SUPPLEMENTAL LITERARY GLOSSARY 

(Updated 3/12/08)
The following brief definitions are provided as a supplement to those found in your Responding to Literature or other textbook.  See, also, the concept map on literary devices and tragic and comic themes included in your Blackboard course documents site.
Quoted portions of the following definitions are from C. Hugh Holman and William Harmon.  A Handbook to Literature, 6th Ed.  New York: MacMillan Publishing, 1992, unless otherwise indicated.  Some specific examples are taken from our texts. 

· Allusion:  A more or less explicit reference to another work of literature, a tale or some cultural “story.”  (Often called a “reference” if the cultural source is named explicitly (13).)  Consider, for instance, Donald Hall’s allusion to the “twelve of us . . . [who] opened your skin together/ and tore your body apart, and took it into our bodies” from “Eating the Pig.”  Also consider the “sensuous riddling tongue like Druids” of Hall’s “O Cheese,” Auden’s reference to the fall of Icarus in “Musée des Beaux Arts” (9), or Mary Swenson’s title “The Centaur” (203).
· Apostrophe:  A line that directly addresses an entity outside the poem.  In classical or epic poetry, this is often a plea to the Muse to inspire the poet.  Epics, of course, are long tales of heroic and/or tragic deeds such as Homer’s long trip home or Milton’s tale of the Fall of Lucifer and Mankind.  Consider Hall’s comic example, “O village of cheeses, I make you this poem of cheeses,” from “O Cheese,” for example.
· Archetype:  In Discovering Literature, archetype is defined as:  “A recurrent image that brings into play deep-seated associations anchored in universal patterns of experience.  The Swiss psychoanalyst Carl Jung [student of Sigmund Freud] saw archetypes as rising from the collective unconscious of the human species; his followers trace the central role of archetypes in myth, religion, dream, and imaginative literature” (Yani 1962).  [See, also Jungian analysis.]  Archetypes include figures such as heroes, sacrificed gods, and tricksters.  Archetypal patterns [or motifs] include creation, redemption and quest stories.  Jung justified his assumption that there is a collective unconscious on marked similarities in very different literary traditions.  For instance, Prometheus, from Greek legend, stole fire from the gods and gave it to humans; many Native American first-human and trickster figures, such as Manabozho, (Algonquin), did the same thing.
· Bacchus:  Roman god of wine, women and song, similar to the Greek god Dionysus.  According to various sources, Bacchanalian rituals involved over-indulgence in food, wine and revelry to the point of madness and, perhaps, even cannibalism.  Commonly, this figure in literature promises that overindulgence in sensuality of one sort or another will result in disaster.  Consider Bacchus as you read the dinner party scene from Kate Chopin’s The Awakening.

