these image
patterns in the work. Do the images produce an appropriate emotional atmosphere for the
events in the work Do they produce an emotional response or reaction in you? (Keep in mind
that part of this emotional response is intellectual, since most readers are not moved to shouts
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of joy or tears of sadness by a work because they realize that literature is not reality. But if the
situation were real, what emotions would you be feeling?) Do the images reveal the
personality of a character in the work? Do the images help make the theme or message in the
work easier to perceive and understand? Decide which of these effects you want to discuss in
the conclusion of your essay and state them in the last part of the thesis in the introductory
paragraph. You ma> choose one primary effect, you may choose to explain two or three
effects, or you may even discuss all four. The choice is yours.

4, There should be at least one body paragraph for each image pattern listed in the
introduction As you write the body paragraphs, remember that the topic sentence introduces
the imag- pattern and then the development of the paragraph includes quotes of the images
which ar” followed by analysis that explains the meaning, the significance, the effectiveness
of the images Follow the image pattern through the work, discussing and analyzing as many
images as possible to build a strong paragraph.

5. The concluding paragraph is not just a brief summary of the effects of the
imagery. It is a thorough discussion of each of the effects you listed in the thesis. Explain
how—in detail—the images produced an emotional atmosphere or background, what
emotions you felt as a result of the images, what qualities in a character were brought out
through the images, and what themes were communicated through the image patterns. Try to
end with a broad generalization about the overall effectiveness of imagery in the work as a
whole.

Tema 8
Structural Analysis

Overview

A work of fiction, a poem, or a drama makes its impact upon us as a whole because the
whole is usually greater than the sum of its parts. It should be recognized, however, that many
works are separated into parts by the author. As we move from chapter to chapter in a novel,
from one verse to another in a poem, or from one act to another in drama, we are seeing the
structure of a work unfold, for structure is the order of the parts and the relationship of the
parts to each other and to ne whole work. Understanding how the parts fit together and relate
to each other can add to our understanding and appreciation of the work as a whole.

Analyzing Structure

Structure relates to the organizing principle in a work which determines the order of the
parts and their relationship to each other and to the work as a whole. When we analyze the
structure of a work, we are concerned with three steps: recognizing the main parts, deciding
why the author divides his work at a particular point, and showing how the organizing
principle (the structural device) strengthens and reinforces the work’s theme.

Often the author simplifies the first step of the process—recognizing the main parts—by
dividing his work into chapters, verses, or acts and scenes. These divisions function as the
major parts; when works are not divided into parts, we can look for internal clues to
structure—a change in the thought pattern, a new complication in the plot, or the introduction
of a new character. As each new part is added to a work, its structure becomes more involved
and complex. It would be accurate to say that, generally, a novel of thirty chapters or a poem
of ten stanzas is more complex—structurally—than a novel of fifteen chapters or a poem of
two stanzas.

Overview
A work of fiction, a poem, or a drama makes its impact upon us as a whole because

the whole is usually greater than the sum of its parts. It should be recognized, however, that
many works are separated into parts by the author. As we move from chapter to chapter in a
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novel, from one verse to another in a poem, or from one act to another in drama, we are
seeing the structure of a work unfold, for structure is the order of the parts and the relationship
of the parts to each other and to ne whole work. Understanding how the parts fit together and
relate to each other can add to our understanding and appreciation of the work as a whole.

Analyzing Structure

Structure relates to the organizing principle in a work which determines the order of
the parts and their relationship to each other and to the work as a whole. When we analyze the
structure of a work, we are concerned with three steps: recognizing the main parts, deciding
why the author divides his work at a particular point, and showing how the organizing
principle (the structural device) strengthens and reinforces the work’s theme.

