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ABSTRACT

The Common Core State Standards—a series of standards adopted by almost
all 50 states—are currently changing the conversation about important skills needed in
the English Language Arts high school classroom. To succeed, students need to read a
text, and analyze the specific choices of language an author makes in order to create
meaning. However, students are historically unsuccessful at literary interpretation,
often unable to provide specific textual evidence to support their claims (Marshall,
2000). Researchers hypothesized that students struggle to see patterns in a work of
pure-text, for this is an abstract concept. To make the concept of literary patterns more
concrete, researchers taught nineteen 9" grade students to analyze patterns first in the
visual form of short graphic novel passages, then in pure-text forms. Participants
completed a pretest to evaluate their analytical skills before any instruction, and a
posttest after the two 90-minute sessions. After instruction, students produced higher
quality essays and provided more specific textual evidence to support their

interpretations.
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Chapter 1
INTRODUCTION
1.1 Issues Finding Meaning in Literature
Introduction to Poetry

Billy Collins

| ask them to take a poem
and hold it up to the light
like a color slide

or press an ear against its hive.

| say drop a mouse into a poem
and watch him probe his way out,

or walk inside the poem’s room
and feel the walls for a light switch.

| want them to waterski

across the surface of a poem

waving at the author’s name on the shore.
But all they want to do

is tie the poem to a chair with rope

and torture a confession out of it.
They begin beating it with a hose
to find out what it really means.

In this iconic poem, Billy Collins raises an important question about how
readers conceptualize their relationship with a piece of literature. His is an important
question because throughout the 20" century, literary critics debated the reader’s role
in interpreting texts. Are literary texts objects that hold their own objective meaning,

independent of, and hidden from the reader? If so, perhaps the Jack Bauer torture



approach described above is the only way to find meaning in literature. On the other
hand, can literary texts mean whatever the reader wants them to mean, acting as a
blank canvas for the reader’s interpretations, independent of the author’s intentions?
I’'m not sure Collins would agree with this idea either. Instead, in “Introduction to
Poetry” Collins seems to advocate for readers’ active and varied participation with the
literature’s elements—asking them to “listen to its hive,” or “waterski” across its
surface—rather than imposing an entirely personal meaning that neglects the author’s
creative ideas that are embodied in the text. Both text and reader must be active in the
interpretive process, what Louise Rosenblatt has called a “transactional approach” to
literary interpretation (Rosenblatt, 1978).

However even though Billy Collins seems to offer a “transactional” middle
ground, these two competing perspectives—that literature holds meaning independent
of the reader, or that literature holds only the meaning a reader ascribes to it—have
dominated both literary criticism and high school English classrooms in the 20™
century. Unfortunately, these views also represent a false dichotomy for those who
would seek to interpret literary texts, and they create confusion for both teachers and
students as they try to engage literature in ELA classrooms.

For instance, although these approaches seem drastically contradictory, many
students receive both types throughout their English class experiences. Our generic
student, Jane, may go through her schooling experience receiving a number of mixed
messages about what literature is and how we can derive meaning from it. In 9" grade,

Mr. Johnston might ask her to read literature, and write down “the meaning,” implying



that there is only one meaning and that it is hidden somewhere in the words, ignoring
the reader’s experience of the piece. In 10" grade, Mrs. Ferrill might ask her to read a
different literary passage, write how it makes her feel and what the piece means to her,
implying that her personal responses to the piece are more important than the message
the author of the text is trying to convey. In 11" grade, her teacher again might ask for
“the meaning” of the piece, and in 12" grade, her teacher may ask what the piece
means to her. Here, Jane is experiencing the confusion inherent in the implicit
pedagogical approaches that are based on formalist, and reader-response criticisms.
Although teachers may want their students to engage in a variety of interpretive acts,
for Jane and other students who experience these mixed messages about literature,
English class becomes a strange puzzle where the corners seem to shift and there are
always a few missing pieces. Does the literature contain the meaning? Do | contain the
meaning?

The Common Core State Standards (CCSS) are changing the conversation in
ELA classrooms, because they present a framework of literary engagement that is
more aligned with Billy Collins’ view of reader AND text as active in the meaning-
making process (Common Core, 2010). First, the CCSS repeatedly emphasize the use
of “relevant and sufficient evidence” as a strong indicator of ELA success. The
following standards below demonstrate this focus. Students will be able to:

Cite strong and thorough textual evidence to support analysis of what

the text says explicitly as well as inferences drawn from the text

(CCSS.ELA-LITERACY.RL.9-10.1)



Determine the meaning of words and phrases as they are used in the

text, including figurative and connotative meanings; analyze the

cumulative impact of specific word choices on meaning and tone (e.g.,

how the language evokes a sense of time and place; how it sets a formal

or informal tone) (CCSS.ELA-LITERACY.RL.9-10.4)

Write arguments to support claims in an analysis of substantive topics

or texts, using valid reasoning and relevant and sufficient evidence

(CCSS.ELA.LITERACY.W.9-10.1)

These standards require teachers to instruct students in how to make claims and use
supporting evidence for their arguments about the meaning of texts. However, because
these standards require attention to text features and textual elements, strictly reader-
response oriented approaches to literary criticism and interpretation are no longer
viable. According to the CCSS, in order for students to become better readers, writers,
and thinkers inside and outside of the classroom, students must pay attention to
relevant text features and how these features shape meaning and impact the reader
(NGA & CCSSO, 2010; Lewis, Walpole & McKenna, 2014).

