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It may interest the students and others who have found this practicat
book, of use to know why it was added to the existing books o the subject.

The tolea of the proposed publication is quite pragwmatic: to focus the
attention of tnterested students on various opportunities for the study of
English literary texts in aspects of MODERN culture, world history,
blographies of famous writers, famous screenplays, ete,

Finally, it will be useful for students studying a course itn this
educational program,

The offered edition will help students in preparation of independent
project works awnd directs theme in the divection of Lmprovement of
philological § linguistic abilities in particular, The practical guide of 2
parts is easy to use: 1 pavt is a theoretical excursion for self-control and
contains the List of subjects for self-control, resources ETC. Part 2 will allow
students to practice and prepare their own projects, perform tests, ALSO
RESOUCH THE FEATURES OF THE LITERARY TEXTS.

The practical guide will help in organizing the work of students with
Internet sources, to interpret the text of the English-language work own the

basis of comparison with other arts, media texts,
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YACTHHA 1.

OPTAHI3ALINHO-
TEOPETHUHHH GAIOK
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BCTVYII. AHOTALIIA 1O OCBITHBOI'O KOMITIOHEHTY
«JIITEPATYPA AHIJIII TA CIIA»

Hucrumonina «Jliteparypa Anrmii ta CHIA» € 00OB’SI3KOBUM KOMITOHEHTOM
OCBITHBO-TIpOodheciitHoi mporpamu  «l'epmaHChki MOBHU Ta JiTepaTypu (mepekian
BKJIFOYHO), ITepIla — aHTJIiiCchKay cremanbHocT 035 «Dinmonorisy (mepeksian), mepioro
(6akamaBpCHKOTO) PiBHS BUIIOI OCBITH.

MeTo1w BHUBUEHHS HAaBYAJIbHOI AUCIUIUIIHU € ONMaHyBaHHs 0a30BUMHU 3HAHHSMU
PO CTPYKTYPY Ta ICTOPUYHI 3aKOHOMIPHOCTI, OpMyBaHHS i PO3BUTOK aHTJIOMOBHOI
JiTepaTypu, OCOOJUBOCTI JITEPATYPHOIO MpPOIECY IMEpIOiB BIJ HAWAABHIIIOTO [0
Cy4yacHOro, I[0 CTaHOBUTHME B@XIJIMBY YAacTUHY (UIOJIOTIYHOI KOMIETEHIIIi
MaiOyTHbOTO (haxiBIIs.

3aBaaHHA KypcCy:

O BH3HAYATH OCHOBHI YNHHMKU Ta MEPEAYMOBU CTAHOBIICHHS JIITEpaTypu AHIIIT Ta
CIIIA neBHOT 100U B1J 3apOJIPKEHHS IO CYYacHUX JHIB;

O XapakTepu3yBaTH 1JCHHO-XYI0XKHI OCOOJHMBOCTI JIiTepaTypu TMEBHOI J100M 3
BU3HAUYECHHSIM  SICKPaBMX TPEJICTABHHUKIB Ta iXHIX TBOPIB, JAEMOHCTPYIOUH
3JIaTHICTh ONEPYBATH AHTJIOMOBHHUM TEKCTOM;

O aHaJI3yBaTU 1JEHHO-XYJO0XKHIO CBOEPIIHICTh JIITEPATypHUX TBOPIB 100M, iX
¢d110co(CchKy IIUOKMHY Ta JIITEPaTypO3HABUY IPUPOLY;

O BUSIBJISITH CTWJIBOBI JIOMIHAHTH BKa3aHUX TEPIOJIB, OOTPYHTOBYBATH XY0KHIO
CBOEPIJIHICTh aHAII30BAHUX TBOPIB (()parMeHTiB TBOPIB) B OPUTIHAIIL

o ycBigoMuTH crnenudiky po3BUTKY Jitepatypu Anriaii ta CIIIA, npe3eHTyroun i
OOIPYHTOBYIOUH BJIACHY IYMKY aHTJIIHCHKOIO MOBOIO.

BuBueHHs kypcy nependaueHo 3100yBayaMy BUINOI OCBITH 0aKajIaBpChKOTO PiBHS,
3 xypcy (5-6 cemectpu, ¢hopMHu KOHTPOJIO: 3ajiKk Ta icnuT). BogHouac 000B’s13K0BUi
KOMIIOHEHT HaJla€ MOXIJIUBICTh CAMOCTIMHOTO BHOOpPY, 1HAMBIIyalbHOI camopeai3alii
Ta ajanTarlii IporpaMu 10 yMOB KOHKPETHOI CTYJIEHTChKOI ayauTOpIi.

B ocHOBI 3MicTy BUJaHHS — IPEICTABICHHS OCOOJIMBOCTEN PO3BUTKY aHTJIOMOBHOI

JiTepaTypy Ha OCHOBI TBOPUYOCTI KaHOHIYHMX MaicTpiB Bemukoi bputanii ta CILIA Bix
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JaBHUHU JI0 CHOTOJEHHS, IO CIOHYKaTHME CTYAEHTIB JO MPOBEIEHHS BJIACHUX
(b1I0JOTIYHUX TOCHIKEHb AHTJIIOMOBHHUX TEKCTIB (()parMeHTIB TEKCTIB) Ha OCHOBI
aHajizy JIIHTBO-CTUJIICTUYHOTO, IHTepMEI1AJIbHOTO, KOMITApaTHUBHOTO,
IHTEPTEKCTYaIbHOTO, POJI0-KaHPOBOT0, Mi(OJIOTIYHOTO, 1H.

Ha nexyitinux 3anammsx aHTIINCBKOIO MOBOIO TPEJICTABICHO CBOEPIIHICTH
JITepaTypHOTO HAMPSMIB UM JITEPATyPHHUX €MOX, HEMOBTOPH1 00JIMYYS THCbMEHHUKIB SIK
BUJATHUX TPEJICTAaBHUKIB JITepaTypud TMEBHOIO dYacy, BaXKIUBI JiTepaTypoO3HaBUi
MOHSTTS.

Ha npaxmuynux 3anammsx CTYJEHTH, PAIIOI0YN 3 KOHKPETHUMHU JTITepaTypHUMH
TBOpaMH, MalOTh 3MOry pO3KpUTH ce0e $K TBOpYY OCOOHCTICTh, HaOyBarouu
npodeciiiHOro AO0CBiAY JIHTBICTUYHOI M JITEpaTypo3HABUOi POOOTH 3 TEKCTaMU Ta
IHIOUMHU  JUKepellaMd 1 pecypcaMH  (HAYKOBUMH, JIOBIIKOBUMH, JITEpaTypHO-
KPUTUYHUMU). AHaJI3 TBOPIB CYNPOBO/KYETHCS BUPA3HUM YHTAHHSIM YPHUBKIB,
aKIIEHTYBaHHSIM yBaru Ha mpoOJjemMaTulll, oopa3ax, CTpyKTypl TBOpPY, HOT0 KaHPOBHUX 1
CTHJIbOBUX O3HAKaXx.

Buknamanns Kypcy 371HCHIOETCS aHTITIHCHKOI0 MOBOO. OCOOIMBICTIO IPOTpaMHU €
il OUTIHIBaJIbHICTh: PEai3ylOThCsl MUKIUCAUCUUIUIIHAPHI 3B S3KH 3 KypcaMu: 1CTOpii
3apyO1KHOI JIiTepaTypu, YKpaiHChKOI JITEpaTypH, CBITOBOi KyJbTYPHU Ta BCECBITHHOI
icTopii, $IKI BUSBJISIOTBCS B JOJATKOBUX KOMEHTApsIX, MPUMITKAX 1 CYJKEHHSIX

YKPAaIHCHKOIO MOBOIO.

Habymmsa komnemenmuocmeil 3 OUCYUnIiHU

KomnerenTHocri,
SIKUMHU MOBUHEH
OBOJIOITH
3100yBa4

InTterpanbHa  kommnereHTHiCTH (IK)
(IK) | 3maTtHicTh pO3B’s3yBaTH CKJIAHI CIEIiayli30BaHI 3a7a4l Ta MPaKTUYHI MPoOIeMHu y
raimysi ¢inonorii (mepeksaa BKIIOYHO) y Tpoueci mpodeciiiHoi AismbHOCTI abo
HaBYaHHS, 110 Nependayae 3aCTOCYBaHHS TEOPIM Ta METOIB (iI0JOTIYHOI HAYKH 1
XapaKTEPU3YETHCSI KOMIUIEKCHICTIO Ta HEBU3HAYCHICTIO YMOB

Kon 3HaHHA YMinusa




Perceptions of English & American literature

3araabHi  kommneTeHTHOCTI (3K)
3K 2 | 3pgatHicte 30epirati Ta | IcTopiss  craHoBieHHs | [IpakTudHe — MOCHIIKEHHS
MPUMHOXKYBaTH MOPAJIbHI, | (UIONOTIYHUX HAyK BlJl | OPUTTHAIBHUX 1
KYJIbTYpHI, HAyKOBI | TaBHUHU JI0 CYYaCHOCTI1 | MEPEKIaIHUX TEKCTIB 3
IIIHHOCTI 1 JOCSTHEHHS | (JiTepaTypO3HAaBCTBO, | OTNIAYy  HA  ICTOPHKO-
CyCIIJIbCTBA HAa  OCHOBI | JIHIBICTHKA, TeOopis | KyJAbTYpHI, TI'€OMOJITHYHI,
pPO3YyMIHHS ~ ICTOpii  Ta | JiTeparypu 1 | EKOHOMIYHI,
3aKOHOMIPHOCTEH PO3BUTKY | JTITEpaTypHa KPUTHKA, | COIIOJIHTBICTHYHI
npeaMeTHoi  obnacTi, 11 | ICUXOMIHTBICTHKA, YUHHUKH PO3BUTKY
MICLS y 3arajibHiil CUCTEMI | JIIHIBOJUAAKTHKA aHIJIOMOBHOI JIITEpPATypu B
3HaHb MPO TPHUPOAY 1 | TOIIO). Ictopis | Aurii Ta CIIA. Peamnizattis
CYCIIIJIBCTBO Ta Y PO3BUTKY | PO3BUTKY NPUIOMIB  1HTEPAKTHUBHOTO
CyCHUIbCTBA, TEXHIKA 1 | IEpeKIagaIbKol HaBYaHHSI
TEXHOJIOT1H, JUSIBHOCTI B YKpaiHi
BHKOPHCTOBYBAaTH pi3HI
BUIUM Ta (OPMHU PYXOBOI
aKTUBHOCTI JJII aKTHBHOTO
BIJIMOYMHKY Ta BEIEHHS
3JI0POBOTO CIIOCOOY KUTTS
3K 4 | 3natHicTh OyTH KpuTUyHUM | Diosnoriyue Hapuanns 3
1 CAMOKPUTUYHUM (IHTEepTeKcTyasbHe, BUKOPUCTAHHSAM TEXHOJIOT11
1HTepMeTiaIbHE) KPUTUYHOTO MUCJICHHS Ta
JTOCJI1 IPKEHHS aHaJi3y NepuomKepen,
AHTJIOMOBHHX TEKCTIB | HAYyKOBUX CTaTeH,
Ha OCHOBI iX JIOBIIKOBUX MaTepiaiiB
31CTaBIICHHS 3 TOILIO
nepeKIaHIMU
TEKCTaMH, 1HIIIHNMH
BUJIAMU MUCTEITB
3K 6 | 3matHicTh 10  mOMIYKY, | [HQopmamiiini mxepena | Bukonanus TBOPYHX
OMpaIIOBaHHS Ta aHaji3y | Ta iX BHJW, HAYKOBI | POEKTIB, MIArOTOBKA
iHpopmamii 3 PI3HUX | BUJAHHA, JITEpaTypHi | BUCTYIIB 3a Marepiajiamu
JoKepen TEKCTH pi3HUX iH(MOpMaLITHIX
pecypciB
3K 8 | 3marnicte mnpamtoBatu B | KomaGoparusue PoGora B rpymax Ta
KOMAaH/I1 Ta aBTOHOMHO HaBYaHHS, 1HAMBIAYyaTHHO
1HIUBITyaTbH1
3aBJIaHHS
3K 11 | 3gatnHicTs 3actocoByBatu | IHI3 Ta eramu iioro | AHami3 (3icTaBIICHHS)
3HAHHS Y  TPAKTUYHHUX | BAKOHAHHS. AHTJIIOMOBHHX TEKCTIB,
CHUTYaIlisIX [Ipe3enrariiss BIacHUX | Mpe3€HTAlis  PE3YJIbTATIB
HarpaIoBaHb JOCTIDKEHb  JIITepaTypHO-

KPUTHYHHX JDKEPET, aHaji3
MEePeKIaNiB 1 3IIHCHEHHS
BJIACHHUX (M ApsTHYK,
XYIO’KHIH, epecIIiB)
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3K 12 | Hapuuku  Bukopuctanus | IKT y  koHTekcTi | BukopucTanHs TEXHOJOTIH
iHopMaLifHIX 1 | MeI1aoCBITH NUCTAHIIIMHOIO HaBYaHHI,
KOMYHIKaI[IHHUX MIJTOTOBKA MPE3eHTaIllll Ta
TEXHOJIOT11 BIJICONPOEKTIB

CuneuiaabHi  (¢axoBi, npeamerni) kommnereHTHOCTI (CK)

CKS | 3paTHicTh IcTopuko-kyneTypHa Yuranus AHITIOMOBHHX
BUKOPHCTOBYBAaTH B | XapaKTEpHUCTHKA TEKCTIB B OpuriHai,
npodeciiiHiii  AISAIBHOCTI | pO3BUTKY  JIITEpaTypH | XyJOKHE  JIEKIaMyBaHHS,
cucteMHi  3HaHHS  mpo | Auriii ta CIIIA MIPOBEICHHS aHanizy
OCHOBHI IEPI0JIU PO3BUTKY TEKCTIB TBOPIB 3 OIIOPOIO Ha
JiTepaTypH, 110 JiTepaTypO3HaBYl
BUBYAETHCS, BiJl JIaBHUHU napameTpu, MOBHO-
bi (o} XXI CTOJIITTS, XYIOXKHI1 0COOJIMBOCTI,
€BOJIIOLIIO HaIpPsIMIB, CTHWJIHLOBI JIOMIHAHTH:
KaHPIB 1 CTHJIIB, YIJTBHHUX KOHTEKCTYaJIbHICTb,
MPEACTaBHUKIB Ta XYyJIOXKHI CTHJIHOBI O3HAKH,
SABUIIIA, & TAKOK 3HAHHS IIPO CUMBOJIIKa, M1()OTBOPUICTS,
TEHJICHIT PO3BUTKY IHTEepMEiaIbHICTh TOIIO
CBITOBOTO  JIITEPAaTypPHOTO
npouecy

CK7 | 3natnicts no0 30upanHs i | [ctopuko-nmiteparypHa | Cuctemarusaiis
aHaJi3y, cucTeMaTu3allii Ta | Kapra «Jliteparypa | JiTepaTypo3HaBUNX Ta
1HTEepIpeTanii MOBHUX, | Aurmii  Ta  CLIA: | icTOpuKO-KyIbTYpHUX
JTEpaTypHHUX, €IOXH, JITEPATYpHI | BIIOMOCTEH. Benenns
(hOJBKIOPHHUX dakriB, | ABUINA, TBOPYI METOJH, | BIIACHUX «UUTALBKUX
iHTEepIpeTanii Ta | IpEeICTaBHUKH, KYpHAIIB» 3 OINOPOI Ha
nepexnagy TEKCTY | XyI0KHI 3I00yTKI KaHOHIYHI CIIUCKHA MalCTpPIB
BIIIIOBITHO o clioBa B AHTJIOMOBHIN
crnerriam3zanii 03541 JiTepatypi

CK9 | Ycepinomnenns 3acan 1 | Opurinan 3acTocyBaHHS 3/1aTHOCTI Yy
TEXHOJIOT1! ctBopenns | [lepexman,  XymoxHii | po6oTi 3 XyHOKHIMU
TEKCTIB PI3HUX JKaHPIB 1 | MepeKIa TekcTaMd  (opuriHaim i
cTuiiB  nepxaBHolo  Ta | [lepecmiB TepEeKIIam).
1HO3€MHUMHU MOBaMu BukoHaHHS OpuUriHaIBHUX

TIePEKJIAIB 1 aIaTOBAHUX

CK10 | 3naTHicTh 3niicHIOBaTH | Buaun anamizy Tekcty | AHami3 AHIJIOMOBHUX
JIHTBICTHYHHM, XYJI0)KHBOTO TBOPY TBOPIB (ayAuTOpHA rpymnoBa/
JiTepaTypO3HABUNI Ta 1H/MBITyaabHa, CaMOCTilHA
CreliagbHUHA (PLIONOTIYHUHI poboTa) 3 BUKOPHUCTAHHAM
(mepexnamamnpkuii)  aHai3 Cy4aCHHUX BU/IIB
TEKCTIB PI3HUX CTUIIB 1 (b10JIOTTYHOTO aHayizy
KaHPIB TBOPY

Yceinommoroun crnerudiky po3BuTKy Jitepatypu Anrmii ta CIIA, dinonoriuny

OpUPOAY KIACHYHHUX JIITEPATypHHUX TBOPIB y MEPEKIafax Ta OpUTiHam (aHTJIOMOBHI

10
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MAaTUMYTb

3MOTYy  YJOCKOHAJIIOBAaTH

MPAKTU4YHI ~ HABUYKHU

OpPUTIHAJIFHOTO (34ANTOBAHOTO) MEPEKIATy Xy J0KHIX TEKCTIB.

[Ticnst 3aBepllieHHs] BUBUYEHHSI OCBITHHOTO KOMIIOHEHTa «Jliteparypa AHIii Ta

CIIA» 3p00yBauaMu OCBITH 0akalaBpChKOTO PIBHS OYIKYBAaHO JOCSTHEHHS TaKUX

nporpaMHux pe3yiabTariB HaBuaHHs (ITPH):

CumMBoJ
IMPH

ITPH aasa OII BigmoBiaHoO 10
CTAHIAPTY

Kounkperuszosani [IPH 3 qucunmiinm

PH1

Binsno CIIJIKYBaTHUCS 3
npodeciiHux MUTaHb 13
daxiBmsiMu  Ta HedaxiBIIMH
JIEpPKaBHOIO Ta 1HO3EMHHMH
MOBaMHM YyCHO ¥ IIHMCBMOBO,
BUKOPUCTOBYBATH  1X  JUIA
oprasizanii e(eKTUBHOI
MDKKYJIBTYPHOI KOMYHIKaLIii

lloacnioeamu cymuicmo nimepamypu K
Mucmeymea cnosa. Obcmorwsamu
3a2anbHoecmemudri U 2YMAHICMUYHI
NPUHYUNU  MEOPEHHs  Jimepamypu  Ha
NeGHOMY ICMOPUYHOMY emani il po36UMKY.
Obtpynmogyeamu pojib KAHOHIYHUX MBOPI6
Y XYOOXUCHIU cucmemi 1imepamyp, MOGU IKUX
susuatromocs. OOIpyHmMosano auanizysamu
meopu C8IMoB020 «imepamypHo2o
KAHOHY »

PH 2

EdextuBHo  mpamoBatn 3
iH(hOopMarliero: no0upatu
HeoOxiaHy  1H(dopmalio 3
pI3HMX JDKepend, 30Kpema 3
daxoBoi JiTepaTypH Ta
CJIEKTPOHHUX 0a3, KPUTUYHO
aHaNi3yBaTH M 1HTEpIpPETyBaTU
11, BIIOPSAJKOBYBATH,
KIacu(iKyBaTH i
CUCTEMaTU3yBaTH

IIposooumu camocmitine 6uueHHSA PIZHUX
iHhopmayitinux, HAYKOBUX, TiMepamypHo-
KpUmMuyHux odcepenl 3  OOMPUMAHHAM
NPUHYUNIB AKAOeMIYHOi 00OpoUecHoCmi

PH 3

OpraHi3oByBaTH MpPOIIEC CBOTO
HaBYaHHS ¥ CAaMOOCBITHA

Ilpayweamu  nao  IH/[3, 2omysamu
iHhopmayitini NOBIOOMIEHHS, NPOBOOUMU
KOMNApamueHi  OO0CHIONCEHHSI HA OCHOBI
CAMOCMIUHO  ONPAYbOBAHUX  Odcepell.
Ogopmnrosamu  pezyromamu  81ACHOL
pobomu 3 nimepamypHum i AimepamypHo-
KpUmuuHumM  mamepiaiom y  opmi
npesenmayiu, O0onosioetl, J1imepamypHux
KOMEeHmMAapis, ONOPHUX cXem Moujo

PH S

CriBmpaitoBaT 3 KOJIETaMH,
IpeICTaBHUKAMHU THIIIIX
KYJbTYpP Ta pemirii,
npubIYHUKaMU pi3HUX
[IOJIITUYHUX MOTJISIIIB TOIIO

Buxonyseamu
3060AHHA,
pos3susamu
KOMNemeHmHIChb i
CMAasieHts 00 PI3HUX KYJIbmyp

KOJIeKMUGHI, 2pynosi
opamu yuacms Y OUCKYCI,
KOMYHIKAMUGHY

moaepanmue
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PH 6 BukopucroBysatu Pobumu npoexmu, sizyanizysamu sucmynu,
iH(dopMaIliiiHi 1 KOMYHIKaIlIiHI ~ cmeoprosamu 6I1ACHI npoekmu 3
TEXHOJIOTii sl  BUPIMICHHS GUKOPUCAHHAM CYYACHUX 3acobie
CKJIQJTHUX CHEIIANI30BaHUX  GI3yanizayii
3ama4d 1 mpobieM mpodeciitHol
IISUIBHOCTI

PH 7 Po3ymitTi ocHOBHI mpoOnemu Busagiamu nid yac aimepamypo3Hagyux i
¢imosorii Ta MAXOAW 10 I1X ¢@)inonoeiunoco  awanizie  meopie  pucu
PO3B’sI3aHHS 13 3aCTOCYBAHHSAM ABMOPCHKO2O CHUIIO
OLIIJIBHUX METO/IIB Ta
IHHOBAILIHUX IT1IXO0/1B

PH 11 3HaTU NPUHLIMIN, TEXHONOTII 1 Becmu nyoaiuny oOuckycito U  emimu
NPUAOMH CTBOPEHHS YCHUX 1 npezenmyeamu 61dCHI HANPAYIOBAHHA Y
NUCHbMOBUX TEKCTiB PI3HUX @opmamax  —  HAYKOBO20 — BUCMYNY,
JKaHPIB 1 CTHIIIB JICP)KABHOIO Ta HNOJIEMIYHOL cmammi, XYO00HCHBO-
1HO3EMHUMHU MOBaMH. nyoniyucmuuHo2o  ece, pekiamMHo2o /

npe3eHmayiiuHoeo mexKcmy mowo.
2. HEPEJIYMOBMU JJ151 BUBYUEHHS JUCHUILJIIHA
Hapuanbna JTUCIUTUTIHA «Jlirepatypa Amnrmi Ta CIIA»

NOKJIMKaHa 30araTUTH (PaxoBy MIATOTOBKY CTYAEHTIB (PIJIOJOTIYHOTO CHPSIMYBaHHS

3HAHHSIMU TIPO 1ICTOPUYHUN PO3BUTOK JiTeparypu Anrmii ta CILIA, popMyBaHHs kaHpPiB

B PI13HI ICTOPUYHI MEPIOAM, iX BIUTMB Ha (POPMYBaHHS MOPaAJIl i CBITOBOI KyJIbTYpH.

Midcoucyunninapni 36 's13KuU:

Ha3Ba HaBYaJIbLHOI AMCHHUILTIHA

Kopn 3a OII

OK 05 IcTopist OCHOBHOI 1HO3€MHOT MOBH
OK 19 IcTopis 3apyOGixkHOT JmiTeparypu
OK 17

JIiHrBOKpaiHO3HABCTBO KpaiH 1-1 iHO3eMHOT MOBHU
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CTDPYKTYDA Kypey

Moaynb 1. IcTopia nitepatypHoi TBopuocTi AXrnii Ta CIUA
BiA 3apoA:keHHa Ao KiHua KIX cTonitTa

dmicToBuiA moaynb 1. Jlitepatypa Anrnii: BiA BUTORIB A0 RiHua KIX cToniTTa.

dmicToBuid mopaynb 2. NiTepartypa CLIA: KVII-KIX cToniTT4.

ITPOI'PAMA naBuyanus

Tema 1.1. Panns Amnrmiiceka miteparypa. [loesis. Ilepma moetmynHa moema
“beoBynbd”. Ilepii aHrmiiCHK JereHau. XpoHiku Ta Manyckpuntu. baiika. Pomancu.

Tema 1.2. Anrmiiiceka mitepatypa y nepioa 700-1480 pokis. [loetnuna nisibHICTD
JIx. Yocepa. Jliteparypa nepioay Binpomxenns (1480-1600 poxkis). Tomac Mop 1 iioro
«Yromis». Kpicrodhep Mapio ta inmii npamatypru — nonepenuuku Lllekcnipa. TBopuicTs
B. Illekcnipa. Po3BuTOK apamu 1 Tearpy.

Tema 1.3. Aurmiiceka miteparypa nepiogy 1600—1660 poxkis. Jlitepatypa nepioay
PecraBpariii ta IIpocBiTHuira (1660—1780 pokis).

Tema 1.4. Aurmiiiceka gitepatypa XIX ct. Pomantusm (1780-1830 poku). [lonsarrs
pomantuamy. Iloesis (B. bneiik, B. Bopacsopt, [Ix. I'. baiipon, [Ix. Kitc ta iH.
P03BUTOK >kaHpY ICTOPUIHOTO pOMaHYy.

Tema 1.5. Anxrmiiiceka miteparypa XIX cr. Peanmism. Ilonstrs peamizmy. B.
Tekkepein Ta L. bponre.

Tema 2.1. Amepukancbka miteparypa nepiogy 1600—-1750 pokis. Jliteparypa HOBOI
BiTbHOT Hartii (1750-1820 pokiB). PO3BUTOK KypHaIICTCHKOT JIITEPATypH.

Tema 2.2. Pomantu3sm Ta amepukaHcbke Bigpomkenns 1820-1865 poxkis.
3apomkeHHs AeTeKTUBHOI JitepaTypu. [Icuxonoriune onosinanus E. Io. TBopuicts B.
IpBinra.

Tema 2.3. Peasizam Ta MiCLIeBUH KOJOPUT aMEPUKAHCHKO1 JTiTeparypu niepioay 1865-
1910 pokiB. Topuicts ®. Kynepa.

DoKYC JIeKHiHHUX 3aHATh

Jimepamypa Anenii: ¢io eumoxie 0o kinus XX cm.
1.1. Panns anriilicbKa Jiiteparypa.
[Toesis. Ilepma noetnuna noema “beoBynbd™. [lepuni anrmiiicbki gerenau. “KenbTcbki
caru” - eCTeTMYHA Ta ICTOPUYHA LIHHICTh. XPOHIKMA Ta MaHYCKpHUNTU. PO3BUTOK *aHpy
Oaiiku. XynoxHs crienudika poMaHcy.
1.2. Amuraiiiceka Jiteparypa y mnepiog 700-1480 pokis. Jlitrepatypa mnepioay
Binpoa:xkenns (1480-1600 poxkis).
3aranbHa XapakTepucTuka nepiony. Tomac Mop 1 #ioro «Yrtomis». Kpicropep Mapio ta
iHII Apamatypru — nonepeanuku lllekcmipa. Teopuicts B. Illekcmipa. Po3Butok npamu
i Tearpy.
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1.3. Amnruaiiicbka Jgiteparypa mnepiogy 1600-1660 pokis. Jlireparypa mnepioay
PecraBpauii Ta IIpocsiTHunrsa (1660-1780 pokis).
3aranbHa XapakTepUCTHKa JjitepaTypHoro mnepiony. [Ix. Yocep — mnpeactaBHUK
aHrmificekoi gjiteparypu Hosoro wacy. Hapucum xutts Ta TBOpdYOcTi. [loeTnuna
nismeHICTh J[K. Yocepa.
1.4. Anraiiiceka Jgiteparypa XIX ct. PomanTtuszm (1780-1830 pokmn).
[TonsTTs pomantusmy. Iloesis (B. baeiik, B. Bopacsopr, [Ix. I'. baitpon, k. Kitc Ta 1.
P03BUTOK )aHPY ICTOPUYHOTO POMAHY: XapaKTepHI PUCH.
1.5. Anraiiicbka Jgiteparypa XIX cr. PeaJizm.
[TonsatTa peanizmy. 3arajibHa XapaKTepUCTHKA MIEPIOAY.
XynoxHi nocsrueHHs B. Texkepes Ta 111. bponTe.

Jdimepamypa CIIIA : XVII-XIX cm.
2.1. HapoaskeHHs1 aMepHKaHCbKOI JiTepatypu. CTH/ILOBI JOMIHAHTH.
AwmepukaHchka miteparypa nepiogy 1600-1750 pokis. JlitepaTypa HOBOI BiIbHOT HaIlii
(1750-1820 pokiB). PO3BHTOK »ypHATICTCHKOI JIiTepaTypH.
2.2. PomanTu3m Ta amepukaHcbke Binpoxxenns 1820-1865 pokis.
3aranbHa xapakTepuctuka nepiony. [loHATTS pomaHTH3MY. 3apOUKEHHS J1€TEKTUBHOI
nitepatypu. I[lcuxomnoriune onopiganus E. [1o. TBopuicts B. IpBinra. Peamnizm.

OpiEHTOBHa TEMAaTUKA MNPAKTUYHHUX 3aHATDH

Jimepamypa Anenii: ¢io eumoxie 0o kinusa XX cm.
v' | Tpaguuii rymanismMy B aHIiichKiii jiteparypi. TBopuicts Illexcmipa Ta po3BHUTOK
CBITOBOI JIiTEpaTypH.
Amnrmiiicbka noesist 19 cT. AHani3 TBOpUKX AOPOOKIB MOETIB POMAHTHKIB .
AHrmiicbkut icropuuanii pomas 19 cr. B. Ckott. AHani3 pomany “AiBeHro”.
Anrmiicekuit peanizm. B. Texkepeit “Spmapka MapHociaBcTBa” — CTHIILOBUM aHAI3
CaATHPUYHOTO PEATiICTUIHOTO TBOPY.
v | Aurnidicekuii peanizm: 1. Bponre “/Ixxen Eiip” - 3pa3ok 1r000BHOI IPO3H.

Jimepamypa CIHIA : XVII-XIX cm.

AMepukaHcbka Jiteparypa 19 cr. PomantusMm. JlerekTuBHa JlitepaTypa.
AmepukaHchka iteparypa 19 cr. Peanism. TBopuicts B. IpBinra ta ®@. Kymepa.

AN

AN

CamocriitHa podoTa
Jdimepamypa CIIA : XVII-XIX cm.

v | Tpamuuii cepeiHbOBIUHOT aHIIIIACHKOT JTiTepaTypu. XyI0KHI J0CATHEHHs PeHecancy.
BrnuB ictopuyHuX 0OCTaBHH HA PO3BUTOK JIITEpaTypu AHIIII.

v | Crienndika [TpoCcBiTHHIITBA B KOHTEKCTI JTiTepaTypu AHIIII.

v BHecok siteparypu AHIIIT B po3BUTOK PoMaHTH3MY i Peaiizmy.
Jdimepamypa CIHIA : XVII-XIX cm.

v | Cnenudika [TpocBiTHHIITBA B KOHTEKCTI stiteparypu CIIA.

v | Buecok miteparypu CIIIA B po3Butok Pomantusmy i Peanizmy.

Ilpumimka: Y xoumexcmi camocmitinoi pobomu nepedbdaueno euxonawus IH/3 y euensoi
npeseHmayit. meopuoCcmi Mumys, CMUiIb08020 YU KOMNAPAMUBHO20 AHALI3Y MEOPY, (iloN02iuHO20
odocniodcenus mowo. [lpoexkm 6izyanizyemuocs i 3axumyacmubcsi NPUIOOHO.
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Moaynb 2. llitepaTtypa Moaepriamy 1a llocTMoAEPHI3MY

3micToBui moaynb 3. NiTtepatypa Anrnii y KX-XKI cToniTTi.

3micToBuin moaynb 4. Jliteparypa CLWA y XX-KKI cToniTTi.

IMTPOI'PAMA HaBYaHHA

Tewma 3.1. Jliteparypa Anarmii y 20 cromitri. [loHATTS MOOeprizm. OCHOBHI Tedii Ta
HanpsiMu ~ MojepHi3My. HoBe posyminns Tpagumiii  y TBopuocTi T. Emiora,
J. I'. JlIoypenca. Brpadene nokosiHHS MUCbMEHHUKIB. P. ONIiHTTOH.

Tema 3.2. Jlitepatypa mOTOKy cBiioMOocTi. CTUIIBOBI JOMIHAHTH METOILY
BHYTpIIIHbOTO0 MOHONOTY. TBOpuicTh [Ix. [Ixoiica Ta B. Bynbd.

Tewma 3.3. Po3BuToK HaykoBOi (panTacTuku. Tpaguuii 1 nepcnekTuBU (PaHTACTUUHOI
mitepatypu. XyaoxHi nocsiraeHHs I'. Bermca.

Tewma 3.4. Po3Butok apamu. Tpamuiii [6ceniBcbkoi qpamu. [HTENnekTyanbpHa qpama i
TtBOpUicTh b. lloy.

Tema 3.5. Teopis ex3ucreHmianizmy. TeopeTHyHa OCHOBa EK3UCTEHIATIZMY —
nexis XK. I1. Captpa “Ex3ucrenmianiam — 1ie rymanizm”. EjxemMeHTH ek3ucTeHIianizmy
y TBopyocTi B. T'onpinra.

Tema 3.6. I1ig 3HaKoM noctMoaepHiI3My. TeopeTruHe MiAIPYHTS MOCTMOJEPHI3ZMY.
O3naku noctMoiepHi3My y TBopuocTi [[x. dayinsza.

Tema 4.1. Amepuxancbkuii MmogepHizM 1910—1950 pokiB. BTpaueHe mokosiHHSA
nucbMeHHUKIB (E. Xeminryei).

Tema 4.2. AmepukaHcbka ekcnepuMmeHTanbHa npama 20 cT. ExcnpecioHi3m.
[Tnactuunwmii Teatp 1 TBOpUIcTh T. BiabsimMca. XynoxHi nocsiraerHHs TBopyocti FO. Onuna
ta E. On6i.

Tema 4.3. AMepuUKaHCHKUN TOCTMOJIEPHI3M. PucCH MOCTMOIEpHI3MY Yy TBOPOCTI
Y. [Tananika.