Often the author simplifies the first step of the process—recognizing the main parts—
by dividing his work into chapters, verses, or acts and scenes. These divisions function as the
major parts; when works are not divided into parts, we can look for internal clues to
structure—a change in the thought pattern, a new complication in the plot, or the introduction
of a new character. As each new part is added to a work, its structure becomes more involved
and complex. It would be accurate to say that, generally, a novel of thirty chapters or a poem
of ten stanzas is more complex—structurally—than a novel of fifteen chapters or a poem of
two stanzas. The second step in structural analysis is trying to decide why the author chose to
divide his work in the precise places that he did. In attempting to answer “Why the division
here?” one is really asking, “What is the connection (relationship) between the first part and
the second part? How does the second part relate to the third part?”—and so on until all the
pieces have been fit into the puzzle. There are many possible reasons for dividing a work at a
particular point. Some simple organizing principles might be time (change in the day, a
season, or a lifetime), contrast, comparison, example, cause/effect, logical process (step-by-
step), space, proximity, order of climax, and so on endlessly.

In trying to identify the structural principle involved in a story, poem, or drama, one
might ask, “How does part one differ from part two? What is new in part two or in part three
that would demand a new chapter or a new stanza?” It is safe to assume that a new part in a
story, poem, or play is comparable to a new paragraph in prose. Some new aspect of an idea
or a totally new but related idea is being introduced. Deciding what is new and how it relates
to what precedes it is deciding upon structural principles.

In the second step of the structural analysis process—explaining why the poet divided
his work into three parts and what structural principle is being employed—we can see that
when the poet orders a new piece of armor, he begins a new stanza.

The third step of the structural analysis process involves relating the theme to the
structural device.

Structure in Fiction and Drama

Structure is especially easy to see in poetry, but keep in mind that it is also present in
prose, fiction and drama. Structure is also present in drama, and the parts are most often
identified for us by the play-wright’s division of his work into acts or scenes.

In each successful work of literature, there will be a structure, a skeleton, a principle
of organization which can be identified by the critical reader. Each work will have a unique
structure which will be evident only upon study and scrutiny, for the good writer so
intertwines the theme and the structure that only the analytical reader will be able to see the
part that each plays in successful work. Try to become a structural sleuth. It can be a real
challenge to your logical am creative) mind.

Writing about Structure

As you plan to write your structural analysis essay, try to keep these points in mind:

1. The structural device or organizing principle is easier to identify in some works
than in others, so try to choose a work that has an identifiable and easy-to-label structure.
Some structural devices which are relatively easy to spot in a work are time order,
comparison, contrast, cause/ effect, spatial order, and logical argument. The structural device
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in the work must be stated in the first part of the thesis.

2. Also, when choosing the subject of your analysis, keep in mind that the number
of major parts in the work will determine the number of body paragraphs since each part is
analyzed in separate paragraph in the body of the essay. Remember, too, that the greater the
number of parts, the more complex the work, so to make your analysis clear and easy to
follow, it is to choose a work with from two to five major parts. The number of parts in the
work you analyzing must be stated in the introductory paragraph.

3. After identifying the number of parts and the structural device, identify the
theme or idea about life in the work, and then determine the relationship between the
structural device and the author’s theme. This involves explaining how the way the parts are
ordered reinforces the message in the work. Assume, for example, that an author used the
structural device time in a poem about love whose theme was that love has deep roots.
Appropriate quest would be, how does time relate to love and to its roots? What happens to
the roots of anything over time—especially in the spring? Try to determine how the structural
device relates to subject matter and to the specific theme in the work. This relationship must
be clearly stated as the second part of the thesis statement in the introduction.

4. The first body paragraph in the essay explains the opening situation in the work
by identify the characters involved and their relationships, by describing their setting in time
and place and by interpreting the content (ideas) in the first major part. This interpretation
must be sup-ported by direct quotations from the work and by an analysis of them. All
succeeding body paragraphs (one for each remaining part) must begin with a topic sentence
which points out how this new part is related to the preceding part. What follows is an
analysis of the content in this new part based, of course, on the literary analysis pattern of
generalization, introductory information for a quote, the direct quotation, and
explanation/analysis.

5. The conclusion is a discussion of how the structural device relates to and reinforces
the theme in the work. The topic sentence expresses this relationship and clearly states the
theme. The remainder of the paragraph explores and explains the theme in terms of its
universal applications and in terms of how the structural device helps to communicate and
emphasize those ideas.

