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                                 LES OBJECTIFS DU COURS 

 

Objectif général: When in the lead-up of these sessions lessons offered, my students have to be able to figure out 

the features of a short story.   

 

Objectives spécifiques:  When in the lead-up to these sessions lessons offered, my students have to 

1- Detect and select the characteristics of a short story 

2- Comprehend the evolution of the genre 

3- Be fully impregnated with the different styles and types of short stories    

 
           LES PRE-REQUIS 



Students have to be endowed with the basic elements of a story. They also have to set forth what they know 

about short stories and their knowledge will be assessed. I will have a selected remedial time with them to spruce 

up their ideas and backgrounds on short stories.   
                      
                     CONTENU DU COURS 

INTRODUCTION 

I-ANALYSIS OF THE GENRE 

       ALICE WALKER’S STYLE AND PENNING DOWN OF HER SHORT STORIES 

       UNDERSTANDING THE PHILOSOPHY OF WOMANISM 

       BETWEEN THE LINES OF ALICE WALKER MINDSET  

II-IN-DEPTH HISTORY OF THE GENRE 

     ORIGIN 

     THE AMERICAN SHORT STORY  

     THE AFRICAN-AMERICAN SHORT STORY OF THE 1980’S  

     EMERGENCE OF THE MODERN SHORT STORY 

III-RESPECT FOR THE SHORT STORY 

IV-HOW TO ANALYSE A SHORT STORY  

V-ALICE WALKER, HER SHORT STORIES AND LEGACIES  

CONCLUSION   

 

 
                                                             PROGRAMME DU COURS 

  
 Numéros de séance et jours       

                     
            CONTENU 

Séance 1 

jour : 

INTRODUCTION 

I-ANALYSIS OF THE GENRE 

       ALICE WALKER’S STYLE AND PENNING DOWN     

       OF HER SHORT STORIES 

 
Séance 1 

Jour : 
UNDERSTANDING THE PHILOSOPHY OF 

WOMANISM 

       BETWEEN THE LINES OF ALICE WALKER 

MINDSET  

II-IN-DEPTH HISTORY OF THE GENRE 

     ORIGIN 

     THE AMERICAN SHORT STORY 



Séance 1 

Jour : 
THE AFRICAN-AMERICAN SHORT STORY OF THE 

1980’S  

     EMERGENCE OF THE MODERN SHORT STORY 

 
Séance 1 

Jour : 
III-RESPECT FOR THE SHORT STORY 

IV-HOW TO ANALYSE A SHORT STORY  

 
Séance 1 

Jour : 
V-ALICE WALKER, HER SHORT STORIES AND 

LEGACIES  

 

CONCLUSION   

 

 

 

 
                                             METHODES ET STRATEGIES PEDAGOGIQUES  

La pédagogie active et la méthode inductive seront utilisées pour construire les connaissances qui seront d’ailleurs 

mobilisées à partir des propres connaissances des étudiants. Ma stratégie pédagogique consistera à mettre l’étudiant 

au centre du processus de début et de fin d’apprentissage. Les renforcements positifs et négatifs, au cours des 

séances,  viendront pour les uns renforcer les acquis et pour les autres ce qui n’est pas bien perçus en vue que ce 

qui n’est pas compris puissent être revisité.  

Je ferai expliciter le raisonnement clinique du cours par l’étudiant,  en lui demandant de le résumer la séance 

précédente en en deux ou trois phrases et d’indiquer quelles hypothèses et recours diagnostiques qu’il retient 

et rejette, en expliquant les éléments du recueil des données qui lui permettent de soutenir certaines 

hypothèses et d’en exclure d’autres. Si l’effectif des étudiants me le permet, je ferai régulièrement l’option 

de travail en petit groupes au sein desquels des idées, des sujets et des hypothèses seront discutées et débattues 

pour en faire sortir des résultats qui seront soumis à l’appréciation des autres groupes. Les autres serviront à 

la fois d’aiguillon et d’outils ressources.     

  

  

 

 

                                                              LANGUE D’ENSEIGNEMENT 

                          Anglais 

 



                     
                    MODALITES D’EVALUATION 

 

Le contrôle des connaissances sur l’ensemble des cours que je dispenserai se 

fera sur trois étapes à intervalle de chaque tiers du contenu et du chrono- 

programme. Elles se feront selon les modèles certificatif, normatif  et critérié. 