DoKYC JeKUiHHUX 3aHATh

Jimepamypa Anenii y XX-XXI cm.
3.1. 3arajbHa XapaKkTepuCTHKA MOJIEPHI3MY.
P0o3BUTOK MOIEpHICTCHKUX HAMpsIMIB Ta CTWIIB. BugaTHI AOCHITHUKK W Tepekiazadi
MOJICPHICTCHKHUX TBOPIB.
3.2. IloTik cBimomocTi.
CTuabOBi IOMIHAHTH METOJIy BHYTPIIIHBOTO MOHOJoTy. TBOpuicTh JIk. JIkolica Ta B.
Bynbo.
3.3. AHrJiiicbKka HayKoBa (paHTaCTHKA.
Po3Butok HaykoBoi ¢aHTacTukd. Tpamuiii 1 mepcrnekTUBH (DAaHTACTUYHOI JITEpaTypu.
XynoxHi nocsrHeHHs . Bemica. I'. Bemsic 1 cBiToBuii kKiHemarorpad.
3.4. PepopMmyBaHHS aHIJIIICHKOI ApaMu.
Tpamumii I6ceniBcrkoi apamu. IHTenekryanbHa apama i tBopuicTh b. Iloy. IloHsaTTs
Ipama-auckycis. XymoxKHi TOCATHEHHS TeaTpy adCypay.
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Tema 3.5. Ex3ucreHuianizm B a”rJiiicbKiil Jgiteparypi.
Teopernuna ocHoBa ek3ucreHmianizamy — Jekiis JK. I1. Caprpa “Ex3ucrtenmianizm — 1e
rymaHizm”. EneMeHnTu ex3ucteHiiianizmMy y TBopuocti B. T'oninra.

Tema 3.6. Ilix 3HaKOM mocTMOAEPHIZMY.
TeopeTuune MiATPYHTS MOCTMOEPHI3MY. [IOHATTSI MOCTMOIEPHI3M B KOHTEKCT1 PO3BUTKY
CBITOBOI JiTepaTypu. O3HAKH MOCTMOJIepHi3MY Yy TBopuocTi [[x. daymn3a.

Jimepamypa CIIIA y XX-XXI cm.

Tema 4.1. Amepukancbkuii moaepHizm 1910-1950 pokis.

3aranbpHa XapaKTepUCTHKA aMEPUKAHCBHKOI JIITepaTypy Nepiuoi moiaoBuHH 20 cT.
Brpauene mnokomninas nucbMeHHUKIB (E. D'eminrseit). MojaepHICTChbKI HampsiMU Ta
aMepUKaHChbKa Mpo3a.

Tema 4.2. AMepuKaHCbKa eKCIIepUMEHTAIbHA Apama 20 cT.
Excnpecionizm. [lmactuunuii teatp 1 TBopuicTh T. Bimbsimca. XymokHiI AOCSITHEHHS
tBOpyocTi FO. Onina ta E. Onoi.

Tema 4.3. AMepUKaHCHKHI IOCTMOIEPHI3M.

XymoxH1 TOCATHEHHSI Ta HETTOBTOPHICTh aMEPUKAHCHKOTO MTOCTMOJIEPHIZMY.
[HTEepTEeKCTyalbHICTh Ta IHTEPMENIANIBHICTD Y KOHTEKCTI JIITEPATYpPO3HABCTBA.
Bunatni nociaigHuKy i nepeksiaiadi moCTMOAEPHICTCHKUX TBOPIB.

Opi€cHTOBHI TeMH NPAKTHUYHUX 3AHATH

Jimepamypa Anznii y XX-XXI cm.
MonepHicTChKI TeHIEHIIi B JiTepaTypi AHrmii nepioi nojgoBuHu 20 ct. AHami3
tBOpuocCTi ['. Benca.
MopepHICTChKI TeHACHIIT B aHTTIHCHKIN Apami.
Xyno0xkH1 TOCATHEHHS «meampy abcypoyy. TBopuictsh C. bekkera.
Enementu ex3uctenmianizmy B pomati B. 'onninra “Bonogap myx”
[TocTmonepHicTChKa JliTepaTypHa CHaAluHA.
Jimepamypa CIIIA y XX-XXI cm.
AMepukaHchkuii  MonepHi3M. CTHIBOBI JOMIHaHTH JIiTEpaTypHUX TBOPIB.
JliTepaTypa MUCbMEHHUKIB «8MPA4eH020 NOKONIHHLY.
v Enementu excrpecionismy y TBopyocti 0.0 Hina ta E. On6i. ITnactuunmii TeaTp
Teneci Binbsimca.
v O3Haku noctmoiepHizmy B pomani Y. [Tananika “BidtiiBcbkuii Kiry6”.

AV YA NN

(\

CamocriitHa podora

Jimepamypa Anznii y XX-XXI cm.
v’ | ®inmocodcehKi 3acaii PO3BUTKY MOJICPHI3MY.

v’ | Kanp antuyromnii y TBopyocTi Ix.Opyena.
v’ | CTriicTiKa «90pHOTO TYMOPY» B aHTIIOMOBHIH JiTeparypi. P.Jlan. 306ipka onoBiganb
«/lopora 10 pato»
v' | TlocTtMozepHiCTChKa JIiTEpaTypHa CIIa IIuHA.
Jimepamypa CIIIA y XX-XXI cm.
v' | Inmetino-TeMaTnyHa Ta xanposa tunosoris jgipuku T. C. EnioTa.

16



Perceptions of English & American literature

v" | Hosemnictuka XX crt. HoBena O’I'enpi. AHauti3 HOBEJIM Ha BHOIp.
v' | CBoepimHicTh TpobieMaTHKu TBopYocTi k. Onapimka.

Ilpumimka: Y po3paxyHnky cooun camocmitinoi pobomu nepedbaueno sukonanus IH/3 y euennoi
npes3eHmayitic. meopuocmi Mumysi, CMuIb08020 YU KOMHAPAMUBHO2O AHANIZY MEOpY, (ilo102iuH020
oocniddcennss mowo. Ilpoekm 8izyanizyemucs i 3axXuyacmscsi NPUIOOHO.

OpieHTOBHA TeMaTHKA iHAUBIAYAJIbHHUX I TPYNOBUX 3aB/IaHb

[nuBiNyanpHO-KOHCYIbTaTUBHA POOOTA 3MIMCHIOETHCS Y (hOPMI 1HIUBITYATbHUX 1
IPYNOBHX  KOHCYJbTAIlid, TIEPEeBIpKM BUKOHAHHS TPAKTHYHUX 3aBJaHb, 3aXHCTY
MPOEKTIB, BUHECEHUX HA MOTOYHHUI KOHTPOJb. BHKOPHCTOBYIOTHCS MpU LOMY pi3HI
iHdopMalliiiHi 3acoO0M HaBUaHHS — Yy colMepexkax, Ha riardopmi Moodle, ouno Ta
MUCTAHIIHHO.

[IpoBOAUTECA 3 METOIO:

a) 3AaCBOEHHS TEOPETUYHOrO Marepiagy 1 aHIJIOMOBHOI — TEPMIHOJIOTII
JTEPaTypO3HABUOTO 3MICTY;

0) MAroTOBKHY MPAKTUYHUX 3aBJaHb Ta IHIAUBIIyIbHUX MPOEKTIB;

B) MIATOTOBKM JI0 KOHTPOJBHUX 3axo0/iB (MOJYJIBHOTO TECTyBaHHS, €ce,
KOMOIHOBaHOTO KOHTPOJIIO BUBYEHOTO PI3HUX PIBHIB CKJIQIHOCTI);

T') MiJIFOTOBKH 3BITHOCTI Y KOHTEKCTI CAMOCTINHOT pOOOTH CTYJIEHTIB.

OpienroBua tematuka IHA3 (npockm 3a eubopom cmyoenmis)

=

Panns anrmiiiiceka Jipuka: >KaHpH, MoeTuka, 0COOIUBOCTI.

2. Tomac Mop 1 #oro «Ytomisi»/ J[pamatypru — mnomnepennuku Illexcmipa/
«I1lexcmipiBchbke MUTaHHA». ['aMieT, raMJIeTU3M Y BUMIPI Cy4aCHOTO HAyKOBOTO
JTUCKYpCY.

3. Hx.Yocep — oauH 13 3aCHOBHUKIB aHTINHCHKOI JiTepaTtypu HoBoro uvacy. Kutts
cyudacHoi AHri1 y 30ipii BipmoBaHux omnoBiganb [[x. Hocepa «KenrtepOepiiichki
OIIOBITAHHSY.

4. TloetnyHa TBOPYICTh POMAHTHUKIB (()UIOJOTTYHUI aHaji3 OpUTIHAIBHOI MOe3ii) /

Baiipon 1 “OaiipoHi3M” y KOHTEKCTI Cy4acHO1 JITepaTypH.

MopaepHicTcbka No€e31s: JKaHpH, MoeTuKa, Ppinocodis, HaPsIMU, NPEICTABHUKY.

MopaepHICTChbKUI  eKCIIepUMEHTAIbHUI  TeaTp (y II'ecax aHIJINWChKUX Ta

aMEpPUKaHCHhKUX JipamMaTypriB XX CTOMITTS).

/. KomnapaTuBHUI aHajii3 yTOMIYHOTO ¥ AHTUYTOMIYHOTO TBOPIB aHIJIIHCHKHUX
MuUTIIB pi3HUX enoX (Tomac Mop «Yrtomis» 1 Jx.Opyenn «1984y).

8. IHTepTekcTyaNbHICTh SIK 03HAaKa MOCTMOJIEPHICTCHKOTO TBOPY.

9. EnemenTn mocTMOAEpHI3MY Ha TPUKIAAI TBOPIB CYYaCHUX aHTJIMCHKUX Ta
aMEpPUKaHCHKUX MMChbMEHHUKIB.

10.IaTepMenianbHICTh K O3HAKA PO3BUTKY JIITEPATypO3HABUOI TPAIUIII CHOTOJICHHS.

S
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THEORETICAL EXCURSION

The course English and American Literature deals with the main literary processes
according to the certain historical periods and stylistic dominant of the writers’ creativity.
Students explore the connection between certain historical events and literary trends and
at the same time realize the peculiarity of fiction originality.

The study of each period (Middle Ages, Enlightenment etc.) begins with an
overview of the era, characteristics of artistic and literary achievements as components of
the aesthetic and spiritual potential. In each period there is a generalized analysis of the
writers’ creativity, which determines the originality, style and literary level. At the same
time different genres are taken into account, many writers were simultaneously poets,
playwrights and famous journalists. Students have to demonstrate their ability to complete
a stylistic analysis of a literary work and to take into account the most prominent
translators and their valuable contribution to the rapprochement and enrichment of the
national literature. Practical work on the comparative analysis of the transferable heritage
will promote the implementation of interdisciplinary connections in English classes,
students’ aesthetic enrichment and increase their intercultural competence.

ENGLISH LITERATURE IN BRIEF

Periods of British literature have been delineated in different ways. Here is the
most common periodization:

e Old English (Anglo-Saxon) Period (450-1066)

e Middle English Period (1066—-1500)

e The Renaissance (1500-1660)

e The Neoclassical Period (1600-1785)

e The Romantic Period (1785-1832)

e The Victorian Period (1832-1901)

e The Edwardian Period (1901-1914)

e The Georgian Period (1910-1936)

e The Modern Period (1914-7?)

e The Postmodern Period (1945-7).

Another approach involves differentiating the literary process according to the

century. History of English literature (we can also use the term British literature) was
under the great influence of historical events and cultural exchange with different

countries.
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OLD ENGLISH LITERATURE

The beginning of English literature deals with the needs of Celts. The Celtic tribes
(the Picts, the Britons and the Scots) spead across Europe from the 6™ to the 3™ century
B. C. According to the written accounts in the 1% century B. C. British Celts lived in
villages and believed that all around them were ruled by powerful beings. They also
thought that many spirits lived in the forests, rivers, lakes and seas.

The Druids (priests) influenced on Celts’ beliefs. They taught that human souls
passed after death from one body to another. “The druids were very important and
powerful <...> the Celts believed in their magic power <...> the druids could give orders
to begin a battle or to put down arms and stop fighting. The druids were also teachers and
doctors for they were wiser than the other tribesmen” [9, p.40].

Celts created many legends about their gods and heroes. Writers translated the Celtic
legends into Modern English and called them The Celtic Sagas. They are considered to
be a valuable source of information about the early inhabitants of the British Isles.

In the 1* century B. C. Britain was conquered by the Roman Empire and lived under
Roman Rule for 4 centuries. The fall of the Roman Empire is considered to be the end of
ancient history.

After the Roman invasion there was the invasion of the Germanic tribes called the
Angles, Saxons and Jutes (from northern and central Europe). This period ended in 1066
when Norman France, under William, conquered England.

Anglo-Saxons brought a lot of oral stories, poems and legends to Britain. The Anglo-
Saxon poem — Beowulf — which is considered to be the foundation stone of all British
poetry, was written during the Early Middle Ages, the period from the 5" till the 11%
century (the invasion of the Germanic Tribes (Anglo-Saxons). Beowulf is about the times
before the Anglo-Saxons came to Britain and was compiled in the 10" century by an
unknown scribe. It’s a description of the life of that period.

In the 7™ — 9" centuries in Anglo-Saxon society the first steps of Feudalism were
taking place due to Christian Church (Christianity in the British Isles in the 3™ century).
The first church was in Canterbury. Christianity made a great impact on culture and
literature in Britain. The Latin language became the language of the Church all over
Europe and widespread in Britain. Latin was a means of international communication and
used by educated men in many countries.

Education was available in the monasteries. They organized the first libraries and
schools. Psalters, chronicles and other manuscripts were examples of written records that
time and now are considered to be very important historical documents. The monk Bede
(673-735) wrote Ecclesiastical History of the English People, which is the only book on
Anglo-Saxon history. A Latin scholar Alfred the Great (849-901) wrote the Anglo-Saxon
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Chronicle which is considered to be the first history of England and the first example of
prose in English literature.

MIDDLE AGES
NORMAN LITERATURE [12-13 centuries)

In 1066, the Norman Duke William conquered the English. During the following 200
years communication went on in 3 languages: at the monasteries — Latin; official
communication — Norman-French; for common people — mother tongue (Anglo-Saxon).
“Norman French and Anglo-Saxon were moulded into one national language only
towards the beginning of the 14" century when the Hundred Years War broke out. The
language of that time is called Middle English” [9, p. 50].

The Middle Ages sees a huge transition in the language, culture, and lifestyle of
England and results in what we can recognize today as a form of recognizable English.
Much of the Middle English writings were religious in nature

In Italy and France appeared special places for study appeared called “universities”.
Paris was the centre of education for English students. In 1168 at the town of Oxford a
group of professors formed the first university. In 1209 at Cambridge a second one was
founded.

During the 12" and13™ centuries Norman Literature were presented mostly by:

o historical chronicles in Latin written by monks;
o poetry in Norman-French created by aristocracy;
o ballads and songs in Anglo-Saxon made by the country-folk.

New genre — romance — appeared in literature. Tales and lyrical poems came from
old French sources, the language of which was a Romanic dialect, and because of this
they were called romances. A lot of such literary creations were based on Celtic legends
(about King Arthur and the knights of the Round Table). Unlike the Church literature,
romances have ordinary people as characters with different feelings and emotions. Their
adoration of a fair lady becomes the plot of the romance.

In the literature of the townsfolk fables were widespread. Fables are some short
stories with animals for characters and a moral. Fabliaux were funny stories about
cunning humbugs and unfaithful wives. These stories didn’t idealize their characters and
show a practical attitude to life.

See more:

SARAH PRUITT 6 Reasons the Dark Ages Weren’t So Dark

URL.: https://www.history.com/news/6-reasons-the-dark-ages-werent-so-dark
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In the first half of the 14th century the Normans made London their residence and
the capital of the country. The London dialect gradually became the foundation of the
national language. In 1337 the Hundred Years’ War with France began. The poor priests
wandered from village to village and talked to the people at that time. They protested
against rich bishops and churchmen who were ignorant and could not teach people
anything. Such poor priests were the poet William Langland (1332—-1400), who wrote a
poem Piers Plowman (about the necessity to fight for rights) and John Wyclift (1320—
1384), who discussed political situation with common people and translated part of the
Bible into English.

Geoffrey Chauser is the greatest writer of the 14 century. He wrote The Canterbury
Tales, a series of stories written in a verse (30 men and women from all ranks of society
pass before reader’s eyes). The author shows a true picture of his life of the 14™ century.

Geoffrey Chauser was a creator of a new literary language.

In 1476 William Caxton set up the first printing-press in Westminster

Pre-renaissance period is famous for folk-songs, short poems which were usually set
to a melody (harvest songs, wedding songs). Ballads are the most interesting examples of
folk poetry. They are devided into historical, heroic and romantic according to their
subject. The most famous 7The Robin Hood Ballads consist of 40 ballads which tell about
people in need to be protected from Church or barons. Robin Hood always helps the
country-folk and fights for righteousness. Robin is a partly historical character. Maybe,
he lived in the second half of the 12% century, during the reign of Henry II and Richard
the Loin-Hearted. In the 16" century new episodes were included into series The Jolly
Life of Robin Hood and His Men in Sherwood forest.

“The word RENAISSANCE means rebirth and was used to denote a period of time
in the cultural development of Europe between the 14" and 17" centuries” [9]. Literary
historians divided this period into four parts, including the Elizabethan Age (1558-1603),
the Jacobean Age (1603—-1625), the Caroline Age (1625—-1649), and the Commonwealth
Period (1649-1660).

In general a great importance was given to intellect and experience. Humanism has
became a new outlook, which forced people to change their attitude to usual things and
to see the world in a new light. The definition of humanism stresses that it is a belief that
human needs and values are more important than religious beliefs, or the needs and
desires of humans. Tomas More is believed to be the first English Humanist. Two new
genres were developed in the English Renaissance: sonnet and drama. Sir Tomas Wyatt
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(1503 — 1542) made the most popular English sonnets. Edmund Spencer (1552 — 1599)
created a sonnet form of his own, the Spencerian sonnet.

The Elizabethan Age was the age of English drama (nmokimkanHs Ha TeMy po Tearp
1 npamy). Representatives: Christopher Marlowe, Francis Bacon, Edmund Spenser, Sir
Walter Raleigh and William Shakespeare. The Jacobean Age is presented by the works of
John Donne, William Shakespeare, John Webster, Elizabeth Cary, Ben Jonson and others.
It is important to note that during this period King James translated the Bible. Bright
representatives of the Caroline Age were John Milton, Robert Burton, and George
Herbert. In the Commonwealth Period John Milton and Thomas Hobbes wrote political
works.

See more:
RENAISSANCE: LITERATURE
URL: https://www.youtube.com/watch?v=xVJWoI8ObgM

ENGLISH LITERATURE DURING THE 17" CENTURY

Political events of the 17" century were of great interest among the English people.
It caused the development of Journalism: a new genre of pamphlet has appeared. It was
aimed not only to inform people and to explain events.

The greatest of all publicists was the poet John Milton (1608 — 1674), wrote about
rights and freedom. His work were close to classicism and he was fond of ancient poetry
because of the free thought that it expressed. He choose themes from the Bible and in
works they became. Milton is the author of such prominent works: Paradise Lost,
Paradise Regained, Samson Agonisters and others.

Another attempt to classify periods in the development of English literature deals
with idea that literature of 17™ century belongs as a constituent to The Neoclassical period
(1600—-1785), which is also subdivided into The Restoration (1660—1700), The Augustan
Age (1700-1745), and The Age of Sensibility (1745-1785). So, English literature of 17
century also may be denoted as a literature of The Restoration period which was famous
for restoration comedies (comedies of manner) developed by William Congreve and John
Dryden. Samuel Butler’s satire were quite popular. Other writers: Aphra Behn, John
Bunyan and John Locke.
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See more:
17™ CENTURY BRITISH LITERATURE
URL: https://www.youtube.com/watch?v=rwGestYnQPA

THE ENLIGHTENMENT (18" CENTURY)

The history of England in the second half of the 17™ century and during all of the
18™ century is characterized by the struggle for the leading role in commerce. And at the
beginning of the 18™ century this aim was reached, England considered to be the
European commercial centre with its heart — London, which was regarded as the centre
of wealth and culture.

In the 18™ century a new trend in literature became widespread. The enlightenment
is an intellectual and philosophical movement that dominated in Europe in the 17" and
18™ centuries. It was a rational age. The enlighteners wanted to bring knowledge, that is
light of the people. Another name of the movement — the Age of Reason.

The German philosopher Immanuel Kant in his essay What Is Enlightenment?
(1784), claimed the era’s motto: “Dare to know! Have courage to use your own reason!”

Features of Enlightenment in literary works:
love of freedom;
desire for systematic education;
believe in human virtue and reason;
prose is predominant;
novel became the leading form;
satire became popular.

That time the first realistic novels written by D. Defoe and J. Swift appeared. D.
Defoe is best known for his fiction Robinson Crusoe, a story about a man who spent 26
years on a desert island. After the book was published, Defoe became very famous and
was called a great master of realistic detail. He depicted the development of the main
character: from an inexperienced youth Crusoe becomes a strong, hard-working,
optimistic and diligent man. “The work is a glorification of human labour, a triumph of
man over nature <...> it is a study of man, a great work showing man in relation to nature
and civilization as well as in relation to labour and private property” [9, p. 84].

J. Swift was the greatest satirist. Gulliver’s Travels is one of the best works of world
literature. Tha author shows the evils of the existing society in the form of travels. D.
Defoe and J. Swift put the beginning of realism (early realism). Fictions about imaginary
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trips and adventures were of great interest and great novels of S. Richardson, H. Fielding
and T. Smollet appeared. They created stories about the common man and were very true
to life.

The new literary trend — sentimentalism — appeared towards the middle of the 18™
century. Representatives of this trend thought that the man should live close to nature
avoiding the harmful influence of city life. Samuel Richardson is a well-known
representative of this trend, who focuses on the inner world of the characters in his novels
(Clarissa, The History of Sir Charles Grandison etc).

In the 18" century there was a rise of realistic drama (R. Sheridan) and the revival
of poetry (Robert Burns).

Another attempt to describe the history of English literature deals with the dividing
two main ages in the 18" century: The Augustan Age (1700—1745), The Age of Sensibility
(1745-1785). It is stated that The Augustan Age was famous for creation of Alexander
Pope, Jonathan Swift, Lady Mary Wortley Montagu (in poetry), and Daniel
Defoe. The Age of Sensibility is characterized by works written by Edmund Burke,
Edward Gibbon, Hester Lynch Thrale, James Boswell and Samuel Johnson. They shared
ideas of the Enlightenment. The most prominent novelists were Henry Fielding, Samuel
Richardson, Tobias Smollett and Laurence Sterne as well as the poets William Cowper
and Thomas Percy.

See more:
HISTORY OF SCIENTIFIC REVOLUTION AND AGE OF
ENLIGHTENMENT

URL : http://surl.li/bjlll
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ENGLISH LITERATURE DURING THE 19" CENTURY

Romanticism Realism

unusual hero in unusual situations unusual hero in unusual situations

ROMANTIC MOVEMENT

The beginning of the Romantic period is debated. Some say it began in 1789 when
the French Revolution started, and others claim that in 1798 when William Wordsworth
and Samuel Coleridge published Lyrical Ballads, the collection of poems.

Romanticism is a movement that takes place in the first half of the 19" century as a
reaction to the Industrial Revolution and against the raise of bourgeois civilization.

Features:

unusual hero in unusual situations;

cult of feelings and imagination;

different themes (from life of villagers to space);
sometimes using mysticism;

religious motives;

cult of nature in prose and poetry.

Romanticism includes the works of W. Wordsworth, S. Coleridge, William Blake,
Lord Byron, John Keats, Charles Lamb, Mary Wollstonecraft, Percy Bysshe Shelley,
Thomas De Quincey, Jane Austen, and Mary Shelley. There is also a minor period
(between 1786-1800), called the Gothic era with its main representatives: Matthew
Lewis, Anne Radcliffe, and William Beckford.

The Lake poets is a literary circle whose representatives criticized social order. In
1798 W. Wordsworth and S. Coleridge published Lyrical Ballads that are considered to
be the manifest of romanticism. There were some representatives of the so called
“revolutionary romanticism’: P. B. Shelley, G. G. Byron, S. W. Scott. S. W. Scott was also
a foundator of historical novels in literature.

CRITICAL REALISM

In the 19" century one more literary trend became widespread among writers who
tried to depict all social problems in their works. This trend expressed opposite point of
view than romanticism. Ordinary people in ordinary situations, in everyday life. “Writers
created a broad panorama of social life” [9, p.109].
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The raise of critical realism coincide with The Victorian Period (1832-1901), which
1s named for the reign of Queen Victoria. The Victorian period is in strong contention with
the Romantic period for being the most popular, influential, and prolific period in all of
English (and world) literature. Poets of this time include Robert and Elizabeth Barrett
Browning, Christina Rossetti, Alfred Lord Tennyson, and Matthew Arnold. Thomas
Carlyle, John Ruskin, and Walter Pater were advancing the essay form at this
time. Finally, prose fiction truly found its place under the auspices of Charles Dickens,
Charlotte and Emily Bronte, Elizabeth Gaskell, George Eliot (Mary Ann Evans), Anthony
Trollope, Thomas Hardy, William Makepeace Thackeray, and Samuel Butler.

ENGLISH LITERATURE: 20™ CENTURY

Modernism originated in the late 19" and early 20" centuries, mainly in Europe
and North America, and is characterized by a break with traditional ways of writing, in
both poetry and prose. Modernism refers to transformations in society, including
urbanization, the development of industry, and World War I. Modernism is a summary
term for new trends, styles, methods and ideas used by artists in the early 20™ century.
It experimented with literary form and expression and express the new sensibilities of the
time. It was influenced by ideas of Friedrich Nietzsche, Ernst Mach, and Sigmund Freud
who challenged traditional ways of thinking. Modernist writing is self-reflexive and
poems were much shorter. Common feature deals with experimentation with subject
matter, style and form, including narrative, verse, and drama. Symbolism, impressionism,
expressionism, vorticism, futurism, surrealism, existentialism are considered to be the
trends of modernism.

The most notable writers:
v novelists James Joyce, Virginia Woolf, Aldous Huxley, D. H. Lawrence, Joseph

Conrad, Dorothy Richardson, E. M. Forster, Doris Lessing and others;

v poets W. B. Yeats, T. S. Eliot, W. H. Auden, Wilfred Owens, Dylan Thomas, Robert
Graves and others;

v dramatists George Bernard Shaw, Samuel Beckett, Frank McGuinness, Harold Pinter,
Caryl Churchill and others.

English modernists’ poetry:
o War theme in poetry (for example: Thomas Hardy The Man He Killed (1902). A

lot of poets such as Wilfred Owen, Edward Thomas, and Rupert Brooke, died on
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the war. In 1914 Brooke wrote a sonnet (The Soldier) as a memoir of a deceased
soldier.

Such poets as Siegfried Sassoon, Ivor Gurney, and Robert Graves, compared the
horrors of war with the peaceful landscape of their native England.

Using the theory of imagism in writing (concise language and sought to capture an
image).

T. S. Eliot is considered to use a method that is called an internal monologue
(stream of consciousness) in his poem The Love Song of J. Alfred Prufrock (1915).
W. B. Yeats deals with Celtic values and the Irish past in his poetry. His greatest
collection of poems is The Tower (1928).

W. H. Auden created poems on a variety of themes like love, culture, psychology,
etc. (Funeral Blues (1936) September 1, 1939 (1939). The author mentioned the
start of World War 1.

English modernists’ novel:
combining traditional and modern style of writing: for example, E. M. Forster.

discusses social problems, and at the same time displayes an interest in individual
values in famous novels A Room with A View (1908) and A Passage to India (1924).
shift from the focus of man in his social circle to man as an isolated individual,
(D.H. Lawrence’s novels);

fragmented and nonlinear plot, for example James Joyce and his novel Ulysses
(1922);

stream of consciousness (Virginia Woolf, James Joyce);

philosophical ideas (for example, existentialism as “a doctrine <...> which affirms
that every truth and every action imply both an environment and a human
subjectivity <...> essence of man precedes that historic existence which we
confront in experience... We mean that man first of all exists, encounters himself,
surges up in the world — and defines himself afterwards” [8]. In some works written
by William Golding features of existentialism can be found).

English modernists’ short stories:
topics including social class, familial relationships, and the social consequences

that come from war (Katherine Mansfield The Doll’s House, The Garden Party,
The Daughters of the Late Colonel).

English science fiction:
pessimistic mood and wish to tell people about future disasters (H.G. Wells The
Time Machine, The War of World);

the appearance of dystopian novel (Aldous Huxley The Brave New World (1931).
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English drama:
« intellectual drama (J. B. Show created his so called intellectual social drama: sharp

and problematic plays with non finished end which aimed to engage in reflection
and find solution to a particular problem);

« Theatre of the absurd (the term belongs to the critic Martin Esslin Theatre of the
Absurd (1962). He related these plays based on a broad theme of the Absurd. The
Absurd in these plays takes the form of man’s reaction to a world apparently
without meaning, and / or man as a puppet controlled or menaced by invisible
outside forces. This style of writing was first popularized by the 1953 Samuel
Beckett play Waiting for Godot). Theatre of the absurd is also considered to have
some features of postmodernism.

It is difficult to define whether modernism has ended, but it is clear that
postmodernism has developed after and from it.

Another attempt to give characteristic for English literature in the first half of 20™
century deals with the following periods and their distinctive features: The Edwardian
Period (1901-1914) which includes incredible classic novelists — Joseph Conrad, Rudyard
Kipling, H. G. Wells, Henry James; notable poets such as Alfred Noyes and William Butler
Yeats; and dramatists — James Barrie, George Bernard Shaw, and John Galsworthy; and
The Georgian Period (1910-1936) which is famous for the Georgian poets — Ralph
Hodgson, John Masefield, W. H. Davies and Rupert Brooke.

See more:

Modernism & English Literature

URL.:
https://www.youtube.com/watch?v=1VjMzRcEW90

Modernism and Modernity
URL:
https://youtu.be/1VjMzRcEW90
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POSTMODERNISM

It is difficult to define the term postmodernism. Some claim that it is the transitional
stage of modernism, after which a new stage in literature must come. Postmodernism is
also viewed according to the differences from modernism. Modernism rejects the past,
and postmodernism returns it, rethinking with irony, parody and play. Roland Barthes
believes that postmodernism is a culture of new content. Anyway postmodernism tends
to focus on current problems, gives a lot of deep ideas and characterizes changes in
culture.

Postmodernism is the artistic direction of the last third of the 20" — 21% century, the
essence of which is to overestimate the avant-garde traditions and modernism; general
name of trends in art that has been outlined in recent decades. Characteristic features of
postmodernism are a reappraisal of the sphere of art and an awareness of the exhaustiveness
of artistic means and forms of modernism.

The term postmodernism was presented in Rudolf Pannwitz’s The Crisis of
European Culture (1917). It was used in order to describe Nietzschean superman.
Federico de Onis used the term postmodernism in Anthology of Contemporary Spanish
and Latin-American poetry (1932) to denote it as a minor reaction to modernism. Then
Arnold Toynbee used it to describe a new historical circle in Western Civilization [1, p.
72].

Some historians claim that the postmodern period in literature begins about the time
that World War II ended. Many believe it is a response or reaction to modernism. Some
say the period ended in 1990, but others believe that it is too soon to declare this period
closed. Many postmodern authors wrote during the modern period. The most notable
writers are Samuel Beckett, Joseph Heller, Anthony Burgess, John Fowles, lain Banks and
others.

See more:

Postmodernism & English Literature
URL.: https://www.youtube.com/watch?v=GYov7UhFj30
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Modernism & Postmodernism

s

7~

e Unreliable narrator
e Rejection of realism
e Self-contained

e Metafictional

e Experimental forms

e No strict dominant

b
O POSTMODERNISM

2

e -

= |ronic narrator

= Uncertainty towards realism

= Open and intertextual

= Metafictional

= Fragmentation, using previous
achievements

= Using irony, parody and play

e Certain ideas according to style or = Multiple points of view

trend

IThab Hassan studied postmodernism and created the classification of postmodern
literary techniques which then became classic.

Postmodernism and Its Main Literary Techniques

Literary techniques

1 Irony, playfulness, black
humour

2  Pastiche

3 Intertextuality

4  Metafiction

5 Historical metafiction

6  Temporal distortion
7  Paranoia

Short description

priority means of postmodernism

based on combing various literary genres and styles in
order to create original work

techniques aimed to make readers aware of author’s
presence

form of fiction which aimed to remind the audience to be
aware they are reading or viewing a work

used to draw some historical events and people in their
pieces of writing

non-linear timeline

way of interpreting the world
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8  Faction based on real events which happened in everyday life and
used to blur the clear line between fact and fiction in a
book

9  Maximalism goes against the grain by embracing excess

10  Minimalism used by writers who wants to describe usual characters in
usual, ordinary situations

11 Participation aimed to involve readers what they are reading, often has

a form of questions.

See more:

Aristova, N. O. American literature from a
postmodern perspective. Hayxosuii BICHUK
Miscnapoonozo 2YMAHIMapHo20 YHigepcumemy .
Oinomoris. 2015, Ne  16.  C.72-73. URL:
http://www.vestnik-
philology.mgu.od.ua/archive/v16/22.pdf

POSTMODERNISM AND CONTEMPORARY
LITERATURE. URL:
https://www.youtube.com/watch?v=W541IGIFpBE

AMERICAN LITERATURE IN BRIEF

American literature is literature written in the United States and its colonies. Before
the founding of the United States, the British colonies on the East of the United States
were influenced by English literature. The American literary tradition began as part of the
broader tradition of English literature.

Periods of American literature have been defined in different ways. Here is an
attempt to create a periodization:

e The Colonial Period (1607-1775)

e The Revolutionary Age (1765-1790)

e The Early National Period (1775-1828)

e The American Renaissance (1828-1865)

e The Realistic Period (1865-1900)

e The Naturalist Period (1900-1914)

e The Modern Period (1914-1939)

e The Beat Generation (1944-1962)

e The Contemporary Period (1939-Present)
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EARLY AMERICAN LITERATURE

In the Colonial period (1607-1775) the writings were mostly historical, practical or
religious in nature. Representatives: Phillis Wheatley, Cotton Mather, William Bradford,
Anne Bradstreet and John Winthrop. The Revolutionary age (1765—-1790) was famous for
the writings of Thomas Jefferson, Thomas Paine, James Madiso, and Alexander
Hamilton. This period was rich in political writing. Important works include the
Declaration of Independence, The Federalist Papers and the poetry written by Joel
Barlow and Philip Freneau.

In the Early national period (1775—-1828) there were great shifts in American social
life. American culture was formed on the basis of different sources, but the main source
is the English culture. The works of Spencer, Shakespeare, Milton, Dryden, Thomson,
Wordsworth, Byron, Moore and other British poets of romanticism were taken as the
striking example of the synthesis of European tradition and American identity.

This era in American literature is responsible for notable first works, such as the first
American comedy written for the stage The Contrast by Royall Tyler, (1787) and the first
American Novel The Power of Sympathy by William Hill, (1789). Washington Irving,
James Fenimore Cooper and Charles Brockden Brown created American fiction, while
Edgar Allan Poe and William Cullen Bryant began writing original poetry that was
different from that of the English tradition.

See more:
THE ROOTS OF AMERICAN LITERATURE: AN INTRODUCTION
URL.: https://www.youtube.com/watch?v=WLWSiOa7Q1lo

AMERICAN RENAISSANCE (1828-1863)

This period is known as the Romantic Period in America and the Age of
Transcendentalism. The last one is considered to be the greatest of American literature.
The most famous writers are Walt Whitman, Ralph Waldo Emerson, Nathaniel
Hawthorne, Edgar Allan Poe, Herman Melville and others.