Tema 9
Tone Analysis

Overview

In literature, tone relates to the means by which the author conveys his or her attitude
toward the subject and the audience. In the spoken language, it is easy to pick up the speaker’s
attitude by the tone of voice used and by the emphasis or inflection placed on certain words.
In the written language, tone is conveyed by the complex interactions of such elements of
style as word choice, comparisons, imagery, overstatement or understatement, rhythm, and
sentence structure. Tone is important because understanding the author’s tone is essential to
understanding the meaning of the work.

The Importance of Tone

Everyone understands how tone of voice can affect the meaning of a given statement.
The words “I hate you” can actually mean “I love you” if spoken in the right tone of voice.
Tone is extremely critical when we speak, and the listener responds to it almost on an
instinctual level. We can all remember times when our parents were angered not so much by
what we said but be-cause they did not like the way we said it; they did not like our tone.

In literature, tone refers to the means by which the author conveys his or her attitude
toward the subject and the audience. In the written language, we do not have the advantage of
hearing the author’s voice; all we have are the words on the page. To interpret tone here, we
must closely analyze the writer’s style.
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Word Choice and Tone

One of the elements of style that contributes to tone is word choice or diction. Writers
are concerned about their choice of words because words are their medium—their means of
com-munication. The French novelist Flaubert reportedly spent hours pondering the choice of
the right word for a single sentence. Poets particularly choose their words carefully because
poetry is a concentrated art form in which every word is significant. It is important for you as
a reader, then, to understand the denotation and the connotation of words and to consider why
a writer has chosen particular words when he or she has so many other possibilities from
which to choose. Knowing a word’s denotation and its connotations may help you understand
his or her motivation.

The denotation of a word refers to the specific meaning or meanings that can be found
in a good dictionary. For example, the word “run” may mean—among other things—to move
quickly, to be a candidate in an election, to operate a machine, or to sponsor an event. Given
the context or the way the word is used in a sentence, we would be able to decide which
meaning the writer intended. In contrast, the connotation of a word—usually a noun, verb,
adjective, or adverb— refers to the emotional overtones that become associated with it. Some
overtones or extended meanings are shared by most members of a culture, but words also
carry personal connotations that vary with each person. Let’s examine the word “Christmas.”
Denotatively, it refers to the hol-iday commemorating Christ’s birth on December 25, while
the shared connotations generally relate to love, sharing, gift-giving, and family togetherness.
However, each individual forms personal as-sociations with this word that could vary from
bills to depression and humbug.

In choosing words to convey their ideas, then, writers are aware of these two different
types of meaning and take advantage of them. To be a critical reader, you, too, must consider
the emotional meaning of a word as well as its dictionary definition.

Analyzing Tone

One technique that will help you analyze and appreciate an author’s choice of words is
to use an unabridged dictionary to find the precise meaning for each word and to locate other
possible meanings that could add richness to the work. Another technique is to try substituting
your own word or words in place of the author’s. Tone shapes the message or theme in a work
and helps to create an emotional atmosphere that readers respond to as they become involved
with the characters and their situations.

Writing about Tone

When preparing to write an essay which analyzes tone in a work of literature, try to
keep these steps in mind:

1. Tone is more subtle in some works than it is in others, so try to choose a work
in which the tone is more obvious because of the author’s use of language: the choice of
words, word order, images, comparisons, overstatement, understatement, sentence structure,
and other appropriate elements of style.

2. Read the work carefully and then describe the dominant tone with one or more
descriptive adjectives. Circle those elements in the work that help to convey the tone and
decide how they can be organized most effectively in your essay. If the work is short, for
example, a one or two stanza poem, its tone could conceivably be discussed in an essay with
one or two well developed body paragraphs. If the work is longer, look for places where it
could logically be divided into parts. This division could be based on shifts in tone or on the
types of elements conveying the tone, thereby creating separate paragraphs on word choice,
on images and comparisons, on word order and sentence structure, and so on.