Traditionally, this type of reading has been called “close reading.” Close
reading is an ELA skill that provides students an interpretive foothold for reading and
interpreting texts by focusing on textual elements created by the writer. That being
said, definitions and terminology around close reading vary to a large degree. | have
seen close reading framed as a way of purposefully annotating texts (Stuart, 2014). I

have seen in my classroom observations close reading described as the number of



times a text should be read in order for the reading to qualify as “close.” Further
confusing matters, when definitions are provided for close reading, they often describe
the process of close reading, but lack the specificity needed to actually perform the
skill. For instance in Doug Fisher’s (2012) definition he describes close reading as “a
careful and purposeful rereading of a text. It’s an encounter with the text where
students really focus on what the author had to say, what the author’s purpose was,
what the words mean, and what the structure of the text tell us” (0:25). While this type
of definition may be a good starting place for understanding close reading, without
further elaboration, it does not provide students with concrete and explicit skills they
can take into a reading of a text.

With no clear definition or guidelines it is no wonder, then, that students are
often confused by close reading, and are not successful when they are assessed on
these skills. On Delaware’s Smarter Balanced assessment—which is aligned with the
CCSS and requires close reading skills—Delaware students scored just over 50%
proficient in the English Language Arts (Smarter Balanced 2015). This statistic shows
that, at least according to this measure, many students are struggling to grasp the
interpretive skills needed to be successful in ELA. Educators anticipated low scores
because this was the first year the test was administered in Delaware. However, this
statistic also backs the claims of other researchers who have asserted that students
struggle to create their own literary interpretations of complex texts (Marshall 2000),
and often lack the skills needed to go beyond basic plot summary to engage with a

text’s thematic content (Persky, Daane & Jin, 2003).



The intent in this thesis project, therefore, is to effectively teach students
“close reading” skills so that they can more effectively interpret literature and the
impact of authorial choices on the reader. However, this task can be hard to achieve
for students in a purely textual format. Many students just see words on a page, and
struggle to see the important patterns of language that authors choose. For this reason,
my thesis project will teach students close reading skills first in a visual format, then
move systematically toward a purely textual format. | will do this by introducing close
reading skills with high interest, young adult graphic novels, and then transition
students into the use of these skills with traditional print texts. | believe that
systematically teaching the skill of close reading with texts within an informed
paradigm of critical literary theory, will help students to be more successful readers
and writers of the word and world (Freire & Macedo 1987).
1.2 Why Graphic Novels: The Case for Close Reading Visual Texts First

At its most basic level, close reading involves observing and analyzing patterns
and deviations from those patterns in texts, and students need to build the necessary
skills to see the patterns in the first place. However, this can be difficult in a purely
textual format because students are devoting cognitive energy to base-level
comprehension, rather than the close reading task. According to Biebrich (2006),
“Visualization impacts the motivation to read tremendously. Without making mental
pictures a great deal of understanding is lost. Many reluctant or non-readers are unable

to form mental pictures and need concrete images to aid their understanding” (p. 17).



Students who are struggling to visualize a text will be too bogged down in
comprehension issues to substantively close read.

How then, can teachers help students “form mental pictures...and concrete
images to aid their understanding?” By beginning to close read in the graphic novel
form first, students have direct images to assist in their visualization process. Graphic
novels, therefore, reduce the cognitive load students need to devote to visualization
and comprehension, therefore leaving more cognition available for the higher-level
close reading task. This process is immensely helpful for reluctant readers and English
language learners—two populations who often struggle with language and content
learning (Gottlieb, 2006; Cary, 2004; Chun, 2009).

Graphic novels, in both research and practice, are shown to be a highly
motivating medium for many students, engaging readers on emotional, cognitive, and
visual levels (Heany, 2007). Many students are excited to work with this form in the
English classroom. For that reason, graphic novels provide students with motivating
content through which they learn essential ELA skills. Additionally, the graphic novel
form serves to test one of my underlying hypotheses for this thesis: it is easier for
students to observe and analyze patterns in visual media than in purely textual media.
The ease with which students learn in visual media may be related to a contemporary
emphasis on visual media in film, TV, advertisements, and video games. It may also
be related to many people having a visual learning style (Gardner, 1985). It may also
be related to the excitement students feel when experiencing a new way of learning,

considering that a large amount of school learning is conveyed through auditory or



textual means. Regardless of its causes, | have observed in my time as both a student
and pre-service teacher that many students begin to grasp concepts when they are first
presented visually. This is further supported by the work of Lewis and McKenna
(2013) which finds success when beginning new text sets with visual texts first. For
that reason, this thesis tests how students learn close reading when it is presented in a
visual format first.