· Bildungsroman (bildungsromane, plural):  Most often defined as “a novel that deals with the development of a young person, usually from adolescence to maturity” (53).  As do many, I define the term more broadly as any coming of age story, poem, play or film.  Further, to be effective, a good bildungsroman will involve a sensitive protagonist who learns (or unlearns) one or many important lessons on the way to becoming a successful adult.  Think of it in terms of “negotiating a contract” with society, which is, of necessity, influenced by elements of fate such as gender, nationality, social status and history.  [See also:  quest.]
· Cartesian dichotomy:  Named after René Descartes, the mathematician/philosopher who claimed that there are two entirely separate spheres, the physical and the non-physical.  Although he certainly didn’t originate this sort of dualism - Platonic idealism, for instance, predates him by centuries – Descartes’s formulation of a human being as “the ghost in the machine” has certainly had a profound effect on our philosophies, sciences, academic studies and pop cultures to this day.  Since this dualistic system privileges the spiritual/intellectual realm over the physical, food, its preparation, manual labor and anything supporting the existence of the mere human, mortal flesh is often seen as suspect and somehow inferior.  In much of the literature of Western tradition, therefore, women and minority members, such as Blacks and Native Americans, are more closely associated with nature and are, thus, seen as “less sophisticated.”
· Close Reading:  A technique especially popular in New Criticism for analyzing passages in terms of a novel’s overall meaning. As such, it attempts to fit the microcosm of a specific passage, usually one to two paragraphs long, into the macrocosm of the novel’s “world,” with reference to character, plot, setting and/or language.  Since it’s a rather complex task, the most successful readings tend to focus on one of the major subcategories of the novel’s overall theme.  In other words, a given passage might be most fruitfully analyzed in terms of how it reflects on the novel’s characters and foils; another might lend itself to analysis of plot types and how the passage fits into the overall pattern of genres such as bildungsroman, quest, tragedy, comedy or redemption.  A particularly lyrical passage might best be analyzed in terms of its contribution to the novel’s overall use of figurative language, such as metaphors, allusions or symbols.  Finally, a passage may be best analyzed in terms of how it reflects the overall setting of the novel, in terms of time and place.
· Comedy:  As opposed to tragedy, comedy creates a more optimistic perspective on life, as it tends to end happily, often with marriage ceremonies and parties, as many of Shakespeare’s or Hollywood romantic comedies, do.  As any good dictionary can tell us, the word derives from the Greek kōmōidia (from kōmos or revel and aeidein to sing).  As such, comedy tends to be written in a lighter style than tragedy, while dealing more with human foibles than great human sins.  In addition, comic characters tend to be less well-developed, less round and less dynamic, than tragic heroes.  However, the derivation from the classical Greek reveals the genre’s roots in ancient religious rituals of celebration, as opposed to tragedy’s roots in Greek religious sacrifice.  (See the definition of “tragedy,” which follows, and the literature concept map for more detail on the distinctions between comedy and tragedy.)
· Concrete Detail:  Any detail in a work of fiction that appeals to any of the senses, not just sight.  Also sometimes called concrete imagery, which includes appeals to the sense of sight, smell, hearing, touch and taste.  Notice the sensual detail in the readings assigned, especially in association with food and the abundant sensuality of the dinner table; or nature and its relationship to the theme of the American dream.