3. In the introduction, the thesis will consist of a statement which describes the
tone, a statement—if necessary—on how the body of the essay will be organized, and a
statement which identifies the functions of tone in the work: how it conveys the theme and/or
how it conveys the author’s emotional attitude and produces an emotional response in the
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reader.

4, The body paragraphs illustrate how the tone is conveyed in the work by using
the literary analysis pattern of generalization, introductory material for a quotation, the direct
quotation, and analysis. Proceed logically through the work, generalizing about tone and then
supporting the generalization with quotes from the work. Follow this with in-depth analysis of
how and why the tone is communicated through the elements you’ve quoted. As always, the
analysis is the most important part of this pattern.

5. The conclusion is an in-depth discussion of the functions of tone that were
identified in the thesis statement. Try to show how the tone shapes and communicates the
theme and/or how it conveys the author’s emotional attitude toward the subject and produces
a similar emotional response in the reader.

Tema 10
An Extended Literary Analysis

Overview

After you have learned how to analyze the elements of fiction and poetry and how to
expresl. your analysis in a well organized essay of 500 to 1,000 words, you have mastered all
of the skills necessary for writing an extended analysis of a literary work. This type of paper
may be required to show your competency as you near the end of a course or as you share
what you have learned about a longer work or about several works by one author. Whatever
the length of your paper, it should be organized into an interesting beginning with a precise
thesis statement, a well developed body, and a logical conclusion.

Choosing a Subject for an Extended Essay

If you have the freedom to choose any literary work as your subject for an extended
analysis it is best to choose a work that you are familiar with and enjoy, one that you have
thought about, or one that has hung on in your mind because of its connections to your life
experiences. When seeking a way into the work, it is wise to consider the elements in the
work that make it unique and special. Some possibilities include an unusual plot structure, a
unique use of point-of-view. in- depth characterization, strange settings, complex themes,
archetypal symbols, or multiple images.

As you begin your thinking and planning by doing some free writing or some
branching or clustering activities, look for ideas that relate to significant parts of the work so
that you will have adequate content to discuss and analyze. If you are focusing on a single
work, ask yourself as you review your notes if there are ideas that can be tied together through
a series of causes or effects or through a series of examples that relate to a single literary
element. If you are focusing on two or more works by different authors, look for situations,
characters, settings, images, symbols, or themes that could be tied together in a
comparison/contrast paper. If the works are by the same author, look for similarities in plot,
symbols, style, or theme. You want to find a method of organization that will help you create
a coherent and unified discussion your reader will be able to follow and understand.

Planning an Extended Literary Analysis Essay

The length of an essay of literary analysis is determined in part by the length of the
work and in part by the specificity of the writer’s thesis. If, for example, you are analyzing
setting in a short story, your essay will probably be shorter than one analyzing setting in a
novel since adding length multiplies the complexity of the work. On the other hand, if your
thesis in the essay on the novel is restricted to just one setting rather than all of the
possibilities, then your essay may not be any longer than the paper on the short story. All of
this means that if you are assigned an essay of 1,500 words or more, you must thoroughly
develop your analysis of a shorter work or broaden your thesis to encompass enough aspects
of the work to produce the desired length.

When you have decided on a logical way to develop your ideas, you are ready to
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formulate your thesis and its main supporting points. This sentence is the guiding principle of
your essay; it guides your choice of supporting quotations and your analysis of them, and it
guides your reader through the body of your essay as he or she follows the main points
through to your conclusion.

An Organizational Approach: Comparison Contrast

If you decide that the best way to organize your essay is through the use of
comparison/ contrast, you have several choices to make about how you can arrange your main
points.

One of your choices is called the subject-by-subject approach. In this organizational
pattern, you make all of your points about the first work in the first part of your essay, use a
transition to move the reader into the second work, and then make the same points about the
second work.