American romanticism developed against the backdrop of outstanding events in
American history: the Bourgeois Revolution of the 19" century which led to the creation
of the United States; The War for Independence (1812—-1814), which led to the liberation
from British rule, a movement to abolish the slavery law, which was called abolitionism.
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The final event, which left itself a deep mark in literature, was the war between the North
and the South (1861-1865), which began as a result of the dispute between the industrial
North and the plantation South for the Wild West, but subsequently turned into a heroic
act by the inhabitants of the northern states for democratic transformation, for the
destruction of shameful slavery.

See more:

THE ROMANTIC PERIOD IN AMERICAN LITERATURE AND ART
URL.: https://www.youtube.com/watch?v=okPFcIntqFA

The great contributions were made by Henry Wadsworth Longfellow (in poetry) and
Herman Melville, Edgar Allan Poe, Nathaniel Hawthorne and Harriet Beecher Stowe
(short stories). This period brought the first novels written by African American authors,
both male and female: Clotel written by William Wells Brown and Our Nig written by
Harriet E. Wilson.

Transcendentalism comes from the Latin word transcendere, which means to
“climb over or beyond”. Founders of the American transcendentalism were trying to
"climb beyond" traditional thinking, favoring instead a person’s intuition and natural
spirituality. Famous American transcendentalist Ralph Waldo Emerson expressed the
beliefs of transcendentalism when he said, “What lies behind us, and what lies before us
are tiny matters compared to what lies within us”. The poem The Song of Me (1855),
which opened the first edition of the collection Leaves of the Grass, is considered to be a
program poem by Witman, which is a focus of his work, and brightly embodying the
features of the style and outlook of the artist.

See more:
THE AMERICAN LITERARY RENAISSANCE
URL: https://www.youtube.com/watch?v=4iZX9HMHfpo
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REALISTIC PERIOD (1865-1900)

American literature were changed under the influence of historical events (American
Civil War, Reconstruction and Industrialism). Romantic character of writings were
replaced by realistic descriptions of American life. Representatives: William Dean
Howells, Henry James, Mark Twain, Kate Chopin, Bret Harte George W. Cable and
others. Another master poet appeared at this time — Emily Dickinson.

The Naturalist period (1900—-1914) was close to realistic period, it was more shorter
and aimed to describe life as it is. The most bright representatives: Frank Norris,
Theodore Dreiser and Jack London. Their characters are victims who fall prey to their
own base instincts and to economic and sociological factors. Edith Wharton wrote
classics, such as The Custom of the Country (1913), Ethan Frome (1911) and The House
of Mirth (1905).

See more:
REALISM AND NATURALISM| EXPLORING LITERATURE]|
URL.: https://www.youtube.com/watch?v=6kkh7MmP9Ds
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MODERN PERIOD (1914-1939)

The Modern Period is one of the richest ages in the history of American literature.
Its famous poets: E.E. Cummings, Robert Frost, Ezra Pound, William Carlos Williams,
Marianne Moore, Langston Hughes, Carl Sandburg, T.S. Eliot, Wallace Stevens and Edna
St. Vincent Millay. Novelists and prose writers: John Dos Passos, Edith Wharton,
F Fitzgerald, John Steinbeck, Ernest Hemingway, William Faulkner, Gertrude Stein,
Sinclair Lewis, Thomas Wolfe and others.

Major movements: the Jazz Age, the Harlem Renaissance and the Lost Generation.
Many of these writers were influenced by World War 1 and the disillusionment that
followed.

The Lost Generation was the social generational cohort that came of age during
World War 1. “Lost” in this context refers to the “disoriented, wandering, directionless”™
spirit of many of the war’s survivors in the early postwar period. Ernest Hemingway used
in the epigraph for his 1926 novel The Sun Also Rises: “You are all a lost generation”.

The Great Depression caused some of the greatest social issue writing and the raise
of American Experimental Drama (Eugene O 'Neill).

In the middle of the 20" century there was a literary group called The Beat
Generation with its representatives Jack Kerouac and Allen Ginsberg who were close to
“anti-traditional literature” in poetry and prose. Sexuality in literature became bright
during that time. William S. Burroughs and Henry Miller created literary works that faced
censorship challenges.

See more:

AMERICAN LITERATURE - MODERNISM (1914-1946)
URL.: https://www.youtube.com/watch?v=1VNBy5GHuqo

WHAT WERE THE STYLES OF MODERNIST
AUTHORS

URL:
https://www.youtube.com/watch?v=yNXhMZCST-8
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CONTEMPORARY PERIOD (1939-PRESENT)

After World War II, American literature has become broad and varied in terms of
theme, mode, and purpose. There were a lot of attempts at experimentation in drama. 7
Williams 1s a foundator of his own dramatic system which he called “plastic theater”. The
term first used in the preface to the edition of his famous play The Glass
Menagerie (1944). The plastic image of the play, in the opinion of the playwright, should
give an author’s comment, to clarify what is happening, affecting the subconscious of the
audience and giving a certain emotional tone [7].

Edward Albee is often considered to be one of America’s greatest modern
playwrights and a representative of “Theatre of the Absurd”. In 1958, Albee wrote his
first major play The Zoo Story. American theatre producer Alan Schneider agreed to
produce The Zoo Story in a double bill with Samuel Beckett’s Krapp's Last Tape. This
association with Beckett served to cement Albee’s connection to the Theatre of the
Absurd. The Zoo Story is considered as the birth of American absurdist drama.

There are a number of important writers since 1939 whose works may already be
considered “classic”: Kurt Vonnegut, Amy Tan, John Updike, Eudora Welty, James
Baldwin, Sylvia Plath, Arthur Miller, Toni Morrison, Ralph Ellison, Joan Didion, Thomas
Pynchon, Elizabeth Bishop, Tennessee Williams, Philip Roth, Sandra Cisneros, Richard
Wright, Tony Kushner, Adrienne Rich, Bernard Malamud, Saul Bellow, Joyce Carol
Oates, Thornton Wilder, Alice Walker, Edward Albee, Norman Mailer, John Barth, Maya
Angelou and Robert Penn Warren.

Postmodernism as a style of experimental literature emerged in the United States in
the 1960s through the writings of authors such as Kurt Vonnegut, Thomas Pynchon, Philip
Dick, Kathy Acker and John Barth. Postmodernists often challenge authorities, which has
been seen as a symptom of the fact that this style of literature first emerged in the context
of political tendencies in the 1960s.

See more:

CONTEMPORARY LITERATURE
URL.: https://www.youtube.com/watch?v=go8YPU 1nTOg
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A GUIDE TO LITERARY ANALYSIS

¢
/

Literary Analysis is the process and then the result of identifying the parts of a whole
and their relationships to one another.
It is aimed to:

identify some of the literary elements, including characterization, setting, plot, and
theme;

define how character, setting, and plot affect one another;

identify and analyze author’s purpose;

apply theory in practice of literary analysis;

maintain a clear thesis throughout the analysis;

give their own view on the main idea of a literary work.

Fiction writers and poets build texts out of many components, including subject,
form, and word choices. Literary analysis involves examining these components, which
allows to find in small parts of the text clues to help understand the whole. It is very
helpful to put questions and answer them while making an analysis. Attentive approaches
demand producing a lot of questions, because conclusions are possible only when there
is enough information.
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THE TOP NOTIONS FOR LITERARY ANALYSIS

Characterization is the method used to reveal characters and their various
personalities.

Climax is the turning point in a narrative; it can be described as the part of a plot when
the conflict is the most intense.

Conflict (or Problem) is a struggle between opposing characters, forces, or emotions.
Exposition — is one the element of plot; a part of a story giving the reader necessary
background about the events which happened before the story began.

Fiction (in general) is something made or wrought.

Form is the way how a text is put together.

Literary elements — techniques used in literature (characterization, setting, plot,
theme).

Plot (in general) is the structure of a story. It is the element of fiction answering the
questions posed by a given work.

TENSION CLIMAX

£

CRISES

DENDUEMENT

OPENING
SCENE

TIME >
BEGINMING MIDDLE END

= Beginning

= Rising action

= Climax

= Falling action

= Conclusion (or Resolution)

« Resolution is the constituent of a plot following the climax and falling action, in
which the conflict is resolved.

« Rising Action is the part of a plot that becomes very complicated. Rising action
leads up to the climax.

« Subject (of a literary text) is what the text is about, what is its topic. Not only novels
and stories have plots, sometimes poetry has a kind of plot as well.

38



Perceptions of English & American literature

« Setting is the time and place in which a story unfolds.

« Theme is a central idea or message of a piece of writing.

« Thesis Statement is the basic argument advanced by someone who attempts to
prove it; the subject or major argument of a speech or composition.

POETRY

Poetry is a subtle form of writing, and its analysis requires a deep understanding of the
elements that comprise a poem. When exploring the elements of poetry it is important to
distinguish different types of poetry.

KINDS OF POETRY

Lyric Narrative Descriptive
concerns itself largely with  concerns with storytelling its focus is on the
the emotional life of the consists of such elements  externalities of the
poet as conflict, rising action, world

expresses strong thoughts  climax, resolution etc.
and emotions

FIGURATIVE LANGUAGE IN POETRY

Metaphor Simile Personification
= used to bring clarity to = work by saying = a type of metaphor
ideas by  forming something is similar to where a non-human

connections something else thing or idea is ascribed
= reveal implicit human  qualities or
similarities between two abilities

things or concepts
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GENRES
S concerned with matters of the heart internal structure,
classical structure — 14 lines
Elegy poem of reflection on death, or on someone who has died
Ode traces its origins to Ancient Greece, and were originally
intended to be sung
Epic long narrative poems, heroic tales, usually focused on a
legendary or mythical figure (for example, Beowulf)
Ballad can easily be adapted as song lyrics. Rhyme scheme is

usually ABAB or ABCB.

POETIC DEVICES

Note: the devices below are not only poetic. Many of the following are to be found in
prose and drama too.

SOUND DEVICES

involves the repetition of the initial consonant sound of a

Alliteration )
series of words
e involves the repetltlon of sounds in a series of words,
often consecutive words;
focuses on the internal vowel sounds that are repeated
T o e e involves the repetition of consonant sounds in the

middle or at the end of words

refers to the process of creating words that sound like

the very thing they refer to

refers to the repetition of sounds in a poem (final sounds

in a line, or end rhyme);

can be described as ABAB; or ABBA etc.

Rhythm involves sound patterning (combining of stressed and
unstressed syllables to create a constant beat pattern that
runs throughout the poem)

Onomatopoeia

Rhyme
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SOME LITERARY DEVICES IN PROSE

Fiction and nonfiction writers use a lot of literary devices to express main ideas and
impact their readers. They are the following:

Parallel Plots

Foil Characters

Diction or Word
Choice

Mood or Emotional
Tone

Foreshadowing

Dramatic lrony

Situational Irony

Flashback

Read more:

parallelism refers to the plotting of events that are similarly
constructed but altogether separate

a foil refers to any two characters who are “opposites” of each
other, foil characters help establish important themes

Is considered to be one of the most important literary devices
in prose

IS cultivated by making consistent language choices throughout
a passage of the story

refers to any time the writer hints towards later events in the
story. Sometimes you don’t notice it until rereading the story

a literary device that occurs when the audience understands
more about the situation than the story’s characters do

involves a situation in which actions have an effect that is
opposite from what was intended

flashback refers to any interruption in the story where the
narration goes back in time

Glatch Sean, 10 Important Literary Devices in Prose: Examples & Analysis/
Writers come. URL: https://writers.com/literary-devices-in-prose
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EXTRACTS FROM CRITICAL ESSAYS

The Romantic Novel

Selected from: Revolution and Romance. The Romantic Novel. The Literature of England. An
Anthology and A History. Vol.2: From the Dawn of the Romantic Movement to the World War.
G. B. Woods, H. A.Watt, G. K. Anderson. Chicago, Atlanta, Dallas, New York.

The Gothic Romance

<...> The kind of fiction which most clearly portrays the drift Toward the romantic,
and the earliest to appear unmistakably, was the Gothic romance. The term Gothic
suggested the neo-classical environment that gave it special meaning, the wild, the
barbaric, and the primitive; specifically it had reference to the medievalism of a Gothic
cathedral, and so to the superstition of the Middle Ages, the mysterious and the unknown.
The Gothic novel represents the romantic return to the medieval, coloured with the lurid
hues of terror of the supernatural, the vaguely but monstrously sensational <...>. It is the
result of a reaction against neo-classical rationalism. Probably the first striking instance
of the Gothic element in an English novel occurs in Smollet’s Ferdinand Count Fathom
(1753), in one scene of which there is a visit to a graveyard in the blackness of midnight
as the owls hoot and white figures appear. Smollett indeed, had often made good use in
his novels of the element of terror. A greater impetus was given to the Gothic romance
by the appearance of The Castle of Otranto (1764) by Horace Walpole (1717 — 1797)
<...>. The novel was a mad tale of a tyrant, Manfred, beautiful young women and a
handsome prince, a haunted room, and ghosts <...>.
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Mrs. Anne Radcliffe (1764 — 1823) was probably the best writer of the type; her
most popular works were The Mysteries of Udolpho (1794) and The Italian (1797) <...>.
Two frequently the writers of Gothic romance committed serious branches of good taste,
as did Matthew (“Monk™) Lewis (1775 — 1818) in his fantastic The Monk (1795). Judged
by the artistic element of suggestiveness, the two most vivid specimens of the genre are
Melmoth the Wanderer (1820) by Charles Maturin (1782 — 1824) and Frankenstein
(1816) by Mary Godwin Shelley (1797 — 1851), the second of which has had a
considerable revival in a recent years because its terror is based upon monstrous
possibilities of science — the artificial creation of human life.

The Novel of Manners

The Gothic romance with its blood-and-thunder claptrap, might lead to the
impression that romanticism had scored an early and sweeping victory over neo-
classicism in the field of novel. Such was not the case. There was a definite continuation
of the eighteenth-century novel of manners — the satirical picture, often picturesque in
structure, of English life and social customs. <...> the later writers of the novel of manners
were deft, rapier-like in their trusts, with a sly, gentle little malice that bespoke an amused
detachment and a cool appraisal. This distinctly lighter touch may be explained by the
fact that the most interesting writers of the genre were women <...>,

BARBARA FOLEY

The Historical Novel

Selected from: Foley, Barbara (1986). Telling the Thruth: The Theory and Practice of Documentary Fiction. Cornell
University Press, 143 — 150.

In the 19" century, the “sense of the real” has been superseded by “realism”, and
the dominant mode of the documentary novel becomes the historical novel. The term
“historie” now disappears from the title pages of the novels, since they no longer aspire
to involve what Richardson called “that kind of Historical Faith which Fiction itself is
generally read with, tho’ we know it to be the fiction” [Richardson, Samuel (1964).
Selected Letters. Ed. John Carroll. Oxford: Clarendon, 85] <...>.

The historical novel’s separation from non fictional kinds of writing such as history
and journalism thus signals its adoption of a new view of the historical process shaping
the relation of character to event.

According to Raymond Williams it is only in the 19" century that the term “history”
comes to denote not merely a mode of discourse or a universal process of change, but a
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crucial context for understanding the present [Williams, Raymond (1976). Keywords: A
Vocabulary of Culture and Society. New York: Oxford University Press, 119.] <...>.

The representation strategy of the historical novel differs in three respects from the
practice of earlier documentary fiction. First, the text now proposes cognition through an
undisguised adoption of analogous configuration. Characters make their claim to
truthfulness not through their imposture of veracity but through their function as
representative types; hence, they convey cognition of the referent through their nationality
<...>. Second, the plot of the historical novel relinquishes the historical probabilities
accompanying the pseudofactual novel and directs its narrative energy to the elaboration
of a pattern of complication and resolution that interprets and evaluates the social world
<...>. Third, empirical data enter the historical novel not to validate the author’s honesty
but to rainforce the text’s claim to offer a persuasive interpretation of its referent. Where
details in the pseudofactual novel could be outrageous and anomalous so long as they
purported to be true <...>, factual references in the historical novel must be plausible, yet
they need make no pretension to a literal retelling of events <...>. Telling the truth has
become a matter of accurate generalization.

EDGAR ALLAN POE
The Philosophy of Composition

Poe, Edgar Allan (1846). The Philosophy of Composition. Graham's Magazine, vol. XXVIII, no. 4,
April 1846, p. 163-167.

CHARLES DICKENS, in a note now lying before me, alluding to an examination
I once made of the mechanism of “Barnaby Rudge,” says — “By the way, are you aware
that Godwin wrote his ‘Caleb Williams’ backwards? He first involved his hero in a web
of difficulties, forming the second volume, and then, for the first, cast about him for some
mode of accounting for what had been done.”

| cannot think this the precise mode of procedure on the part of Godwin — and
indeed what he himself acknowledges, is not altogether in accordance with Mr. Dickens’
idea — but the author of “Caleb Williams” was too good an artist not to perceive the
advantage derivable from at least a somewhat similar process. Nothing is more clear than
that every plot, worth the name, must be elaborated to its dénouement before anything be
attempted with the pen. It is only with the dénouement constantly in view that we can give
a plot its indispensable air of consequence, or causation, by making the incidents, and
especially the tone at all points, tend to the development of the intention.

There is a radical error, | think, in the usual mode of constructing a story. Either
history affords a thesis — or one is suggested by an incident of the day — or, at best, the
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author sets himself to work in the combination of striking events to form merely the basis
of his narrative — designing, generally, to fill in with description, dialogue, or authorial
comment, whatever crevices of fact, or action, may, from page to page, render themselves
apparent.

| prefer commencing with the consideration of an effect. Keeping originality always
in view — for he is false to himself who ventures to dispense with so obvious and so easily
attainable a source of interest — I say to myself, in the first place, “Of the innumerable
effects, or impressions, of which the heart, the intellect, or (more generally) the soul is
susceptible, what one shall I, on the present occasion, select?” Having chosen a novel,
first, and secondly a vivid effect, | consider whether it can best be wrought by incident or
tone — whether by ordinary incidents and peculiar tone, or the converse, or by peculiarity
both of incident and tone — afterward looking about me (or rather within) for such
combinations of event, or tone, as shall best aid me in the construction of the effect.

<...> Most writers — poets in especial — prefer having it understood that they
compose by a species of fine frenzy — an ecstatic intuition — and would positively shudder
at letting the public take a peep behind the scenes, at the elaborate and vacillating crudities
of thought — at the true purposes seized only at the last moment — at the innumerable
glimpses of idea that arrived not at the maturity of full view — at the fully matured fancies
discarded in despair as unmanageable — at the cautious selections and rejections — at the
painful erasures and interpolations — in a word, at the wheels and pinions — the tackle for
scene-shifting — the step-ladders and demon-traps — the cock’s feathers, the red paint and
the black patches, which, in ninety-nine cases out of the hundred, constitute the properties
of the literary histrio.

<...> | have neither sympathy with the repugnance alluded to, nor, at any time, the
least difficulty in recalling to mind the progressive steps of any of my compositions; and,
since the interest of an analysis, or reconstruction, such as | have considered a
desideratum, is quite independent of any real or fancied interest in the thing analyzed, it
will not be regarded as a breach of decorum on my part to show the modus operandi by
which some one of my own works was put together. I select “The Raven,” as most
generally known. It is my design to render it manifest that no one point in its composition
is referrible either to accident or intuition — that the work proceeded, step by step, to its
completion with the precision and rigid consequence of a mathematical problem.

Let us dismiss, as irrelevant to the poem per se, the circumstance — or say the
necessity — which, in the first place, gave rise to the intention of composing a poem that
should suit at once the popular and the critical taste.

<...>The initial consideration was that of extent. If any literary work is too long to
be read at one sitting, we must be content to dispense with the immensely important effect
derivable from unity of impression — for, if two sittings be required, the affairs of the
world interfere, and everything like totality is at once destroyed. But since, ceteris
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paribus, no poet can afford to dispense with anything that may advance his design, it
remains to be seen whether there is, in extent, any advantage to counterbalance the loss
of unity which attends it. Here | say no, at once. What we term a long poem is, in fact,
merely a succession of brief ones — that is to say, of brief poetical effects. It is needless
to demonstrate that a poem is such, only inasmuch as it intensely excites, by elevating,
the soul; and all intense excitements are, through a physicall necessity, brief. For this
reason, at least one half of the “Paradise Lost” is essentially prose — a succession of
poetical excitements interspersed, inevitably, with corresponding depressions — the whole
being deprived, through the extremeness of its length, of the vastly important artistic
element, totality, or unity, of effect.

It appears evident, then, that there is a distinct limit, as regards length, to all works
of literary art — the limit of a single sitting — and that, although in certain classes of prose
composition, such as “Robinson Crusoe,” (demanding no unity,) this limit may be
advantageously overpassed, it can never properly be overpassed in a poem. Within this
limit, the extent of a poem may be made to bear mathematical relation to its merit — in
other words, to the excitement or elevation — again in other words, to the degree of the
true poetical effect which it is capable of inducing <...>.

Holding in view these considerations, as well as that degree of excitement which |
deemed not above the popular, while not below the critical, taste, | reached at once what
| conceived the proper length for my intended poem — a length of about one hundred lines.
It is, in fact, a hundred and eight.

My next thought concerned the choice of an impression, or effect, to be conveyed:
and here | may as well observe that, throughout the construction, | kept steadily in view
the design of rendering the work universally appreciable. | should be carried too far out
of my immediate topic were | to demonstrate a point upon which | have repeatedly
insisted, and which, with the poetical, stands not in the slightest need of demonstration —
the point, | mean, that Beauty is the sole legitimate province of the poem. A few words,
however, in elucidation of my real meaning, which some of my friends have evinced a
disposition to misrepresent. That pleasure which is at once the most intense, the most
elevating, and the most pure, is, | believe, found in the contemplation of the beautiful.
When, indeed, men speak of Beauty, they mean, precisely, not a quality, as is supposed,
but an effect — they refer, in short, just to that intense and pure elevation of soul — not of
intellect, or of heart — upon which | have commented, and which is experienced in
consequence of contemplating “the beautiful.” Now I designate Beauty as the province
of the poem, merely because it is an obvious rule of Art that effects should be made to
spring from direct causes — that objects should be attained through means best adapted
for their attainment — no one as yet having been weak enough to deny that the peculiar
elevation alluded to, is most readily attained in the poem. Now the object, Truth, or the
satisfaction of the intellect, and the object Passion, or the excitement of the heart, are,
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although attainable, to a certain extent, in poetry, far more readily attainable in prose.
Truth, in fact, demands a precision, and Passion, a homeliness (the truly passionate will
comprehend me) which are absolutely antagonistic to that Beauty which, | maintain, is
the excitement, or pleasurable elevation, of the soul. It by no means follows from any
thing here said, that passion, or even truth, may not be introduced, and even profitably
introduced, into a poem — for they may serve in elucidation, or aid the general effect, as
do discords in music, by contrast — but the true artist will always contrive, first, to tone
them into proper subservience to the predominant aim, and, secondly, to enveil them, as
far as possible, in that Beauty which is the atmosphere and the essence of the poem.

Regarding, then, Beauty as my province, my next question referred to the tone of
its highest manifestation — and all experience has shown that this tone is one of sadness.
Beauty of whatever kind, in its supreme development, invariably excites the sensitive soul
to tears. Melancholy is thus the most legitimate of all the poetical tones.

The length, the province, and the tone, being thus determined, | betook myself to
ordinary induction, with the view of obtaining some artistic piquancy which might serve
me as a key-note in the construction of the poem — some pivot upon which the whole
structure might turn. In carefully thinking over all the usual artistic effects — or more
properly points, in the theatrical sense — | did not fail to perceive immediately that no one
had been so universally employed as that of the refrain. The universality of its
employment sufficed to assure me of its intrinsic value, and spared me the necessity of
submitting it to analysis. | considered it, however, with regard to its susceptibility of
improvement, and soon saw it to be in a primitive condition. As commonly used, the
refrain, or burden, not only is limited to lyric verse, but depends for its impression upon
the force of monotone — both in sound and thought. The pleasure is deduced solely from
the sense of identity — of repetition. I resolved to diversify, and so vastly heighten, the
effect, by adhering, in general, to the monotone of sound, while I continually varied that
of thought: that is to say, | determined to produce continuously novel effects, by the
variation of the application of the refrain — the refrain itself remaining, for the most part,
unvaried.

These points being settled, | next bethought me of the nature of my refrain. Since
its application was to be repeatedly varied, it was clear that the refrain itself must be brief,
for there would have been an insurmountable difficulty in frequent variations of
application in any sentence of length. In proportion to the brevity of the sentence, would,
of course, be the facility of the variation. This led me at once to a single word as the best
refrain.

The question now arose as to the character of the word. Having made up my mind
to a refrain, the division of the poem into stanzas was, of course, a corollary: the refrain
forming the close to each stanza. That such a close, to have force, must be sonorous and
susceptible of protracted emphasis, admitted no doubt: and these considerations
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inevitably led me to the long o as the most sonorous vowel, in connection with r as the
most producible consonant.

The sound of the refrain being thus determined, it became necessary to select a word
embodying this sound, and at the same time in the fullest possible keeping with that
melancholy which | had predetermined as the tone of the poem. In such a search it would
have been absolutely impossible to overlook the word “Nevermore.” In fact, it was the
very first which presented itself,

The next desideratum was a pretext for the continuous use of the one word
“nevermore.” In observing the difficulty which I at once found in inventing a sufficiently
plausible reason for its continuous repetition, | did not fail to perceive that this difficulty
arose solely from the pre-assumption that the word was to be so continuously or
monotonously spoken by a human being — | did not fail to perceive, in short, that the
difficulty lay in the reconciliation of this monotony with the exercise of reason on the part
of the creature repeating the word. Here, then, immediately arose the idea of a non-
reasoning creature capable of speech; and, very naturally, a parrot, in the first instance,
suggested itself, but was superseded forthwith by a Raven, as equally capable of speech,
and infinitely more in keeping with the intended tone.

| had now gone so far as the conception of a Raven <...> monotonously repeating
the one word, “Nevermore,” at the conclusion of each stanza, in a poem of melancholy
tone, and in length about one hundred lines. Now, never losing sight of the object
supremeness, or perfection, at all points, | asked myself — “Of all melancholy topics, what,
according to the universal understanding of mankind, is the most melancholy?”” Death —
was the obvious reply. “And when,” I said, “is this most melancholy of topics most
poetical?” From what I have already explained at some length, the answer, here also, is
obvious — “When it most closely allies itself to Beauty: the death, then, of a beautiful
woman is, unquestionably, the most poetical topic in the world — and equally is it beyond
doubt that the lips best suited for such topic are those of a bereaved lover.”

| had now to combine the two ideas, of a lover lamenting his deceased mistress and
a Raven continuously repeating the word “Nevermore” — | had to combine these, bearing
in mind my design of varying, at every turn, the application of the word repeated; but the
only intelligible mode of such combination is that of imagining the Raven employing the
word in answer to the queries of the lover. And here it was that | saw at once the
opportunity afforded for the effect on which | had been depending — that is to say, the
effect of the variation of application. | saw that | could make the first query propounded
by the lover — the first query to which the Raven should reply “Nevermore” — that | could
make this first query a commonplace one — the second less so — the third still less, and so
on — until at length the lover, startled from his original nonchalance by the melancholy
character of the word itself — by its frequent repetition — and by a consideration of the
ominous reputation of the fowl that uttered it — is at length excited to superstition, and
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wildly propounds queries of a far different character — <...> propounds them half in
superstition and half in that species of despair which delights in self-torture — propounds
them not altogether because he believes in the prophetic or demoniac character of the bird
(which, reason assures him, is merely repeating a lesson learned by rote) but because he
experiences a phrenzied pleasure in so modeling his questions as to receive from
the expected “Nevermore” the most delicious because the most intolerable of sorrow.
Perceiving the opportunity thus afforded me <...> that to which “Nevermore” should be
in the last place an answer — that in reply to which this word “Nevermore” should involve
the utmost conceivable amount of sorrow and despair.

Here then the poem may be said to have its beginning — at the end, where all works
of art should begin — for it was here, at this point of my reconsiderations, that | first put
pen to paper in the composition of the stanza:

“Prophet,” said I, “thing of evil! prophet still if bird or devil!
By that heaven that bends above us — by that God we both adore,
Tell this soul with sorrow laden, if within the distant Aidenn,
It shall clasp a sainted maiden whom the angels name Lenore —
Clasp a rare and radiant maiden whom the angels name Lenore.”
Quoth the raven — “Nevermore.”

| composed this stanza, at this point, first that, by establishing the climax, | might
the better vary and graduate, as regards seriousness and importance, the preceding queries
of the lover — and, secondly, that | might definitely settle the rhythm, the metre, and the
length and general arrangement of the stanza as well as graduate the stanzas which were
to precede, so that none of them might surpass this in rhythmical effect <...>.

And here | may as well say a few words of the versification. My first object (as
usual) was originality. The extent to which this has been neglected, in versification, is one
of the most unaccountable things in the world. Admitting that there is little possibility of
variety in mere rhythm, it is still clear that the possible varieties of metre and stanza are
absolutely infinite — and yet, for centuries, no man, in verse, has ever done, or ever
seemed to think of doing, an original thing. The fact is, originality (unless in minds of
very unusual force) is by no means a matter, as some suppose, of impulse or intuition. In
general, to be found, it must be elaborately sought, and although a positive merit of the
highest class, demands in its attainment less of invention than negation.

Of course, I pretend to no originality in either the rhythm or metre of the “Raven.”
The former is trochaic — the latter is octametre acatalectic, alternating with heptameter
catalectic repeated in the refrain of the fifth verse, and terminating with tetrameter
catalectic. Less pedantically — the feet employed throughout (trochees) consist of a long
syllable followed by a short: the first line of the stanza consists of eight of these feet — the
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second of seven and a half (in effect two-thirds) — the third of eight — the fourth of seven
and a half — the fifth the same — the sixth three and a half. Now, each of these lines, taken
individually, has been employed before, and what originality the “Raven” has, is in their
combination into stanza; nothing even remotely approaching this combination has ever
been attempted. The effect of this originality of combination is aided by other unusual,
and altogether novel effects, arising from an extension of the application of the principles
of rhyme and alliteration.

The next point to be considered was the mode of bringing together the lover and the
Raven — and the first branch of this consideration was the locale. For this the most natural
suggestion might seem to be a forest, or the fields — but it has always appeared to me that
a close circumscription of space is absolutely necessary to the effect of an insulated
incident: — it has the force of a frame to a picture. It has an indisputable moral power in
keeping concentrated attention, and, of course, must not be confounded with mere unity
of place.

| determined, then, to place the lover in his chamber — in a chamber rendered sacred
to him by memories of her who had frequented it. The room is represented as richly
furnished — this in mere pursuance of the ideas | have already explained on the subject of
Beauty, as the sole true poetical thesis.

The locale being thus determined, | had now to introduce the bird — and the thought
of introducing him through the window was inevitable. The idea of making the lover
suppose, in the first instance, that the flapping of the wings of the bird against the shutter,
is a “tapping” at the door, originated in a wish to increase, by prolonging, the reader's
curiosity, and in a desire to admit the incidental effect arising from the lover's throwing
open the door, finding all dark, and thence adopting the half-fancy that it was the spirit of
his mistress that knocked.

| made the night tempestuous, first, to account for the Raven's seeking admission,
and secondly, for the effect of contrast with the (physical) serenity within the chamber.

| made the bird alight on the bust of Pallas, also for the effect of contrast between
the marble and the plumage — it being understood that the bust was absolutely suggested
by the bird — the bust of Pallas being chosen, first, as most in keeping with the
scholarship of the lover, and, secondly, for the sonorousness of the word, Pallas, itself.

About the middle of the poem, also, | have availed myself of the force of contrast,
with a view of deepening the ultimate impression. For example, an air of the fantastic —
approaching as nearly to the ludicrous as was admissible — is given to the Raven's
entrance. He comes in “with many a flirt and flutter.

Not the least obeisance made he — not a moment stopped or stayed he, But with mien
of lord or lady, perched above my chamber door. In the two stanzas which follow, the
design is more obviously carried out:
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Then this ebony bird beguiling my sad fancy into smiling
By the grave and stern decorum of the countenance it wore,
“Though thy crest be shorn and shaven thou, ” I said, “art sure no craven,

Ghastly grim and ancient Raven wandering from the nightly shore —
Tell me what thy lordly name is on the Night's Plutonian shore!”
Quoth the Raven “Nevermore.

Much I marvelled this ungainly fowl to hear discourse so plainly,
Though its answer little meaning — little relevancy bore;
For we cannot help agreeing that no living human being
Ever yet was blessed with seeing bird above his chamber door —

Bird or beast upon the sculptured bust above his chamber door,
With such name as “Nevermore.”

The effect of the dénouement being thus provided for, I immediately drop the
fantastic for a tone of the most profound seriousness: — this tone commencing in the stanza
directly following the one last quoted, with the line, But the Raven, sitting lonely on that
placid bust, spoke only, etc.

From this epoch the lover no longer jests — no longer sees anything even of the
fantastic in the Raven's demeanor. He speaks of him as a “grim, ungainly, ghastly, gaunt,
and ominous bird of yore,” and feels the “fiery eyes” burning into his “bosom's core.”
This revolution of thought, or fancy, on the lover's part, is intended to induce a similar
one on the part of the reader — to bring the mind into a proper frame for the dénouement
—which is now brought about as rapidly and as directly as possible.

With the dénouement proper — with the Raven's reply, “Nevermore,” to the lover's
final demand if he shall meet his mistress in another world — the poem, in its obvious
phase, that of a simple narrative, may be said to have its completion. So far, everything
Is within the limits of the accountable — of the real. A raven, having learned by rote the
single word “Nevermore,” and having escaped from the custody of its owner, is driven,
at midnight, through the violence of a storm, to seek admission at a window from which
a light still gleams — the chamber-window of a student, occupied half in poring over a
volume, half in dreaming of a beloved mistress deceased. The casement being thrown
open at the fluttering of the bird's wings, the bird itself perches on the most convenient
seat out of the immediate reach of the student, who, amused by the incident and the oddity
of the visitor’s demeanor, demands of it, in jest and without looking for a reply, its name.
The raven addressed, answers with its customary word, “Nevermore” — a word which
finds immediate echo in the melancholy heart of the student, who, giving utterance aloud
to certain thoughts suggested by the occasion, is again startled by the fowl's repetition of
“Nevermore.” The student now guesses the state of the case, but is impelled, as I have
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before explained, by the human thirst for self-torture, and in part by superstition, to
propound such queries to the bird as will bring him, the lover, the most of the luxury of
sorrow, through the anticipated answer “Nevermore.” With the indulgence, to the utmost
extreme, of this self-torture, the narration, in what | have termed its first or obvious phase,
has a natural termination, and so far there has been no overstepping of the limits of the
real.