My goal is to both build students’ visual literacy through this project, as well
as provide the scaffolding needed to engage with the challenging skill of close
reading. Students struggle to see patterns in text. This project therefore teaches
students to see patterns in a visual medium first, where they can build observation and
analysis skills that will transfer to pure text forms, serving as an engaging scaffold into

close reading.



Chapter 2
LITERATURE REVIEW
2.1 Literary Criticism: New Criticism

New Criticism is a type of literary criticism (method/ideology used to analyze
literature) that developed in the early 20" century. Revolutionary at its time, New
Criticism permanently changed the way many people read and think about texts. The
concept of close reading emerged from the New Critical School as they began to
analyze only a text’s words for meaning, ignoring the author’s biography. But before
we can understand New Criticism as a revolutionary movement, we must first
understand the old methods these New Critics fought against.

Throughout the 18™ and 19" centuries, literary critics worked within the
historical-biographical school of thought. These scholars, while they varied in some
degree, read texts as reflections of the author’s historical time and/or personal
biography. They might write extensively about the connections between A Tale of Two
Cities and the French Revolution. They might analyze real letters between Jane Austen
and a lover, then compare them to letters exchanged between characters in Pride and
Prejudice, speculating how Austen’s personal experiences manifested in those of her
characters. Scholars of this period would also study the etymologies and histories of
words an author used (Graff 1987). These 18" and 19" century critics saw “a literary
work chiefly, if not exclusively, as a reflection of its author’s life and times” (Guerin

2005 p. 51).



Shortly after the turn of the century, writers and critics began to push back
against this idea that texts are reflections of an author’s life or time period. Instead,
they began to focus solely on the text itself, to discover how a work of literature
functions as a self-contained aesthetic object. These critics zoomed in on the text and
how it created meaning as its own object. While there was not a manifesto or centrally
organized school of thought on this idea, the various authors’ ideas came to be known
as New Criticism (Brooks 1979).

New Critics, such as Cleanth Brooks, Robert Penn Warren, I.A. Richards, T.S.
Eliot, John Crowe Ransom, William Empson, and others began pioneering a way of
reading texts that brought focus onto the text itself, rather than the context surrounding
it. For example, they would assert that Shakespeare’s works did not persist through
time because he led a fascinating life, or that his works were perfectly representative
of the Elizabethan era. Instead, New Critics would argue that his works persist because
of the intrinsic quality of the texts themselves. But how could this quality be analyzed
or identified?

Wimsatt and Beardsley (1946) push back against the notion of authorial intent
having any purpose in the meaning of the text. In “The Intentional Fallacy,” they
claim that the author’s intention plays no part in a text’s meaning. They provide an
analogy comparing poems to both pudding and machinery. If we have pudding and
can’t tell what flavor it is, it makes no difference whether or not the author intended it
to be strawberry flavored. Regardless of the chef’s intent, the pudding is not

strawberry flavored to the general taster. They write, “critical inquiries are not settled
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by consulting the oracle” (p. 18). If the literary piece is good, all the pieces will lie in
the text itself. Wimsatt and Beardsley (1946) assert that literature is like a machine, in
that if it is working well, it should appear seamless. Our job therefore becomes that of
an observer, investigating the small parts of literature to figure out how it works so
well. They say that “poetry succeeds because all or most of what is said or implied is
relevant.” All the pieces of meaning are there. We just have to figure out how they are
working to create a beautiful piece of poetry.

But if each piece is purposeful and meaningful, wouldn’t an author had to have
intentionally written the passage that way? New Critics would agree, saying that a
good poet is bound to intentionally create moments of beauty in his or her pieces.
However, Wimsatt and Beardsley (1946) respond, “the design or intention of the
author is neither available nor desirable as a standard for judging the success of a work
of literary art” (p. 3). They would agree that great authors make intentional choices,
but vehemently discourage any literary critic from trying to claim knowledge of an
author’s intention in a given line, writing, “How is he to find out what the poet tried to
do? If the writer succeeded in doing it, then the piece itself shows what he was trying
to do.” Wimsatt and Beardsley (1946) called the pursuit of an author’s intended
meaning the “intentional fallacy,” a term which will be important later as New
Criticism moves into secondary schools in the 1950s.

So far, the New Critics have identified literary devices, meter, rhyme etc. as
the main forces that create works of literature. If the author’s intent in using these

tools does not create literature’s quality or meaning, then what does? Brooks and
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Warren (1938) assert that it is not in the mere presence of these devices that meaning
IS made:

Certainly it is not to be thought of as a group of mechanically combined

elements—meter, rhyme, figurative language, idea, and so on—put

together to make a poem as bricks are put together to make a wall. The

relationship among the elements in a poem is what is all important. If

we must compare a poem to the make-up of some physical object it

ought not to be to a wall but to something organic like a plant (p. 16)

Here, Brooks and Warren introduce the interplay of literary elements as the genesis of
literary meaning. The pieces of a poem or piece of literature do not slide into
predetermined slots like brick and mortar. Instead, good poems and literature contain
blend of elements working in conjunction with one another to create an organic,
meaningful piece (Brooks & Warren, 1938; Ransom, 1937).