An outline of this pattern would look like this:

A Work A Point 1 Point 2 Point 3 Point 4 Point 5

Transitional sentence or paragraph

Work B Point 1 Point 2 Point 3 Point 4 Point 5

This style can be effective in very short papers but can be ineffective for longer ones
because the essay tends to break into two separate discussions, it involves some repetition of
ideas, and it demands that the reader keep in mind all of the points about the first work to
appreciate the points you make about the second.

Another organizational choice for comparison/contrast is labeled point-by-point. This
approach is effective because it arranges the body of the essay around your main points of
likeness or difference which function as the topic sentences or main divisions of your essay.
Once the point is established, you discuss the first work, use a transition to move the reader to
the second work, and then discuss that work as it relates to your point.

An outline of this pattern looks like this:

Point 1 Work A Transition Work B

Point 2 Work A Transition Work B

Point 3 Work A Transition Work B

Point 4 Work A Transition Work B

Point 5 Work A Transition Work B

You may keep your discussion of each main point in one paragraph, or you may
present the first work in one paragraph and then put the transition and second work in the
following paragraph. The choice you make will be determined in part by the length of your
discussion; if you have a lot to say about each work, use separate paragraphs to give equal
emphasis to each subject.

One important concept to keep in mind about the point-by-point organizational pattern
is that it is not sentence-by-sentence. In point-by-point, you write only about the first work in
the first part of the discussion, and then after a transition, you write only about the second
work. Some students slip into sentence-by-sentence (sometimes called the ping-pong ball
approach) by writing one sentence about the first work and then one about the second,
following this pattern throughout the entire paragraph. This bounces the reader back and forth
between the subjects, involves a tremendous amount of repetition, and demands extensive use
of transitions.

If you are writing a long essay of comparison/contrast and if you are keeping your
reader in mind, you will probably choose to use the point-by-point approach to order your
discussion.

Writing a Draft of Your Essay

After you have written your thesis and outlined this body arrangement, you can begin
to flesh out the major parts of your essay: the introduction, the body, and the conclusion.
Remember that the purpose of the draft is to get your ideas down on paper; you can evaluate
their style and correctness when you work on the revising and editing steps in the writing
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Thesis Statement

Topic Sentence

Topic Sentence

Topic Sentence

process.

The typical introduction includes a lead to gain the reader’s interest, a tie-in to the
work s (or works’) title and author which are stated, a brief summary of the work(s) focusing
on the aspect to be dealt with in the thesis, and the thesis itself which states the main idea(s)
that you plan to discuss in the body of the essay. If you can actually state the main supporting
points as part of the thesis, you can then indicate the major divisions in your essay when you
move from one point to another through your use of the key words from the thesis.

The body paragraphs are built on the literary analysis pattern: topic sentence,
introduction to a quote, the quotation of relevant narration or dialogue, and in-depth analysis
of how the quote proves the topic sentence; this pattern is repeated by using a transitional
word or phrase to begin the introduction to a new quotation, by quoting another relevant part
of the work, and then by analyzing it in terms of the topic sentence. This pattern can be used
more than twice in a paragraph (the more the better), and it can be adapted by sometimes
including a quotation in the introduction to the quote or by using a quotation as part of the
analysis section. A review of the body paragraphs in the model essays in this text will provide
an overview of the flexibility of this pattern.

The conclusion will give your essay closure if you begin with a signal word (Thus,
therefore, and so, to conclude), summarize by rephrasing your thesis and main points, stress
the significance of the ideas you’ve discussed, and change the speed or tempo of your final
sentences to create a sense of finality. This paragraph is important since it is your last chance
to make an impression on the reader, and final impressions can be even more important than
first ones.

3.Familiarize yourselves with a model analysis essay and write your own one
on the analogy

MODEL ESSAY
This student essay compares the central characters in two of Flannery O’Connor’s
short stories. Notice the point-by-point organization and the use of transitions.

They Would Have Been Good Women If . . .