But in subjects so handled, however skilfully, or with however vivid an array of
incident, there is always a certain hardness or nakedness, which repels the artistic eye.
Two things are invariably required — first, some amount of complexity, or more properly,
adaptation; and, secondly, some amount of suggestiveness <...>. It is this latter, in
particular, which imparts to a work of art so much of that richness (to borrow from
colloquy a forcible term) which we are too fond of confounding with the ideal. It is the
excess of the suggested meaning <...> which turns into prose (and that of the very flattest
kind) the so-called poetry of the so-called transcendentalists.

Holding these opinions, | added the two concluding stanzas of the poem — their
suggestiveness being thus made to pervade all the narrative which has preceded them.
The under-current of meaning is rendered first apparent in the lines:

“Take thy beak from out my heart, and take thy form from off my door!”
Quoth the Raven “Nevermore!”

It will be observed that the words, “from out my heart,” involve the first
metaphorical expression in the poem. They, with the answer, “Nevermore,” dispose Of
the mind to seek a moral in all that has been previously narrated. The reader begins now
to regard the Raven as emblematical — but it is not until the very last line of the very last
stanza, that the intention of making him emblematical of Mournful and Never-ending
Remembrance is permitted distinctly to be seen:

And the Raven, never flitting, still is sitting, still is sitting,
On the pallid bust of Pallas just above my chamber door;

And his eyes have all the seeming of a demon'’s that is dreaming,
And the lamplight o’er him streaming throws his shadow on the floor;
And my soul from out that shadow that lies floating on the floor
Shall be lifted — nevermore.
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NASRULLAH MAMBROL

Modernist Literary Theory and Criticism

Selected from: Mambrol, Nasrullah (2020). Modemist Literary Theory and Criticism. URL:
https://literariness.org/2020/12/13/modernist-literary-theory-and-criticism

“Modernist” is a term most often used in literary studies to refer to an experimental,
avant-garde style of writing prevalent between World War | and World War I, although
it is sometimes applied more generally to the entire range of divergent tendencies within
a longer period, from the 1890s to the present. Modernism is an international movement,
erupting in different countries at different times; in fact, one characteristic of modernism
Is its transgression of national and generic boundaries. My main focus here, however, is
on English-language modernism. As a historically descriptive term, then, “modernism”
is misleading not only because of its varying applications (to the historical period or to a
highly organized style characteristic of some but not all writers of the period) but also
because it is typically more evaluative than descriptive. In its positive sense,
“modernism” signals a revolutionary break from established orthodoxies, a celebration
of the present, and an experimental investigation into the future. As a negative value,
“modernism” has connoted an incoherent, even opportunistic heterodoxy, an avoidance
of the discipline of tradition. <...>

It is interesting to note that in the recent debates over modernism versus
postmodernism, the characteristic unorthodoxy of modernism has been displaced onto the
postmodern; in a motivated reversal, modernism is characterized as the corrupt, canonized
orthodoxy (identified, misleadingly, with the new criticism attributed to T. S. Eliot,
among others), with postmodernism as its experimental offshoot.

<..>

ROBERT LONGLEY

The Lost Generation and the Writers Who Described Their World

Selected from: Longley, Robert (2022). The Lost Generation and the Writers Who Described Their World.
URL: https://www.thoughtco.com/the-lost-generation-4159302

The term Lost Generation refers to the generation of people who reached adulthood
during or immediately following World War 1. In using the term “lost,” psychologists
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were referring to the “disoriented, wandering, directionless” feelings that haunted many
survivors of what had been one of the most horrific wars in modern history.
In a deeper sense, the lost generation was “lost” because it found the conservative
moral and social values of their parents to be irrelevant in a post-war world <...>.
Key Takeaways: The Lost Generation

— The “Lost Generation” reached adulthood during or shortly after World
War 1.

— Disillusioned by the horrors of war, they rejected the traditions of the older
generation.

— Their struggles were characterized in the works of a group of famous American
authors and poets including Ernest Hemingway, Gertrude Stein, F. Scott
Fitzgerald, and T. S. Eliot.

— Common traits of the “Lost Generation” included decadence, distorted visions of
the “American Dream,” and gender confusion.

Having witnessed what they considered pointless death on such a massive scale
during the war, many members of the generation rejected more traditional ideas of proper
behavior, morality, and gender roles. They were considered to be “lost” due to their
tendency to act aimlessly, even recklessly, often focusing on the hedonistic accumulation
of personal wealth <...>.

The term is believed to have come from an actual verbal exchange witnessed by
novelist Gertrude Stein during which a French garage owner derisively told his young
employee, “You are all a lost generation.” Stein repeated the phrase to her colleague and
pupil Ernest Hemingway, who popularized the term when he used it as an epigraph to his
classic 1926 novel The Sun Also Rises.

In an interview for The Hemingway Project, Kirk Curnutt, author of several books
about the Lost Generation writers suggested that they were expressing mythologized
versions of their own lives: “They were convinced they were the products of a
generational breach, and they wanted to capture the experience of newness in the world
around them. As such, they tended to write about alienation, unstable mores like drinking,
divorce, sex, and different varieties of unconventional self-identities like gender-
bending” <...>.

Members of the Lost Generation viewed the idea of the “American Dream” as a
grand deception. This becomes a prominent theme in The Great Gatsby as the story’s
narrator Nick Carraway comes to realize that Gatsby’s vast fortune had been paid for with
great misery. To Fitzgerald, the traditional vision of the American Dream—that hard
work led to success—had become corrupted. To the Lost Generation, “living the dream”
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was no longer about simply building a self-sufficient life, but about getting stunningly
rich by any means necessary.

The term “American Dream” refers to the belief that everyone has the right and
freedom to seek prosperity and happiness, regardless of where or into what social class
they were born. A key element of the American dream is the assumption that through
hard work, perseverance, and risk-taking, anyone can rise “from rags to riches,” to attain
their own version of success in becoming financially prosperous and socially upwardly
mobile.

The American Dream is rooted in the Declaration of Independence, which
proclaims that “all men are created equal” with the right to “life, liberty, and the pursuit

of happiness.”
American freelance writer and historian James Truslow Adams popularized the
phrase “American Dream” in his 1931 book ‘Epic of America™

“But there has been also the American dream; that dream of a land in which
life should be better and richer and fuller for every man, with opportunity for
each according to his ability or achievement. It is a difficult dream for the
European upper classes to interpret adequately, and too many of us ourselves
have grown weary and mistrustful of it. It is not a dream of motor cars and
high wages merely, but a dream of social order in which each man and each
woman shall be able to attain to the fullest stature of which they are innately
capable, and be recognized by others for what they are, regardless of the
fortuitous circumstances of birth or position.”

Since the 1920s, the American Dream has been questioned and often criticized by
researchers and social scientists as being a misplaced belief that contradicts reality in
the modern United States.

<.>

Unable or unwilling to come to grips with the horrors of warfare, many of the Lost
Generation created impossibly unrealistic hopes for the future. This is expressed best in
the final lines of The Great Gatsby in which narrator Nick exposed Gatsby’s idealized
vision of Daisy that had always prevented him from seeing her as she really was.

“Gatsby believed in the green light, the orgiastic future that year by year
recedes before us. It eluded us then, but that’s no matter—tomorrow we will
run faster, stretch out our arms farther <...>. And one fine morning—So we

beat on, boats against the current, borne back ceaselessly into the past.”
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The “green light” in the passage is Fitzgerald’s metaphor for the perfect futures we
continue to believe in even while watching it get ever farther away from us. In other
words, despite overwhelming evidence to the contrary, the Lost Generation continued to
believe that “one fine day,” our dreams will come true.

<.>

JEAN-PAUL SARTRE

Existentialism is a Humanism

A lecture by Jean-Paul Sartre given at The Club Maintenant in Paris, on October 29, 1945.

CoLLECTION PENSEES My purpose here is to defend existentialism against
i several reproaches that have been laid against it.
RN EENTIALIEE Existentialism has been criticised for inviting people to
Eengtnge remain in a quietism of despair, to fall back into a the
middle-class luxury of a merely contemplative philosophy.

<,,,”>

Christians especially reproach us for denying the
. reality and seriousness of human society, since, if we
ignore God’s eternal values, no-one is able to condemn
anyone else. Existentialism is being seen as ugliness; our
appeal to nature as scandalous, our writings sickening. Yet
what could be more disillusioning than repeating those mottoes like ‘don't fight against
tradition’, or ‘know your station’? They say that man is base and doomed to fall, he needs
fixed rules to keep him from anarchy. In the end, is not what makes our doctrine so fearful
to some merely the fact that it leaves all possibility of choice with man?

It has become fashionable to call this painter, or musician or columnist an
"existentialist” — a term so loosely applied that it no longer means anything at all.
However, it can be defined easily. Existentialists are either Christian, such as the
Catholics Jaspers and Gabriel Marcel, or atheists like Heidegger and myself. What they
have in common is to believe that existence comes before essence, that we always begin
from the subjective. What does this mean? If one considers a manufactured object, say a
book or a paper-knife, one sees that it has been made to serve a definite purpose. It has
an essence, the sum of its purpose and qualities, which precedes its existence. The
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concept of man in the mind of God is comparable to the concept of paper-knife in the
mind of the artisan.

My atheist existentialism is rather more coherent. It declares that God does not exist,
yet there is still a being in whom existence precedes essence, a being which exists before
being defined by any concept, and this being is man or, as Heidegger puts it, human
reality. That means that man first exists, encounters himself and emerges in the world, to
be defined afterwards. Thus, there is no human nature, since there is no God to conceive
it. It is man who conceives himself, who propels himself towards existence. Man becomes
nothing other than what is actually done, not what he will want to be. And when we say
that man takes responsibility for himself, we say more than that — he is in his choices
responsible for all men. All our acts of creating ourselves create at the same time an
image of man such as we believe he must be. Thus, our personal responsibility is vast,
because it engages all humanity.

<.>

The existentialist declares that man is in anguish, meaning that he who chooses
cannot escape a deep responsibility for all humanity. Admittedly, few people appear to
be anxious; but we claim that they mask their anguish, that they flee it. This is what
Kierkegaard called the anguish of Abraham. You know the old story: An angel
commanded Abraham to sacrifice his son. But anyone in such a case would wonder
straight away, is this an angel? Am | the Abraham? If we hear voices from the sky, what
proves that they come not from hell, or the subconscious, or some pathological state?
Who proves that they are addressed to me? Each man must say to himself: am | right to
set the standard for all humanity? To deny that is to mask the anguish. When, for example,
a military leader sends men to their deaths, he may have his orders, but at the bottom it is
he alone who chooses. And when we speak about ‘abandonment’, we want to say that God
does not exist, and that it is necessary to follow this conclusion to its end. The
existentialist is strongly against that sloppy morality which tries to remove God without
ethical expense, like the French professors of the 1880's who saw God as a useless and
expensive assumption but still wanted definitive rules like 'do not lie' to exist a priori.

The existentialist, on the contrary, finds it rather embarrassing that God does not
exist, for there disappears with him any possibility of finding values in a heaven.
Dostoevsky wrote "If God did not exist, everything would be permitted; that is the
starting point of existentialism. We are alone, without excuses. That is what | mean when
| say that man is condemned to be free. There is no power of 'beautiful passions' which
propel men to their actions, we think, rather, that man is responsible for his own passions.
The existentialist cannot accept that man can be helped by any sign on earth, for he will
interpret the sign as he chooses. As Ponge has truly written "Man is the future of man".
To give you an example of this ‘abandonment’, I will quote the case of one of my pupils
who came to me. He lived alone with his mother, his father having gone off as a
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collaborator and his brother killed in 1940. He had a choice — to go and fight with the
Free French to avenge his brother and protect his nation, or to stay and be his mother's
only consolation. So he was confronted by two modes of action; one concrete and
Immediate but directed only towards one single individual; the other addressed to an
infinitely greater end but very ambiguous. What would help him choose? Christian
doctrine? Accepted morals? Kant? | said to him, "In the end, it is your feelings which
count". But how can we put a value on a feeling? At least, you may say, he sought the
counsel of a professor. But, if you seek advice, from a priest for example, in choosing
which priest you know already, more or less, what they would advise. When | was
imprisoned, | met a rather remarkable man, a Jesuit who had joined that order in the
following way: As a child, his father had died leaving him in poverty. At school he was
made to feel that he was accepted only for charity's sake and denied the usual pleasures.
At eighteen he came to grief in a sentimental affair and then failed his military
examinations. He could regard himself as a total failure, but, cleverly, took it as a sign
that religious life was the way for him. He saw the word of God there, but who can doubt
that the decision was his and his alone? He could as easily have chosen to be a carpenter
or a revolutionary. As for 'despair’, this simply means that we will restrict ourselves to
relying only on our own will, or on the probabilities which make our action possible. If |
am counting on the arrival of a friend, | presuppose that their train will be on time. But |
am still among possibilities, outside my own field of action. No God, no intention, is
going to alter the world to my will. In the end, Descartes meant the same, that we must
act without hope. Marxists have answered "Your action is limited by your death, but you
can rely on others to later take up your deeds and carry them forward to the revolution®.
To this | rejoin that I cannot know where the revolution will lead. Others may come and
establish Fascism. Does that mean that | must give up myself to quietism? No! Quietism
Is the attitude of people who say: "let others do what I cannot do". The doctrine that |
present is precisely the opposite: there is reality only in the action; and more, man is
nothing other than his own project and exists only as far as he carries it out.

From this we see why our ideas so often cause horror. Many people have but one
resource to sustain them in their misery; to think, "circumstances were against me, | was
worthy of better. | had no great love because | never met anyone worthy of me. | wrote
no great books because I had no time. I am filled with a crowd of possibilities greater than
anyone could guess from my few achievements.” But in reality, for the existentialist, there
IS no love other than that which is built, no artistic genius other than in works of art. The
genius of Proust is the works of Proust. A man engages in his own life, draws his own
portrait, there is nothing more.

This is hard for somebody who has not made a success of life. But it is only reality
that counts, not dreams, expectations or hopes. What people reproach us for here is not
our pessimism, but the sternness of our optimism. If people reproach our writings, it is
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not because we describe humanity as frail and sometimes frankly bad, but because, unlike
Zola whose characters are shown to be products of heredity or environment, you cannot
say of ours "That is what we are like, no one can do anything about it". The existentialist
portrays a coward as one who makes himself a coward by his actions, a hero who makes
himself heroic. Some still reproach us for confining man within his individual
subjectivity. But there is no other starting point than the "I think, I am" - the absolute truth
of consciousness, a simple truth within reach of everyone and the only theory which gives
man the dignity of not being a mere object. All materialisms treat men as objects, no
different in their being bundles of determined reactions than a table or a chair or a stone.
We want to constitute a human kingdom of values distinct from the material world.

Contrary to the philosophy of Descartes, contrary to the philosophy of Kant, we are
discovering in the cogito not just ourselves but all others. We discover an intersubjective
world where each man has to decide what he is and what others are.

It is not possible to find in each man the universal essence called human nature, but
there is a human universality of condition. Any purpose, even that of the Chinese, or the
idiot or the child can be understood by a European, given enough information. In this
sense, there is a universality of man; but it is not a given, it is something perpetually re-
built. That does not entirely refute the charge of subjectivism. People tax us with anarchy;
they say that "you cannot judge others, because you have no reason to prefer one project
to another. You give with one hand what you pretend to receive from the other." Let us
say that moral choice is comparable to a work of art. Do we reproach the artist who makes
a painting without starting from laid-down rules? Did we tell him what he must paint?
There is no predefined picture, and no-one can say what the painting of tomorrow should
be; one can judge only one at a time.

Amongst morals, the creative situation is the same, and just as the works of, say,
Picasso, have consequences, so do our moral judgements. That student who came to me
could not appeal to any system for guidance; he was obliged to invent the law for himself.
We define man only through his engagement, so it is absurd to reproach us for the
consequences of a choice. But it is not entirely true that we cannot judge others. We can
judge whether choices are founded on truth or error, and we can judge a man's sincerity.
The man who hides behind the excuse of his passions or of some deterministic doctrine,
is a self deceiver. "And what if | wish to deceive myself?" — there is no reason why you
should not, but I declare publicly that you are doing so. We will have freedom for the
sake of freedom. And through it we discover that our freedom depends entirely on the
freedom of others, and that their freedom depends on ours. Those who hide their freedom
behind deterministic excuses, | will call cowards. Those who pretend that their own
existence was necessary, | will call scum. To the objection that "You receive with one
hand what you give with the other", that is, your values are not serious, since you choose
them, | answer that, | am sorry, but having removed God the Father, one needs somebody
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to invent values. Things have to be taken as they are. One has reproached me ridiculing a
type of humanism in Nausea, and now suggesting that existentialism is a form of
humanism. The absurd type of humanism is to glory in "Man the magnificent" ascribing
to all men the value of the deeds of the most distinguished men. Only a dog or a horse
would be in a position to declare such a judgement. But there is another humanism, the
acceptance that there is only one universe, the universe of human subjectivity.
Existentialism is not despair. It declares rather that even if God did exist, it would make
no difference.

Somnath Sarkar
Theatre of The Absurd:

Definition, Examples, Characteristics, History

Selected from: Sarkar, Somnath (2021).Theatre of The Absurd: Definition, Examples, Characteristics,
History.

The Theatre of the Absurd is a term coined by Critic Martin Esslin in his essay
Theatre of the Absurd. The term is used for the work of a number of playwrights, mostly
written in the 1950s and 1960s, which were written by a number of primarily European
playwrights in the late 1950s. Their work simply expressed the thought of human
existence that has no meaning or purpose. If a trouble comes, some logic is given on a
matter, it simply makes the situation worse and further leads to silence.

Theater of absurdity illustrates the philosophy of Albert Camus in The Myth of
Sisyphus that speaks of life with no inherent meaning in it. For him, the world was beyond
the understanding of man, so it will always remain absurd and we should accept this fact.
Martin Esslin considered four playwrights: Samuel Beckett, Eugene lonesco, Arthur
Adamov and Jean Genet as leaders of the movement. After sometimes, Harold Pinter
was also included to this group and some of the works of Tom Stoppard, Edward Albee
and Jean Tardieu were also classified as belonging to Absurdist Theater. But strangely,
these writers were not always comfortable with the label and sometimes preferred to use
terms such as “Anti-Theater” or “New Theater.

Besides these, other playwrights like Tom Stoppard, Arthur Kopit, Friedrich
Durrenmatt, Fernando Arrabal, Edward Albee, N. E Simpson, Boris Vian, Peter Weiss,
Vaclav Havel, and Jean Tardieu were also associated with this theatre. These playwrights
formally grouped under the label of the absurd attempted to convey their sense of
bewilderment, anxiety, and wonder before the inexplicable universe.

This movement influenced by existentialism, began in the form of experimental
theater in Paris and resultantly, after the spread of the absurd form in other country,
absurdist plays were written in French. Absurd elements first came into existence after
the rise of Greek drama in the plays of Aristophanes in the form of wild humor and
buffoonery of old comedy.
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Then, morality plays of the Middle Ages can also be called a precursor of the
Theatre of the Absurd dealing with common man’s struggle with allegorical and
existential problems. During the Elizabethan period, dramatists like John Webster, Cyril
Tourneur, Jakob Biederman and Calderon pictured the world as mythological archetypes.

In the 19" century, Ibsen and Strindberg also included some elements of absurd
theater in their plays, but the real precursor of the present Theater of Absurd is Alfred
Jerry‘s monstrous puppet play Ubu Roi (1896). A glimpse of Theater of Absurd can be
seen in the dream novels of James Joyce, Franz Kafka who created archetypes by
delving deep into their own consciousness and attempting to explore the universe.

World War |1 finally brought the Theater of Absurd to life because the chaotic
atmosphere during that time was compelling them to think about their absurd existence.

Following are the chief characteristics of the Theater of Absurd, but it must be
noted here that all these characteristics cannot necessarily be found in all the absurdist
plays because it is not necessary that the playwright must have used all the
characteristics of Absurd plays:

1. Questions of Existence

Absurd plays raise some basic questions of existence like why we are alive, why we
have to die and why there is injustice and suffering.

2. Distrust in Language

For absurdist playwrights, language is only a meaningless communication and
stereotyped exchange of ideas because words fail to express the essence of human
existence.

3. lllogical Speeches and Meaningless Plots
By illogical speeches and meaningless plots, they wish to establish a feeling of
freedom to make their own worlds <...>.
4. Emphasize on Abstract Values of Life
<.>
5. Vagueness about Time, Place and Character

Absurdists have no time, place and character in their plays as they feel that there is

no past or future, only the repetition of the present.
6. Lack of communication amid characters

Each character lives an egoistic life and attempts to get another character to

understand him and this results in more alienation.

Characters in Theater of the Absurd

Characters in the Theater of Absurd range from one-dimension to multi
dimensions and without feeling but still with a very sensitive feeling. Most of the
characters are floating, stereotype, archetype and flat because they have to deal with the
absurd universe and often discard rational and logical devices. The characters speak in
clichés and realism is their chief basis but often they are distorted at many points.

Complex characters cannot go with this theater because ultimately they have to deal
with an incomprehensive universe. <...>
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From Postmodernism to Postmodernity:
The Local/Global Context

Selected from: Hassan, lhab Habib (2001). From Postmodernism to Postmodernity: The Local / Global
Context. Philosophy and Literature. Johns Hopkins University Press. Volume 25, Number 1, April 2001.
pp. 1-13.

<...> What was postmodernism, and what is it still? | believe it is a revenant, the
return of the irrepressible; every time we are rid of it, its ghost rises back. Like a ghost, it
eludes definition. Certainly, I know less about postmodernism today than | did thirty years
ago, when | began to write about it. This may be because postmodernism has changed, |
have changed, the world has changed.

But this is only to confirm Nietzsche’s insight, that if an idea has a history, it is
already an interpretation, subject to future revision. What escapes interpretation and
reinterpretation is a Platonic ldea or an abstract analytical concept, like a circle or a
triangle. Romanticism, modernism, postmodernism, however, like humanism or realism,
will shift and slide continually with time, particularly in an age of ideological conflict and
media hype.

All this has not prevented postmodernism from haunting the discourse of
architecture, the arts, the humanities, the social and sometimes even the physical sciences;
haunting not only academic but also public speech in business, politics, the media, and
entertainment industries; haunting the language of private life styles like postmodern
cuisine — just add a dash of raspberry vinegar. Yet no consensus obtains on what
postmodernism really means.

The term, let alone the concept, may thus belong to what philosophers call an
essentially contested category. That is, in plain language, if you put in a room the main
discussants of the concept — say Leslie Fiedler, Charles Jencks, Jean-Frangois Lyotard,
Bernard Smith, Rosalind Krauss, Fredric Jameson, Marjorie Perloff, Linda Hutcheon and,
just to add to the confusion, myself — locked the room and threw away the key, no
consensus would emerge between the discussants after a week. But a thin trickle of blood
might appear beneath the sill.

Let us not despair: though we may be unable to define or exorcise the ghost of
postmodernism, we can approach it, surprising it from various angles, perhaps teasing it
into a partial light. In the process, we may discover a family of words congenial to
postmodernism. Here are some current uses of the term:

1. Frank Gehry’s Guggenheim Museum in Bilbao (Spain), Ashton Raggatt
McDougall’s Storey Hall in Melbourne (Australia), and Arata Isozaki's Tsukuba Center
(Japan) are considered examples of postmodern architecture. They depart from the pure
angular geometries of the Bauhaus, the minimal steel and glass boxes of Mies van der
Rohe, mixing aesthetic and historical elements, flirting with fragments, fantasy, and even
kitsch.
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2. In a recent encyclical, titled Fides ET Ratio, Pope John Paul Il actually used the
word postmodernism to condemn extreme relativism in values and beliefs, acute irony
and skepticism toward reason, and the denial of any possibility of truth, human or divine.

3. In cultural studies, a highly politicized field, the term postmodernism is often used
in opposition to postcolonialism, the former deemed historically feckless, being
unpolitical or, worse, not politically correct.

4. In Pop culture, postmodernism <...> refers to a wide range of phenomena, from
Andy Warhol to Madonna, from the colossal plaster Mona Lisa | saw advertising a
pachinko parlor in Tokyo to the giant, cardboard figure of Michelangelo's David — pink
dayglo glasses, canary shorts, a camera slung across bare, brawny shoulders — advertising
KonTiki Travel in New Zealand.

What do all these have in common? Well, fragments, hybridity, relativism, play,
parody, pastiche, an ironic, anti-ideological stance, an ethos bordering on kitsch and
camp. So, we have begun to build a family of words applying to postmodernism; we have
begun to create a context, if not a definition, for it. <...>

Towards a Concept of Postmodernism

Extracts

Selected from: Hassan, I. (1987). Towards a Concept of Postmodernism. In I. Hassan The Postmodern
Turn: Essays in Postmodern Theory and Culture. Michigan: Ohio State University Press.

1. The word postmodernism sounds not only awkward, uncouth; it evokes what it
wishes to surpass or suppress, modernism itself. The term thus contains its enemy within,
as the terms romanticism and classicism, baroque and rococo, do not. Moreover, it
denotes temporal linearity and connotes belatedness, even decadence, to which no post-
modernist would admit. But what better name have we to give this curious age? The
Atomic, or Space, or Television, Age? These technological tags lack theoretical
definition. Or shall we call it the Age of Indetermanence (indeterminacy + immanence)
as | have half-antically proposed? (NOTE: See pp. 46 - 83 [in The Postmodern Turn.]
<.>

2. Like other categorical terms-say poststructuralism, or modernism, or romanticism
for that matter-postmodernism suffers from a certain semantic instability: that is, no clear
consensus about its meaning exists among scholars. The general difficulty is compounded
in this case by two factors: (a) the relative youth, indeed brash adolescence, of the term
postmodernism, and (b) its semantic kinship to more current terms, themselves equally
unstable. Thus some critics mean by postmodernism what others call avant-gardism or
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even neo-avant-gardism, while still others would call the same phenomenon simply
modernism. This can make for inspired debates.

(NOTE: Matei Calinescu, for instance, tends to assimilate “postmodern” to “neo-avant-
garde” and sometimes to “avant-garde,” in Faces of Modernity: Avant-Garde, Decadence,
Kitsch (Bloomington, 1977), though later he discriminates between these terms thoughtfully, in
“Avant-Garde, Neo-AvantGarde, and Postmodernism,” unpublished manuscript. Miklos
Szabolcsi would identify “modern” with “avant-garde” and call “postmodern’ the “neo-avant-
garde,” in “Avant-Garde, Neo-Avant-Garde, Modernism: Questions and Suggestions,” New
Literary History, vol. 3, no 1 (Autumn 1971); while Paul de Man would call “modern” the
innovative element, the perpetual “moment of crisis” in the literature of every period, in
“Literary History and Literary Modernity,” in Blindness and Insight (New York, 1971), chapter
8, in a similar vein, William V Spanos employs the term “postmodernism” to indicate “not
fundamentally a chronological event, but rather a permanent mode of human understanding,”
in “De-Struction and the Question of Postmodern Literature: Towards a Definition,” Par
Rapport, vol. 2, no. 2 (Summer 1979), 107. And even John Barth, as inward as any writer with
postmodernism, now argues that postmodernism is a synthesis yet to come, and what we had
assumed to be postmodernism all along was only late modernism, in “The Literature of
Replenishment: Post modernist Fiction,” Atlantic Monthly 245, no. 1 (January 1980).
<.>

4. Modernism and postmodernism are not separated by an Iron Curtain or Chinese
Wall; for history is a palimpsest, and culture is permeable to time past, time present, and
time future. We are all, | suspect, a little Victorian, Modern, and Postmodern, at once.
And an author may, in his or her own lifetime, easily write both a modernist and
postmodernist work. (Contrast Joyce's Portrait of the Artist as a Young Man with his
Finnegans Wake.) More generally, on a certain level of narrative abstraction, modernism
itself may be rightly assimilated to romanticism, romanticism related to the
enlightenment, the latter to the renaissance, and so back, if not to the Olduvai Gorge, then
certainly to ancient Greece.

5. This means that a “period,” as [ have already intimated, must be perceived in terms
both of continuity and discontinuity, the two perspectives being complementary and
partial. The Apollonian view, rangy and abstract, discerns only historical conjunctions;
the Dionysian feeling, sensuous though nearly purblind, touches only the disjunctive
moment. Thus postmodernism, by invoking two divinities at once, engages a double view.
<.>

6. Thus a “period” is generally not a period at all; it is rather both a diachronic and
synchronic construct. Postmodernism, again, like modernism or romanticism, is no
exception; it requires both historical and theoretical definition. We would not seriously
claim an inaugural “date” for it as Virginia Woolf pertly did for modernism, though we
may sometimes woefully imagine that postmodernism began “in or about September,
1939.” Thus we continually discover “antecedents” of postmodernismin Sterne, Sade,
Blake, Lautreamont, Rimbaud, Jarry, Tzara, Hofmannsthal, Gertrude Stein, the later
Joyce, the later Pound, Duchamp, Artaud, Roussel, Bataille, Broch, Queneau, and Kafka.
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What this really indicates is that we have created in our mind a model of postmodernism,
a particular typology of culture and imagination, and have proceeded to “rediscover” the
affinities of various authors and different moments with that model. We have, that is,
reinvented our ancestors-and always shall. Consequently, “older” authors can be
postmodern-Kafka, Beckett, Borges, Nabokov, Gombrowicz-while “younger” authors
needs not be so — Styron, Updike, Capote Irving Doc, Irving, Doctorow, Gardner.

7. As we have seen, any definition of postmodernism calls upon a four-fold vision
of complementarities, embracing continuity and discontinuity, diachrony and synchrony.
But a definition of the concept also requires a dialectical vision; for defining traits are
often antithetical, and to ignore this tendency of historical reality is to lapse into single
vision and Newton's sleep. Defining traits are dialectical and also plural; to elect a single
trait as an absolute criterion of postmodern grace is to make of all other writers preterits.

(NOTE: Though some critics have argued that postmodernism is primarily “temporal”
and others that it is mainly “spatial,” it is in the particular relation between these single
categories that postmodernism probably reveals itself. See the two seemingly contradictory
views of William V Spanos, “The Detective at the Boundary,” in Existentialism 2, ed. William V
Spanos (New York, 1976), 163-89; and Jurgen Peper, “Postmodernismus: Unitary Sensibility,”
Amerikastudien, vol. 22, no. 1 (1977).

Thus we can not simply rest-as | have sometimes done-on the assumption that

postmodernism is antiformal, anarchic, or decreative; <...>.

8. All this leads to the prior problem of periodization which is also that of literary
history conceived as a particular apprehension of change. Indeed, the concept of post
modernism applies some theory of innovation, renovation, novation, or simply change.
But which one? Heraclitean? Darwinian? Marxist? Freudian? Kuhnian? Viconian?
Derridean? Eclectic?

(NOTE: For some views of this, see lhab Hassan and Sally Hassan, eds.
Innovation/Renovation: Recent Trends and Reconceptions in Western Culture (Madison, Wis.,
1983).

Or is a “theory of change” itself an oxymoron best suited to ideologues intolerant of
the ambiguities of time? Should postmodernism, then, be left—at least for the moment —
unconceptualized, a kind of literary-historical “difference” or “trace?”

(NOTE: At stake here is the idea of literary periodicity, challenged by current French
thought. For other views of literary and historical change, including “hierarchic organization”
of time, see Leonard Meyer, Music, the Arts and Ideas (Chicago, 1967), 93, 102; Calinescu,
Faces of Modernity, 147ff; Ralph Cohen, “Innovation and Variation: Literary Change and
Georgic Poetry,” in Ralph Cohen and Murray Krieger, Literature and History (Los Angeles,
1974); and my Paracriticisms, chapter 7. A harder question is one Geoffrey Hartman asks:
“With so much historical knowledge, how can we avoid historicism, or the staging of history as
a drama in which epiphanic raptures are replaced by epistemic ruptures?” Or, again, how can
we “formulate a theory of reading that would be historical rather than historicist”? Saving the
Text: Literature/Derrida/Philosophy (Baltimore, 1981), xx.).

9. Postmodernism can expand into a still large problem: is it only an artistic tendency

or also a social phenomenon, perhaps even a mutation in Western humanism? If so, how
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are the various aspects of this phenomenon— psychological, philosophical, economic,
political—joined or disjoined? <...>

10. Finally, though not least vexing, is postmodernism as an honorific term, used
insidiously to valorize writers, however disparate, whom we otherwise esteem, to hail
trends, how ever discordant which we somehow approve? Or is it, on the contrary, a term
of opprobrium and objurgation? In short, is postmodernism a descriptive as well as
evaluative or normative category of literary thought? Or does it belong, as Charles Altieri
notes, to that category of “essentially contested concepts” in philosophy that never wholly
exhaust their constitutive confusions?

(NOTE: Charles Altieri, “Postmodernism: A Question of Definition,” Par Rapport, vol. 2,
no. 2 (Summer 1979), 90. This leads Altieri to conclude: “The best one can do who believes
himself post-modern ... is to articulate spaces of mind in which the confusions can not paralyze
because one enjoys the energies and glimpses of our condition which they produce,” p. 99.).

No doubt, other conceptual problems lurk in the matter of postmodernism. Such

problems, however, can not finally inhibit the intellectual imagination, the desire to
apprehend our historical presence in noetic constructs that reveal our being to ourselves.
I, move, therefore, to propose a provisional scheme that the literature of silence, from
Sade to Beckett, seems to envisage, and do so by distinguishing, tentatively, between
three modes of artistic change in the last hundred years. | call these avant-garde, modern,
and postmodern, though 1 realize that all three have conspired together to that “tradition
of the new” that, since Baudelaire, brought “into being an art whose history regardless of
the credos of its practitioners, has consisted of leaps from vanguard to vanguard, and
political mass movements whose aim has been the total renovation not only of social

institutions but of man himself.”
(NOTE: Harold Rosenberg, The Tradition of the New (New York, 1961), 9.).
By avant-garde, | means those movements that agitated the earlier part of our

century, including Pataphysics, Cubism, Futurism, Dadaism, Surrealism, Suprematism,
Constructivism, Merzism, de Stijl — some of which | have already discussed in this work.
Anarchic, these assaulted the bourgeoisie with their art, their manifestos, their antics. But
their activism could also turn inward, becoming suicidal-as happened later to some
postmodernists like Rudolf Schwartzkogler. Once full of brio and bravura, these
movements have all but vanished now, leaving only their story, at once fugacious and
exemplary. Modernism, however, proved more stable, aloof, hieratic, like the French
Symbolism from which it derived; even its experiments now seem olympian. Enacted by
such “individual talents” as Valéry, Proust, and Gide, the early Joyce, Yeats, and
Lawrence, Rilke, Mann, and Musil, the early Pound, Eliot, and Faulkner, it commanded
high authority, leading Delmore Schwartz to chant in Shenandoah: “Let us consider where
the great men are/ Who will obsess the child when he can read.” But if much of
modernism appears hieratic, hypothetical, and formalist, postmodernism strikes us by
contrast as playful, paratactical, and deconstructionist. In this it recalls the irreverent spirit
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of the avant-garde, and so carries sometimes the label of neo-avant-garde. Yet
postmodernism remains “cooler,” in McLuhan's sense, than older vanguards-cooler, less
cliquish, and far less aversive to the pop, electronic society of which it is a part, and so
hospitable to kitsch.