· Criticism, Schools of:  A structured set of assumptions upon which readers can base their literary or film analysis.  Examples include feminism, Freudianism, Jungian or myth analysis [see archetypes], Marxism, New Criticism [see close reading], reader response, and structuralism:
· Feminism is informed by gender issues, particularly useful in analyzing works by and about women, or works by men wherein the role of women in society is an important motif.  
· Freudianism, which focuses on sexuality and conflict between the self and society (as in Civilizations and Its Discontents), and aspects of the human personality such as the id, ego and superego.
· Jungian or myth analysis stresses the collective unconscious and its archetypes, such as shadow and persona, as well as anima and animus.  Both Freud and Jung dealt with human psychology and both attempted to create universally applicable theories. 
· Marxism, on the other hand, analyzes literary works politically as artifacts of class struggle.  The Great Gatsby and Invisible Man are two examples that lend themselves well to this school of criticism.  
· New Criticism focuses on a work’s internal evidence, such as plot, character, setting and language, rather than external concerns such as history and the author’s biography.  
· Reader Response invites the reader to consider his or her subjective reactions to the piece.  While this is a fine starting place, structure is needed to avoid pure subjectivism in critical analysis. 
· Structuralism, since it focuses on patterns discernable in a cross-cultural selection of stories, structuralism resembles Freudian and Jungian analysis, at least in its attempt to correlate one story with many, while New Criticism, with its focus on one story, tends to avoid such generalizations. 
· Foils:  in drama and literature, foils are pairs of characters who highlight each other.  Often, the main character of a drama or novel is surrounded by foils, all of which make that main character’s hamartia more obvious.  Contrary to popular belief, the term did not derive from sword-fights (with foils) on stage between characters in conflict, although that definition seems fitting enough.  Rather, it comes from the practice of jewelers in Elizabethan times who placed thin pieces of metal, foils, in other words, under gems to make them shine more.  Therefore, the term means to make characters “shine forth” more. 
· Foreshadowing:  [Latin: adumbration – i.e. “toward the shadow”] a plot device commonly found in tragedies, particularly, defined as, “the presentation of material in a work in such a way that later events are prepared for.  Foreshadowing can result from the establishment of a mood or atmosphere” (201).  Erdrich’s early reference in “The Red Convertible” to Henry’s boots filling with water “on a windy night” (183), is a good example, as is Tom Buchanan breaking Myrtle Wilson’s nose in Fitzgerald’s The Great Gatsby.
· Gothic:  Benét’s Readers Encyclopedia defines the gothic novel as one “characterized by horror, violence, supernatural effects and a taste for the medieval.”  The story often takes place in a “gloomy and isolated” setting.  Mary Shelley’s Frankenstein is often cited as one of the best examples of both horror and gothic fiction.  Consider, as well, one modern version of this archetypal “monster story” from Stephen King’s horror fiction, Pet Sematary.  This novel’s scenes are set in three cemeteries, including the abandoned Micmaw burial grounds, and a swamp, as well as in a house on the edge of a wilderness.  The supernatural, in this same novel, includes such horrors as a chilling premonition of death, the death of a student, Victor Pascow, together with his visitation as a walking ghoul, a resurrected cat and worse. Several characters in the novel suffer violent deaths.  Although a taste for the medieval is not obvious in such modern examples, one can see the ancient magic of the Micmaw burial grounds as, at least, calling on a similarly pre-scientific worldview.
· Grotesque:  Applied to any art form, grotesque art portrays “human and animal forms” as “gross, ugly, fantastic or abnormal.”  As applied to fiction, it also “merges tragic and comic [elements] resulting in the loss of faith in the moral universe.”  By extension, grotesque fiction will tend to focus on a “physically or spiritually deformed” character as a “deplorable variation of the normal” who is “forced to meet the extremes of his own nature.”  Consider, for example, the actions of Pet Sematary’s Louis Creed who becomes a “resurrection man” when faced with a loss he cannot or will not accept.  In one nightmarish visit to a pet cemetery, Creed is forced to confront a deadfall, which he sees as a pile of bones.  We are told, “. . . he saw the grinning skulls of humans and animals.  Finger bones clittered.  Here the remains of a foot flexed its pallid joints” (King 103).  Interestingly, King does mix comic with tragic elements, as in the story of Zelda and “Oz, the Gweat and Tewwible.”  However, his use of tragic elements, such as hubris, calls into question the “loss of faith in the moral universe” cited earlier.  While this novel includes pre-Christian magic and archetypes, such as the Native American monster, the Windigo, there are still clear moral implications to be drawn from the story, in other words, which do imply some basic faith in powers that punish inappropriate actions and choices. [See also horror and gothic.]
· Hamartia:  A characteristic that contributes to a tragic character’s downfall, often mistranslated as “tragic flaw.”  [See, also tragedy.]
· Horror:  A genre which usually includes elements of the gothic and the grotesque, as well as plots creating a sense of suspense.  While some sources argue that some stories lacking elements of the supernatural can be defined as horror [See External Link/Horror, #1], as long as they create the emotion of horror, most disagree.  It’s possible that those so arguing are actually trying to make the genre more respectable by including well-established writers, such as Ambrose Bierce, in the category of horror fiction writers.  At the same time, some critics may also be working overtime to distance horror fiction from horror movies, especially “slasher” movies, which can include grotesque elements without artistic value or meaning.