Now that New Criticism had an ideological base—that texts contain meaning
in the interplay of their words, exempt from biographical-historical data—the critics
began to develop their most important contribution to literary studies: close reading.
While again, there was not a unified method of close reading among New Critics, the
practice focused on describing how a text’s structure and literary elements contributed
to its meaning. This exemplifies the process of close reading as understood by New
Critics: identifying and analyzing the relationship between literary elements of a text.

New Criticism brought close reading into the educational limelight. As teacher

candidates learned this technique in the 1950s and 60s and began teaching it in high
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schools, the new critical definition of close reading became the standard method of
literary analysis (Sperling & DiPardo, 2008). Students were taught that literary
meaning is solely derived from an author’s intention.
2.2 The Transactional Response

While New Criticism remained the dominant analytical mode throughout the
mid-20" century, scholars such as Terence Hawkes and Louise Rosenblatt pushed
back against an entirely text-centered analysis. Hawkes writes, “the critic need not
humbly efface himself before the work and submit to its demands. On the contrary, he
actively constructs its meaning: he makes the work exist,” (Hawkes, 1977, p.157).
Here, Hawkes pushes back against the idea that the work holds all of a text’s meaning,
instead asserting that the work means nothing without a reader to read it into
existence.

Louise Rosenblatt refines this idea in her work The Text, The Poem: The
Transactional Theory of the Literary Work (1978), asserting that meaning does not
come from the text or the reader alone. Instead, meaning comes from the transaction
between the reader and the text, where each continually acts upon the other to create
meaning. She writes,

Through the medium of words, the text brings into the reader's consciousness
certain concepts, certain sensuous experiences, certain images of things,
people, actions, scenes. The special meanings and, more particularly, the
submerged associations that these words have for the individual reader will

largely determine what the work communicates to him. The reader brings to
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the work personality traits, memories of past events, present needs and

preoccupations, a particular mood of the moment, and a particular physical

condition. These and many other elements in a never-to-be-duplicated

combination determine his response to the peculiar contribution of the text (p.

30-31).

Rosenblatt’s transactional response theory privileges both the reader and the
text as equally important factors in a text’s meaning.

This idea however, became—and still is—misinterpreted as teachers only
focus on the reader part of the equation. As teachers began to question the text-
centered approach to meaning, the analytical pendulum swung to a completely reader-
centered approach to meaning, where a reader’s reaction to a passage became its
whole meaning (Soter, Wilkinson, Connors, Murphy, & Shen, 2010). Soter et. al.
(2010) criticize this approach to literary analysis as one where students are
“experiencers of the text, but relatively unaware of what is playing into that
experience” (p. 205). In a purely reader-centered analysis, specific textual elements
are ignored, therefore counteracting the true definition of a transactional response.

This crossroads—between text-centered and reader-centered methods of
analysis—is where this thesis’ work lies. As students are taught to analyze the mood
of a short literary passage, they must first recognize the feeling the text has created in
them. The key is for students to then be able to recognize how the text created that
feeling, specifically through choices of diction and syntax. In teaching this skill as

transactional rather than purely New Critical or Reader-Response, this thesis attempts
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to reconcile the two extremes in the teaching of close reading in the contemporary

high school English classroom.

2.3 The Role of Graphic Novels

Many teachers across the country have begun using graphic novels to
supplement and enhance their students’ education. At this point in time however, the
research on graphic novels in the classroom is limited, which is part of the reason I
designed this study. Research does, however, show that the use of varied forms of
literature—including the use of graphic novels—does improve student motivation and
comprehension of complex texts (Allington, 2011; Guthrie, 2001; Edwards, 2009).

Graphic novel artists Scott McCloud and Gene Yang assert that the medium
lends itself particularly well to reader comprehension because of its “permanence”
(Yang, 2008 p.188). When a student watches a video, the video moves at its own pace.
The student may pause and rewind as needed, but the video will move on unless
otherwise acted upon. In the graphic novel form however, the reader is in complete
control of the pace. The reader decides when to move on to the next frame, and can
easily reread a difficult passage. The visual support, combined with the text’s
permanence, can be particularly useful in aiding the comprehension of struggling
readers and English Language Learners (Cary, 2004; Chun, 2009; Gottlieb 2006).

If graphic novels can help students comprehend what they read, my hypothesis
asks if the form’s visual characteristics can also help students learn to close read.
Fahnestock and Secor (1991) assert that literary experts look for discipline specific
patterns in literature which serve as warrants for their ideas. This is, in essence, close
reading: identifying patterns in a text, then analyzing their effect on the piece’s

meaning. Knowing that students struggle to grasp this complex idea in pieces of pure-
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text, | attempt to introduce the idea of identifying and analyzing patterns first in
graphic novels, then in works of pure-text.