Les évaluations certificative  et normative  couteront pour 40%, tandis que celle 

citérieé fera les 60% du reste évaluatif.   
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Short story 
LITERATURE 

  

Short story, brief fictional prose narrative that is shorter than a novel and that 

usually deals with only a few characters. 

The short story is usually concerned with a single effect conveyed in only one or a 

few significant episodes or scenes. The form encourages economy of setting, concise 

narrative, and the omission of a complex plot; character is disclosed in action and 

dramatic encounter but is seldom fully developed. Despite its relatively limited 

scope, though, a short story is often judged by its ability to provide a “complete” or 

satisfying treatment of its characters and subject. 

Before the 19th century the short story was not generally regarded as a 

distinct literary form. But although in this sense it may seem to be a uniquely 

modern genre, the fact is that short prose fiction is nearly as old as language itself. 

Throughout history humankind has enjoyed various types of brief narratives: 

jests, anecdotes, studied digressions, short allegorical romances, moralizing fairy 

tales, short myths, and abbreviated historical legends. None of these constitutes a 

short story as it has been defined since the 19th century, but they do make up a large 

part of the milieu from which the modern short story emerged. 

  

Analysis of the Genre  

As a genre, the short story received relatively little critical attention through the 

middle of the 20th century, and the most valuable studies of the form were often 

limited by region or era. In his The Lonely Voice (1963), the Irish short story 

writer Frank O’Connor attempted to account for the genre by suggesting that stories 

are a means for “submerged population groups” to address a dominating community. 

Most other theoretical discussions, however, were predicated in one way or another 

on Edgar Allan Poe’s thesis that stories must have a compact unified effect. 

  

By far the majority of criticism on the short story focused on techniques of writing. 

Many, and often the best of the technical works, advise the young reader—alerting 

the reader to the variety of devices and tactics employed by the skilled writer. On the 

other hand, many of these works are no more than treatises on “how to write stories” 

for the young writer rather than serious critical material. 
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The prevalence in the 19th century of two words, “sketch” and “tale,” affords one 

way of looking at the genre. In the United States alone there were virtually hundreds 

of books claiming to be collections of sketches (Washington Irving’s The Sketch 

Book, William Dean Howells’s Suburban Sketches) or collections of tales 

(Poe’s Tales of the Grotesque and Arabesque, Herman Melville’s The Piazza Tales). 

These two terms establish the polarities of the milieu out of which the modern short 

story grew. 

The tale is much older than the sketch. Basically, the tale is a manifestation of a 

culture’s unaging desire to name and conceptualize its place in the cosmos. It 

provides a culture’s narrative framework for such things as its vision of itself and its 

homeland or for expressing its conception of its ancestors and its gods. Usually filled 

with cryptic and uniquely deployed motifs, personages, and symbols, tales are 

frequently fully understood only by members of the particular culture to which they 

belong. Simply, tales are intracultural. Seldom created to address an outside culture, 

a tale is a medium through which a culture speaks to itself and thus perpetuates its 

own values and stabilizes its own identity. The old speak to the young through tales. 

  

The sketch, by contrast, is intercultural, depicting some phenomenon of one culture 

for the benefit or pleasure of a second culture. Factual and journalistic, in essence the 

sketch is generally more analytic or descriptive and less narrative or dramatic than 

the tale. Moreover, the sketch by nature is suggestive, incomplete; the tale is 

often hyperbolic, overstated. 

The primary mode of the sketch is written; that of the tale, spoken. This difference 

alone accounts for their strikingly different effects. The sketch writer can have, or 

pretend to have, his eye on his subject. The tale, recounted at court or campfire—or 

at some place similarly removed in time from the event—is nearly always a re-

creation of the past. The tale-teller is an agent of time, bringing together a culture’s 

past and its present. The sketch writer is more an agent of space, bringing an aspect 

of one culture to the attention of a second. 

It is only a slight oversimplification to suggest that the tale was the only kind of short 

fiction until the 16th century, when a rising middle class interest in social realism on 

the one hand and in exotic lands on the other put a premium on sketches of 

subcultures and foreign regions. In the 19th century certain writers—those one might 

call the “fathers” of the modern story: Nikolay Gogol, Hawthorne, E.T.A. 