Can we distinguish postmodernism further? Perhaps certain schematic differences
from modernism will provide a start:

Modernism

Romanticism/Symbolism
Form (conjunctive, closed)
Purpose

Design

Hierarchy
Mastery/Logos

Art Object/Finished Work
Distance
Creation/Totalization
Synthesis

Presence

Centering
Genre/Boundary
Semantics

Paradigm

Hypotaxis

Metaphor

Selection

Root/Depth
Interpretation/Reading
Signified

Visible (Readily)
Narrative/Grande Histoire
Master Code

Symptom

Type

Genital/Phallic
Paranoia

Origin/Cause

God the Father
Metaphysics
Determinacy
Transcendence

Postmodernism

Pataphysics/Dadaism
Antiform (disjunctive, open)
Play

Chance

Anarchy

Exhaustion/Silence
Process/Performance/Happening
Participation
Decreation/Deconstruction
Antithesis

Absence

Dispersal

Text/Intertext

Rhetoric

Syntagm

Parataxis

Metonymy

Combination
Rhizome/Surface

Against Interpretation/Misreading
Signifier

Scriptable (Writerly)
Anti-narrative/Petite Histoire
Idiolect

Desire

Mutant
Polymorphous/Androgynous
Schizophrenia
Difference-Difference/Trace
The Holy Ghost

Irony

Indeterminacy

Immanence
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The preceding table draws on ideas in many fields-rhetoric, linguistics, literary
theory, philosophy, anthropology, psychoanalysis, political science, even theology-and
draws on many authors European and American-aligned with diverse movements, groups,
and views. <...> concepts in any one vertical column are not all equivalent; and inversions
and exceptions, in both modernism and postmodernism, abound. Still, I would submit that
rubrics in the right column point to the postmodern tendency, the tendency of
indetermanence, and so may bring us closer to its historical and theoretical definition. The
time has come, however, to explain a little about neologism: “indetermanence:” I have
used that term to designate two central, constitutive tendencies in postmodernism: one of
indeterminancy, the other of immanence. The two tendencies are not dialectical; for they
are not exactly antithetical; nor do they lead to a synthesis. Each contains its own
contradictions, and alludes to elements of the other. Their interplay suggests the action of
a “polylectic,” pervading postmodernism. Since I have discussed this topic at some length

earlier, | can avert it here briefly.

(NOTE: See pp. 65-72 [in The Postmodern Turn]. Also, my “Innovation/ Renovation: Toward a
Cultural Theory of Change,” Innovation/Renovation, chapter 1.)

By indeterminacy, or better still, indeterminacies, | mean a complex referent that
these diverse concepts help to delineate: ambiguity, discontinuity, heterodoxy, pluralism,
randomness, revolt, perversion, deformation. The latter alone subsumes a dozen current
terms of wunmaking: decreation, disintegration, deconstruction, decenterment,
displacement, difference, discontinuity, disjunction, disappearance, decomposition, de-
definition, demystification, detotalization, delegitimization-let alone more technical
terms referring to the rhetoric of irony, rupture, silence.

Through all these signs moves a vast will to unmaking, affecting the body politic,
the body cognitive, the erotic body, the individual psyche-the entire realm of discourse in
the West. In literature alone our ideas of author, audience, reading, writing, book, genre,
critical theory, and of literature itself, have all suddenly become questionable. And in
criticism? Roland Barthes speaks of literature as “loss,” “perversion,” ‘“dissolution’;
Wolfgang Iser formulates a theory of reading based on textual “blanks”; Paul de Man
conceives rhetoric-that is, literature-as a force that “radically suspends logic and opens
up vertiginous possibilities of referential aberration”; and Geoffrey Hartman affirms that
“contemporary criticism aims at the hermeneutics of indeterminacy.”
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(NOTE: See, for instance, Roland Barthes and Maurice Nadeau, Sur la litterature (Paris, 1980),
7, 16, 19f, 41; Wolfgang Iser, The Act of Reading (Baltimore, 1978), passim; Paul de Man, Allegories
of Reading (New Haven, Conn., 1979), 10; and Geoffrey H. Hartman, Criticism in the Wilderness (New
Haven, 1980), 41).

<...>the fact in most developed societies remains: as an artistic, philosophical, and
social phenomenon, postmodernism veers to-ward open, playful, optative, provisional
(open in time as well as in structure or space), disjunctive, or indeterminate forms, a
discourse of ironies and fragments, a “white ideology” of absences and fractures, a desire
of diffractions, an invocation of complex, articulate silences. Postmodernism veers
towards all these yet implies a different, if not antithetical, movement toward pervasive
procedures, ubiquitous interactions, immanent codes, media, languages.

What Is Intertextuality?
How to Apply Literary Inspiration to Your Writing

Selected from: materials written by the Master-class staff. URL:
https://www.masterclass.com/articles/how-to-apply-literary-inspiration-to-your-writing

In the 1960s, literary critic Julia Kristeva posed the idea that intertextual
relationships could be found throughout many forms of literature — different texts exist
through their relation to prior literary texts — feeding into the idea that no text is truly or
uniquely original. The notion of intertextuality posits that everything has some form of
influence or borrowing from literary works of the past.

The concept of intertextuality is a literary theory stating all works of literature are a
derivation or have been influenced by a previous work of literature. There is deliberate
intertextuality, which purposely borrows from texts, and there is latent intertextuality,
which is when references occur incidentally— the connection or influence isn’t deliberate
—as all written text makes intertextuality possible.

Some intertextual references are exact lines of dialogue or action, while others are
more vaguely referenced. The definition of intertextuality includes forms of parody,
pastiche, retellings, homage, and allegory. Any work of literature that is involved in the
creation of a new text is considered intertextual.

Examples of Intertextuality

According to Kristeva, nearly all works contain some form of reference to another
work of the past. Below are examples of many famous writings that employ the use of
intertextuality:

1. The main plotline of Disney’s The Lion King is a take on Shakespeare’s Hamlet.
2. The structure of James Joyce’s Ulysses is modeled after Homer’s Odyssey.
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3. J.K. Rowling’s Harry Potter series makes use of T.H. White’s The Sword in the
Stone, C. S. Lewis’s The Chronicles of Narnia, and J.R.R. Tolkien’s Lord of the
Rings.

4. Jane Smiley’s A Thousand Acres is a contemporary retelling of Shakespeare’s King
Lear.

5. Wide Sargasso Sea by Jean Rhys is an intertextual work of Charlotte Bronte’s Jane
Eyre as it includes the wife of a secondary character from the novel as one of its
own, and offers an alternative point of view on similar social issues of the prior
narrative.

6. Philip Pullman’s His Dark Materials series is an inverted retelling of John
Milton’s Paradise Lost.

7. Matt Groenig’s television show The Simpsons uses multiple intertextual references

to literature, films, other tv shows, and commercials for its storylines and jokes.

Voicu Mihnea Simandan

Julia Kristeva’s Concepts of Intertextuality

Selected from: The Matrix and the Alice Books by Voicu Mihnea Simandan, p.22 —25.
Resource: Kristeva, J. (1980) Desire in Language: A Semiotic Approach to Literature and Art. Leon S.
Roudiez (ed.), T. Gora et al (trans.). New York: Columbia University Press.

For Ferdinand de Saussure_the relational nature of the word emerges from a vision
of language seen as a generalized and abstract system which includes the spoken word
and that which is spoken about. For Mikhail Bakhtin_the relation originates from the
existence of the word within specific social registers, and specific moments of utterance
and reception. Since neither Saussure nor Bakhtin actually employs the term, most people
credit Julia Kristeva as being the inventor of the term “intertextuality.” Kristeva has
been influenced by both Saussurean and Bakhtinian models and attempts to combine their
major theories.

In the mid-1960s the French intellectual scene was one in which many established
theories in philosophy, political theory, and psychoanalytic theory were being
transformed by structuralists who had their origins in Saussurean linguistics. <...>

In her writings, Kristeva attacked the stable signification centered on the
transformation of Saussure’s concept of semiology into what was called semiotics.
Structuralist semiotics argued for the objectivity of language, stating that myths, oral
cultural traditions, literary texts, or any cultural text can be scientifically analyzed. But
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this approach neglects to give attention to the human subject who performs the utterance
under consideration. It also does not account for the fact that signifiers are plural, full of
historical meaning, directed not so much to stable signifiers as to a domain of other
signifiers. All these aspects which were not taken into consideration by structuralist
semiotics are exploited in Kristeva’s work, from which emerges her theory of
intertextuality.

<..>

Kristeva was influenced not only by Saussure’s theories, but also by Bakhtin’s. It is
through the combination of the Saussurean and Bakhtinian theories that Kristeva’s notion
of intertextuality emerged. In Desire in Language: A Semiotic Approach to Literature
and Art (1980), Kristeva revised and redirected Bakhtin’s work in one of her most
important essays: The Bounded Text (pp. 36 —63) and also in Word, Dialogue, and Novel
(pp. 64 —91). In this work, she is concerned with establishing the manner in which a text
Is constructed of already existent discourse. She argues that authors do not create their
texts from their own mind, but rather compile them from pre-existent texts. Thus,
the text becomes ‘““a permutation of texts, an intertextuality in the space of a given text,”
in which “several utterances, taken from other texts, intersect and neutralize one another”
(Kristeva 1980: 36).

She argues that the text is not an individual, isolated object but a compilation of
cultural textuality. Kristeva believes that the individual text and the cultural text are
made from the same textual material and cannot be separated from each other. This
IS basically a re-phrasing of the Bakhtinian notion of the “dialogue,” which established a
relation between author, work, reader, society, and history. The distinction is that
Kristeva’s theory paid close attention to text, textuality, and their relation to ideological
structures. Bakhtin’s work centers on human subjects using language in specific social
situations, while Kristeva’s work deals with more abstract notions, such as text and
textuality. However, both Bakhtin and Kristeva believed that texts cannot be separated
from the larger cultural or social textuality out of which they are constructed. Therefore,
all texts contain ideological structures expressed through discourse.

According to Kristeva, texts do not present clear and stable meanings. They
embody society’s conflict over the meaning of words. Thus, intertextuality deals with a
text’s existence within society and history. Texts have no unity or unified meaning of
their own; they are thoroughly connected to on-going cultural and social processes. A
text’s meaning is understood, in Kristeva’s view, as a temporary re-arrangement of
elements with socially pre-existent meaning. Meaning then, is simultaneously both
‘inside’ (reader’s view) and ‘outside’ (society’s influence) the text.

The communication between author and reader is always paired with an intertextual
relation between words and their prior existence in past texts. As Kristeva stated: “any
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text is constructed as a mosaic of quotations; any text is the absorption and transformation
of another” [Kristeva 1980: 66].

Kristeva argues that intertextuality coincides with the rise of Modernism, a period
of cultural practice usually dated from the beginning of the 20" century and the
publication of such authors as James Joyce, Marcel Proust, and Franz Kafka. Kristeva’s
work on intertextuality focuses heavily on the late 19" century and early 20" century
avant-garde writing. The avant-garde writers drew their inspiration from the invention
and application of new or unconventional techniques, thus breaking free from old
conventions, while challenging the norms.

Kristeva’s semi analytical approach extends beyond the literary text and includes
other art forms, such as music, painting, and dance. It is thus not far-fetched to assert that
motion pictures should also be included in this category. Kristeva recognized that texts
do not just utilize previous texts or other art forms but, rather, they transform them, which
Is why these sources are so difficult to identify.

Is Magical Realism a Fantasy Genre?

Selected from: Lee, Jacob (2020). Is Magical Realism a Fantasy Genre? URL:
https://omahalibrary.org/blogs/post/is-magical-realism-a-fantasy-genre

Magical realism is “a literary genre or style associated especially with Latin America
that incorporates fantastic or mythical elements into otherwise realistic fiction.” Now, at
first glance, that sounds an awful lot like fantasy to me. So, dipping once again into the
well of Merriam Webster, the definition of fantasy fiction is “imaginative fiction featuring
especially strange settings and grotesque characters.” Wait, what? Grotesque characters?
Really? This is the base definition of fantasy fiction?

<..>

So, keeping those two definitions in mind, it still sounds like magical realism is a
fantasy genre. Personally, my definition of fantasy has always been any fiction that
contains fantastical or mythical elements; which, if we are basing our definition purely
on that concept, magical realism is definitely a sub-genre of the big fantasy umbrella. Yet,
it is the second portion of the Merriam Webster definition of magical realism that has
started to change my mind: namely, that these elements are brought into what is otherwise
a realistic world. It is the fact that magical realism incorporates a fantastical element into
our world, which has to live by our rules, rather than in other fantasy genres where the
world exists outside of the real world and has its own rules and conventions. To me, the
escape into another world has always been the appeal of the fantasy genre, rather than a
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story that is rooted in the realistic world, albeit with some fantastical element. Also, there

are tons of articles and scholarly papers that have argued and continue to argue this
concept, so feel free to explore this discussion.

What do you think? Is magical realism a fantasy genre?
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TASKS FOR PRACTICAL CLASSES

Module 1
ENGLISH LITERATURE: XIX CENTURY

# 1. ENGLISH POETRY

o The earliest English poetry.

o The analysis of poetry written by W. Wordsworth, S. Coleridge, William Blake,
Lord Byron, John Keats, Charles Lamb, Mary Wollstonecraft, Percy Bysshe
Shelley, Thomas De Quincey, Jane Austen, and Mary Shelley.

Traditions of humanism in English literature.
Shakespeare's work and the World literature

Tasks and questions®:
e Read and analyze the following Sonnet 130 by William Shakespeare:

My mistress’ eyes are nothing like the sun;
Coral is far more red than her lips’ red;

If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.

| have seen roses demasked, red and white,
But no such roses see | in her cheeks;

And in some perfumes is there more delight
Than in the breath that from my mistress reeks.

| love to hear her speak. Yet well | know
That music has a far more pleasing sound.
| grant | never saw a goddess go;
My mistress, when she walks, treads on the ground.

And yet, by heaven, I think my love as rare
As any she belied with false compare.

1 According to the book:

Trxauenxo JIJI. Jlimepamypa Anenii ma CIIA: 3aedanus ons ayoumopHoi ma camocmiiinoi pobomu 0
cmyoenumis Il kypcy nanpsamy niocomosku:. 6.020303. Dinonoecis. Mosa ma nimepamypa (anenilicbka) 0eHHOI,
3a04HOi ma excmepuamuoi popm nasuanns. Xepcown:. Buoasnuymeo PBB «Konocy» X/[AY, 2011. 98 c.
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Pl L 8 o  What is less than perfect about the mistress’s (a) lips? (b)
”th UJWE“:HW cheeks? (c) breath? (d) voice?
" H"i""’ o  Sonnet 130 is often called an anti-Petrarchan sonnet. What
W%ﬁ“’w do you think is meant by “anti-Petrarchan”?
X;:;n o  There are indications even before the final couplet that the
ihw speaker loves his mistress despite her supposed imperfections.
Ww”ﬁgwéﬁ:a’[ What is one such indication?

Analyze the mood and the rhyme scheme of Sonnet 29 by William Shakespeare:

When, in disgrace with Fortune and men’s eyes,
| all alone beweep my outcast state,

And trouble deaf heaven with my bootless cries,
And look upon myself and curse my fate,

Wishing me like to one more rich in hope,
Featured like him, like him with friends possessed,
Desiring this man’s art and that man’s scope,
With what | most enjoy contented least;

Yet in these thoughts myself almost despising,
Haply | think on thee, and then my state

(Like to the lark at break of day arising

From sullen earth) sings hymns at heaven’s gate;

For thy sweet love remembered such wealth brings
That then I scorn to change my state with kings.

e Make a brief description of the plot of one of the following tragedies using the key
words:

Romeo and Juliet: Othello:
Othello, commander of the Venetian forces

Romeo, the family of Montague, Juliet, the against the Turks, to be highly valued by
family of Capulet Juliet’s, a romantic the Venetians, to trust Jago, to murder
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tragedy, the romantic love (of), bitter
hostility, to belong, to be kept in secret, to
provoke an affray, to lead to the death (of),
to propose to marry Juliet off (to), to help
to escape, to give Juliet a poison, to send
her into a profound sleep, to be placed in

Desdemona, to be told the truth, to make a
final self-assessment and kill oneself.
Desdemona: a Venetian aristocrat, to
leave home to marry Othello. Jago: to play
a cynic game, to insinuate into Othello’s
mind the suspicion about Cassio and

Desdemona having a love affair, to
disgrace Cassio, to take revenge against
Othello and Cassio.

the family burial, to send a message, to
return to Verona, to take poison and die by

Juliet’s side, to recover and see her lover
dead, to kill herself.

¢ [n this passage from Romeo and Juliet, Romeo is waiting under Juliet’s balcony. Read
and comment the fragment and dramatise it with your classmate:

(Act I, Scene 1)
Romeo: (Juliet appears above at a window)
But, soft! What light through yonder window breaks?
It is the east and Juliet is the sun!
Arise, fair sun, and kill the envious moon,
Who is already sick and pale with grief,
That thou her maid are so far more fair than she:
Be not her maid, since she is envious;
Her vestal livery is but sick and green,
And none but fools do wear it; cast it off. It is my lady;
O, it is my love! O, that she knew she were!
She speaks, yet she says nothing: what is that?
Her eye discourses, | will answer it.
I am too bold, ‘tis not to me she speaks:
Two of the fairest stars in all the heaven,
Having some business, do entreat her eyes
To twinkle in their spheres till they return.
What if her eyes were there, they in her head?
The brightness of her cheeks would shame those stars,
As daylight does a lamp; her eyes in heaven
Would through the airy region stream so bright
That birds would sing and think it were not night.
See, how she leans her cheek upon her hand!
O, that | were a glove upon that hand,
That I might touch that cheek!
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Juliet: Ay me!

Romeo: She speaks:

O, speak again, bright angel! for thou art

As glorious to this night, being o’er my head,
As a winged messenger of heaven

Unto the white-upturned wondering eyes

Of mortals that fall back to gaze on him,
When he bestrides the lazy-pacing clouds
And sails upon the bosom of the air.

Juliet: o Romeo, Romeo! wherefore art thou Romeo?
Deny thy father and refuse thy name;

Or, if thou will not, be but sworn my love,

And I’ll no longer be a Capulet.

Romeo: (Aside) shall I hear more, or shall
| speak at this?

Juliet: ‘Tis but thy name that is my enemy;
Thou art thyself, thou not a Montague.
What’s a Montague?

It is not hand, nor foot,

Nor arm, nor face, not any other part
Belonging to a man.

O, be some other name.

What’s in a name? that which we call a rose
By any other name would smell as sweet;
So Romeo would, were he not Romeo call’d
Retain that dear perfection which he owes
Without that title.

Romeo, doff thy name,

And for thy name, which is no part of thee,
Take all myself.
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— o What kind of images predominate in the passage?
th WfHEN o What is Romeo’s reaction when Juliet begins to speak?
;;:;' o What does Juliet want Romeo to do?
b o What aspect of the Shakespearean theatre makes this scene
w possible?
o Why do you think the story of Romeo and Juliet still fascinates

the modern reader?

e Comment upon the famous soliloquy from Hamlet:

Hamlet:
(Act Il, Scene 1)

To be o0 not to be, that is the question:

Whether ‘tis nobler in the mind to suffer

The slings and arrows of outrageous fortune,

Or to take arms against a sea of troubles

And by opposing end them.

To die to sleep,

No more; and by a sleep to say we end

The heart-ache and the thousand natural shocks
That flesh is heir to: ‘tis a consummation Devoutly to be wish’d.
To die, to sleep;

To sleep, perchance to dream — ay there’s the rub.:
For in that sleep of death what dreams may come,
When we have shuffled off this mortal coil,

Must give us pause —there’s the respect

That makes calamity of so long life.

For who would bear the whips and scorns of time,
The oppssor’s wrong, the proud man’s contumely,
The pangs of despis’d love, the law’s delay,

The insolence of office, and the spurns

That patient merit of th unworthy takes,

When he himself might his quietus make

With a bare bodkin? Who would fardels bear,

To grunt and swear under a weary life,

But that the dread of something after death,

The undiscover’d country, from whose bourn
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No traveler returns, puzzles the will,

And makes us rather bear those ills we have
Than fly to others that we know not of?

Thus conscience does make cowards of us all,
And thus the native hue of resolution

Is sicklied o’er with the pale cast of thought,
And enterprises of great pitch and moment
With this regard their currents turn awry
And lose the name of action.

o WY Py

Wha? ¥ How?
Where? OW Ty
How ?he? What? Where?;..

How? Wh 7 WHEN?
' Why?

HOWGOW?"”“ ‘
Whereo WHA?
WHEN? yho?
Why? WHEN?
What?

When?
How? Who?
Where?
Why?
Nherem’—’hm

WHEN?Who?
Where?
Hiw?

o Hamlet’s soliloquy is perhaps the best-known
monologue written by Shakespeare. Why do you think
a playwright might employ a monologue at a crucial
moment in his drama?

o What is the main problem that Hamlet poses
himself in the first line?

o  What is Hamlet’s conclusion about the reason
why people do not commit suicide when confronted
with difficulties in their life?

o  Paraphrase Hamlet’s view of life and death. Does
it still make sense to a modern reader? Give your
reasons.

e  Analyze the two speeches for compare & discussion:?

ANTONY

#1

‘Julius Caesar’ of W.Shakespare
SCENE Il. The Forum.

Good friends, sweet friends, let me not stir you up
To such a sudden flood of mutiny.

They that have done this deed are honourable:

What private griefs they have, alas, | know not,

That made them do it: they are wise and honourable,
And will, no doubt, with reasons answer you.

| come not, friends, to steal away your hearts:

2 The Complete Works of William Shakespeare. URL: http://shakespeare.mit.edu/index.html
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| am no orator, as Brutus is;

But, as you know me all, a plain blunt man,
That love my friend; and that they know full well
That gave me public leave to speak of him:

For | have neither wit, nor words, nor worth,
Action, nor utterance, nor the power of speech,
To stir men's blood: | only speak right on;

| tell you that which you yourselves do know;
Show you sweet Caesar's wounds, poor poor dumb mouths,
And bid them speak for me: but were | Brutus,
And Brutus Antony, there were an Antony
Would ruffle up your spirits and put a tongue

In every wound of Caesar that should move
The stones of Rome to rise and mutiny.

All

We'll mutiny.

First Citizen

We'll burn the house of Brutus.

Third Citizen

Away, then! come, seek the conspirators.
ANTONY

Yet hear me, countrymen; yet hear me speak.
All

Peace, ho! Hear Antony. Most noble Antony!
ANTONY

Why, friends, you go to do you know not what:
Wherein hath Caesar thus deserved your loves?
Alas, you know not: | must tell you then:

You have forgot the will | told you of.

All

Most true. The will! Let's stay and hear the will.
ANTONY

Here is the will, and under Caesar’s seal.

To every Roman citizen he gives,

To every several man, seventy-five drachmas.
Second Citizen

Most noble Caesar! We'll revenge his death.
Third Citizen

O royal Caesar!
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ANTONY

Hear me with patience.

All

Peace, ho!

ANTONY

Moreover, he hath left you all his walks,

His private arbours and new-planted orchards,
On this side Tiber; he hath left them you,

And to your heirs for ever, common pleasures,
To walk abroad, and recreate yourselves.
Here was a Caesar! when comes such another?
First Citizen

Never, never. Come, away, away!

We'll burn his body in the holy place,

And with the brands fire the traitors' houses.
Take up the body.

Second Citizen

Go fetch fire.

Third Citizen

Pluck down benches.

Fourth Citizen

Pluck down forms, windows, any thing.
Exeunt Citizens with the body

ANTONY

Now let it work. Mischief, thou art afoot,

Take thou what course thou wilt!

#2

‘Henry V' of W.Shakespare
In Act IV.

KING HENRY V
... This day is called the feast of Crispian:
He that outlives this day, and comes safe home,
Will stand a tip-toe when the day is named,
And rouse him at the name of Crispian.
He that shall live this day, and see old age,
Will yearly on the vigil feast his neighbours,
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And say 'To-morrow is Saint Crispian:'
Then will he strip his sleeve and show his scars.
And say 'These wounds I had on Crispin's day.'

Old men forget: yet all shall be forgot,

But he'll remember with advantages
What feats he did that day: then shall our names.
Familiar in his mouth as household words
Harry the king, Bedford and Exeter,
Warwick and Talbot, Salisbury and Gloucester,
Be in their flowing cups freshly remember'd.
This story shall the good man teach his son;
And Crispin Crispian shall ne'er go by,
From this day to the ending of the world,
But we in it shall be remember'd;

We few, we happy few, we band of brothers;
For he to-day that sheds his blood with me
Shall be my brother; be he ne'er so vile,
This day shall gentle his condition:

And gentlemen in England now a-bed
Shall think themselves accursed they were not here,
And hold their manhoods cheap whiles any speaks
That fought with us upon Saint Crispin's day.
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Instruction/ What to do?®

row WY Py
Who? \WHEN?,  How?
INhere? (Jhgt? oW %

How ?it?
WHEN?
"% Who?

* Where?.....

How?
WHEN?
Why?

WHEN?

Why? WHEN?
Howy Athat?
When?
How? Who?
Where?

Why?

)
HNQSE'eJth?
WHEN?Who?

Where?
Hou?

o

o

First, read & talk about these episodes.

Read the 1 speech, then the 2 speech chorally — all
together — as quickly as you can, and as loudly as you
can.

Read the speeches sequentially — singly, one after
another, changing readers at the end of each complete
thought.

Read the speech again, but this time in a whisper or
in mind.

After doing the reading think about these speeches as
a whole:

v Do you think these speeches are effective?
Make your arguments & explain that Antony
sowed the mischief he was hoping for and
formed an alliance against Brutus.

v Can you explain that Henry’s speech leads the
English to victory on the fields. Try to probe
the effects of words on audiences - read loudy
the most effective words.

v Work in pairs to make a compare chart or a 2-
circle Venn Diagram showing the similarities
and differences among these 2 speeches.

v See the real-world relevance of these episodes.
And now you can write a short essay analyzing
how these speeches use the tools of language to
move crowds to action.

Explain the meaning of terms:

a charm tragic hero didactici | allegory a chronicle
humanism The Renaissance | sm personificatio | a sonnet
an epic style | composition rhythm | n Shakespare’s stanza
drama final poem a mood an excerp
theme pathos poetry tragedy a motive

idea concept

3 According to the URL.: https://www.folger.edu/teach-learn

Folger SHAKESPEARE

LIBRARY

Advancing knowledge & the arts
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Items to be discussed (in the format of presentation, mediatext, report, etc.):
o Renaissance in English Literature.

o Shakespeare and his literary heritage.

o Shakespeare’s mysteries of writing masterpieces. His sonnets.

o The best of Shakespeare’s historical plays (chronicles), comedies and

tragedies.

English poetry of XIX century:

William Blake, William Wordsworth, Samuel Taylor Coleridge, Percy

Bysshe Shelley, Lord Byron, John Keats

Tasks and questions:

e Comment literary terms & use the scheme for your own analyzing of the poetry:

POETRY - verse, elegy, poem

(?), song, ode, sonnet,
parody, epigram, sonnet...

0 N o W

Point of
view Characters

The author

Some words about the master

The famous texts, books SYIllbOllS,

The poetry for example images, color

The main idea and Theme and emotions

The hero (character)

The main imagery

My emotional conclusion ‘

Read the most famous poetry of the authors and highlight the main features for
their analysis. Pay attention to the highlighted lines in the texts.

Theme

Select one or two texts to compile an essay “Poetical workmanship of the author”
with the results of analysis (comparative analysis), interpretation and comparison:
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And did those feet in ancient time
Walk upon Englands mountains green:
And was the holy Lamb of God,

On Englands pleasant pastures seen!
And did the Countenance Divine,
Shine forth upon our clouded hills?
And was Jerusalem builded here,
Among these dark Satanic Mills?
Bring me my Bow of burning gold:
Bring me my arrows of desire:

Bring me my Spear: O clouds unfold!
Bring me my Chariot of fire!

I will not cease from Mental Fight,
Nor shall my sword sleep in my hand:
Till we have built Jerusalem,

In Englands green & pleasant Land.

...[Ipunecu meni moro 6ocHenny
KonicHuyro!

A ne s8iomosntocs 6i0 0yxoeHoi bopomvou,
I miti mey He cnamume 8 MOitl pyyi.

Tloxku mu ne 30yoyemo €pycanum,

B Aneniicoxiu 3eneniv i npuemHiv 3emii.
(niopsioOHuK)

| wander thro' each charter'd street,
Near where the charter'd Thames does flow,
And mark in every face | meet
Marks of weakness, marks of woe.

In every cry of every Man,

In every Infant's cry of fear,

In every voice, in every ban,
The mind-forg'd manacles | hear.

How the chimney-sweeper's cry
Every black'ning church appals;
And the hapless soldiers sigh
Runs in blood down palace walls.
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But most thro' midnight streets | hear
How the youthful harlot's curse
Blasts the new-born infant's tear,
And blights with plagues the marriage hearse.

(The spelling given in the above version is the spelling in Blake’s original.)

The Tyger

Tyger Tyger, burning bright,

In the forests of the night;

What immortal hand or eye,

Could frame thy fearful symmetry?

In what distant deeps or skies.
Burnt the fire of thine eyes?

On what wings dare he aspire?
What the hand, dare seize the fire?

And what shoulder, & what art,
Could twist the sinews of thy heart?
And when thy heart began to beat,
What dread hand? & what dread feet?

What the hammer? what the chain,
In what furnace was thy brain?
What the anvil? what dread grasp,
Dare its deadly terrors clasp!

When the stars threw down their spears
And water’d heaven with their tears:
Did he smile his work to see?

Did he who made the Lamb make thee?

Tyger Tyger burning bright,

In the forests of the night:

What immortal hand or eye,

Dare frame thy fearful symmetry?
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Turp

Twurpe! TBili BOrHEeHHHI THIB
B 4opHiii mymii 3a0puHiB.
XTO 13 COHIIS 13 HOUEH
Kpeme xxax TBOIX oueir?

I3 riOuH 4K 3 BEpXOBHH
Toit Borous ouei — ;xapus?
XT0 ¥ KOJIK HOTO TIPUHIC

VY npanaBHiit YopHUi Jic?

XTO0 y macTi 4u B xKypOi1
Cepiie Bupi30UB TOO1?
Cepiie rpizHe B rpyau 0O'e,
Jroasm xxaxy 3aBrae.

XTO, IKHM BOTHEM HaBIK
XWKHH MO30K TBI1H PO3IIK?
Jle koBaaJ10, 10 HAa HIM
CkyTo TBIii HEACHUH TPiM?

BriaB Ha 3emMi1t0 TEMHME CTpax,
He0o ckynaHne B ciib03ax.

Uu BCMIXHYBCS TB1i TBOpEIIb,
[lo STHATKOBI KIHEIH?

Turpe! TBiif BOTHEHHUH THIB
B yopHiii myuii 3a0puHiB.
XTO 13 COHIIA 13 HOUEH
Kpeme xax TBOiX oueii?

(nep. ykp. Bikmopa Konminosa)



| wandered lonely as a cloud
(This text often known as ‘Daffodils’ or ‘The Daffodils’)
| wandered lonely as a cloud
That floats on high o’er vales and hills,
When all at once | saw a crowd,
A host, of golden daffodils;

Beside the lake, beneath the trees,
Fluttering and dancing in the breeze.
Continuous as the stars that shine
And twinkle on the milky way,

They stretched in never-ending line
Along the margin of a bay:

Ten thousand saw | at a glance,
Tossing their heads in sprightly dance.

The waves beside them danced; but they
Out-did the sparkling waves in glee:

A poet could not but be gay,

In such a jocund company:

| gazed — and gazed — but little thought A dususcs - i oususes — i dewo
What wealth the show to me had brought: dymas npo me,
For oft, when on my couch I lie Hxe bacamcmeo npunecio meHi ye
In vacant or in pensive mood, uioy

They flash upon that inward eye

Which is the bliss of solitude; ...I mooi moe cepye nanosniemocs
And then my heart with pleasure fills, 3a00601eHHAM,
And dances with the daffodils. I manyroe 3 napyucamu

(niopsOHUK)

Jlna 0oeioku: BopacBopT mucaB mpo 3ycTpid i3 Hapuucamu: [Mu] bauunu xineka Hapyucie
HeoaneKo 8i0 800U, HAM 30AN0Cs, WO 03ePO BUKUHYIO HACIHHA HA Oepee i o He8enuKda KOJIOHIs
maxk supocia - Ane 8 Mipy moeo, K Mu UWLIU, iX cmasano ece Oinvute i binvwe, A Hikoau He
bauue Hapyucie HACMINLKU KPACUBUX, WO BOHU POCIU ceped 3aMUINUX KAMEHI8 HABKOIO |
HABKOJIO0 HUX, OesiKi NOKIANU 207108y HA Yi KAMeHi, K HA NOOYWKY 8i0 8moMuU, a peuma
MEMAnucs i Xumanucs, maHyro8anu i 30a8anocs, Wo 80HU OIUCHO CMISIUC 3 OMe 8IMPOM HA HUX
HAO 03epoM BOHU BUSTAOANU MAKUMU BeCeluMU, KOAU MAHYIO8ANU, KOIU 3MIHIOBANUCS
(Mamepian Bikinedii).
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William
Wordsworth 'Daffodils’

| WANDER'D lonely as a cloud
That floats on high o'er vales and
hills,

When all at once | saw a crowd,
A host, of golden daffodils;
Beside the lake, beneath the
trees,

Fluttering and dancing in the
breeze.

Continuous as the stars that shine
And twinkle on the Milky Way,
They stretch'd in never-ending
line

Along the margin of a bay:

Ten thousand saw | at a glance,
Tossing their heads in sprightly
dance.

The waves beside them danced;
but they

Out-did the sparkling waves in
glee:

A poet could not but be gay,

In such a jocund company:

| gazed -- and gazed -- but little
thought

What wealth the show to me had
brought:

For oft, when on my couch | lie
In vacant or in pensive mood,
They flash upon that inward eye
Which is the bliss of solitude;
And then my heart with pleasure
fills,

And dances with the daffodils.