My study seeks to access the graphic novel’s ability to aid comprehension, and
use that to build close reading skills. If students first learn to close read textual
elements in a visual and more comprehendible format, will they then be able to

transfer those skills to their analysis of literary texts?
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Chapter 3
METHODS
3.1 Overview
This study is a quasi-experimental study involving three parts: pretest,
instruction, and posttest. | administered a pretest to students (see Appendix C) which
measured their initial abilities in close reading literary passages for mood. | then

taught two 90-minute lessons, one on close reading visual texts via graphic novels, and

the other on close reading traditional print literary texts. | then gave students a
posttest, analyzing a literary passage of similar difficulty to the pretest.
3.2 Participants

Nineteen 9" grade students participated in this study. Nine students identified
as Black, eight as White, and two as Hispanic. Approximately six students qualified
for free or reduced lunch. This class was tracked as the next to the lowest ELA level,
however, despite the tracking, student reading level varied greatly among students.
According to their STAR Reading Reports—a standardized test that measures
approximate reading levels—students in this class read between a 4" and 12™" grade
reading level. The mean reading level was 7.7, with a median of 6.6. While this
measure may not have precise accuracy, it does illustrate a wide range of reading skill
variability within this class.
3.3 Instructional Process

All participants were given the same instruction in a full-class instructional

format. Each day was focused on learning a specific element authors can use to create
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effects in visual texts (frame and typography) and in readers of literary texts (diction
and syntax). | began each day of instruction by showing a passage to the class and
modeling my own analytical thought process about the choices the authors were
making. | then gave students another passage to analyze in groups with the assistance
of a graphic organizer. Students’ final task was to read and analyze a third passage
individually with the graphic organizer and to provide a short written analysis.

3.3.1. Lesson 1 In Lesson 1, participants were first given explicit instruction
on the procedures of reading a graphic novel page. We then defined “mood” as the
emotional energy of a passage, and discussed how authors can actively create moods
in this graphic literary form. Students were then introduced to an example graphic
novel passage where | modeled my analytical thinking about the mood that was
created, called attention to which frame stood out to me the most, considered how |
felt while reading the passage, then drew a connections between the author’s
manipulation of frame and the creation of a mood. Students then read another graphic
passage in groups of 2-4 and completed the Frame Graphic Organizer (Appendix B)
used to guide their thinking. Students then individually read a third passage, used the
graphic organizer, and wrote a small paragraph analyzing how the author utilized
choices of frame to create a mood. In the second half of Lesson 1, students followed
this same sequence, but this time they discussed how authors manipulate speech
bubbles and typography to create a mood in a graphic text.

3.3.2. Lesson 2 In Lesson 2, students followed the same gradual-release

sequence, but instead of reading short graphic novel passages, they were provided
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with literary passages that were controlled for length and readability. During the
second lesson, I first taught students to look for an author’s choice of adjectives and
verbs to find the mood of a passage. Students continued this diction analysis work in
groups and then analyzed diction individually for the mood it created. We then
discussed how sentence structure can also contribute to the mood of a piece, with
students watching my syntactic analysis of a passage, completing another analysis in a
group with a graphic organizer, then completing their own analysis individually. Like
lesson 1, the diction and syntactic analysis ended with students writing their analysis.
The total instructional time was 180 minutes.
3.4 Scoring Procedures and Inter-Rater Reliability

Dr. Lewis and | scored pretests and posttests for quality using a 6-point
primary- trait rubric (Appendix C). The inter-rater reliability on this initial scoring was
.763 across the 38 essays. However, inter-rater reliability was .973 when agreement
was calculated within one point. We then discussed and reconciled differences in
scoring and used these scores for the quantitative analysis.
3.5 Qualitative Analysis

After the quantitative analysis | conducted a qualitative analysis of the essays,
where | looked for specific changes in writing between essay pairs. | looked to see if
students analyzed both diction and syntax as we had learned to do in class. I also
wanted to see to what degree students’ use of evidence became more specific and
targeted. Rather than quoting entire sentences orf paragraphs, | wanted to see if

individual students began quoting just specific words and phrases they wanted to
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analyze. Lastly, | was also curious about the relationship between change in word
count, and change in score. | wanted to know whether students who wrote longer
essays on the posttest received higher scores, or if students rambled on their pretest

and were then more concise on their posttest.
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Chapter 4

RESULTS

4.1 Introduction

The purpose of this intervention was to improve students’ ability to close read
literary passages for mood, make claims about how authorial choices impact that
mood, and use textual evidence to support those claims in writing. | anticipated that
after the instruction, students would write essays about authorial choice that were both
longer and of higher quality. To evaluate changes in student essays, therefore, |
considered changes in essay length, and changes in quality from pretest to posttest.
This chapter details those changes which indicate an overall improvement in students’
abilities to close read and share their understanding in writing. Additionally, this

chapter provides a qualitative analysis of those changes.