Hoffmann, Heinrich von Kleist, Prosper Mérimée, Poe—combined elements of the 

tale with elements of the sketch. Each writer worked in his own way, but the general 

effect was to mitigate some of the fantasy and stultifying conventionality of the tale 

and, at the same time, to liberate the sketch from its bondage to strict factuality. The 

modern short story, then, ranges between the highly imaginative tale and the 

photographic sketch and in some ways draws on both.  

The short stories of Ernest Hemingway, for example, may often gain their force from 

an exploitation of traditional mythic symbols (water, fish, groin wounds), but they 

are more closely related to the sketch than to the tale. Indeed, Hemingway was able 

at times to submit his apparently factual stories as newspaper copy. In contrast, the 

stories of Hemingway’s contemporary William Faulkner more closely resemble the 
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tale. Faulkner seldom seems to understate, and his stories carry a heavy flavour of 

the past. Both his language and his subject matter are rich in traditional material. A 

Southerner might well suspect that only a reader steeped in sympathetic knowledge 

of the traditional South could fully understand Faulkner. Faulkner may seem, at 

times, to be a Southerner speaking to and for Southerners. But, as, by virtue of their 

imaginative and symbolic qualities, Hemingway’s narratives are more than 

journalistic sketches, so, by virtue of their explorative and analytic qualities, 

Faulkner’s narratives are more than Southern tales. 

Whether or not one sees the modern short story as a fusion of sketch and tale, it is 

hardly disputable that today the short story is a distinct and autonomous, though 

still developing, genre.  

 
 

History 

Origins 

The evolution of the short story first began before humans could write. To aid in 

constructing and memorizing tales, the early storyteller often relied on stock phrases, 

fixed rhythms, and rhyme. Consequently, many of the oldest narratives in the world, 

such as the ancient Babylonian tale the Epic of Gilgamesh, are in verse. Indeed, most 

major stories from the ancient Middle East were in verse: “The War of the Gods,” 

“The Story of Adapa” (both Babylonian), “The Heavenly Bow,” and “The King Who 

Forgot” (both Canaanite). Those tales were inscribed in cuneiform on clay during the 

2nd millennium BCE. 

From Egypt to India 
The earliest tales extant from Egypt were composed on papyrus at a comparable 

date. The ancient Egyptians seem to have written their narratives largely in prose, 

apparently reserving verse for their religious hymns and working songs. One of the 

earliest surviving Egyptian tales, “The Shipwrecked Sailor” (c. 2000 BCE), is clearly 

intended to be a consoling and inspiring story to reassure its aristocratic audience 

that apparent misfortune can in the end become good fortune. Also recorded during 

the 12th dynasty were the success story of the exile Sinuhe and the moralizing 

tale called “King Cheops [Khufu] and the Magicians.” The provocative and 

profusely detailed story “The Tale of Two Brothers” (or “Anpu and Bata”) was 

written down during the New Kingdom, probably around 1250 BCE. Of all the early 

Egyptian tales, most of which are baldly didactic, this story is perhaps the richest in 

folk motifs and the most intricate in plot. 

The earliest tales from India are not as old as those from Egypt and the Middle East. 

The Brahmanas (c. 900–700 BCE) function mostly as theological appendixes to 

the Vedas, but a few are composed as short instructional parables. Perhaps more 

interesting as stories are the later tales in the Pali language, the Jatakas. Although 
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these tales have a religious frame that attempts to recast them as 

Buddhist ethical teachings, their actual concern is generally with secular behaviour 

and practical wisdom. Another, nearly contemporaneous collection of Indian tales, 

the Panchatantra (c. 100 BCE–500 CE), has been one of the world’s most-popular 

books. This anthology of amusing and moralistic animal tales, akin to those of 

“Aesop” in Greece, was translated into Middle Persian in the 6th century; into Arabic 

in the 8th century; and into Hebrew, Greek, and Latin soon thereafter. Sir Thomas 

North’s English translation appeared in 1570. Another noteworthy collection 

is Kathasaritsagara (“Ocean of Rivers of Stories”), a series of tales assembled and 

recounted in narrative verse in the 11th century by the Sanskrit writer Somadeva. 

Most of those tales come from much older material, and they vary from the fantastic 

story of a transformed swan to a more probable tale of a loyal but misunderstood 

servant.. 