· Hubris: Greek idea of the sort of pride that attracts the attention of the jealous gods.  In Christian terms, pride goeth before a fall.  It’s reasonable when encountering a particularly prideful character in literature to assume that disaster looms in the not too distant future.  In a private moment, for instance, Glynnis of American Appetites thinks, “My kitchen, my house, my life . . .”  Reading this, I think, “Uh oh.”  (Also see foreshadowing, and hamartia.)
· Lyricism:  This is a style of writing that can be easily distinguished from minimalism, in that it tends to include more elaborate descriptions, more concrete detail, more figures of speech and more “play” of words, as if the writer were writing poetry instead of prose. On the other hand, it has been said that the way to write minimalism is to write what you want then delete all the adjectives.  While this is a bit exaggerated, there is a grain of truth in it.  Think of lyricism as a “song-like” celebration of the beauty of language and minimalism as an attempt to use fewer words to say just as much.  The classic examples of these two styles are F. Scott Fitzgerald’s lyricism and his good friend Ernest Hemingway’s minimalism.  Further examples from our own curriculum are the lyricism of Ralph Ellison’s Invisible Man and the minimalism of Elmore Leonard’s Get Shorty.  Interestingly enough, both styles work through implication, as all fiction does, and both require you to read between the lines.
· Märchen: (The following is excerpted from Benét’s Reader’s Encyclopedia.)  “(Ger. ‘little tale’)   The term includes but has a wider range than the English fairy tale.  It can refer to the Volksmärchen (“folk tale”), such as those collected by the brothers Grimm . . .  The key figure is frequently a hero who must go on a journey [see also quest], during which he is put through tests and encounters various forms of evil.  Generally, his tasks are three in number; symbolic numbers, superstition, supernatural creatures, and forms of magic are all important devices.  In the end, the hero succeeds at his given tasks and is well rewarded, while his evil opponents are severely or fatally punished” (616).  Because of their naïve optimism, such tales are often parodied in more sophisticated stories, such as those we will read in this course.  This form will be especially enlightening when we read Ralph Ellison’s Invisible Man and Stephen King’s Pet Sematary, but will also be applicable to other novels and films.  [See also morality tale.]
· Metafiction/Intertext:  “A work of fiction, a major concern of which is the nature of fiction itself” (287).  By definition, the “meta” in metafiction is analogous to the “meta” in meta-analysis.  While a meta-analysis is an umbrella study subsuming many smaller studies, metafiction is an umbrella analysis of many smaller fictions.  Functionally, fiction examines life, while metafiction examines the relationship between fiction and life.  The conclusion reached through this examination often contradicts Mark Twain, who claimed that fiction is harder than real life, since fiction has to make sense.  Metafiction, on the other hand, tends to conclude that, because it requires a pattern that makes sense, fiction is preferable to real life, implying that life is chaotic and, thus, more difficult. Many writers seem to take the “argument” a step further, concluding “real life” is actually as fictitious as fiction, since our idea of real life consists of the stories we tell ourselves about ourselves and those around us. More traditional literature seeks to create a realistic reflection of life.  As such, it imitates life or is mimetic.  Metafiction, on the other hand, is “self-referential,” which means that it calls attention to itself as a work of fiction through several strategies, intentionally “spoiling” the effect of an imitation of real life:

· it can “foreground” the writing process itself, e.g. Ephron’s Rachel tells us, “Of course, I’m writing this later, much much later, and it worries me that I’ve done what I usually do --- hidden the anger, covered the pain, pretended it wasn’t there for the sake of the story” (176).  Some novels, such as Julio Cortázar’s Hopscotch, invite you to participate in the writing process.  His strategy is the inclusion of a set of instructions to read the chapters with a different arrangement and thus change the story’s trajectory and ending.
· it can embed other stories in such a way that you are invited to compare and/or contrast them with the main story.  For example, Rachel and everyone she knows tell stories constantly.  Consider Vera’s kreplach joke; Mark’s stories about his first wife, the first Jewish princess named Kimberly; and Rachel’s own “cookbooks,” which are really stories about family members interspersed with recipes; to name just a few.  In addition, there are explicit references to other fictions and genres, such as “I felt like a character in a trashy novel; I even knew which trashy novel . . .” (153).
· These imbedded stories can become so important to the meaning of the novel that we can say the novel is “intertextual” with these imbedded stories.  For example, Robert Stone’s Children of Light is intertextual with several works, including Shakespeare’s King Lear and Kate Chopin’s The Awakening.