“ *She would have been a good woman,” The Misfit says of the grandmother in Flannery
O’Connor’s “A Good Man Is Hard to Find,”* ‘if it had been somebody there to shoot her
every minute of her life’ ” (133). In a smiliar fashion, one may assert that Mrs. Turpin in
O’Connor’s “Revelation”? would have been a good woman if there had been somebody
there to smash her face every minute of her life. Both the grandmother and Mrs. Turpin are
somewhat elderly women who come face-to-face with violence. On her vacation, the
grandmother encounters a callous criminal, while Mrs. Turpin’s conversation in the
doctor’s office ends when she is ferociously attacked by a disapproving teenager. In both
cases, these domineering and condescending women come to reconcile their views of
society and religion.

The grandmother s domineering ways are evident right from the start of the story. “A
Good Man Is Hard to Find” opens with the grandmother’s “seizing at every chance to
change Bailey’s mind” (117) about going to Florida: “ ‘Now look here, Bailey, see here,
read this,” ” (117) commands the grandmother. This is a mother speaking to her son;
however, both are obviously well into adulthood, and the grandmother’s dictating tone of
voice shows that she has never relinquished authoritative control over her son, Bailey. The
grandmother’s repetition of these commands makes them seem commonplace. She shows
no fear of opposition in giving her commands to him as she rattles “the newspaper at his
bald head,” (117) demonstrating absolute dominance. She wants things to run her way—not
Bailey’s.

Like the grandmother, Mrs. Turpin is immediately seen as a dominating force in
“Revelation.” When the Turpins enter the doctor’s office and look for a seat, Mrs. Turpin
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quickly unleashes her authority as she commands, “ ‘Claude, you sit in that chair there,” ”
(488), giving him a push. Like the grandmother, Mrs. Turpin exhibits verbal dominance by
her command and physical intimidation by her push. And Claude reacts to this “as if he
were accustomed to doing what she told him” (488). However, where the grandmother
prided herself on being a lady, Mrs. Turpin seems to be more arrogant about her
dominance. The command she gives to her husband is said “in a voice that included anyone
who wanted to listen” (488). This suggests that not only does Mrs. Turpin have powerful
authority in her marriage, but that she also feels it is important that everyone present sees
just how powerful she is.

Both women's domineeringness causes them to be rather condescending. When Bailey and his
family are driving through Georgia, the grandmother exclaims, “ ‘Oh look at the cute little
pickaninny!” ” (119). The grandmother’s use of the terms “pickaninny” and “nigger” (119)
reveals how completely she has accepted racist values. She also says that “ “little niggers in
the country don't have things like we do’ ”(119) when June Star points out that he has no
britches. Of course, by “things” she means luxury items. Never would she think of “things”

. as enough food to sustain health or enough clothes or shelter. She regards a scene of

TopicSentence wretchedness as picturesque and would like to “ ‘paint that picture” ” (119) not as a
damning social indictment, but as a means of passive fun.

Whereas the grandmother demonstrates condescendence when she is given the
opportunity, Mrs. Turpin continuously and relentlessly displays her egotistical patronizing.
She lets everyone in the doctor’s office know that she has “a little of everything” (494), and
she frequenty uses the term “niggers” (496). She also speaks of being tired of “ *buttering
up’ ” niggers (494) to do servant work for her. This type of phrasing shows that not only
has she readily internalized racist values, but she has also become sickeningly complacent
in her selfishness. And if this isn’t enough, “sometimes at night. . .Mrs. Turpin would
occupy herself with the question of who she would have chosen to be if she could not have
been herself” (491). And she would have to choose between being a “nigger” or “white-
trash” (491). This demonstrates Mrs. Turpin’s remarkable obsession to wallow in self-
satisfaction over being herself. She seems to associate divinity with being of the noble class
and pities in a mocking way the lower classes who, to her, are spiritually deprived.
Unfortunately, she cannot see her own spiritual deprivation in this extremely
condescending attitude.