During the 2nd, 3rd, and 4th centuries BCE, the sophisticated narratives that are now 

a part of the Hebrew Bible and the Apocrypha were first written down. The book of 

Tobit displays an unprecedented sense of ironic humour; Judith creates an 

unrelenting and suspenseful tension as it builds to its bloody climax; the story of 

Susanna, the most compact and least fantastic in the Apocrypha, develops a three-

sided conflict involving the innocent beauty of Susanna, the lechery of the elders, 

and the triumphant wisdom of Daniel. The books of Ruth, Esther, and Jonah hardly 

need mentioning to those familiar with biblical literature: they may well be among 

the most-famous stories in the Judeo-Christian tradition. 

Nearly all of the ancient tales, whether from Israel, India, Egypt, or the Middle East, 

were fundamentally didactic. Some of those ancient stories preached by presenting 

an ideal for readers to imitate. Others tagged with a “moral” were more direct. Most 

stories, however, preached by illustrating the success and joy that was available to 

the “good” individual and by conveying a sense of the terror and misery that was in 

store for the wayward. 

  
  

Emergence of the modern short story 

The 19th century 

The modern short story emerged almost simultaneously in Germany, the United 

States, France, and Russia. In Germany there had been relatively little difference 

between the stories of the late 18th century and those in the older tradition of 

Boccaccio. In 1795 Goethe contributed a set of stories to Friedrich 

Schiller’s journal, Die Horen, that were obviously created with the Decameron in 

mind. Significantly, Goethe did not call them “short stories” (Novellen) although the 

term was available to him. Rather, he thought of them as “entertainments” for 

German travelers (Unterhaltungen deutscher Ausgewanderten). Friedrich Schlegel’s 
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early discussion of the short narrative form, appearing soon after Goethe’s 

“entertainments,” also focused on Boccaccio (Nachrichten von den poetischen 

Werken des G. Boccaccio, 1801). 

But a new type of short fiction was near at hand—a type that accepted some of the 

realistic properties of popular journalism. In 1827, 32 years after publishing his own 

“entertainments,” Goethe commented on the difference between the newly emergent 

story and the older kind. “What is a short story,” he asked, “but an event which, 

though unheard of, has occurred? Many a work which passes in Germany under the 

title ‘short story’ is not a short story at all, but merely a tale or what else you would 

like to call it.” Two influential critics, Christoph Wieland and Friedrich 

Schleiermacher, also argued that a short story properly concerned itself with events 

that actually happened or could happen. A short story, for them, had to be realistic. 

Perhaps sensitive to this qualification, Heinrich von Kleist and E.T.A.  

 Hoffmann called their short works on fabulous themes “tales” (Erzählungen). 

Somewhat like Poe, Kleist created an expression of human problems, 

partly metaphysical and partly psychological, by dramatizing humankind’s 

confrontations with a fantastic, chaotic world. Hoffmann’s intriguing tales of exotic 

places and of supernatural phenomena were very likely his most influential. 

Another important writer, Ludwig Tieck, explicitly rejected realism as the 

definitive element in a short story. As he noted in his preface to the 1829 collection 

of his works and as he demonstrated in his stories, Tieck envisioned the short story 

as primarily a matter of intensity and ironic inversion. A story did not have to be 

realistic in any outward sense, he claimed, so long as the chain of consequences 

was “entirely in keeping with character and circumstances.” By allowing the writer 

to pursue an inner, and perhaps bizarre, reality and order, Tieck and the others kept 

the modern story open to nonjournalistic techniques. 

 

In the United States, the short story, as in Germany, evolved in two strains. On the 

one hand there appeared the realistic story that sought objectively to deal with 

seemingly real places, events, or persons. The regionalist stories of the second half 

of the 19th century (including those by George W. Cable, Bret Harte, Sarah Orne 

Jewett) are of this kind. On the other hand, there developed the impressionist story, 

a tale shaped and given meaning by the consciousness and psychological attitudes of 

the narrator. Predicated upon this element of subjectivity, these stories seem less 

objective and are less realistic in the outward sense. Of this sort are Poe’s tales in 

which the hallucinations of a central character or narrator provide the details and 

facts of the story. Like the narrators in “The Tell-Tale Heart” (1843) and “The Imp 

of the Perverse” (1845), the narrator of “The Fall of the House of Usher” (1839) so 

distorts and transforms what he sees that the reader cannot hope to look objectively 

at the scene. Looking through an intermediary’s eyes, the reader can see only the 

narrator’s impressions of the scene. 