· it might explicitly compare stories with real-life.  For instance, Rachel explains that she turns everything into a story “because if I tell the story, I control the version.  Because if I tell the story, I can make you laugh, and I would rather have you laugh at me than feel sorry for me” (177).

· another strategy is the “self-creating novel,” where the ending explains how this novel came to be, or the narrator explains why he or she is writing this book; this latter is Fitzgerald’s strategy in The Great Gatsby.
· Metaphor/Simile: “An analogy [comparison] identifying one object with another and ascribing to the first object one or more of the qualities of the second” (287).  Similes are very similar except that they use the words “like” or “as,” making the comparison less direct.  For example, “love is a rose” would be a metaphor; “love is like a rose,” would be a simile.  The two objects are not alike and the comparison is symbolic, not informational.  The idea being expressed is the tenor and the concrete image expressing the tenor is the vehicle.  In other words, in the following excerpt, the few, spare leaves shaking in a cold wind would be the vehicle by which one expresses the idea or tenor of age.  Consider, for instance, Shakespeare’s sonnet which begins:

That time of year thou mayst in me behold

When yellow leaves, or none, or few, do hang

Upon those boughs which shake against the cold,

Bare ruined choirs where late the sweet birds sang
· Morality/cautionary tales:  Morality tales were originally plays dramatizing, in allegorical form, the struggle between good and evil in the battle for the human soul.  Originally, players were personifications of such abstractions as “Mercy, Conscience, Perseverance and Shame,” while the central figure might represent “Everyman.”  These dramas were originally more didactic in intent (meant to teach a lesson), than entertaining.  While these morality plays “lost their popularity in Elizabethan times” (302), the urge to find such lessons in our literature persists, often in distinct contradiction to the authors’ intent.  While some “life-lessons” can be gleaned from tales such as Pet Sematary or Children of Light, for instance, horror and tragedy focus more on eliciting empathy and the emotions of terror and pity, as Aristotle explained.  Tragedy teaches us that, no matter what choices humans make, they will die.  Rather than blaming their protagonists for their own downfalls, as morality plays would do, tragedy shows us how fate combines with hamartia, to create the tragic fall.  Rather than placing blame, tragedy shows us heroes meeting their fate with dignity and acceptance.  Even Louis Creed, as stubbornly as he resisted the fact, finally comes to understand the true meaning of the recurring statement, “the soil of a man’s heart is stonier; he grows what he can and tends it.”  Finally, Creed achieves his full tragic/heroic status by acknowledging the full consequences of his own actions, as well as by accepting the “will of the universe,” as King explained in his 2000 Introduction to Pet Sematary (xiii).  
Although the first collection of  cautionary tales was a series of ditties warning children about bad behavior, the term has come to be widely applied to any simplistic “if you do this, bad things will happen” sort of tale.  Anything that can be easily summed up as “the moral of the story, boys and girls, is avoid all bad behavior and all will be well” is likely to be too unsophisticated for literary studies.  Such tales are, for the most part, not interesting; neither are they realistic.  The clear intent, moreover, of both morality and cautionary tales is not to paint a realistic picture of life, but to control human behavior through fear.
Oscar Wilde wrote:  “The good ended happily; and the bad unhappily. That is what fiction means.” He was writing specifically about some of the simple-minded fiction of Victorian England.  In his great tragedy, Hamlet, Shakespeare asks, “Use every man after his desert [giving him his just deserts], and who should ‘scape whipping?”  Empathy, appreciation and catharsis are far superior responses to literary protagonists than condemnation and judgment.  
If you have a great deal of trouble getting past the urge to condemn literary protagonists for their foolishness, try applying a little Reader Response criticism.  What does your reaction tell you about your own ego and attitudes toward life in general?  Do you really believe that “right action” will always gain you rewards?  Do you really believe that people never suffer more than they deserve?  Do you really believe that the good always end “happily and the bad unhappily?”  Perhaps, rather, you find consolation in believing that others suffer only for their own mistakes, since, by implication, this means you, because you are so much smarter, or so much better, can avoid all such pain.  Remember, too, that hamartia does not mean “tragic flaw,” although that enduring mistranslation might also tell us something about the urge to place the entire blame on the hero for his or her own tragic fall.  Courage, love, persistence, and optimism, all positive aspects of the American character and essential to the American dream, can all quite easily make a character (or a real-life person), a pawn in life’s complex game.  Finally, please remember that whatever you believe about our “final reward or punishment” in heaven or wherever, good literature is, for the most part, about this earthly plain, not the hereafter.  [See, also märchen.]
· Motif:  Defined as “. . . a conventional situation, device, interest or incident,” literature has appropriated the term “motif” from music, where it represents “a recurring melodic phrase.”  In literary terms, what “recurs” is a pattern of “images, words, objects, phrases or actions that tend to unify the work” (302).  Taken together, the motifs of a novel add up to the work’s theme or themes.  One example of a motif is the recurring pattern of references to time in Fitzgerald’s The Great Gatsby; another is the pattern of nature symbols, for good and for ill, in Ralph Ellison’s Invisible Man, Stephen King’s Pet Sematary, Robert Stone’s Children of Light,  and Toni Morrison’s Beloved.
· Personification:  Attributing human feelings, longing or beliefs to inhuman creatures or inanimate objects.  E.g., from Erica Jong’s “The Woman Who Loved to Cook,” “Her stomach thought it was a heart.” or the colors of Adam Zagajewski’s “Edgar Edgas:  The Millinery Shop” (13) making such pronouncements as, “I’m the blue.  I’m cold.  I can be pitiless” (13).
· Prosody – making music without notes:
· Alliteration:  a pattern of words using the same initial consonants – like rhyme or rhythm, this helps to create a coherent pattern in a poem, as notes would in a song.  Consider, for instance, the “tartlettes, terrines de boeuf, timbales” of Jong’s “The Woman Who Loved to Cook,” or Randall Jarrell’s description of death as “cowhorn-crowned, shockheaded, cornshuck-bearded” (1) in “Knight, Death and the Devil” (5).
· Line Endings:  Unlike a line of prose, a line of poetry usually ends before it reaches the right margin.  This convention gives form to a poem, much as it does to a song lyric.  Poets can also “play” with line endings to vary the effects of their words and stress certain words or meanings.  Note, for instance, the varied line endings Williams uses in the “they taste good to her” stanza of “To A Poor Old Woman.”