Binssim Bopaceopt "Hapuucu’
(nepexnao H.Azaoxncanan)

Ak xmapa, wo eumae nonao cxunamu
U easamiu,
A 6 pozoymax nposie bazamo OHig
Konu ymums nepeo ouamu
Hapyucis xkpau 3amepexmie
Ilopyu o3ep, nio kponamu 2inox
Tpinouyms i manyiooms 6 8imepox

Haue 30pi, wo cisiroms, be3nepepsri
Ilpocmsaznuce y ninito wupoxy

Moe Yymayvruii wnsx, oauckydi
B30oeorc kparo 3amoxu

A ix womumi 6aquue mucsauamu

YV orceasim manyi kusaroms 20108aMu..

binsa nux y manyi cxauymo xeuni, ma
80HU

Ix wenim nepesepuinu ymumo

He manu 6, ma eeceni 6ci noemu
Konu ece naskono padicmio 6punumo
Bousnsaecsa nunvno, ma 36acnye mak
Mano

He po3ymis, axum 6acamum cepye moe
cmano

I menep... Konu Ha KaHani cnOYUBAIO
3aoymnueuti, a
besmypbomuuil

MOIHCTTUBO

YV oywi ix obpa3s 3n06 cnausae

L]o € baascencmeom, Xou cCamommitl
1 moe cepye 3a00601enHaM narae
1y maneyw i3 napyucamu ecmynac...
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Coleridge

To Nature
It may indeed be fantasy when | 1
Essay to draw from all created things 2
The deep, heartfelt, inward joy that closely clings; 3
And trace in leaves and flowers that round me lie 4
Lessons of love and earnest piety. 5
So let it be; and if the wide world rings 6
In mock of this belief, it brings 7
Nor fear, nor grief, nor vain perplexity. 8
So will I build my altar in the fields, 9
And the blue sky my fretted dome shall be, 10
And the sweet fragrance that the wildflower yields 11
Shall be the incense | will yield to Thee, 12
Thee only God! and thou shalt not despise 13
Even me, the priest of this poor sacrifice. 14

I met a traveller from an antique land

Who said: Two vast and trunkless legs of stone

Stand in the desert. Near them, on the sand,

Half sunk, a shattered visage lies, whose frown,

And wrinkled lip, and sneer of cold command,

Tell that its sculptor well those passions read

Which yet survive, stamped on these lifeless things,

The hand that mocked them, and the heart that fed;  ITopyu niuoeo ne sanuwaemocs —

And on the pedestal these words appear: Hiwo ne siune...
“My name is Ozymandias, king of kings: ...Camomui ma pigHi nicku
Look on my works, ye Mighty, and despair!” MACHYMbCA 0ANEKO ...
Nothing beside remains. Round the decay (niopsiOHuK)

Of that colossal wreck, boundless and bare
The lone and level sands stretch far away.
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sSong 0f Proserpine’

Sacred Goddess, Mother Earth,

Thou from whose immortal bosom
Gods and men and beasts have birth,
Leaf and blade, and bud and blossom,
Breathe thine influence most divine
On thine own child, Proserpine.

If with mists of evening dew

Thou dost nourish these young flowers
Till they grow in scent and hue
Fairest children of the Hours,
Breathe thine influence most divine
On thine own child, Proserpine.

Bouxnu ceiil énnue naibosxcecmsaenniuie — niOpsiOHUK.

4 s*x*x[Tnosepnina — Iepcepona — b602uns niozemnozo yapemea (0-2p., 0-p. mighonozis)
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Lord Byron
She Walks in Beauty

She walks in beauty, like the night
Of cloudless climes and starry skies;
And all that’s best of dark and bright
Meet in her aspect and her eyes;
Thus mellowed to that tender light
Which heaven to gaudy day denies.

Bowna iioe y sciti kpaci —

Csimumy, sk 6e3XMapHa, ACHA HiY
Bes enubuna nebec i 3ipku sci

B ouax y nei mepexmsame,

Ax conye 6 pankosiu poci,

Ane nozbasnene HebecHoi M AKOCHI

One shade the more, one ray the less,
Had half impaired the nameless
grace
Which waves in every raven tress,
Or softly lightens o’er her face;
Where thoughts serenely sweet
express,

How pure, how dear their
dwelling-place.

Oonum 8iominkom Oinvute, 0OHUM NPOMEHEM
Oinbue —

I 6ona soice 306cim He ma

Bonoccs eorce ne me,

He mi oui, ne mi ycma

1 106 i3 ceimaumu oymxamu,

Hka orc 6ona wucma, sKka 6ona n0oa.

I na yit wouyi, i Ha 6oyi Opis,

Tax m ’'sik0, maxk CNOKIUHO , ane KPACHOMOBHO
And on that cheek, and o’er that

brow,

So soft, so calm, yet eloquent,
The smiles that win, the tints that
glow,

But tell of days in goodness spent,
A mind at peace with all below,
A heart whose love is innocent.

Bcima siominkamu nocmiwka 6ubIUCKYE,
AHxa 6 oywii cnoxiti 30epieae,
A xonu wacms oapye,
To naviweopiwioro pykoio!
(mep. aMaTOpPChKUNA)

John Keats
To Autumn

Season of mists and mellow fruitfulness,

Close bosom-friend of the maturing sun;
Conspiring with him how to load and bless

With fruit the vines that round the thatch-eves run;
To bend with apples the moss’d cottage-trees,

And fill all fruit with ripeness to the core;
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To swell the gourd, and plump the hazel shells
With a sweet kernel; to set budding more,

And still more, later flowers for the bees,

Until they think warm days will never cease,

For summer has o’er-brimm’d their clammy cells.
Who hath not seen thee oft amid thy store?
Sometimes whoever seeks abroad may find

Thee sitting careless on a granary floor,

Thy hair soft-lifted by the winnowing wind;

Or on a half-reap’d furrow sound asleep,

Drowsed with the fume of poppies, while thy hook
Spares the next swath and all its twined flowers:
And sometimes like a gleaner thou dost keep
Steady thy laden head across a brook;

Or by a cider-press, with patient look,

Thou watchest the last 0ozings, hours by hours.
Where are the songs of Spring? Ay, where are they?
Think not of them, thou hast thy music too, —
While barred clouds bloom the soft-dying day,
And touch the stubble-plains with rosy hue;

Then in a wailful choir the small gnats mourn
Among the river sallows, borne aloft

Or sinking as the light wind lives or dies;

And full-grown lambs loud bleat from hilly bourn;
Hedge-crickets sing; and now with treble soft
The redbreast whistles from a garden-croft,

And gathering swallows twitter in the skies.

e [tems to be discussed (in the format of presentation, mediatext, report, etc.):

English romantic movement in personalities.

William Wordsworth and his poetry about Nature.

The last group of the romantic poets. Lord Byron.

Lord Byron and his masterpiece “Childe Harold’s Pilgrimage”.
Percy Shelley and his manifestation of ideal beauty.

John Keats and peculiar features of his poetry.

0O O O O O O
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. Explain the meaning of the literary terms:

connotate a preface a paragon
alliteration a sonnet rhapsody
onomatopoeia blank verse a chorus
pantheistic to annotate an ode

an apostle

e Additional questions for discussion and writing:

o Read the poem A Widow Bird written by Percy Bysshe Shelley? Why did Shelley
call the bird “a widow”?

o Read the poem Daffodils written by W. Wordsworth? What was the poet’s mood as
he walked? What do you think “that inward eye” is?

o In the poem Daffodils W. Wordsworth personified flowers by talking about them
if they were dancers. Find the words that compare daffodils to dancers.

o Choose and analyse a poem to show how a poet has responded to a particular
experience in his life.

For notes:

<
<
<

FAVAVAN

/5 /5
/‘> /.3
/5 /5
< <
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# 2. ROMANTICGISM. ENGLISH HISTORICAL NOVEL

o Romanticism as a literary trend.

o Sir Walter Scott: life and literary works.

o The analysis of Ivanhoe (plot, characters, writer’s mastery, genre features,
problems, author’s idea).

o Historical novel and S. W. Scott’s achievement.

Tasks and questions:

e Comment & explain the main features of the English literature development with
the scheme:

Celtic
. The ANGLI + DANES, or NORMAN
tribes Romans SAXONI VIKINGS tribes
VI-III cent. Xl cent.
.. BC co A

e

Latin

Greek
laws &
books
history

songs
oral stories
epic poems

chronicles

, ballads
manuscripts

romance
fables

myths &
legends

e Library researching: Explore the biography facts about Sir Walter Scott & other
works he has written, as well as his educational and personal background. Take a look at
other authors' critiques of his work, as well as biographies written about him, to gain
information on his writing and where ‘Ivanhoe’ fits in with his other works.

e Media researching: Prepare a short report (presentation) or other interesting
information about the film adaptation of the novel “Ivanhoe”.

e Work in pairs: prepare a presentation, using their research on Scott and his canon.
Read & analyse in each group an excerpt from the novel “Ivanhoe” written by Scott,
compare the tone and style of ‘Ivanhoe’ in all these episodes:
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Beginning

In that pleasant district of merry
England which is watered by the river
Don, there extended in ancient times a
large forest, covering the greater part of
the beautiful hills and valleys which lie
between Sheffield and the pleasant town
of Doncaster. The remains of this
extensive wood are still to be seen at the
noble seats of Wentworth, of Warncliffe
Park, and around Rotherham. Here
haunted of yore the fabulous Dragon of
Wantley; here were fought many of the
most desperate battles during the Civil
Wars of the Roses; and here also
flourished in ancient times those bands of
gallant outlaws, whose deeds have been
rendered so popular in English song.

Such being our chief scene, the date of
our story refers to a period towards the
end of the reign of Richard I., when his
return from his long captivity had become
an event rather wished than hoped for by
his despairing subjects, who were in the
meantime subjected to every species of
subordinate oppression (Ch.1)

Feature details

In a hall, the height of which was
greatly disproportioned to its extreme
length and width, a long oaken table,
formed of planks rough-hewn from the
forest, and which had scarcely received
any polish, stood ready prepared for
the evening meal of Cedric the Saxon.
The roof, composed of beams and
rafters, had nothing to divide the
apartment from the sky excepting the
planking and thatch; there was a huge
fireplace at either end of the hall, but
as the chimneys were constructed in a
very clumsy manner, at least as much
of the smoke found its way into the
apartment as escaped by the proper
vent. The constant vapour which this
occasioned, had polished the rafters
and beams of the low-browed hall, by
encrusting them with a black varnish of
soot. On the sides of the apartment
hung implements of war and of the
chase, and there were at each corner
folding doors, which gave access to
other parts of the extensive building.
(Ch.111)

Context

The condition of the English nation was
at this time sufficiently miserable. King
Richard was absent a prisoner, and in the
power of the perfidious and cruel Duke of
Austria. Even the very place of his
captivity was uncertain, and his fate but
very imperfectly known to the generality

Romantic idea and motive of

chivalry

A knight, it was announced, might use a
mace or battle-axe at pleasure, but the
dagger was a prohibited weapon. A
knight unhorsed might renew the fight
on foot with any other on the opposite
side in the same predicament; but
mounted horsemen were in that case
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of his subjects, who were, in the
meantime, a prey to every species of
subaltern oppression.

Prince John, in league with Philip of
France, Cceur-de-Lion’s mortal enemy,
was using every species of influence with
the Duke of Austria, to prolong the
captivity of his brother Richard, to whom
he stood indebted for so many favours. In
the meantime, he was strengthening his
own faction in the kingdom, of which he
proposed to dispute the succession, in
case of the King’s death, with the
legitimate heir, Arthur Duke of Brittany,
son of Geoffrey Plantagenet, the elder
brother of John. This usurpation, it is well
known, he afterwards effected. His own
character being light, profligate, and
perfidious, John easily attached to his
person and faction, not only all who had
reason to dread the resentment of
Richard for criminal proceedings during
his absence, but also the numerous class
of “lawless resolutes,” whom the
crusades had turned back on their
country, accomplished in the vices of the
East, impoverished in substance, and
hardened in character, and who placed
their hopes of harvest in civil commotion.
To these causes of public distress and
apprehension, must be added, the
multitude of outlaws, who, driven to
despair by the oppression of the feudal
nobility, and the severe exercise of the
forest laws, banded together in large
gangs, and, keeping possession of the
forests and the wastes, set at defiance the
justice and magistracy of the country. The
nobles themselves, each fortified within

forbidden to assail him. When any
knight could force his antagonist to the
extremity of the lists, so as to touch the
palisade with his person or arms, such
opponent was obliged to yield himself
vanquished, and his armour and horse
were placed at the disposal of the
congueror. A knight thus overcome was
not permitted to take farther share in
the combat. The combat was to cease
as soon as Prince John should throw
down his leading staff, or truncheon;
another precaution usually taken to
prevent the unnecessary effusion of
blood by the too long endurance of a
sport so desperate. Any knight breaking
the rules of the tournament, or
otherwise transgressing the rules of
honourable chivalry, was liable to be
stript of his arms, and, having his
shield reversed to be placed in that
posture astride upon the bars of the
palisade, and exposed to public
derision, in punishment of his
unknightly conduct. Having announced
these precautions, the heralds
concluded with an exhortation to each
good knight to do his duty, and to merit
favour from the Queen of Beauty and of
Love (Lady Rovena).
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his own castle, and playing the petty
sovereign over his own dominions, were
the leaders of bands scarce less lawless
and oppressive than those of the avowed
depredators. (Ch.VII)

Protagonists & climax moments

“Stand back,” said Rebecca— “stand
back, and hear me ere thou offerest to
commit a sin so deadly! My strength thou
mayst indeed overpower for God made
women weak, and trusted their defence to
man’s generosity. But I will proclaim thy
villainy, Templar, from one end of Europe
to the other. I will owe to the superstition
of thy brethren what their compassion
might refuse me, Each Preceptory—each
Chapter of thy Order, shall learn, that,
like a heretic, thou hast sinned with a
Jewess. Those who tremble not at thy
crime, will hold thee accursed for having
so far dishonoured the cross thou
wearest, as to follow a daughter of my
people.”

“Thou art keen-witted, Jewess,” replied
the Templar, ... One thing only can save
thee, Rebecca. Submit to thy fate —
embrace our religion, and thou shalt go
forth in such state, that many a Norman
lady shall yield as well in pomp as in
beauty to the favourite of the best lance

)

among the defenders of the Temple.’

Conclusion

But besides this domestic retinue, these
distinguished nuptials were celebrated
by the attendance of the high-born
Normans, as well as Saxons, joined with
the universal jubilee of the lower orders,
that marked the marriage of two
individuals as a pledge of the future
peace and harmony betwixt two races,
which, since that period, have been so
completely mingled, that the distinction
has become wholly invisible. Cedric
lived to see this union approximate
towards its completion; for as the two
nations mixed in society and formed
intermarriages with each other, the
Normans abated their scorn, and the
Saxons were refined from their rusticity.
But it was not until the reign of Edward
the Third that the mixed language, now
termed English, was spoken at the court
of London, and that the hostile
distinction of Norman and Saxon seems
entirely to have disappeared.

e Additional questions for discussion and writing:
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oo Why Py,
Who? 2 Ho

L o Study the features of historical novel and try to
T iy find these features in Ivanhoe.
myﬁwEN;m% o What is the purpose of historical events in Scott’s
- novel Ivanhoe?
o What is Scott’s attitude to the characters of
e lvanhoe?
o Which details can be helpful?
For notes:

v
P
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# 3. ENGLISH REALISTIC PROSE

o Realism as a literary trend.

o W. M. Thackeray: life and literary works. Vanity Fair — satire of high classes in
English society (plot, characters, writer’s mastery, genre features, problems,
author’s idea).

o Charlotte Bronte: life and literary works. Jane Eyre as a love story of great
realism (plot, characters, writer’s mastery, genre features, problems, author’s
ideas).

o Features of realism in the novels under consideration.

Tasks and questions:

e Library researching: explore the features of the novel Jane Eyre & fill in the
table:

‘JANE EARE’ from Ch. Bronté

= |ntroduction, the
context

= The main theme,
= motives

= The main idea

= The story style

= The conclusion,
the features of the
genre

= My appeal to
readers

e Additional questions for discussion and writing:
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o What is important about the title Jane Eyre; why
does Bronte choose a name for her character that
has so many homonyms (heir, air)?

Mt A o There are many symbols throughout Jane Eyre.
rows UMTLe, What is its significance for the plot?
TR Why? o Do you think Jane Eyre is a feminist novel?
ey Explain your answer.
"'"VHf”EE;’ o How does Bronte portray other female characters
“*g@e‘f'l» besides Jane? Who is the most significant
o woman in the novel other than its titular
Ve character?

o How essential is the setting for the story? Could
the story have taken place anywhere else?

o W. Thackeray’s subtitle is A Novel Without a
Hero. What does the lack of a hero contribute to
Thackeray’s novel? Do you feel that there is a
hero or heroine in the early stages of the story?
Explain your answer.

o Throughout the novel Vanity Fair, W. Thackeray
frequently interjects his own commentary into
the narrative. What is the effect of these
interruptions and how do they contribute to the
novel’s narrative style?

e Media researching: Prepare the short report (presentation or photo collage) about
the film adaptations of the novels of W. Thackeray and Ch. Bronte. Tell us about the
famous actors of these adaptations.

e |tems to be discussed:
o General conditions of the Victorian period.
The earlier secondary novelists. Charlotte Bronte.
The Novel. Charles Dickens and his masterpieces.
Depiction of Victorian society in the works of William Thackeray.
William Thackeray and his “Vanity Fair”.

o O O O

e Explain the meaning of literary terms:



humanitarianism
Enlightenment
dogmatic

For notes:
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an essay a comedy of manners
a doctrine a landmark
didactic fatalism
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Module 2
AMERICAN LITERATURE: XIX CENTURY

#4. ROMANTICISM & AMERICAN LITERATURE: XIX CENTURY

Romanticism and American literature.
Edgar Allan Poe: life and literary works.
Detective fiction and E. A. Poe.
Psychological stories written by E. A. Poe.

Tasks and questions:

e |tems to be discussed:

O O O O

The foundation of early American literature. John Smith. Benjamin Franklin and
his contribution to the development of American literature.

Washington Irving — the earliest classic of American literature.

James Fenimore Cooper — the first notable writer of American fiction.

Literary development of the 19th century. Romanticism & and its features.
Nathaniel Hawthorne. His early works, masterpiece “Scarlet Letter”, children’s
tales and romances.

The literary achievements of Edgar Allan Poe. Classification of Edgar Allan Poe’s
literary heritage (critical articles, tales, poems).

The most famous detective works of Edgar Allan Poe “The Gold Bug”, “The
Murders in the Rue Morgue”, “The Mystery of Marie Roget”. His best known poem
“The Raven”.

Additional questions for discussion and writing:

[ e The Masque of the Red Death is told in the third
e a5 person. Why did E. Poe choose such form of
Yo T narrative?
TR e What is the purpose of impossible events in Poe’s
e fiction The Masque of the Red Death?

iy e Which details of Poe’s fictions are helpful to explore

ek oy features of detective story? (You may choose a story

o as an example by yourself).
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e Which details of Poe’s fictions are helpful to explore
features of psycological story? (You may choose a
story as an example by yourself).

e Philological research:

EDGAR ALLAN POE
From “The Raven”

Once upon a midnight dreary, while | pondered, weak and weary,
Over many a quaint and curious volume of forgotten lore —
While | nodded, nearly napping, suddenly there came a tapping,
As of some one gently rapping, rapping at my chamber door.
“’Tis some visitor,” | muttered, “tapping at my chamber door—
Only this and nothing more.”

Deep into that darkness peering, long | stood there wondering, fearing,
Doubting, dreaming dreams no mortal ever dared to dream before;
But the silence was unbroken, and the stillness gave no token,

And the only word there spoken was the whispered word, “Lenore?”
This | whispered, and an echo murmured back the word, “Lenore! ”—
Merely this and nothing more.

Open here | flung the shutter, when, with many a flirt and flutter,
In there stepped a stately Raven of the saintly days of yore;

Not the least obeisance made he; not a minute stopped or stayed he;
But, with mien of lord or lady, perched above my chamber door—
Perched upon a bust of Pallas just above my chamber door—
Perched, and sat, and nothing more.

Then this ebony bird beguiling my sad fancy into smiling,

By the grave and stern decorum of the countenance it wore,
“Though thy crest be shorn and shaven, thou,” I said, “art sure no craven,
Ghastly grim and ancient Raven wandering from the Nightly shore—

[R4d

Tell me what thy lordly name is on the Night’s Plutonian shore
Quoth the Raven “Nevermore.”


https://www.poetryfoundation.org/poets/edgar-allan-poe
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But the Raven, sitting lonely on the placid bust, spoke only
That one word, as if his soul in that one word he did outpour.
Nothing farther then he uttered — not a feather then he fluttered—
Till I scarcely more than muttered “Other friends have flown before—
On the morrow he will leave me, as my Hopes have flown before.”
Then the bird said “Nevermore.”

“Prophet!” said I, “thing of evill—prophet still, if bird or devil!
By that Heaven that bends above us — by that God we both adore—
Tell this soul with sorrow laden if, within the distant Aidenn,

It shall clasp a sainted maiden whom the angels name Lenore —
Clasp a rare and radiant maiden whom the angels name Lenore.”
Quoth the Raven “Nevermore.”

And the Raven, never flitting, still is sitting, still is sitting
On the pallid bust of Pallas just above my chamber door;

And his eyes have all the seeming of a demon’s that is dreaming,
And the lamp-light o er him streaming throws his shadow on the floor,
And my soul from out that shadow that lies floating on the floor
Shall be lifted — nevermore!

Instruction/ What to do?

o Read the poem. Also you can listen to the podcast:
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oo WhY Py o Read in pairs the stanzas of the poem & explain
H“'Jwveh;’ lilh’af?ﬁgﬁ?%::;ﬁ each other the highlighted lines, words, symbols.
o fho? %HhE;l; o Read the text again, but this time in a whisper or
... Howane in mind.
wﬁéﬁf;,ww o After doing the reading think about these text as a
Miene whole:
:::f’ v" Do you think this poem is effective? Make
g your arguments.

v’ Can you explain that main idea of this poem
and the working style of the Poe?

v" Try to probe the effects of words on
audiences - read loudy the most effective
words.

For notes:
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#5. REALISM & AMERICAN LITERATURE: XIX™ CENTURY

Romanticism and Realism in American Literature.
W. Irving: life and literary works.

J. F. Cooper and his achievement.

O
O
o The analysis of Rip Van Winkle.
O
O

The analysis of J. F. Cooper’s literary work.

Tasks and questions:

« Additional questions for discussion and writing:

o WY Py0
Who? WHE "}Hch;
2] ow %y

ngl\r)\/e’;ﬁ ? umawl»lhere%‘w
B WHEN?
Who? Why?
WHEN?

Why did W.Irving include historical personages in his
fiction? What is the purpose of supernatural events in
Irving’s fiction?

Which small details of Irving’s fiction are helpful to
explore the author’s attitude toward the main character?
Can you define Irving’s attitude to democracy? Which
details are helpful?

Compare fictions Rip Van Winkle and The Masque of the
Red Death. What are the differences between authors’
treatments of such events?

« Comment & explain the scheme using the examples:
N —

Trends and Creative
Techniques In Literature

American realism
Mark Twen.

American
Romanticism

Washington Irving,
Hemy Longfeliow,
Harriet Elizabeth
Beecher Stowe,
James Fenumore
Cooper, Hemnan
Melville, Edgar Allan
Poe

Trancendentalism

Ralph Waldo
Emerson,

Walter Whitman

Francis Bret Harte,
Jack London.

Theodore Drezer
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« Read the short story ‘Rip Van Winkle

https://www.ibiblio.org/ebooks/Irving/Winkle/lrving Winkle.pdf

. Read, explain & interpret the idea of the text:

First published in 1819, ‘Rip Van Winkle’ is one of the
most famous pieces of writing by Washington Irving,
whose contribution to  American literature was
considerable. ‘Rip Van Winkle’ has become a byword for
the idea of falling asleep and waking up to find the
familiar world around us has changed. But what is less
well-known, especially outside of America perhaps, is the
specific detail of this most iconic of American stories.
Before we offer some words of analysis, it might be worth
summarising the plot of the tale®.

d
<V
"
S
%
.

s

R e

In a village near the
Catskill Mountains in
New York lives a man
named Rip Van Winkle —
a kind neighbour and
henpecked husband. He

Rip settles down to watch
his grandchild grow, and
his son tends to the farm
while Rip Senior enjoys his
retirement. He eventually
reacquaints himself with

Is dutiful and quick to his remaining friends in
help his friends and the village, who take up
neighbours, and is well | || Beginning-....- conclution their regular meets outside
liked. In addition to his ||| \WHAT WAS HAPPENED? the pub, and Rip Van
‘termagant’  or fierce Winkle becomes revered
wife, he has children, as a village elder and
including a son, also patriarch who remembers
named Rip, who bears a what the village was like
strong resemblance to his before the  American
father. Revolutionary War.

5 URL: https://interestingliterature.com/2020/05/rip-van-winkle-washington-irving-summary-analysis/



https://www.ibiblio.org/ebooks/Irving/Winkle/Irving_Winkle.pdf
https://interestingliterature.com/2020/05/rip-van-winkle-washington-irving-summary-analysis/
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o The genre...

o The central idea of the story...

o Why did Irving recycle this old plot device for his
story about the American Revolution? And how
should we interpret the story?

The name of the pub may have changed — to represent

the shift from one George to another, from King George

to George Washington — but life for these simple
villagers is largely the same as it was before. Do you
agree with this thesis?

Kip Van Winkle

Washingl:on ]wing

For notes:
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Module 3
ENGLISH LITERATURE: XX CENTURY

#6. G. WELLS AND THE DEVELOPMENT OF SCIENCE FICTION

o General characteristics of modernism. Main features of English literary process
in the first half of the XX™ century.

o Innovative creativity of G.Wells. Facts from his biography, reasons for
appealing to science fiction.

o Human personality in the works of G. Wells.

o The analysis of the novel The Time Machine.

Tasks and questions:

. Comment & explain the scheme using the examples:

H.G. Wells and George Bernard
Shaw Fight Over Socialism

B ks Bareas ineataBbonenit of The Liseratl, Edvwenrd Sorel latrases
the epic batthe for contral of the Fabén Society, an «fite group of
soclalists, at 1l naf the last cenbary

o Prepare a short report: “G. Wells and the World Cinema” or “G. Wells and
his political $ social ideas”.

o ‘My story about G.Wells’ (use the constructions below):
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* The most important events and facts of his life

* The horror facts (tragedy)

e J didn’t khow that ...
e If I'll have a time... I would read...

The unreal (unusual) facts and events

o Write the comments to the text about G.Wells in 6-10 thesis:

HERBERT WELLS

He first became very popular for his humorous
essays and short stories, and only later he began
writing the science fiction that would later
become his trademark. Wells’ first novel — “The
Time Machine” (1895) was written to relieve his
poverty. It serves as a harsh critique of capitalism.
In the novel a man travels to the future and finds
a nightmarish dystopia in which two distinct
species have evolved from the ruling and working
classes. The novel struck a chord with Victorian
England — a heavily industrialized country of
Haves and Have-Nots, and it became a success.
Wells followed with “The Island of Dr. Moreau™
(1896), “The Invisible Man” (1897), and “The
War Between the Worlds™ (1898). All were hits
that solidified Wells’ place in the science-fiction
Canon. In “The War Between the Worlds” the
description of a Martian invasion of Earth was so
terrifying that when it was adapted as a radio play
in 1938 by Orson Welles as a “real” emergency
broadcast, it sent thousands of listeners into a
panic.

Wells soon turned his attention to inflammatory
and often contradictory politics. He preached

.......................................

.......................................

.......................................

.......................................

.......................................

.......................................

.......................................
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socialism whenever he could, though he later
rejected it; he stood for women’s rights while he
cheated on his wives; he was a staunch supporter
of World War I, calling it “The War That Will End
War” but after World War Il found the war-
ravaged world 35 he departed in 1946 more
horrifying than any of his fictions. Wells became
as major a player in the political landscape as a
writer could become.

Wells also found his share of admirers and
detractors in the literary world. He had something
of a love-hate relationship with the American
writer Henry James. Each recognized great
potential in the other, but they wrote cutting
letters back and forth for twenty years criticizing
each other’s technique and ideas. By most
accounts, Wells’ career sank after 1920. Critics
accused him of metamorphosing into a full-
fledged propagandist, the “novel of ideas” ran
out of steam, and his belligerence surely did not
win him many friends. Nevertheless, Wells
remains a titan in the world of science fiction (-
from Wikipedia)

.......................................

Additional questions for discussion and writing:

Wi HOWOWhv?"‘“;'“J’ . . 9
it oW o What is the purpose of supernatural events in Wells’s
How?h? Where?,..» . . .
.. kb science fiction? _
3 " o What can you describe about G. Wells and the World
iy Cinema?
P . L .
Wr:;n”;rr o Can you define Wells’s attitude to civilization? Which
theres details are helpful?

Why?
Wheren

WHEN?ha?
Where?
How?

fictions?

o Which predictions were expressed in Wells’s science
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#7. B. SHAW AND HIS INNOVATIVE DRAMA

Life and creations of B. Shaw.

Reform of the theater and intellectual social drama.

Typology of the plays.

Literary analysis of the play Pygmalion. Ideological basis of the play Pygmalion.
The influence on the development of the world literary process of XX century.

0 O O O O

Tasks and questions:

« Read the text of the play using The Project Gutenberg eBook of
Pygmalion, by George Bernard Shaw’.

« Find out the symbols of the play of B. Show Pygmalion.

« Give your explanation to the author’s idea of “PREFACE TO PYGMALION” & the
conclusion in narrative forms.

« Describe the process of developing the image of Eliza from the 1 to 5 act using the
examples.

¢ Additional questions for discussion and writing:

o Which traditions of English drama were taken by B.

o WYy
g

b i oW Shaw?
N Why? o Find out the symbols of B. Show’s Pygmalion.
i T o How is the plot of the story established? What is the
x:ﬁ” central conflict of Pygmalion?
H“m“”?i' o Can you define Shaw’s attitude to problems in
society? Which details are helpful?

e Media researching:

Prepare & present the short report (presentation or photo collage) about the film
adaptations of the play. Tell us about the famous actors of these adaptations.
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#8."THE THEATER OF THE ABSURD’: S. BECKETT ‘WAITING FOR GODOT’

AN N N N N

The notion of ‘absurd’ and ‘The Theater of the Absurd’.
Main features of ‘The Theater of the Absurd’ .

S. Beckett: facts from biography and literary works.
The analysis of play Waiting for Godot.

Main problems, ideological content of the play.

© O 0O O O

Tasks and questions:

o Commente & explain the main features of “The Theatre of the Absurd” in depicting
of absurdity of life:

lack of thoughtful action;

characters with unnatural behavior;
there isn’t a definite place and time;
the dialogues are not logical;

there is no conflict between characters;
presence of black humor;

heroes are without their individuality.

e Media texts for researching & compering:

The text of the | “Waiting for Godot”, tragicomedy in 2 acts, by
play Samuel Beckett, Part |

Wikipedia Waiting for Godot: article from the free
encyclopedia

Performance | Samuel Beckett - Waiting for Godot (San
(English) Quentin Workshop, 1988)

Movie Waiting for Godot (2001)
(English)
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o Philological research. The term “Absurd” in the text of S.Bekket.

Instruction/ What to do?

o First, read & talk about these episodes.
W eI, o Read them in a whisper or in mind.
Ahere? Wit ered . : :
B WH;? o Then read the episods in class, with your colleges.
"o Wha? . -
Why? o Read the dialoges & translate.
et o After reading, think about these speeches as a
WHEN? g7 - - .
Why?WHeN? whole. Do you really understand the implication
When? 3 )
Howr of ‘absurd’ remarks:
W 1. Describe the relationship between the
Toge characters in the play ‘Waiting for Godot’.

2. Analyse according to the text what are the
characters waiting for during all the play.

3. Can you define absurd on the poetic level of
the play? Which details are helpful?

4. Can you define absurd according to the
context of the play?

Episodes for reading:

ESTRAGON:
Where are the leaves?
VLADIMIR:

&\;‘/" It must be dead.

) ¢

ESTRAGON:

No more weeping.
VLADIMIR:

Or perhaps it's not the season.
ESTRAGON:

Looks to me more like a bush.
VLADIMIR:

A shrub.
ESTRAGON:

A bush.
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ESTRAGON:

I hear nothing.
VLADIMIR:

Hsst! (They listen. Estragon loses his balance, almost falls. He clutches the arm of Viadimir, who totters. They listen, huddled together.) Nor L.

Sighs of relief. They relax and separate.
ESTRAGON:

You gave me a fright.
VLADIMIR:

I thought it was he.
ESTRAGON:

Who?
VLADIMIR:

Godot.
ESTRAGON:

Pah! The wind in the reeds.
VLADIMIR:

I could have sworn I heard shouts.
ESTRAGON:

And why would he shout?
VLADIMIR:

At his horse.

Silence.
ESTRAGON:

(violently). I'm hungry!
VLADIMIR:

Do you want a carrot?
ESTRAGON:

Is that all there is?
VLADIMIR:

I might have some turnips.
ESTRAGON:

Give me a carrot. (Vladimir rummages in his pockets, takes out a turnip and gives it to Estragon who takes a bite out of it. Angrily.) It's a turnip!

AAr AU NeANA.

VLADIMIR:
Christ! What has Christ got to do with it. You're not going to compare yourself to Christ!
ESTRAGON:
All my life I've compared myself to him.
VLADIMIR:
But where he lived it was warm, it was dry!
ESTRAGON:
Yes. And they crucified quick.
Silence.
VLADIMIR:
We've nothing more to do here.
ESTRAGON:
Nor anywhere else.
VLADIMIR:
Ah Gogo, don't go on like that. Tomorrow everything will be better.
ESTRAGON:
How do you make that out?
VLADIMIR:
Did you not hear what the child said?
ESTRAGON:
No.
VLADIMIR:
He said that Godot was sure to come tomorrow. (Pause.) What do you say to that?
ESTRAGON:
Then all we have to do is to wait on here.
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POZZO:

(peremprory). Who is Godot?
ESTRAGON:

Godot?
POZZO:

You took me for Godot.
VLADIMIR:

Oh no, Sir. not for an instant, Sir.
POZZO:

Who is he?
VLADIMIR:

Ohhe'sa. .. he's a kind of acquaintance.
ESTRAGON:

Nothing of the kind, we hardly know him.
VLADIMIR:

True . .. we don't know him very well . . . but all the same . . .
ESTRAGON:

Personally. I wouldn't even know him if T saw him.
POZZO:

You took me for him.
ESTRAGON:

(recoiling before Pozzo). That's to say . . . you understand . . . the du
POZZO:

Waiting? So you were waiting for him?

VLADIMIR:

Well you see—
POZZO:

Here? On my land?
VLADIMIR:

We didn't intend any harm.
ESTRAGON:

We meant well.
POZZO:

The road 1s free to all.
VLADIMIR:

That's how we looked at it.
POZZO:

It's a disgrace. But there you are.
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VLADIMIR:
Let me go!
ESTRAGON:
Stay where you are!
POZZO:
Be careful! He's wicked. (Vladimir and Estragon turn towards Pozzo.) With strangers.
ESTRAGON:
(undertone). Is that him?
VLADIMIR:
Who?
ESTRAGON:
(trying to remember the name). Er . . .
VLADIMIR:
Godot?
ESTRAGON:
Yes.
POZZO:
I present myself: Pozzo.
VLADIMIR:
(to Estragon). Not at all!
ESTRAGON:
He said Godot.
VLADIMIR:
Not at all!
ESTRAGON:
(timidly, to Pozzo). You're not Mr. Godot, Sir?
POZZO:
(terrifving voice). I am Pozzo! (Silence.) Pozzo! (Silence.) Does that name mean nothing to you? (Silence.) I say does that name mean nothing to you?
Viadimir and Estragon look at each other questioningly.
ESTRAGON:
(pretending to search). Bozzo . . . Bozzo . . .
VLADIMIR:
(ditto). Pozzo . . . Pozzo. . .