TopicSentence In fact, the grandmother and Mrs. Turpin are so self-righteous, they seem to think of
themselves as extremely virtuous and religious. However, this notion changes as they both
encounter tragedy, and at the conclusion of O'Connor’s stories, both the grandmother and
Mrs. Turpin experience new. powerful, mystical religious insights. The grandmother
demonstrates confidence in her knowledge of Jesus when she inquires of The Misfit, “ ‘Do
you ever pray?’ ” (129). The grandmother here could have kept insisting that The Misfit
was a “good man” in a further effort to manipulate him to spare her, but by throwing this
question at him, she suggests that maybe he is not a “good man” and implies that through
her knowledge of Jesus, she could save him as evidenced by her statement, * *Pray, pray. . .
. That’s when you should have started to pray’ ” (130). Later, when The Misfit seems to
show a hint of emotion, “the grandmother’s head cleared for an instant” (132). This shows
that the grandmother has transcended the state of sheer terror she was in and is now
thinking on a new level. “ “Why you’re one of my babies,” ” she cried. “ “You’re one of my
own children!” ” (132). Whereas previously the grandmother thought of The Misfit as a
cold-blooded disgrace to society, she now sees him as one of her own children, one of her
babies. This shows that she is now thinking in purely Christian terms, for in Christian
terms, we are all brothers and sisters, children of God. This type of reaction is a far cry
from what the grandmother shows us throughout the story, and only in fear of death does
this insight pour out of her.

Mrs. Turpin, on the other hand, shows her arrogance and pride in her re-
ligious knowledge when she hears a familiar gospel song in the
doctor's office and*“supplied the last line mentally, ‘And wona these

TopicSentence days | know I'll we* earacrown ” (490). Mrs. Turpin seems to feel

supremely justified in being overwhelmed by the spirit of this song.
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She is very confident of her destiny with God and appears to even
be self-sanctifying. However, after being attacked and called an “
‘old wart hog’ ” (500) from hell, Mrs. Turpin is very worried and
distressed by this statement, and she ponders it for quite some time.
Then, at the very end of the story, while standing at the pig-parlor,
“a visionary light settled into her eyes” (508). In the same way as
the grandmother, Mrs. Turpin has reached a transcendental state of
mind and is now experiencing profound insights. And in her vision
she sees “a vast horde of souls . . . rumbling toward heaven. There
were whole companies of white-trash, clean for the first time in
their lives, and bands of black niggers in white robes, and battalions
of freaks and lunatics shouting and clapping and leaping like frogs”
(508). Mrs. Turpin’s spiritual vision is now unobstructed by her
hypocritical values. She sees all the types of people that she had
previously mocked and degraded, as well as people like herself, as
part of some greater Oneness. Like the grandmother, she also comes
to the Christian view that all humans are brothers and sisters,
children of God. She realizes how meek and humble people should
be before the Lord when she sees people like herself, and “even
their virtues were being burned away” (508).
Thus Flannery O’Connor’s characters of the grandmother and
Mrs. Turpin convey a piercing theme about how pathetically ignorant one can become in a

Restatement of life of self-satisfaction. They are good examples of people who
become over-

Thesis bearing and condescending almost to the point of being evil And it is a
shame

because we all are capble of being filled with the power,
glory, and awe of God. This fact, however, has a great tendency to
be forgotten unless there is a gun to one’s head or a smack in the
face to act as a reminder. O’Connor’s characters point to the need
for a religious revolution against a secular world to attain true
Christian values.

o EX5EBis 1. A, 8000 MAN, I, HABR, 9 EING: ARty 55 % ey
4, Read the following stories for analysis

E. Waller Go, Lovely Rose
T.C.Bambara The Lesson
E. Hemingway. Cat in the Rain

G. Greene The Invisible Japanese Gentlemen

J. Galsworthy The Man of Property
D.H.Lawrence Sons and Lovers
W.S. Maugham The Four Dutchmen

K.Mansfield The Lady’s Maid
R. Aldington Death of a Hero

5.Write your analysis essay on the following types of analysis on the basis of these
stories
1.Character Analysis

2.Theme Analysis
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3.Setting Analysis
4.Point of View Analysis
5.Imagery Analysis
6.Structural Analysis

7.Tone Analysis
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