· Repetition:  Words, sounds or lines are often repeated to help reinforce the poem’s pattern and stress important concepts.  Consider, for instance, such repeated line openings as Donald Hall’s “O cheeses of gravity . . . O cheeses of victory,” and the repeated refrain “They taste good to her” in Williams’s “To a Poor Old Woman.”  Repeated lines, such as the title and “rage, rage against the dying of the light” (3, 9, 15 and 19), from Dylan Thomas’s “Do Not Go Gentle into That Good Night” (84-5) are called repitons.
· Rhyme:  Unlike more traditional poems (and Hallmark cards), not all modern poetry must rhyme. Modern poetry, when it does use rhyme as a musical technique, tends to do so with either half rhyme (wherein vowel or consonant sounds may match, as in “moon” and “man”; but not both as in the full rhyme “moon” and “spoon.”)  Modern poets also use more internal rhyme than end-rhyme.  In other words, modern poetry may rhyme words within the lines, but not necessarily at the ends of lines.  Compare Shakespeare’s sonnet above, for instance, to the “looking” “cookbook” rhyme of Jong’s poem “The Woman Who Loved to Cook.” 

· Rhythm:  Traditional poems, such as Thomas’s villanelle and Shakespeare’s sonnet, quoted above, use full end-rhyme and established rhythmic standards, such as iambic pentameter (ten syllables per line, with a pattern of one unstressed followed by one stressed syllable – like a heartbeat).  More modern poets tend to avoid or deliberately break such patterns for emotional effect.  Consider, for instance, the following stanza of Paul Laurence Dunbar’s “We wear the mask” (541):
Why should the world be over-wise,

In counting all our tears and sighs?