POZZO:

(peremptory). Who is Godot?
ESTRAGON:

Godot?
POZZO:

You took me for Godot.
VLADIMIR:

Oh no. Sir. not for an instant. Sir.
POZZO:

Who is he?
VLADIMIR:

Oh he's a . . . he's a kind of acquaintance.
ESTRAGON:

Nothing of the kind. we hardly know him.
VLADIMIR:

True . . . we don't know him very well . . . but all the same . . .
ESTRAGON:

Personally. I wouldn't even know him if I saw him.
POZZO:

You took me for him.
ESTRAGON:

(recoiling before Pozzo). That's to say . . . you understand . . . the du
POZZO:

Waiting? So you were waiting for him?
VLADIMIR:

Well you see—
POZZO:

Here? On my land?
VLADIMIR:

We didn't intend any harm.
ESTRAGON:

We meant well.
POZZO:

The road is free to all.
VLADIMIR:

That's how we looked at it.
POZZO:

It's a disgrace. But there you are.
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#9. W. GOLDING AND THE LATEST ENGLISH LITERATURE

The artistic features of English literature in the second half of XX™ century.
Existentialism as a trend of modernism.

W. Golding: facts from biography and literary works.

The analysis of the novel The Lord of the Flies.

Main symbols of the novel and their meanings.

The problems and ideological content of the novel.

0O O O O O O

Tasks and questions:

o Read, comment & explain the article of Jean-Paul Sartre (1946) ‘Existentialism Is
a Humanism’:
Bright https://www.marxists.org/reference/

=Summaries.com
archive/sartre/works/exist/sartre.ht
m

n
@
H
o
<
z
<
¥
o
o
2

Write down the main thesis & ideas from the text (in 6-10 sent.)

o ‘Existentialism as a trend of new literature’. Sartre's philosophical theory and

EXISTENTIALISM

=Jean-Paul Sartre 1938
The Nausea

10 QUOTES FROM THE TEXT

v People. People must be loved. People deserve admiration.

v Life acquires meaning if we ourselves give it to it.

(o nasée

v Here is time in its nakedness, it passes slowly, you have to wait for it,
v" and when it comes, you feel sick, because you notice
v that it has been here for a long time.

v All of us, whoever we are, eat and drink to maintain
v" our precious existence, and yet there is, well,
v" not the slightest point in existence.

v" My thought is me: that's why | can't stop thinking.
v" | exist because | think, and | cannot prevent myself frm thinking.


https://www.marxists.org/reference/archive/sartre/works/exist/sartre.htm
https://www.marxists.org/reference/archive/sartre/works/exist/sartre.htm
https://www.marxists.org/reference/archive/sartre/works/exist/sartre.htm
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o Additional tasks & questions for discussion and writing:

Why?,. o What do you feel Golding’s vision of humanity is?

ngieh;u,*m}',whvc o What does hunting mean to Jack...at the beginning, and
e 'V‘z%‘,:; then later? What happens to his mental state after he
WHEN? kills his first pig?
mﬂﬁﬁww o Who is the more dangerous character of the novel The
%&ﬁ?’ Lord of the Flies? Why?
iy o Golding wrote his novel 10 years after the close of
QTEWV World War 11 and during the era of Communist

containment. In what way does his book reflect the
particular world politics of his time?
o Does the novel The Lord of the Flies have relevance

today? Why or why not?

Comment & explain the main symbols of the novel (use the infographics below):

The symbols

The symbols

* The signal fire started by
Ralph and Piggy is
contained to a small point
off the coast.
Diplomatically, they
established shifts for the
boys to keep watch of it
and make sure it stays lit

« Ralph attempts to create a
civilization and maintain a set
of rules. He envisions a utopia
built on democracy, where
each boy has a voice and is
heard. Also, he imagines a
place where everyone has a
role to contribute to the
welfare of the group

* The conch shell is used to
call the boys together.

* Whoever possesses the
conch shell is the only one
allowed to speak.

« Jack undermines the
democracy Ralph wants to
create, and becomes a
dictator who rules through
fear.

* He only values being a
hunter and continuously
watches as boys are killed
by members of his clan.
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The symbols The symbols

*The "Monster" is the * Jack uses the fire for his
embodiment of chaos; the own purposes. Near the

severed boar's head is its end, hg burns half the
incarnation. forest in hopes to smoke

Ralph out.

* His flames become a
chaotic and destructive
force used for evil.

* As the novel progresses,
we learn the only real
monster is the one inside
humanity.

¢ Read & analyse the conclusion of the novel. Compose the commentes: ‘What
does the author warn us against?’

A naval officer stood on the sand, looking down at Ralph in wary astonishment. On the
beach behind him was a cutter, her bows hauled up and held by two ratings. In the stern-
sheets another rating held a sub-machine gun.

The ululation faltered and died away.

The officer looked at Ralph doubtfully for a moment, then took his hand away from the
butt of the revolver.

‘Hullo.’

Squirming a little, conscious of his filthy appearance, Ralph answered shyly.
‘Hullo.’

The officer nodded, as if a question had been answered.

‘Are there any adults--any grownups with you?’

Dumbly, Ralph shook his head. He turned a halfpace on the sand. A semicircle of little
boys, their bodies streaked with colored clay, sharp sticks in their hands, were standing on
the beach making no noise at all.

‘Fun and games,’ said the officer.

The fire reached the coconut palms by the beach and swallowed them noisily. A flame,
seemingly detached, swung like an acrobat and licked up the palm heads on the platform.
The sky was black.

The officer grinned cheerfully at Ralph.

‘We saw your smoke. What have you been doing? Having a war or something?’

Ralph nodded.
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The officer inspected the little scarecrow in front of him.

... ‘Nobody killed, I hope? Any dead bodies?’

‘Only two. And they've gone.’

The officer leaned down and looked closely at Ralph.

‘Two? Killed?’

Ralph nodded again. Behind him, the whole island was shuddering with flame.
The officer knew, as a rule, when people were telling the truth.

... The officer looked past him to the group of painted boys. ‘Who's boss here?’
‘[ am,’ said Ralph loudly.

A little boy who wore the remains of an extraordinary black cap on his red hair and who
carried the remains of a pair of spectacles at his waist, started forward, then changed his
mind and stood still.

‘We saw your smoke. And you don't know how many of you there are?’
‘No, sir.’

‘I should have thought,’ said the officer as he visualized the search before him, ‘I should
have thought that a pack of British boys--you're all British, aren't you?--would have been
able to put up a better show than that--1 mean--’

‘It was like that at first,” said Ralph, ‘before things--’
He stopped.

‘We were together then--’

The officer nodded helpfully.

‘I know. Jolly good show. Like the Coral Island.’

Ralph looked at him dumbly. For a moment he had a fleeting picture of the strange
glamour that had once invested the beaches. But the island was scorched up like dead wood-
-Simon was dead--and Jack had. . . .

The tears began to flow and sobs shook him. He gave himself up to them now for the first
time on the island; great, shuddering spasms of grief that seemed to wrench his whole body.

His voice rose under the black smoke before the burning wreckage of the island; and
infected by that emotion, the other little boys began to shake and sob too. And in the middle
of them, with filthy body, matted hair, and unwiped nose, Ralph wept for the end of innocence,
the darkness of man's heart, and the fall through the air of the true, wise friend called Piggy.
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The officer, surrounded by these noises, was moved and a little embarrassed. He turned
away to give them time to pull themselves together; and waited, allowing his eyes to rest on
the trim cruiser in the distance.

*From: LORD OF THE FLIES a novel by WILLIAM GOLDING (With a biographical and
critical note by E. L. Epstein). A Perigee Book Published by The Berkley Publishing Group 200
Madison Avenue New York, NY 10016 Copyright 1954 by William Golding Library of Congress

Catalogue.
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#10. UNDER THE INFLUENCE OF POSTMODERNISM: J. FOWLES

Postmodernism. Its notion and features.

J. Fowles: life and literary works.

Stages of the artistic evolution of the writer.

Genre nature of the novel Collector.

The analysis of the novel Collector in the context of postmodernism.
Ideological basis of the novel.

0O O O O O O

Tasks and questions:
o Complete the tables:
Modernism

Trends of Modernism Features (short Representatives
description)



Features

Postmodernism

Perceptions of English & American literature

Short description

Comment & explain the schemes and slides below:

The features of POSTMODERNISM

text addresses
to both elite

Mass and elite and

culture are a
notable
feature of
postmodern
culture

readers

Features of mass culture are:
simplicity, entertainment,
enrichment, exploitation of
every person's topics of
interest: love, family, erotics,

crime, horror,  violence,
career, etc .;
the presence of a happy end.

Mass literature
belongs to the
entertainment
industry and always
has a demand. The
term mass literature
denotes a certain
genre paradigm,
which is made up of
detective, fantasy,
melodrama etc
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“A game
without

rules is giiﬁg"

John Fowles‘

_;,@ector

war.”

— John Fowles _

The Collector is the story of the
abduction and imprisonment of
Miranda Grey by Frederick
Clegg, told first from his point of
view, and then from hers by
means of a diary she has kept,
with a return in the last few
pages to Clegg’s narration of
her illness and death.

e Research the author’s site and choose the interesting information from its pages:

The most |mportant questions in life can never
be answered by anyone except oneself.

- ﬂaén Foules

e Read & comment the following snatches:

]OHN FOWLES
Ttie Webscte

Articles, News, First Editions for Sale and More

Snatch of the novel

PM features

When she was home from her boarding-school | used to see
her almost every day sometimes, because their house was right
opposite the Town Hall Annexe. She and her younger sister
used to go in and out a lot, often with young men, which of
course | didn't like. When | had a free moment from the files
and ledgers | stood by the window and used to look down over
the road over the frosting and sometimes I'd see her. In the
evening | marked it in my observations diary, at first with X,
and then when I knew her name with M. | saw her several times
outside too. | stood right behind her once in a queue at the
public library down Crossfield Street. She didn't look once at
me, but | watched the back of her head and her hair in a long
pigtail. It was very pale, silky, like Burnet cocoons. All in one
pigtail coming down almost to her waist, sometimes in front,
sometimes at the back. Sometimes she wore it up. Only once,
before she came to be my guest here, did | have the privilege
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to see her with it loose, and it took my breath away it was so
beautiful, like a mermaid... (1, He)

It was a good day's work. | booked out of the Cremorne three
days before, and every night I moved into a new hotel and
booked out the next morning so that | couldn't be traced. In the
van | had the bed ready and the straps and scarves. | was going
to use chloroform, | used it once in the killing-bottle. A chap
in Public Analysis let me have it. It doesn't go weak but just to
make sure | decided to mix in a bit of carbon tetrachloride,
what they call CTC and you can buy anywhere... (1, He)

| wake up.

If | die, no one will ever know.
It puts me in a fever.

| can't write.

(Night.)
No pity. No God.

If only I knew what | have done.
Useless useless.
God do not let me die.

Do not let me die... (11, She)

I must act now.

| started today really.
I've called him Ferdinand (not Caliban) three times, and
complimented him on a horrid new tie.
I've smiled at him, I've dutifully tried to look as if I like
everything about him.
He certainly hasn't given any sign of having noticed it.
But he won't know what's hit him tomorrow. (I1, She)
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o Additional questions for discussion and writing:

B o What role does class play in the novel Collector? How
Who? "How? . .
Hongys UM do the class differences between Miranda and Clegg
) WHEN? .
Why? prevent them from seeing eye to eye?
i o What effect does Miranda’s death have on the narrative?
m.;? o Why has the author chosen Miranda’s death in the end,
ey rather than escape?

Alhat?
WHEN?Wha?
Where?

o ‘Butterfly symbolism in the novel’. Create an essay
about your point of view.

o ‘Beauty & monster’: how this motive is developed in the
novel?

o Intertextuallity features in the novel: Miranda,
Ferdinando, Caliban (Shakspear’s play “The Temrest” &
its characters in the history of arts)

e Read & comment the critical article from the author’s website. Are you agree with
the author?

The Collector

The Collector is the story of the abduction and imprisonment of Miranda Grey by
Frederick Clegg, told first from his point of view, and then from hers by means of a diary
she has kept, with a return in the last few pages to Clegg’s narration of her illness and
death.

Clegg’s section begins with his recalling how he used to watch Miranda entering
and leaving her house, across the street from the town hall in which he worked. He
describes keeping an “observation diary” about her, whom he thinks of as “a rarity,” and
his mention of meetings of the “Bug Section” confirms that he is an amateur lepidopterist.
On the first page, then, Clegg reveals himself to possess the mind-set of a collector, one
whose attitude leads him to regard Miranda as he would a beautiful butterfly, as an object
from which he may derive pleasurable control, even if “collecting” her will deprive her
of freedom and life.

Clegg goes on to describe events leading up to his abduction of her, from dreams
about Miranda and memories of his stepparents or coworkers to his winning a “small
fortune” in a football pool. When his family emigrates to Australia and Clegg finds
himself on his own, he begins to fantasize about how Miranda would like him if only she
knew him. He buys a van and a house in the country with an enclosed room in its basement
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that he remodels to make securable and hideable. When he returns to London, Clegg
watches Miranda for 10 days. Then, as she is walking home alone from a movie, he
captures her, using a rag soaked in chloroform, ties her up in his van, takes her to his
house, and locks her in the basement room.

When she awakens, Clegg finds Miranda sharper than “normal people” like
himself. She sees through some of his explanations, and recognizes him as the person
whose picture was in the paper when he won the pool. Because he is somewhat confused
by her unwillingness to be his “guest” and embarrassed by his inadvertent declaration of
love, he agrees to let her go in one month. He attributes her resentment to the difference
in their social background: “There was always class between us.”

Clegg tries to please Miranda by providing for her immediate needs. He buys her a
Mozart record and thinks, “She liked it and so me for buying it.” he fails to understand
human relations except in terms of things. About her appreciation for the music, he
comments, “It sounded like all the rest to me but of course she was musical.” There is
indeed a vast difference between them, but he fails to recognize the nature of the
difference because of the terms he thinks in. When he shows her his butterfly collection,
Miranda tells him that he thinks like a scientist rather than an artist, someone who
classifies and names and then forgets about things. She sees a deadening tendency, too,
in his photography, his use of cant, and his decoration of the house. As a student of art
and a maker of drawings, her values contrast with his: Clegg can judge her work only in
terms of its representationalism, or photographic realism. In despair at his insensitivity
when he comments that all of her pictures are “nice,” she says that his name should be
Caliban—the subhuman creature in Shakespeare’s The Tempest.

Miranda uses several ploys in attempts to escape. She feigns appendicitis, but Clegg
only pretends to leave, and sees her recover immediately. She tries to slip a message into
the reassuring note that he says he will send to her parents, but he finds it. When he goes
to London, she asks for a number of articles that will be difficult to find, so that she will
have time to, try to dig her way out with a nail she has found, but that effort also is futile.

When the first month has elapsed, Miranda dresses up for what she hopes will be
their last dinner. She looks so beautiful that Clegg has difficulty responding except with
cliches and confusion. When she refuses his present of diamonds and offer of marriage,
he tells her that he will not release her after all. She tries to escape by kicking a log out of
the fire, but he catches her and chloroforms her again, this time taking off her outer
clothing while she is unconscious and photographing her in her underwear.

Increasingly desperate, Miranda tries to kill Clegg with an axe he has left out when
he is escorting her to take a bath upstairs. She injures him, but he is able to prevent her
from escaping. Finally, she tries to seduce him, but he is unable to respond, and leaves,
feeling humiliated. He pretends that he will allow her to move upstairs, with the
stipulation that she must allow him to take pornographic photographs of her. She
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reluctantly cooperates, and he immediately develops the pictures, preferring the ones with
her face cut off.

Having caught a cold from Clegg, Miranda becomes seriously ill, but Clegg
hesitates to bring a doctor to the house. He does get her some pills, but she becomes
delirious, and the first section ends with Clegg’s recollection: “I thought I was acting for
the best and within my rights.”

The second section is Miranda’s diary, which rehearses the same events from her
point of view, but includes much autobiographical reflection on her life before her
abduction. She begins with her feelings over the first seven days, before she had paper to
write on. She observes that she never knew before how much she wanted to live.

Miranda describes her thoughts about Clegg as she tries to understand him. She
describes her view of the house and ponders the unfairness of the whole situation. She
frequently remembers things said by G. P., who gradually is revealed to be a middle-aged
man who is a painter and mentor whom Miranda admires. She re-creates a conversation
with Clegg over, among other things, the Campaign for Nuclear Disarmament. She gets
him to promise to send a contribution, but he only pretends to. She admits that he’s now
the only real person in her world.

Miranda describes G. P. as the sort of person she would like to marry, or at any rate
the sort of mind. She lists various ways he has changed her think- ing, most of which
involved precepts about how to live an authentic, committed life. Then she characterizes
G. P. by telling of a time that he met her aunt and found her so lacking in discernment
and sincerity that he made Miranda feel compelled to choose between him and her aunt.
Miranda seems to choose his way of seeing, and he subsequently offers some harsh but
honest criticism of her drawing, which seems to help her to become more self-aware and
discriminating. Her friends Antoinette and Piers fail to appreciate the art G. P. has
produced, and Miranda breaks with her Aunt Caroline over her failure to appreciate
Rembrandt. Miranda describes her growing attraction to G. P., despite their age difference
and his history of sexual infidelity. In the final episode about him, however, G. P.
confesses to being in love with her and, as a consequence, wants to break off their
friendship. She is flattered but agrees that doing so would probably be for the best.

Miranda says that G. P. is “one of the few.” Her aunt—and Clegg—are implicitly
among “the many,” who lack creativity and authenticity. Indeed, Miranda associates
Clegg’s shortcomings with “the blindness, deadness, out-0f-dateness, stodginess and, yes,
sheer jealous malice of the great bulk of England,” and she begins to lose hope. She gets
Clegg to read Catcher in the Rye, but he doesn’t understand it. Miranda feels more alone
and more desperate, and her reflections become more philosophical. She describes her
reasons for thinking that seducing Clegg might change him, and does not regret the
subsequent failed attempt, but she fears that he now can hope only to keep her prisoner.
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Miranda begins to think of what she will do if she ever gets free, including revive
her relationship with G. P. on any terms as a commitment to life. At this point, Miranda
becomes sick with Clegg’s cold, literally as well as metaphorically. As she becomes
increasingly ill, her entries in the journal become short, declarative sentences and
lamentations.

The third section is Clegg’s, and picks up where his first left off. He tells of
becoming worried over her symptoms and over her belief that she is dying. When he takes
her temperature, Clegg realizes how ill Miranda is and decides to go for a doctor. As he
sits in the waiting room, Clegg begins to feel insecure, and he goes to a drugstore instead,
where the pharmacist refuses to help him. When he returns and finds Miranda worse,
Clegg goes back to town in the middle of the night, to wake a doctor; this time an
inquisitive policeman frightens him off. Miranda dies, and Clegg plans to commit suicide.

In the final section, less than three pages long, Clegg describes awakening to a new
outlook. He decides that he is not responsible for Miranda’s death, that his mistake was
kidnapping someone too far above him, socially. As the novel ends, Clegg is thinking
about how he will have to do things somewhat differently when he abducts a more suitable
girl that he has seen working in Woolworth’s®,

For notes:

/5 /5
o o

& According to the resource: URL : http://www.fowlesbooks.com/novels-of-john-fowles/#the-collector
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Module 4
AMERICAN LITERATURE: 20" CENTURY

#11. AMERICAN NOVEL: THE FIRST HALF OF THE XX™ CENTURY

o Modernism in American literature. American literature in the 1 half of the XX™
century.

o The Lost Generation as a literary movement. E. Hemingway and analysis of his
novels.

o The Jazz age: F. S. C. Fitzgerald and analysis of his novels.

Tasks and questions:

o Comment & explain the context: American literature in the 1% half of the XX™
century.

In the early 20th century,

the United States of

America were under the

influence of social and

cultural changes:

v industrial
tevelopment,

v industrial revolution, ‘FTELJ RS

v scientific and ﬁg B, cnealfet
technological :
progress.

The Industrial Revolution

s
TR
S T Lawen
: ™

General characteristics of the literary process in the

first half of XX century:

Political

there Depression

Experiments

Lost Generation

e Explain the term. What is Hemingway’s theory of omission or “iceberg principle?”’
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Hemingway's Iceberg Theory

What the
reader sees

-Narrative
-Plot -
-Dialogue

-

Implied
elements

-Thoughts
-Feelings
-Motives

-Symbolism

WIT

Also known asthe “Sg
“theory of omission,”
Ernest Hemingway
ploneered this writin
style in the early 20t
century.

The point is to not overexplain
—use simplistic lan e to
tell part of the story, while
deeper meanings remain

unspoken but implied.

¢ Additional questions for discussion and writing:

o What characterizes Hemingway’s writing style?

e WhY Py o Read the novel ‘Old Man and the Sea’ (the short story
L WHENG e “The cat on the Rain’) & explain this styl
ohere? Unazf o e cat on the Rain explain this style.
o 'WHEN? o Where did the title For Whom The Bell Tolls come
' Why? :
H\f\”@& from, and what does it mean?
ow
Where» What?
WHEN? ;™
Why? WHEN? . . . .
blown? o How does Fitzgerald’s language hint at the tension
Hheres between the “old money” class and the nouveau
Yo riche?
e '
g o What is important about the title of The Great

Gatsby? What are the conflicts in The Great Gatsby?

o Discuss the role and treatment of women in the novel
The Great Gatsby. What does Nick mean when he
states, “Dishonesty in a woman is a thing you never
blame deeply”?

o Discuss the final three paragraphs of The Great
Gatsby. How is this conclusion a statement on the
dangers and delusions of holding on to the past?
Explain your answer.

#12. AMERICAN EXPERIMENTAL DRAMA
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o E. O’Neill and his plays (analysis).
o “Plastic theatre” and literary works by 7. Williams (analysis).
o Absurdist plays written by E. Albee (analysis).

Tasks and questions:

e Media researching:
Prepare & present the short report about the film adaptations, theatre performances
of the author’s plays. Tell about the famous actors of these adaptations:

Tennessee Williams
» A Streetcar Named
Desire (1947),

Caton a Hot Tin
Roof (1955),

Sweet Bird of
Youth (1959).

& PAUL NEWMAN  GERALDINE PAGE
SIDNEY BLACKMER

Quest Bind of Youl

TENNESSEE WILLIAMS
ELIA KAZAN

uuuuuuuuuu
vvvvvvv

o Additional questions for discussion and writing:

“Plastic theatre” and literary works by T. Williams

o Describe the setting of the story written by T.
Williams A Streetcar Named Desire. How does Elysian
Fields contrast with Belle Reve? Why is this contrast
Important as a tool of characterization?

row WRY 2y0
Wha? v How?

Where?  How?,,,
Howergen whaﬂwhere?ﬁ‘w

Bodiop WHEN?
H:’vl:v" © How do the characters of a play A Streetcar Named
Wi Desire (Blanche and Stella) differ? How are they similar?
ot o What is the significance of the music throughout the

How? Who?
Where?
Why?
e ihi

WHEN?Wha?
Where?
Hiw?

plays written by T. Williams? How does the music change
from scene to scene? What inner emotions of the characters
are represented through music and in what style?

o How are the motifs of water and flowers used
throughout the narrative of a play A Streetcar Named
Desire? What do these motifs represent symbolically? How
do they inform and illustrate the themes of the play?
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o Discuss the symbolism of The Glass Menagerie in
relation to the main character — Laura. How does she
resemble the glass animals? What does the unicorn
represent at first, and what does it represent once its horn
has been broken?

o Discuss how T. Williams uses the following motifs
in the play The Glass Menagerie as symbols: the movies,
the fire escape, Three Paradise Music Hall, Laura’s leg
brace, glass unicorn. What do they represent? How do they
relate to the play’s theme?

o The climax of a play The Glass Menagerie is the most
emotional moment. What scene do you think marks the
climax of The Glass Menagerie?

Absurdist plays written by E. Albee

o Critically evaluate the play Who's Afraid of Virginia Woolf? as an Absurdist drama.
What elements does it share with other Absurdist plays?

o Analyze game playing as the metaphor of the play Who'’s Afraid of Virginia Woolf?

o How is the theme of reality and illusion explored in the play Who'’s Afraid of Virginia
Woolf??

For notes:

S
vy
Ry

~
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#13. AMERICAN LITERATURE AND POSTMODERNISM

o Postmodernism: its notions and views.
o Features of postmodernism.
o Ch. Palanik — a postmodern writer.
o “The Fight Club” as an example of a postmodern novel.
Tasks and questions:
o Comment &
. POSTMODERNISM
explain:

« According to R. Barth: postmodernism
— is a culture of new content.

« U. Eco highlighted the principles of
postmodern perception, which is
disillusionment with philosophical ideas
and is a response to a crisis that
embraces European culture.

o Give the = -
Features of American Postmodernism
examples:
Pastishe Metafiction
Black humour | | T2ranoia

Intertextuality

Chuck Palaniuk. ‘FIGHT CLUB’
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o Additional questions for discussion and writing:

row WY Py,
Who? s How?
Where? OW iy
How ?ha? umaw Where?s..»

o What is the significance of the fact that the Narrator
/ Jack’s real name is never revealed?

How? 1y WHEN? - .
L Why? o Compare and contrast the lives and personalities of
o3ty Tyler and the narrator.
e o What are the men in the fight club searching for?
{?g{h';ﬁ;{': Why do their everyday lives fail to satisfy them?
ere - - - - - -
e o Examine the depiction of violence in the novel The
wg%u;ewwg:gw Fight Club. Does it glorify it or depict its gruesome
realities?

o Examine the criticism of advertising in the novel The
Fight Club. What effect does advertising have on a
society’s members? Do these goals differ between
genders or classes or are they basically the same?

o In modern society men have forgotten how to be
men. How does Tyler plan to help men reclaim their
rightful place in the world?

o Why does accepting death play such a big part in
Tyler’s plan to change the world?

e Media researching:

Prepare & present the short report about the film adaptation of the novel. Tell about
the famous actors of this adaptation.

e Items to be discussed:
o Modernism — Postmodernism: Pro & contra.
o Tomas Pynchon, Chuck Palaniuk, Italo Calvino, Kurt Vonnegut, Don DeL.illo,
Ken Kesey... - how to understand, to reflect, to explain these literature.
e Explain the meaning of literary terms:
humanism black humor play with readers
pastish paranoia ‘The author’s death’
irony parody intertextuality
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TASKS FOR SELF-CONTROL & reflection

Task 1. COURSE REVIEW

l. Continue the following sentences:

ENGLISH LITERATURE
1. Ancient people (Celts) made up stories about their gods and heroes which are
called
2. A valuable source of information about the early inhabitants of the British Isles is

3. The period in the history of English literature which lasted for 12 centuries is
called

4. A poem about times before the Anglo-Saxons Came to Britain is called

5. Important historical documents written by medieval monks are called

6. A brave hero who fighted with a dragon protecting people described in an Anglo-
Saxon poem

7. The only book on Anglo-Saxon history is called .

8. The growth of culture in Britain caused by .

9. The foundation stone of all British poetry is

10.The first prose in English literature is

11. The first universities appeared in_____ century.

12. The greatest writer of the 14" century who cleared a way to realismis .

13. The creator of a new literary language who wrote in a London dialect that could be
understood throughout the country is__ .

14. The English writer (14™ century) who created a lot of modern English wordsis .

15. Genre of folk poetry in the 15" century is a

16. Cultural development in Europe between the 14" and 17" centuries is called

17. The greatest progressive revolution in thought, passion and character, learning and
talantiscalled

18. The author who described a perfect social systemis

19. The first playhouse was called :

20. G. Byron and W. Wordsworth were famous English .

21. The type of verse that developed in Renaissance and contains 14 linesiscalled

22.The trend that expressed opposite point of view than romanticism is called .

23. Representatives of this movement wanted to bring knowledge. It is called .
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24. New outlook dealing with human beings, their intelligence, experience and mental
abilities is called

25. Type of verse in Norman literature written in Romanic dialect is called .

26. Short stories with animals for characters are called .

27. Pre-Renaissance period was after

28. The English writer who set up the first printing-press in Wesminsteris

29.The contribution of the English Renaissance literature into world literature .

30.Enlightenment is___ .

31. Usual heroes in usual situations depict (the name of the trend).

32. Modernismis_ .

33. Intellectual drama was created by .

34.The Theatre of the Absurd isa__ .

35.Specific features of English Romanticism are the following__ .

36.Historical novel was created by .

37. Features of postmodern manner are the following___.

38. Stream of consciousness can be describedas .

39.Existentialismis .

40.Features of modernism in the English drama

AMERICAN LITERATURE

The richest age in th history of American literatureis .

The American writer who developed detective and psychological storiesis
American realist writers are the following:

The Lost Generationis .

Plastic theatre isa_ .

American dramatists (20" century): .

Features of modernism in American drama

Views on postmodernism:__

American postmodernists are .
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Level

Knowledge
(Remember)

Comprehension
(Understand)
Application
(Apply)
Analysis
(Analyze)

Synthesis
(Create)
Evaluation
(Evaluate)
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Task 2. GENERAL about MODERNISM

Expected outcome

Define the literary terms:
v" Modernism —
v Avant-garde —
v' Stream of consciousness —
v Impressionism —
v EXpressionism —
v" Theatre of the Absurd -
v Mythologizing —
Describe with examples and personalities the literary terms (2-3
from the list)
Paint the scheme or the model “Modernism — avant-gardism: pro &
contra”
Select the main fiction features of the Literary Modernism
(“tor-"):
the form over the content;
_ integration with the artistic principles of realism and
naturalism;
the modernist writer uses intuition and imagination;
_ this literature has no drama, only experimental poetry and
prose;
the reality over the art imagination.

Compare the literature of the Modernism and Realism in the format
of the mini-article (*under the table).
Write down the 3-4 main thesis about the basic trends of the new
literary movements in the XX cent.
Create the essay (*one from the list):
1. My opinion about the psychological & philosophical
basic of the Modernism in Art.
2. My opinion about the revolutionary ideas of the
Modernism in Art.
3. Critical opinion about “the shocking literature” of the
XX cent.
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For notes
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Task 3. BRITISH / AMERICAN LITERATURE COMPREHENSION TEST
CHECK YOURSELF

Instructions: The test consists of 30 questions from all the periods of literature development.
Try to check your knowledge of the material: deep and profound (26-30), good / higher than an
average level (20-25). If the score is below 20, the knowledge is lower than average and can
hardly be considered satisfactory.

1. Which of the following works is the most important Chaucer’s creation?
a. The Legend of Good Women
b. Troilus and Criseyde
c. The Canterbury Tales
d. The Decameron
2. Typical British romances were literary expressions of ...
chivalry
war
warriors
d. love
3. Time limits of the Renaissance period in English literature are...
a. the 16th century
b. the end of the 15th century
c. the 15th century
d. the 16th and 17th centuries
4. The author of “Paradise Lost” and “Paradise Regained” is ...
a. John Milton
b. Ben Jonson
. Edmund Spenser
. John Bunyan
5. “Midsummer Night’s Dream”, “The Merchant of Venice” are Shakespeare’s

o @

134

o o

a. tragedies
b. comedies
sonnets
romances
6. “Julius Caesar”, “Hamlet”, “Othello”, “King Lear”, “Macbeth”, “Antony
and Cleopatra” are Shakespeare’s ...

a. romances

b. sonnets

o

e



9.

10.
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c. tragedies

d. plays

Which of the following works doesn’t belong to Walter Scott?

a. “Kenilworth”

b. “Childe Harold”

. “Ivanhoe”

. “Waverley”

Novels “Pride and Prejudice”, “Sense and Sensibility” were written by...
a. Charlotte Bronte

b. Miss Frances Burney

c. Jane Austen

d. Maria Edgeworth

The most famous work of Lord Byron is ...

“The Pickwick Papers”, “David Copperfield”, “Dombey and Son”, “Bleak

o o

House” were written by ...

11.
12.

13.

14.
15.
16.

17.

a. Charles Dickens

b. William Thackeray

c. Charlotte Bronte

d. Oliver Twist

William Thackeray’s masterpiece is ...

The most important work of Charlotte Bronte in romantic spirit is ...
a. “Evelina”

b. “Jane Eyre”

c. “Sense and Sensibility”

d. “Pride and Prejudice”

John Galsworthy’s most important work is ...

a. “The Forsyte Saga”

. “The Patrician”

c. “The Freelands™

. “The Island Pharisees”

The best known novel of Mark Twain is...

The word NEVERMORE is a reminder from the poem ... of .....
The predominant XX™ century English literary movement is ...
a. modernism

b. postmodernism

c. surrealism

d. realism

Genre the most peculiar to Herbert Wells literary creation is ...
a. horror

(o

o
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b. drama

c. science fiction

d. comedy
18. The nickname ‘Father of the Detective Story’ was given to ...
19. A writer who wrote about questions of life and death, the struggle to survive
with dignity and integrity, adventuresat sea, and about the Alaska Gold Rush is ...

a. Scott Fitzgerald

b. John Updike

c. Jack London

d. Ernest Hemingway
20. The author of the novel ‘A Farewell to Arms’ ...
21.  The novel “An American Tragedy” by Theodore Dreiser is based on an unreal
story.

a. True

b. False
22.  In his works William Faulkner used the literary technique of ‘stream of
consciousness’

a. True

b. False
23.  The best known novel of Scott Fitzgerald is ...

a. “Tender is the Night”

b. “The Beautiful and the Damned”

c. “The Great Gatsby”

d. “This Side of the Paradise”
24.  Ernest Hemingway’s story of an old fisherman, his long and lonely struggle
with a fish and the sea and his victory in defeat is the short novel ....
25. The author of psychological short stories and novels ‘Daisy Miller’, ‘What
Maisie Knew’, “The Ambassadors”, “The Bostonians” were written by ...

a.  Mark Twain

b. Edith Wharton

c. Henry James

d. Theodor Dreiser
26. Sentimental fiction portraying slavery as an institution is the novel by Harriet
B.Stowe ‘Uncle Tom’s Cabin’

a. True

b. false
27.  The author of the novels ‘And Sun Also Rises’, ‘Men Without Women’ who
won Nobel Prize in Literature is ...
28. The author of ‘Call of the Wild’, ‘White Fang’, ‘The Sea Wolf’, ‘Martin Eden’
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IS ...

29. ‘Life on the Mississippi’, ‘Adventures of Tom Sawyer’ are novels written by ...
30. The main theme of Ernest Hemingway’s novels ‘For Whom the Bell Tolls’ and
‘A Farewell to Arms’ is money, richness and happiness they bring.

a. True

b. False
Key to the fest:
l.c 11. Vanity Fair 20. E. Hemingway
2.d 12.b 21.b
3.d 13.a 22.a
4.a 14. The Adventures of Huckleberry 23. ¢
5.b Finn 24. The Old Man & the Sea
6.c 15. Raven --- E.A.Poe 25.¢
7.b 16. a 26.a
8. ¢ 17.¢ 27. E. Hemingway
9. Child Harold 18. E.A.Poe 28. Jack London
10.a 19.¢ 29. Mark Twain

30.b
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I. BRITISH LITERATURE
Literary Genres, Devices And Trends

1. Beowulf is the earliest English :

A ballad
B epic poem
C legend

2. What kind of literary device is used in the following text?
He was four times a father, this fighter prince:
one by one they entered the world,
Heorogar, Hrothgar, the good Halga
and a daughter, I have heard, who was Onela’s queen,
a balm in bed to the battle-scarred Swede.