 

Some writers contributed to the development of both types of story. Washington 

Irving wrote several realistic sketches (The Sketch Book, 1819–20; The Alhambra, 

1832) in which he carefully recorded appearances and actions. Irving also wrote 
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stories in which the details were taken not from ostensible reality but from within a 

character’s mind. Much of the substance of “The Stout Gentleman” (1821), for 

example, is reshaped and recharged by the narrator’s fertile imagination; “Rip Van 

Winkle” (1819) draws upon the symbolic surreality of Rip’s dreams.  

 

The short prose of Nathaniel Hawthorne illustrates that neither type of modern story, 

however, has exclusive rights to the use of symbol. On a few occasions, as in “My 

Kinsman, Major Molineux” (1832), Hawthorne’s stories are about symbolic events 

as they are viewed subjectively by the central character. Hawthorne’s greater gift, 

however, was for creating scenes, persons, and events that strike the reader as being 

actual historical facts and also as being rich in symbolic import. “Endicott and the 

Red Cross” (1837) may seem little more than a photographic sketch of a tableau out 

of history (the 17th-century Puritan leader cuts the red cross of St. George out of the 

colonial flag, the first act of rebellion against England), but the details are symbols 

of an underground of conflicting values and ideologies.  
 

Several American writers, from Poe to Henry James, were interested in the 

“impressionist” story that focuses on the impressions registered by events on the 

characters’ minds, rather than the objective reality of the events themselves. 

In Herman Melville’s “Bartleby the Scrivener” (1856) the narrator is a man who 

unintentionally reveals his own moral weaknesses through his telling of the story of 

Bartleby. Mark Twain’s tales of animals (“The Celebrated Jumping Frog,” 1865; 

“The Story of Old Ram,” 1872; “Baker’s Blue Jay Yarn,” 1879), all impressionist 

stories, distort ostensible reality in a way that reflects on the men who are 

speaking. Ambrose Bierce’s famous “An Occurrence at Owl Creek Bridge” (1891) 

is another example of this type of story in which the reader sees a mind at work—

distorting, fabricating, and fantasizing—rather than an objective picture of actuality. 

In contrast, William Dean Howells usually sought an objectifying aesthetic distance. 

Though Howells was as interested in human psychology and behaviour as any of the 

impressionist writers, he did not want his details filtered through a biassed, and thus 

distorting, narrator. Impressionism, he felt, gave license for falsifications; in the 

hands of many writers of his day, it did in fact result in sentimental romanticizing. 

  

But in other hands the impressionist technique could subtly delineate human 

responses. Henry James was such a writer. Throughout his prefaces to the New York 

edition of his works, the use of an interpreting “central intelligence” is constantly 

emphasized. “Again and again, on review,” James observes, “the shorter things in 

especial that I have gathered into [the Edition] have ranged themselves not as my 

own impersonal account of the affair in hand, but as my account of somebody’s 

impression of it.” This use of a central intelligence, who is the 

“impersonal author’s concrete deputy or delegate” in the story, allows James all the 

advantages of impressionism and, simultaneously, the freedom and mobility 

common to stories narrated by a disembodied voice. 
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Respect for the story 

In at least one way, 19th-century America resembled 16th-century Italy: there was 

an abundance of second- and third-rate short stories. And, yet, respect for the form 

grew substantially, and most of the great artists of the century were actively 

participating in its development. The seriousness with which many writers and 

readers regarded the short story is perhaps most clearly evident in the amount and 

kind of critical attention it received. James, Howells, Harte, Twain, Melville, and 

Hawthorne all discussed it as an art form, usually offering valuable insights, though 

sometimes shedding more light on their own work than on the art as a whole. 

But the foremost American critic of the short story was Edgar Allan Poe. Himself a 

creator of influential impressionist techniques, Poe believed that the definitive 

characteristic of the short story was its unity of effect. “A skillful literary artist has 

constructed a tale,” Poe wrote in his review of Hawthorne’s Twice-Told Tales in 

1842. 
If wise, he has not fashioned his thoughts to accommodate his incidents; but having 

conceived, with deliberate care, a certain unique or single effect to be wrought out, he then 

invents such incidents—he then combines such events as may best aid him in establishing this 

preconceived effect. If his very initial sentence tend not to the out-bringing of this effect, then 

he has failed in his first step. In the whole composition there should be no word written of 

which the tendency, direct or indirect, is not to the one pre-established design. 