Nay, let them only see us, while

     We wear the mask (6-9).

· Quest:  While often discussed as a motif, stories can include such a prevalent quest pattern that the story can be analyzed as an example of the quest genre.  As such, quests tend to follow some of the rules established in older, traditional cultural examples.  For instance, in Western culture, quests tend to incorporate elements of such epics as Homer’s The Odyssy and Milton’s Paradise Lost.  These include:  a hero who is clever, a goal which is worthy but difficult, and helping and blocking characters.  Modern quests can include allusions to such epics; a good example would be James Joyce’s Ulysses; together with such devices as catalogues, extensive lists of personnel or arms; or interference from the gods.  Modern novels, such as Ralph Ellison’s Invisible Man can include such quest motifs as a hero’s visit in hell, usually metaphorical. A bildungsroman, which can be seen as one special sort of quest, has parallel elements; for example, the hero, besides being young, should be sensitive; the goal is growing up to become a successful member of your culture; and there are mentors, who help.  Blocking characters can be people who should be helpers or mentors but turn out to be barriers to the hero’s progress.  The search for knowledge is almost always part of both quests and bildungsromane.
· Simile:  Similar to a metaphor, except that the words “as” or “like” are used, making the comparison less direct, as in “Love is like a rose.”  As you read the excerpts assigned, notice how often food is used symbolically in metaphors and in similes.

· Structuralism:  As the name implies, this school of criticism is useful in comparative analyses of movements or structures common to many stories.  For instance, movement from civilization to the pastoral to the wilderness is common in novels, especially those examining various aspects of the American dream.  Since such novels as The Great Gatsby, Invisible Man, Pet Sematary and Beloved, all express our complex and contradictory American relationship with nature, they all lend themselves, to one extent or another, to this “civilization-pastoral-wilderness” structural analysis.  Because of its focus on form and function, structuralism lends itself well to graphic teaching aids such as Venn diagrams, tables and concept maps.  Structuralist literary analysis has its origins in cultural anthropology and the works of Ferdinand de Saussure.
· Symbol:  “ . . . something that is itself and also stands for something else . . . as a flag is a piece of colored cloth that stands for a country. . . . In a literary sense a symbol combines a literal and sensuous quality with an abstract or suggestive aspect. . . . The symbol evokes an object that suggests the meaning” (466).  In other words, a symbol is a concrete or real object that is meant to remind you of some abstract quality or idea, as a valentine heart may represent love or an apple may represent something tempting and forbidden.

· Theme:  An artist’s overall message as expressed by the plot, characters, setting, and language.  In more sophisticated works of literature, this usually can’t be boiled down to a simple aphorism such as “pride goeth before a fall,” although this is quite often part of an artist’s theme.  (See hubris, for example.)  Themes, as opposed to simple subject-matter, require a full sentence to explain, often expressing tension between two values, such as altruism and selfishness, or aspirations of the spirit and appetites of the flesh.  [See, also motif.] 
· Tragedy:  As opposed to comedy, tragedy reveals a more pessimistic perspective on life wherein a tragic hero suffers a fall, which often includes death.  This fall is caused by a combination of fate, and, at least, in part, some facet of his or her own character.  While the personal cause of this fall is often labeled a “tragic flaw,” this is based on an inaccurate translation of the Greek word hamartia, which means a characteristic, not necessarily a flaw.  My favorite example is Hamlet’s reluctance to kill, which, although admirable in normal circumstances, combines with his evil fate to undo him.  Tragic heroes are also basically good people with whom we are meant to identify.  As does the word “comedy,” tragedy also derives from ancient Greek religious ritual, as reflected in its origin, the Greek word tragōidia or “goat-song,” from tragos (goat), and aidein (to sing).  Where comedy is rooted in religious celebration, tragedy is rooted in religious sacrifice.  Watching or reading tragedy should evoke, not laughter and good cheer, but terror and pity.