Beowulf, translated by Seamus Heaney
A alliteration

B diction
C assonance

3. Which of the following statements is the best sonnet definition?

A a poem with no rhyme scheme or meter

B a poem that generally follows either the Italian or English conventions of strict
meter and rhyme scheme

C afourteen line poem with rhyme scheme ABAB CDCD EFEF GG.

4. Sonnet originated in
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A ltaly
B Britain
C France

5. What kind of literary form is this?

Two households, both alike in dignity,
In fair Verona, where we lay our scene,
From ancient grudge break to new mutiny,
Where civil blood makes civil hands unclean.
From forth the fatal loins of these two foes
A pair of star-cross 'd lovers take their life;
Whose misadventured piteous overthrows
Do with their death bury their parents’ strife.
The fearful passage of their death-mark’'d love,
And the continuance of their parents’ rage,
Which, but their children’s end, nought could remove,
Is now the two hours’ traffic of our stage;
The which if you with patient ears attend,
What here shall miss, our toil shall strive to mend.
Romeo and Juliet by William Shakespeare, 1594
A ballad
B sonnet
C stanza
D  fable
6. What type of poetry is this?
HAMLET: To be, or not to be- that is the question:
Whether ’tis nobler in the mind to suffer
The slings and arrows of outrageous fortune
Or to take arms against a sea of troubles,
And by opposing end them. To die- to sleep-
No more; and by a sleep to say we end
The heartache, and the thousand natural shocks
That flesh is heir to. ‘Tis a consummation
Devoutly to be wish’d. To die- 10 sleep.
To sleep- perchance to dream: ay, there’s the rub!
Hamlet by William Shakespeare
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A free verse
B rhymed verse
C blank verse

7. What kind of literary device is used?
JAQUES: All the world’s a stage,
And all the men and women merely players;
They have their exits and their entrances
As You Like It by William Shakespeare
A metonymy
B metaphor
C simile
8. What kind of rhyme scheme has the following sonnet?

One foot down, then hop! It’s hot.
Good things for the ones that’s got.
Another jump, now to the left.
Everybody for himself.
In the air, now both feet down.
Since you black, don’t stick around.
Food is gone, the rent is due,
Curse and cry and then jump two.
All the people out of work,
Hold for three, then twist and jerk.
Cross the line, they count you out.
That’s what hopping’s all about.
Both feet flat, the game is done.
They think I lost. | think | won.
“Harlem Hopscotch” by Maya Angelou, 1971
A AABB CCDD EEFF GG
B  ABAB CCDD EFEF GG
C ABAB CDCD EFEF GG

9. What kind of rhyme scheme has the following ballad?
| saw pale kings and princes too,
Pale warriors, death-pale were they all;
They cried ‘La Belle Dame sans Merci
Thee hath in thrall!” I saw their starved lips in the gloam,
With horrid warning gaped wide,
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And | awoke and found me here,
On the cold hill’s side. And this is why I sojourn here,
Alone and palely loitering,
Though the sedge is withered from the lake,
And no birds sing.
“La Belle Dame sans Merci” by John Keats
A  ABCB
B AABC
C ABAC

10. Romanticism in literature can be defined as

A atrend that seeks to replicate everyday reality

B senses and emotions over reason and intellect

C  the presentation of details that are actually part of life
D the belief that existence comes before essence

11. A period in literary history which started around the early 1900s and continued
until the early 1940s is called :

A Neoclassical Period

B Modern Period

C Victorian Period

D Edwardian Period

12. British romances were made on the base of .
A Old English chronicles

B Celtic legends

C Norman-French poetry

13. During the 12" and 13" centuries Norman Literature was presented by :

A romantic legends
B political essays
C historical chronicles

14. The British Renaissance (1500-1660) was famous for the raise of

A church literature
B folk songs and ballads
C sonnets and drama
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15. Which genre is characterized by the following features: describes historical
events, ordinary people who create and move history; real personalities are only
decorations

A manuscript
B historical novel
C chronicle

16. It was a rational age in the history of English literature; another name of the
movement — the Age of Reason. It was a manifest for human virtue and reason.

A Renaissance
B Pre-renaissance
C Enlightenment

17. Cultural development in Europe between the 14 and 17 centuries
A Age of Reason

B Middle Ages

C Enlightenment

D Renaissance

18. This trend belongs to Western European drama and its plays have lack of
thoughtful action, characters with unnatural behavior, dialogues without logic, there
Is no conflict between characters.

A Theatre of the Absurd

B Intellectual Drama

C Plastic Theatre

19. Which trend is characterized by these ideas: “We mean that man first of all exists,
encounters himself, surges up in the world — and defines himself afterwards”, “Man is
nothing else but that which he makes of himself”?

A stream of consciousness

B existentialism

C lost generation
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20. A system of ideas made by Jean Paul Sartre in the 1940s in which the word has
no meaning and each person is alone and completely responsible for own actions, by
which he makes his own character is called

A stream of consciousness

B existentialism

C lost generation

21. New tendencies in literature (last decades of the XX century) are called .
A avant-garde

B postmodernism

C modernism

D realism

22. The term used to refer to the range of textual relations and stressed that any text
Is always a component of a broad cultural text

A irony

B intertextuality
C parody

D pastiche

23. An imitation of a particular writer, artist, or genre, which aimed to produce a
comic effect; a leading device in postmodernism

A irony

B intertextuality
C parody

D pastiche

24. A method of narration that describes the flow of
thoughts in the minds of the characters is called :

stream of consciousness
symbolism

magical realism
futurism

OO0 ®@>
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Il. British Literature:
Main Points in Its History

1. Ecclesiastical History of the English People was written by

A Alfred the Great
B Monk Bede
C Unknown scribe

2. Which poem tells about times which lasted long before the Anglo-Saxons
came to Britain?

A Canterbury Tales C Beowulf
B Celtic Sagas D  Anglo Saxon Chronicle

3. The first example of prose in English literatureis_
A Ecclesiastical History of the English

People

B The Canterbury Tales

C Anglo-Saxon Chronicle

4. Anglo-Saxon poem Beowulf was written in the Early Middle Ages by :
A anunknown scribe
B a Germanic knight

C a Norman-French monks

5. What Shakespeare’s play is about a prince who contemplates suicide after
the murder of his father, the king?

A Hamlet C  Macbeth
B Othello D Henry IV

6. The Canterbury Tales written by G. Chauser can be described as
A aseries of stories in a verse

B rhymed tales about heroes
C tales about Robyn Hood
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7. The greatest writer of the 15" century, who set up the first printing press in
Westminster

A G. Chauser

B W. Caxton

C E. Spencer

8. Sir Walter Scott created .
A the first English science fiction
B the first historical novel

C  the first English chronicle

9. Choose English Romantic poets from the following list (2)

A G.Byron D W. Scott
B J. Austen E W. Wordsworth
C  W. Thackeray F W. Whitman

G T.S. Eliot

10. Features of the Stream of consciousness are in the works written by :

A T. S. Eliot D J. Joyce
B E. Pound E W. Wordsworth
C D. W. Lawrence

11. Features of Existentialism can be found in the following novel:

A Ivanhoe C The Vanity Fair
B The Masque of the Red Death D  The Lord of the Flies

12. Read the following statements and decide if they are True or False. Correct false
statements with true information.

Statement True |False

0 |The beginning of British Literature deals with the needs of
Normans.
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Anglo-Saxons brought a lot of oral legends to Britain.

The poem Beowulf was written in the 14™ century.

The Anglo-Saxon Chronicle is considered to be the first history
of England.

Much of the Middle English writings were religious.

Poetry in Norman-French created by monks.

Romances appeared in the Middle Ages and have ordinary
people as characters.

William Langland was a famous prose author.

William Langland translated part of the Bible into English.

William Caxton was a creator of a new literary language.

10

Robin Hood is a historical character.

11

Pre-renaissance period is famous for folk-songs,

12

William Shekespeare is believed to be the first English
Humanist.

13

Sonnet was developed in the English Renaissance.

14

King James translated the Bible.

15

D. Defoe and J. Swift put the beginning of romanticism.

16

Sentimentalism appeared towards the middle of the 17
century.

17

In the 18™ century R. Sheridan created realistic drama.

18

Romanticism includes the works of W. Wordsworth, S.
Coleridge, William Blake, Lord Byron, John Keats, and others.

19

Robert Burns was a famous English dramatist.

20

Realism includes the works of Percy Bysshe Shelley, Thomas
De Quincey, Jane Austen, and Mary Shelley.

21

Lyrical Ballads is considered to be the manifest of romanticism.

22

Modernism originated in the late 19" and early 20" centuries.

23

Modernism is characterized by a break with traditional ways of
writing.
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24

Charles Dickens, Charlotte and Emily Bronte, Elizabeth
Gaskell, George Eliot (Mary Ann Evans) were famous
modernists.

25

Modernism was influenced by ideas of Friedrich Nietzsche,
Ernst Mach, and Sigmund Freud.

26

It 1s difficult to define whether modernism has ended.

27

Joseph Heller, Anthony Burgess, John Fowles, [ain Banks are
famous modernist writers.

28

Postmodernism originated in the late 20™ century.

29

Stream of consciousness was developed by postmodernist
poets.

30

Postmodernism has clear periodization.
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lll. American Literature: Main Points in Its History
Main trends, Genres and Literary Devices

1. Who was the father of US literature and the author of the US Declaration of
Independence, the US Constitution, and the Versailles Peace Treaty of 1783?
A Thomas Jefferson

B Thomas Paine

C Benjamin Franklin

2. Which of the following is the prime example of slavery fiction?
A Uncle Tom’s Cabin (by Harriet Beecher Stow)

B The Red Badge of Courage (by Stephen Crane)

C The Old Man and the Sea (by Ernest Hemingway)

D  The Waste Land (by T. S. Eliot)

3. American fiction was created by :

A Royall Tyler C  J.F. Cooper
B William Hill D  William Bryant

4. The American Renaissance is knownas .

A The Romantic Period and the Age of Transcendentalism
B The Period of Realism and Naturalism

C The Age of Reason or Enlightenment

5. An American literary and philosophical movement that lasted from the
1830s to the 1850s that emphasized the importance and equality of the
individual

A Enlightenment

B Romanticism

C  Transcendentalism

6. Which trends were dominant in the literature of England and the USA in 19
century?

A Realism, Romanticism and Enlightenment

B Realism, Romanticism and Transcendentalism

C Romanticism and Enlightenment
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7. Founders of American Realism are

A Henry James, Mark Twain C  Arthur Miller, Tomas Pynchon
B T. S. Eliot, William Faulkner D Edgar Allen Poe, Herman
Melville

8. This author wrote The Sun Also Rises about one journalist who travels from
Paris to Pamplona to observe the running of the bulls

A F. Scott Fitzgerald

B Ernest Hemingway

C Tennessee Williams

9. Adventures of Huckleberry Finn was written by .
A Mark Twain

B William Shakespeare

C Charles Dickens

10. Which of these women is not a poet?
A Jane Austen

B Emily Dickinson

C Elizabeth Browning

11. What kind of literary device is used in the poem?
Deep into that darkness peering, long | stood there wondering, fearing,
Doubting, dreaming dreams no mortal ever dared to dream before
Edgar Allen Poe, The Raven
A alliteration
B diction
C assonance

12. What kind of literary device is used in the poem?
How they tinkle, tinkle, tinkle
In the icy air of night!
While the stars that oversprinkle
All the heavens seem to twinkle
With a crystalline delight;
Keeping time, time, time
In a sort of Runic rhyme
Edgar Allan Poe, The Bells
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A alliteration
B consonance
C assonance

13. Who wrote the poem from which these lines are taken?
The Song of Hiawatha
On the shores of Gitche Gumee,
Of the shining Big-Sea-Water,
Stood Nokomis, the old woman,
Pointing with her finger westward,
O'er the water pointing westward,
To the purple clouds of sunset.
A Henry Longfellow
B Walt Whitman
C Ralph Waldo Emerson

14. The American writer who developed detective and psychological stories
IS

A Ernest Hemingway C Edgar Allen Poe
B Charles Dickens D F. Scott Fitzgerald

15. Walt Whitman and Nathaniel Hawthorne were famous representatives of

A American Realism C American Renaissance
B American Enlightenment D  American Modernism

16. Ralph Waldo Emerson was a famous representative of :
A American Realism C  American Romanticism
B American Enlightenment D  American Transcendentalism

17. Which of these authors is a dramatist (XX™ century)?
A Edward Albee C F. Scott Fitzgerald
B Ernest Hemingway D  Thomas Paine

18. Which of these authors belongs to The Lost Generation in XX cent. (2)
A Tennesse Williams D  Thomas Paine
B F. Scott Fitzgerald E Mark Twain
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C T. S. Eliot F Ernest Hemingway
G Ralph Waldo Emerson

19. Edward Albee is considered to be a representative of one of the following
trends

A Plastic Theatre C Social Drama

B The Theatre of the Absurd

20. Which of the following statements are true about American experimental
drama of the XX™ century?

A Tennesse Williams was a founder of Intellectual Drama

B Plastic Theatre was created by Tennesse Williams

C 1. O’Neill created Psychological Drama

D S. Becket was a founder of The Theatre of the Absurd

21. Literature of this trend is characterized by heavy reliance on techniques like
fragmentation, paradox and is often defined as a style or trend which emerged
in the post-World War Il era

A Modernism D Existentialism
B The Lost Generation E Symbolism
C Postmodernism F Magical Realism

22. This literature as a whole, tends to resist definition or classification as a

‘movement’

A Modernism D Existentialism

B Futurism E Symbolism

C Postmodernism F Magical Realism

23. Find out all postmodernist writers from the following list

A F. Scott Fitzgerald D  William Faulkner
B Elizabeth Browning E Kurt Vonnegut
C Tomas Pynchon F John Barth

24. 1t refers to the relationships or links that may be found among different
books or texts:

A irony C parody
B intertextuality D pastiche
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25. This genre of literature portrays fantastical events in an otherwise realistic
tone

A science fiction C historical novel

B magical realism D plastic theatre

26. Read the following statements and decide if they are True or False. Correct false
statements with true information.

Statement True |False

0 |The beginning of American Literature dates back 8 centuries.

1 |Indians brought a lot of oral poems to the United States of
America.

2 |The American literary tradition began as part of the broader
tradition of English literature.

3 |The Colonial period in American Literature took place in the
17" century.

4 | The writings were mostly historical or religious in the Early
national period.

5 |James Fenimore Cooper was one of the notable writers who
created American fiction.

6 |Edgar Allan Poe created poetry under the influence of British
tradition.

7 |Nathaniel Hawthorne and Harriet Beecher Stowe were
representatives of American Romanticism.

8 |Famous American transcendentalist is Edgar Allan Poe.

9 |Theodore Dreiser and Jack London were American naturalists.

10 | The Naturalist period was close to Realistic period

11 | American realists tried to depict unusual characters in unusual
situations.

12 |[Robert Frost and T. S. Eliot were famous modernist fiction
writers.

13 Eugene O’Neill as a dramatist depicts social issues.

14 |Edgar Allan Poe put the beginning of modernism.
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15

In the middle of the 20" century sexuality became bright in
literature.

16

T. Williams is a founder of his own dramatic system.

17

The birth of American absurdist drama deals with plays written
by Eugene O’Neill.

18

Postmodernism in the USA originated in the late 20" century.

19

Thomas Pynchon and Ch. Palaniuk support modernist manners.

20

The Beat Generation was close to “anti-traditional literature”.

21

The Lost Generation was presented by poetry and short stories.

22

John Steinbeck, Ernest Hemingway and William Faulkner were
close to postmodernist tradition.

23

F. Fitzgerald and Ernest Hemingway, were influenced by World
War L.

24

The Modern Period is one of the richest in the history of
American literature.

25

The American literary tradition was influenced by the British
literary tradition.
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W Literary Devices: Poetry & Prose

MIXED EXAMPLES

A. Match the example from literature with the name of device used by the author:

1 | “Once upon a midnight dreary, while I a assonance
pondered, weak and weary...”
Edgar Poe, The Raven

2 | Hear the loud alarum bells — b consonance
Brazen bells! What tale of terror, now, their
turbulency tells!
In the startled ear of night
How they scream out their affright! Too much
horrified to speak,
They can only shriek, shriek,
Out of tune....”

Edgar Poe, The Bells

3 | Tyger Tyger, burning bright, C alliteration
In the forests of the night;
What immortal hand or eye,
Could frame thy fearful symmetry?
William Blake, The Tyger

4 | | wandered lonely as a cloud d inversion

That floats on high o'er vales and hills...
W. Wordsworth

e simile
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B. Match the example from literature with the name of device used by the author:

1 The sun in the west was a drop of a simile
burning gold that slid nearer and nearer
the sill of the world.
William Golding, Lord of the Flies

2 From the earth thou springest b metaphor
Like a cloud of fire
Percy Bysshe Shelley, To a Skylark

3 Once upon a midnight dreary, while | c onomatopoeia
pondered, weak and weary,
Over many a quaint and curious volume
of forgotten lore.
While | nodded, nearly napping, suddenly
there came a tapping,
As of some one gently rapping, rapping at
my chamber door.
Edgar Poe, The Raven

4 | was just beginning to yawn with nerves d assonance
thinking he was trying to make a fool of me
when | knew his tattarrattat at the door.
James Joyce, Ulysses

e hyperbole


https://www.poets.org/poetsorg/poem/skylark
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L. Match the example from literature with the name of device used by the author:

1 The cafe was like a battleship stripped for a onomatopoeia
action
Ernest Hermingway, The Sun Also Rises

2 But, soft! what light through yonder b metaphor
window breaks?
It is the east, and Juliet is the sun.

William Shakespeare, Romeo and Juliet

3 How they clang, and clash, and roar! c simile

What a horror they outpour

On the bosom of the palpitating air!

Yet the ear it fully knows,

By the twanging

And the clanging,

How the danger ebbs and flows;

Yet the ear distinctly tells,

In the jangling

And the wrangling,

How the danger sinks and swells,

By the sinking or the swelling in the anger

of the bells,
Of the bells
Edgar Allan Poe, The Bells
4 MACBETH: Will all great Neptune’s d metonymy

ocean wash this blood
Clean from my hand? No. This my hand
will rather
The multitudinous seas incarnadine,
Making the green one red.

William Shakespeare

e hyperbole
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GLOSSARY
OF LITERARY TERMS AND NOTIONS

+ Burlesque, a performance or piece of writing that makes something funny by
repeating or performing it in a silly way (napoois, kapuxamypa).

+ Chivalry, the qualities of being polite and honest and having honour that were
expected of a knight (ruyapcmeo).

* Constricted, smaller or narrower (cxopouenuii).

+ Corollary, something that will also be true if a particular idea or statement is true,

or something that will also exist if a particular situation exists (nacniook,

pe3ynibmam, 8UCHOBOK).

+ Counter, to reply to a criticism or statement that you disagree with
(npomucmosimu, 3anepeuysamu).

+ Cramped, feeling uncomfortable in a space that is too small (cmucaui,
0OMedceHul).

+ Dashing, attractive and fashionable in an exciting way (orcusuii, enepzitinui,
CUTbHULL).

+ Decadence, behaviour that is considered immoral because it concentrates too
much on pleasure (nadinns mopanvhe).

+ Denounce, to criticize someone or something severely in public (sacyodocysamu,
BUKpUBAMU).

+ Designate, to formally choose someone or something for a particular purpose; to

represent something in a particular way, for example with a sign or symbol

(6usnauamu, ecmanoenosamu).
+ Diction, the choice of words used in a speech or piece of writing (mawnepa

BUCTIOBNIOBAMUCS, MAHEPA 20BOPIHHSL).


http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=performance
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=piece
http://www.macmillandictionary.com/search/british/direct/?q=of
http://www.macmillandictionary.com/search/british/direct/?q=writing
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=makes
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=funny
http://www.macmillandictionary.com/search/british/direct/?q=by
http://www.macmillandictionary.com/search/british/direct/?q=by
http://www.macmillandictionary.com/search/british/direct/?q=repeating
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=performing
http://www.macmillandictionary.com/search/british/direct/?q=it
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=silly
http://www.macmillandictionary.com/search/british/direct/?q=way
http://www.macmillandictionary.com/search/british/direct/?q=the
http://www.macmillandictionary.com/search/british/direct/?q=qualities
http://www.macmillandictionary.com/search/british/direct/?q=of
http://www.macmillandictionary.com/search/british/direct/?q=being
http://www.macmillandictionary.com/search/british/direct/?q=polite
http://www.macmillandictionary.com/search/british/direct/?q=and
http://www.macmillandictionary.com/search/british/direct/?q=honest
http://www.macmillandictionary.com/search/british/direct/?q=and
http://www.macmillandictionary.com/search/british/direct/?q=having
http://www.macmillandictionary.com/search/british/direct/?q=honour
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=were
http://www.macmillandictionary.com/search/british/direct/?q=were
http://www.macmillandictionary.com/search/british/direct/?q=expected
http://www.macmillandictionary.com/search/british/direct/?q=of
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=knight
http://www.macmillandictionary.com/search/british/direct/?q=smaller
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=narrower
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=will
http://www.macmillandictionary.com/search/british/direct/?q=also
http://www.macmillandictionary.com/search/british/direct/?q=be
http://www.macmillandictionary.com/search/british/direct/?q=true
http://www.macmillandictionary.com/search/british/direct/?q=if
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=particular
http://www.macmillandictionary.com/search/british/direct/?q=idea
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=statement
http://www.macmillandictionary.com/search/british/direct/?q=is
http://www.macmillandictionary.com/search/british/direct/?q=true
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=will
http://www.macmillandictionary.com/search/british/direct/?q=also
http://www.macmillandictionary.com/search/british/direct/?q=exist
http://www.macmillandictionary.com/search/british/direct/?q=if
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=particular
http://www.macmillandictionary.com/search/british/direct/?q=situation
http://www.macmillandictionary.com/search/british/direct/?q=exists
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=reply
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=criticism
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=statement
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=you
http://www.macmillandictionary.com/search/british/direct/?q=disagree
http://www.macmillandictionary.com/search/british/direct/?q=with
http://www.macmillandictionary.com/search/british/direct/?q=with
http://www.macmillandictionary.com/search/british/direct/?q=feeling
http://www.macmillandictionary.com/search/british/direct/?q=uncomfortable
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=space
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=is
http://www.macmillandictionary.com/search/british/direct/?q=too
http://www.macmillandictionary.com/search/british/direct/?q=small
http://www.macmillandictionary.com/search/british/direct/?q=attractive
http://www.macmillandictionary.com/search/british/direct/?q=and
http://www.macmillandictionary.com/search/british/direct/?q=fashionable
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=an
http://www.macmillandictionary.com/search/british/direct/?q=exciting
http://www.macmillandictionary.com/search/british/direct/?q=way
http://www.macmillandictionary.com/search/british/direct/?q=behaviour
http://www.macmillandictionary.com/search/british/direct/?q=that
http://www.macmillandictionary.com/search/british/direct/?q=is
http://www.macmillandictionary.com/search/british/direct/?q=considered
http://www.macmillandictionary.com/search/british/direct/?q=immoral
http://www.macmillandictionary.com/search/british/direct/?q=because
http://www.macmillandictionary.com/search/british/direct/?q=it
http://www.macmillandictionary.com/search/british/direct/?q=concentrates
http://www.macmillandictionary.com/search/british/direct/?q=too
http://www.macmillandictionary.com/search/british/direct/?q=too
http://www.macmillandictionary.com/search/british/direct/?q=much
http://www.macmillandictionary.com/search/british/direct/?q=on
http://www.macmillandictionary.com/search/british/direct/?q=pleasure
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=criticize
http://www.macmillandictionary.com/search/british/direct/?q=someone
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=severely
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=public
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=formally
http://www.macmillandictionary.com/search/british/direct/?q=choose
http://www.macmillandictionary.com/search/british/direct/?q=someone
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=for
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=particular
http://www.macmillandictionary.com/search/british/direct/?q=purpose
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=to
http://www.macmillandictionary.com/search/british/direct/?q=represent
http://www.macmillandictionary.com/search/british/direct/?q=something
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=particular
http://www.macmillandictionary.com/search/british/direct/?q=way
http://www.macmillandictionary.com/search/british/direct/?q=for
http://www.macmillandictionary.com/search/british/direct/?q=example
http://www.macmillandictionary.com/search/british/direct/?q=with
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=sign
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=symbol
http://www.macmillandictionary.com/search/british/direct/?q=the
http://www.macmillandictionary.com/search/british/direct/?q=choice
http://www.macmillandictionary.com/search/british/direct/?q=of
http://www.macmillandictionary.com/search/british/direct/?q=words
http://www.macmillandictionary.com/search/british/direct/?q=used
http://www.macmillandictionary.com/search/british/direct/?q=in
http://www.macmillandictionary.com/search/british/direct/?q=a
http://www.macmillandictionary.com/search/british/direct/?q=speech
http://www.macmillandictionary.com/search/british/direct/?q=or
http://www.macmillandictionary.com/search/british/direct/?q=piece
http://www.macmillandictionary.com/search/british/direct/?q=of
http://www.macmillandictionary.com/search/british/direct/?q=writing

Perceptions of English & American literature

+ Discredit, to harm someone's reputation (niooaeamu cymuisy, anvbumu,).
+ Discriminating, different from others (ocobnueuii, saxuii siopisusemocs).

+ Dissolution, the process of gradually getting weaker or smaller and then
disappearing (pyunysanns, posnad).

+ Dogmatic, so sure that your beliefs and ideas are right that you expect other
people to accept them (0oemamuunuii).

+ Dystopia, an imaginary place or situation in which everything in society is
extremely bad (anmuymonis).

+ Ecclesiastical, relating to the Christian Church (yepxosnuii).

+ Edification, done in order to increase someone's knowledge or improve their
character (nosuanns).

+ Elegy, a poem or other piece of writing expressing sadness, usually about
someone's death (enecis, noxopona nicms).

+ Endowment, a good ability or quality that someone has (Brecok, Tamamnr,
3M10HOCTI).

+ Epigram, a short poem or sentence that expresses something such as a feeling or
idea in a short and clever or funny way (cenmenyis).

+ Enunciation, expressing an idea clearly and in detail (npozorowenns, sumosa).

+ Epic, a long poem that tells a story about ancient people and gods (enones npo
2epoiuHi nooii).

+ Exaltation, the feeling of being extremely happy and proud (nionecenus, saxeam,
36EIUUYBANHSL).

+ Expository, a type of writing where the purpose is to inform, describe, explain, or
define the author's subject to the reader (onucosuii, nosicnrosanvnuil).

+ Farce, a play in which people get involved in silly or unlikely situations that are
intended to make you laugh (¢apc, oewesi i nycmi scapmu,).

+ Grotesque, extremely ugly and strange (abcyponuii, 6ezenysouii).
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Perceptions of English & American literature

*+ Hack, a journalist, artist, or writer who does boring work or work that is not very
good (nucaka, sixutl npayroe nuwe 3apaou epoutetl).

+ Idyll, a place or situation where everyone is very happy and there are no problems
(iounis).

+ Immanent, existing everywhere (ez1acmusuii, nesio'emmuii).

+ Intermingling, if two things intermingle, or if you intermingle them, they mix
with each other (nepennimanns, 3miwysanns).

+ Jaunty, lively and confident (seceauii, oceasuii, ceimcokuii).

+ Lake School, The Lake School Poets are a group of English poets who all lived

in the Lake District of England at the turn of the nineteenth century. As a group,
they followed no single «school» of thought or literary practice then known. The
three main figures of what has become known as the Lakes School are William

Wordsworth, Samuel Taylor Coleridge, and Robert Southey (“Ozepra wkona”).

+ Metamorphosing, changing into something very different (ziu6oxi, ooxopinni
3MIHU).

+ Miscellany, a book containing short pieces written by different people
(anbmanax, 30ipHUK PI3HUX TiMepamypHux meopis).

+ Mores, the traditional practices and moral values of a particular society or group
of people (z6uuai, mpaouyii).

* Obscurity, something that it is difficult to understand (nescricm,
He3PO3YMINICMDB).

+ Onomatopoeia, the use of words such as 'buzz' and 'thud' that sound like the
sound which they refer to (onomamonis, 36yxonacnioyeanms).

+ Out-and-out, showing all the qualities of a particular type of person that you do
not approve of (yinkosumuti, abconrommuii).

+ Overt, not hidden or secret; used about feelings and opinions that are expressed in

a very open way (siokpumuti, nyoaiuHutL).
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Perceptions of English & American literature

+ Pagan, relating to an ancient religion that had many gods and praised nature
(A3UUHUYLKULL).

+ Pathos, a quality in a person or situation that makes you feel sad or sorry for them
(wymausicms, cniguymmsi).

+ Prefatory, used as an introduction to something such as a book or a speech
(nonepeowuiti, gcmynHuii).

+ Protagonist, the main character in a play, film, book, or story (zonoenuii zepoii)

+ Puritan, someone who has strict moral or religious principles, and does not

approve of pleasure, for example in sexual activity, entertainment, or eating and
drinking; a member of a strict English religious group of the 16th and 17th centuries
who wanted worship to be more simple (npuxunvruux Oysce cysopoco cnocoby

oHcummsi).

# Purport, the basic meaning of a statement or document (cmuca, cyms).

+ Quintessential, perfect as an example of a type of person or thing (raiibinbw
MUNoBULL, Cymmesuii).

+ Quip, a funny or clever remark (domennuii éucnis, 2pa cnis).

+ Ratiocination, thought or reasoning that is exact, valid and rational (roziune
MIPKYBAHHS, YMOBUBIO).

+ Reiteration, repeating something in order to emphasize it or make it very clear to
people (nosmop).

% Scholarship, serious formal study, and the knowledge that you get from it
(cepiiosna naykosa npaus).

+ Seminal, a seminal piece of writing or music is new and different and influences
other literature or music that comes after it (opucinanrvruii, Hosamopcvruii).

+ Snatch, episode, a short piece of something that you hear (ypusox).

+ Stanza, a section of a poem consisting of a group of lines that form a unit in a

pattern that is repeated through the whole poem (cmpoga).
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Perceptions of English & American literature

% Synopsis, a short summary of a book, play, film etc (pesrome, anomayia, cmucnui
0271510).
+ Transcendentalism, a philosophical movement that developed in the 1830s and

1840s in the Eastern region of the United Statesas a protest to the general state of

culture and society (mpancuenoenmanizm,).
+ Transmigration, a process that some religions believe happens after someone

dies, in which the spirit of that person moves into the body of another person or

animal (nepecenenns).
+ Verbose, using more words than necessary, and therefore long and boring
(bacamocnienuii).
+ Verisimilitude, the appearance of being real (npasdonoodibuicme, timosipuicme).
+ Workmanship, the standard of someone's work, or the skill that they use in

making something (maticmepricms, mucmeymeo).
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KEYS AND ANSWERS TO TESTS

I. BRITISH LITERATURE
LITERARY GENRES, DEVICES AND TRENDS

1.B 5.B 9.A 13.C 17.D 21.B
2.A 6.C 10.B 14.C 18.4 22.B
3.B 7.B 11.B 15.B 19.B 23.C
4.A 8.A 12.B 16.C 20.B 24.4

II. BRITISH LITERATURE:
MAIN POINTS IN ITS HISTORY

1B.2C.3C.4A5A.6A.7B.8B.9A, E.10D.11D.

12 False: 0.2.5.7.8.9.10.12.15.16.24.27.28.29.30.

I11. American Literature: Main Points in Its History
Main trends, Genres and Literary Devices

1C.2A.3C.4A.5C.6B.7A.8B.9A.10A. 11A. 12C.13A. 14C. 15C.

16 D.17A.18B,F.19C.20B.21C.22C.23C,E, F. 24 B. 25 B,

26 False: 0.1.4.6.8.11.12.14.17.18.19.21.22.25.

IV. Literary Devices: Poetry & Prose

A B. C.

1-c,2—-a,3-b,4—¢ 1-b,2-a,3-d,4-c 1-c,2-b,3—,4—-¢e
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Themes for projecits

English Literature

* General characteristics of MODERNISM as the main trend of Literature
in XX cent.

s MODERNISM & AVANT-GARDEISM AS directions in the literature
and art of the XXI century.

% THE DEVELOPMENT OF SCIENCE FICTION. HERBERT GEORGE
WELLS: his books and social ideas.

* Philosophical theories in modern Literature: Sartre, Freud, Nietzsche
etc.

s THE STREAM OF CONSCIOUSNESS as a feature of Modern
Literature.

» J.Joyes as ‘a father’ of modern prose.

+¢ Intellectual Drama: idea, features, authors, books.

¢ Theatre of the Absurd. Samuel Becket.

¢ Theoretical base of Existentialism and the Literature of England.

s New English literature and William Golding. Genres, ideas, styles.

s THE LOST GENERATION. Literary term, features and persons in
England.

¢ Angry young men writers as a new trend in English literature OF THE
50-TH OF THE xx CENT.

+¢ The notion & points of view on Postmodernism.

¢ Features of postmodernism as a new trend of Literature past WW I1.

¢ Postmodernism in the literature of England. Fowles & his best books.

0

0


https://plato.stanford.edu/entries/nietzsche/
https://plato.stanford.edu/entries/nietzsche/
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American Literature

¢ General characteristics of the literary process in the first half of XX
century.

¢ The United States of America: social and cultural changes in the early
20th century, that influence on the literature.

¢ The school of realism in the first half of XX century: ideas, genres,
authors.

¢ Political writings in the first half of XX century: general features &
persons.

+¢ Critical depiction of American life: the stories and novels of F. Scott
Fitzgerald.

% Hemingway & his experiments in the style, genres, directions of the
texts. “Iceberg principle”.

s Hemingway: his life & his books.

s THE LOST GENERATION. Literary term, features and persons in the
USA.

s Experimental drama in the USA. The period, features and persons.

¢ Eugene Gladstone O'Neill and his plays, their features.

+» Eugene Gladstone O'Neill

¢ The term "plastic theater" & T.Williams.

+» Edward Albee. The features of his thearte.

“* American postmodern Literature: similarities to modernist literature.
The main elements (tools) in postmodern fiction.

* The best-known writers and his books. American PM and film
adaptations.
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HapuanbHe BUIaHHs y 2-X 9acTHHAX

Perceptions of English & American Literature: reading book & practical guide
for students (in 2 parts) / npakTHKYM 1Jisl CTYA€HTIB (a2, ma yKp. MO8amu)

3a OCBITHBO-TIpo(eciitHoro mporpamoro 035.041 «I'epmaHChKI MOBH Ta JiTEpaTypu
(mepekiajl BKIIFOYHO), TepIia — aHTTHChKa»

Asmopu-yknaoaui:
HOmnist AnaroniiBaa UepHoOpoB
Onena OnekcanapiBHa Jlem’stHEHKO

Penakrop ...........
KoM’ t0TepHA BEPCTKA ...ovvvvviennaeeanannn.

31aH0 10 CKJIaaHHA:
[linnucaHo 10 APYKY:
dopmar

YMm. 1p. apk. .

3ar. THpaXKk IIT.