  

Poe’s polemic primarily concerns craftsmanship and artistic integrity; it hardly 

prescribes limits on subject matter or dictates technique. As such, Poe’s thesis 

leaves the story form open to experimentation and to growth while it demands that 
the form show evidence of artistic diligence and seriousness.  

 

How to Analyze a Short Story 

  

What Is a Short Story? 

A short story is a work of short, narrative prose that is usually centered around one single 

event. It is limited in scope and has an introduction, body and conclusion. Although a short 

story has much in common with a novel (See How to Analyze a Novel), it is written with 

much greater precision. You will often be asked to write a literary analysis. An analysis of a 

short story requires basic knowledge of literary elements. The following guide and questions 

may help you: 
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Setting 

Setting is a description of where and when the story takes place. In a short story there are 

fewer settings compared to a novel. The time is more limited. Ask yourself the following 

questions: 

 How is the setting created? Consider geography, weather, time of day, social 

conditions, etc. 

 What role does setting play in the story? Is it an important part of the plot or theme? Or 

is it just a backdrop against which the action takes place? 

Study the time period, which is also part of the setting, and ask yourself the following: 

 When was the story written? 

 Does it take place in the present, the past, or the future? 

 How does the time period affect the language, atmosphere or social circumstances of 

the short story? 

Characterization 

Characterization deals with how the characters in the story are described. In short stories there 

are usually fewer characters compared to a novel. They usually focus on one central character 

or protagonist. Ask yourself the following: 

 Who is the main character? 

 Are the main character and other characters described through dialogue – by the way 

they speak (dialect or slang for instance)? 

 Has the author described the characters by physical appearance, thoughts and feelings, 

and interaction (the way they act towards others)? 

 Are they static/flat characters who do not change? 

 Are they dynamic/round characters who DO change? 

 What type of characters are they? What qualities stand out? Are they stereotypes? 

 Are the characters believable? 

Plot and structure 

The plot is the main sequence of events that make up the story. In short stories the plot is 

usually centered around one experience or significant moment. Consider the following 

questions: 

 What is the most important event? 

 How is the plot structured? Is it linear, chronological or does it move around? 

 Is the plot believable? 



Narrator and Point of view 

The narrator is the person telling the story.  Consider this question: Are the narrator and the 

main character the same? 

By point of view we mean from whose eyes the story is being told. Short stories tend to be 

told through one character’s point of view. The following are important questions to consider: 

 Who is the narrator or speaker in the story? 

 Does the author speak through the main character? 

 Is the story written in the first person “I” point of view? 

 Is the story written in a detached third person “he/she” point of view? 

 Is there an “all-knowing” third person who can reveal what all the characters are 

thinking and doing at all times and in all places? 

Conflict 

Conflict or tension is usually the heart of the short story and is related to the main character. 

In a short story there is usually one main struggle. 

 How would you describe the main conflict? 

 Is it an internal conflict within the character? 

 Is it an external conflict caused by the surroundings or environment the main character 

finds himself/herself in? 

Climax 

The climax is the point of greatest tension or intensity in the short story. It can also be the 

point where events take a major turn as the story races towards its conclusion. Ask yourself: 

 Is there a turning point in the story? 

 When does the climax take place? 

Theme 

The theme is the main idea, lesson, or message in the short story. It may be an abstract idea 

about the human condition, society, or life. Ask yourself: 

 How is the theme expressed? 

 Are any elements repeated and therefore suggest a theme? 

 Is there more than one theme? 

Style 



The author’s style has to do with his or her vocabulary, use of imagery, tone, or the feeling of 

the story. It has to do with the author’s attitude toward the subject. In some short stories the 

tone can be ironic, humorous, cold, or dramatic. 

 Is the author’s language full of figurative language? 

 What images are used? 

 Does the author use a lot of symbolism? Metaphors (comparisons that do not use “as” 

or “like”) or similes (comparisons that use “as” or “like”)? 

Your literary analysis of a short story will often be in the form of an essay where you may be 

asked to give your opinions of the short story at the end. Choose the elements that made the 

greatest impression on you. Point out which character/characters you liked best or least and 

always support your arguments. 

 