4.2 Word Count Improvement

| considered word count as a measure of interest because students will often
write more when they are provided an interpretive framework for understanding
literary texts (Lewis & Ferretti, 2011). Because this instruction provided them with a
strategy for reading and analyzing a text and identifying textual evidence to back their
analyses, | anticipated that student word count would increase from pretest to posttest.
Table 4.1 below shows mean gains in students’ essay length. Essay length increased
from a mean of 99 words pre-test to a mean of 134 words after instruction, showing an
average increase of 35 words (34.65%). However, it is important to note that not all

students wrote longer essays after instruction.
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Table 4.1 Word counts and qualities before and after instruction

Student Pretest Word  Posttest Word  Pretest Quality Posttest
Number Count Count Quality
1 72 79 2 3
2 65 28 1 3
3 97 124 3 3
4 24 19 1 3
5 52 73 2 3
6 152 138 3 4
7 40 58 1 2
8 64 257 3 5
9 74 121 2 2
10 114 127 1 4
11 93 190 5 5
12 199 148 5 5
13 223 148 5 5
14 36 77 3 4
15 130 409 4 5
16 75 119 4 5
17 178 163 4 5
18 91 55 2 3
19 111 102 3 4
Mean 99 134 2.79 3.84
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4.3 Quality Improvement

This intervention’s purpose was to get students analyzing how an author’s
choice of diction and syntax can create a mood for the reader. It was anticipated that
after instruction, students would make a clear claim about a passage’s mood, and also
use specific textual evidence to support that claim.

Dr. Lewis and I used a 6 point primary trait rubric to evaluate student essays
for quality (see Appendix C.) Inter-rater reliability for quality scoring was .763 for
exact agreement and .97 for agreement within one rubric point. We scored each of the
essays independently and then reconciled disagreements. The changes in student
performance are shown in Figure 4.1 above. The mean pretest quality score was 2.79
on the six-point primary-trait rubric. After instruction, the average posttest score was
3.84, giving the class an overall mean improvement of 1.05 per student after
instruction.

Of the 19 total students, 15 (79%) showed improvement by one or more points.
Four students (21%) showed no improvement, and no students decreased between pre
and post testing. Of those students who improved, eleven students improved by one
point. Three students improved by two points, and one student improved by three

points. Quality change data is represented in Figure 4.1 below.
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Pretest and Posttest Quality Scores
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Figure 4.1. Pretest and posttest quality scores showing either stagnation or
improvement after instruction

4.4 Qualitative Analysis of Improvement

The following section will present more specific information about the changes
in students’ essay quality after instruction. I will do this by discussing the specific
choices that students made that led to a rise in essay quality and detail the differences
in performance as students moved from two to three, three to four, and four to five.
Scores of one are omitted from this analysis because they are essays simply lacking
any of the close-reading elements that are of interest. Scores of six are omitted because

no students achieved this score.
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4.4.1 Improvement from Two to Three.

The use of textual evidence is the major differentiating factor between essays
scoring a two and those scoring a three on the primary trait rubric. As discussed in
Chapter 1, the ability to use specific textual evidence is a key indicator of success in
the English language arts. Essays which only made a claim about the mood but did not
provide specific textual evidence to support that claim received a two.

In essay 1A for example, the student makes a claim about the passage’s mood,
writing “the mood of the story is tired and mad.” The author then supports this claim
by writing “the author’s use of language describes the person’s feelings about school.”
However, although the author has a clear claim about mood, and mentions the author’s
use of language, this student does not use any specific references to the text which
show how he knows the mood is tired and mad, therefore scoring a two. In essay 1B
however, the writer states, “the words are words of danger. Some of the words are
‘grim’, ‘terrible’, ‘aggressive’.” Here, we see the writer making a claim about the
mood by calling it dangerous. He then explicitly references the specific words the in

the text that create the feeling of danger. This essay, therefore, scores a three.

4.4.2 Improvement from Three to Four

There are two main differences between essays scoring three and those scoring
four. Essays scoring three identify a mood and use one or two pieces of evidence to
support that claim. Essays scoring a four do the same, and also make an attempt to
explain how that evidence proves the claim. This has been called a tie-in sentence
because it ties the textual evidence specifically to the claim (Lewis, Walpole &

McKenna, 2014).
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For example, in essay 19A, the author makes a claim saying there is a “dull,
boring mood.” She also provides quotes from the text to support her claim. The essay
however, lacks an attempt at a tie-in sentence. In 19B however, the writer again makes
a claim, provides evidence to support it, then makes an attempt at a tie-in, saying
“these words are describing the situation and really feed into your mind as you’re
reading.” She also writes “The mood is kind of scary because the author uses scary
words.” These sentences partially explain how the chosen quotes illustrate her claim as
they attempt to tie the two ideas together. By attempting to tie the ideas together, 19B

received a four on the primary trait rubric.

4.4.3 Improvement from Four to Five
Essays scoring a five use two or more pieces of textual evidence to support
their claims, and they clearly explain how chosen pieces of evidence work together to
create a mood. For example, essay 13B shows an exemplary analysis of the passages’
diction, the student writing:
The mood in this story is angry. You can see this because the story used words
like cruel, aggressive, terrible, jagged, growling, and fierceness to describe the
waves in a storm. These words show that the storm is getting rougher and might
even attack them at some point. The words in the story were shown to tell you
that the storm is angry. (13B)
This quote illustrates the use of a claim, evidence supporting that claim, and a tie-in

that explains how the evidence is relevant.
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4.4.4 Missing Sixes

On the primary trait rubric, a six is defined as having the same characteristics
of a five, but also successfully analyzing both the diction and syntax of the posttest
piece. While many students successfully analyzed the passage’s diction, no students
made strong claims about the syntax’s effect on the mood of the piece. Possible

reasons for this are expanded upon in Chapter 5.
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Chapter 5

DISCUSSION

5.1 Quantitative

The results show that 15 of the 19 participants improved their scores by at least
one point after the intervention, and that 4 participants’ scores remained unchanged
from the pretest to posttest. No students’ scores decreased. This is a small sample size
and a simple pre and post quasi-experimental study; therefore the results cannot be
generalized to a broader population. However, these initial results do suggest efficacy
for close reading instruction that utilizes graphic novels.

As a result of this instruction, students improved their ability to make a clear
claim around authorial choices and support that claim with sufficient textual evidence,
an important focus of the Common Core State Standards for reading and writing.
Helping students to understand craft and structure choices, find evidence for those
choices, and support their claims with evidence drawn from texts was a key focus of
the study. These are integral skills within the English language arts discipline, and
skills which students often lack (Garrett-Petts, 2000). As discussed in the introduction,
students are often prone to summarizing a text when given an in-depth reading task. In
order to become better readers, they must be able to recognize and analyze patterns
that occur in a text. By the end of the instruction, all students made a claim about an
observed pattern, and 17 of the 19 used evidence to support that claim, up from the 10
who used some form of evidence in the pretest writing.

The type of evidence students used to support their claim tells a certain story
about the instruction. 79% of participants explicitly mentioned word choice or diction

as literary elements authors use to create mood. Only three students, however, made
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an attempt to analyze the syntax of the passage, with no students adequately
explaining how the passages’ sentence structure works to create a specific mood.
Because syntax instruction was a major component of this instructional protocol, this
is clearly an area where more focused instruction is needed. Diction is a relatively
concrete foothold for students to use as they interpret a literary work. They can
identify important adjectives and verbs, then describe the emotional pattern these
words create. Syntax however, is a much more abstract concept, asking students to
consider not only the grammatical constructions of a text, but also the symbolic
implications these constructions can take.

In the context of this instructional protocol, syntax was the last concept
covered, and the one in which students received the least amount of practice time. As
part of the instruction’s gradual-release, students watched me model my thinking, and
then completed a syntax analysis without a graphic organizer. By removing the
graphic organizer and group discussion, | hoped to wean students’ off these elements
as they prepared for the posttest. Upon seeing the class’ absent syntax analysis in the
posttest, this decision may not have properly prepared them to independently analyze a
literary piece’s syntax.

The graphic novel piece of this instruction focused on analyzing
frame/paneling and speech bubbles/typography. These were chosen because they offer
a concrete visual element to observe. It is easy to see if one frame is made much larger
or smaller than the rest. It is also easy to see if an artist changes the size or style of a
speech bubble or the words inside it. These, however, did not line up 1:1 with the
literary concepts of diction and syntax. They were instead chosen to acquaint students

with the reading concept of noticing a pattern, or deviation from a pattern, then
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analyzing how that authorial choice creates a mood. Three of the four concepts
students learned involved concrete observations. Syntax, however, is a more abstract
concept that requires students to consider the rhythmic effects of sentence structures.
Coupled with the fact that the syntax section of instruction involved the least external
support from groups or graphic organizers, this would seem to explain the

participants’ unsuccessful analysis of this specific element.

5.2 Word Count and Essay Quality

Regarding essay word counts, | initially anticipated three likely outcomes from
the instruction. My first conjecture was that students would initially not know what to
write, and therefore experience a large word count increase on the posttest when they
knew how to analyze a text and choose relevant textual evidence. My second was that
students would ramble and summarize in the pretest in order to show their effort, and
then have fewer words in the posttest when they know what to write. The third
possibility was that students would have approximately the same word count for both
essays, resulting from their preconceived notions about how long an essay “should”
be. The data seems to support all three of these outcomes. Therefore, writing quality is
not always correlated with essay length.

Essays 8A and 8B show a writer who greatly improves both word count and
writing quality after instruction. This writer’s first essay is 64 words long, and scored
a 3 on the assessment rubric, meaning it made a claim about mood, provided a few
pieces of evidence in support, but lacked a tie-in between the evidence and the claim.
After instruction, essay 8B shows a massive word count increase, from 64 to 257.
Additionally, 8B shows a much more developed ability to pull out specific textual

evidence and explain how that evidence is connected to the writer’s claim. For
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instance this writer connects diction to creation of bleak mood by stating, “Thinking
about it this pattern makes me think of someone thinking of all the worst possible
outcomes, and this projects the final mood of panic.” The writer clearly here explains
how his chosen evidence works to create the piece’s mood. This writer also increases
his use of direct quotes rather than paraphrases. In 8A, the writer uses five paraphrased
pieces of evidence. In 8B, the writer uses four direct quotes from the text, showing an
increased awareness and analysis of specific word choices rather than paraphrased
ideas.

The changes in essays 13A to 13B illustrate my second hypothesis: that
students may have rambled in their pretest, and been more specific and concise in their
posttest, creating a decrease in word count but increase in essay quality. In essay 13A,
the writer uses many long, direct quotes to support her claim, but does not write
sentences explaining the connection between the evidence and claim. In 13B however,
the student uses fewer words, but much more specific quotes to support her analysis.
Rather than transcribing entire sentences, this writer only pulls out the specific words
she wants to analyze when discussing diction. 13B also features multiple tie-in
sentences, ones that explain how the provided evidence is proving the claim. While the
word count of essays 13A and 13B decreased by 60 words, this writer was simply
more concise and specific in her analysis, raising her score from four to five on the
rubric.

Most essays, however, do not illustrate a consistent narrative relationship
between word count and essay quality. For example, essay pairs 3, 9, 11, and 12 show
essays with increasing, decreasing, and consistent word counts. Yet each of these

essays received the same score on pretest and posttest, illustrating that word count
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does not necessarily equate to an increase or decrease in quality score. Essay pairs 8
and 15 both show a dramatic increase in word count (+193 and +306 words
respectively) accompanied with an increase in score. Essay pair 13 however, shows a
notable decrease of -63 words, and yet still improves in rubric score. Overall, it seems
that in this sample set, word count is not a consistent measure for assessing quality. It
can however, be a helpful factor in explaining the interpretative development a student

shows from their pretest to posttest

5.3 Limitations

This study only examined a small class of 19 students in the 9™ grade. For that
reason, the results of this study are not generalizable and the pre/post methodology
cannot control for environmental or maturation factors that could impact increases in
analytical reading and writing quality. Additionally, since | was not able to include a
maintenance probe, | cannot make claims about how well students will retain the
benefits of instruction. Also, although the literary passages students analyzed were
controlled for length and readability, they do not fully reflect the challenges a student
may face when analyzing longer texts in the ELA classroom. The brevity of the texts
may have challenged students’ ability to form a cognitive representation of the
passage’s plot or broader theme, therefore inhibiting their ability to close-read the text.
Furthermore, students’ background knowledge of a specific text may affect their
comprehension of it. The pretest passage is about a high school students’ daily routine.
The posttest passage is about men lost at sea. While most students improved their
score from the pretest to posttest, even better results may come from a posttest with a

similar level of relevance to students’ daily lives as seen in the pretest.
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Additionally, Dr. Lewis and | were aware which essays were pretests and
which were posttests. Were we to do this study again, | would like to keep that
knowledge hidden during the evaluation process to avoid bias. | would also like to
have another professional English teacher evaluate the tests using our rubric while
unaware of the larger purpose for the study. This would add an additional layer of
credibility to our results that was unavailable with the semester’s time restraints.

Participants also came to the instruction with a wide range of reading
comprehension ability, spanning from approximately 4™ grade to 12" grade reading
levels. In order to work with higher level concepts like close reading, students must
first be able to comprehend the gist-level of the text they've read. This instruction may
only work with students who are at or above the comprehension level of the selected

texts.

5.4 Implications and Further Research

While the quasi-experimental nature of the study may not make my results
generalizable, other educators can benefit from this work. Close reading is a skill that
many students struggle with. It requires them to critically analyze the elements that
make a literary piece function, which is a cognitively abstract task. The texts and
protocol used in this thesis can help other educators design instruction that leverages
graphic texts to scaffold close reading of traditional print texts. Additionally, they may
consider using graphic novel texts to encourage broader student engagement with
canonical literature selections.

Future studies might include a control condition that omits the graphic novel
portion to see if students achieve the same results with just the literary instruction.

This would help me better understand the degree to which the graphic novel
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instruction helps students comprehend the concept of close reading. Further studies
might include different graphic elements as part of the graphic or textual instruction.
For instance, | might substitute frame in the graphic passage section for color. How
color creates mood may be an even simpler concept for students to grasp than frame as
they begin their close reading instruction. Additionally, | may choose to increase the
time and number of examples students encounter with syntax in order to see if these
factors improve student ability to analyze passages for syntactical features. Lastly, a
further study could examine more specifically which students benefited most from this
instruction. Does this instruction benefit students who are well below grade-level
readers more so than above grade-level readers? Do students already reading at a high
level still improve their reading? These questions would help determine the best

demographic audience for this work.

5.5 Conclusion

Overall, this instructional protocol successfully taught a class of 9" graders
how to close read both visual and literary passages for mood. 79% of participants
increased their essay scores, using textual evidence to support their claims. This
intervention gave students an interpretive foothold into works of pure text,
demonstrably improving their ability to read at a high school and—with continued

practice—college level.
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Appendix A

INSTRUCTIONAL PROTOCOL/DAILY LESSON PLANS

Graphic Novel Close Reading: Frame and
Typography

9 ELA 4/6/16

Overview:

e In this class, students will be introduced to close reading with visual texts. We
will start by reviewing last class’ discussion of how visuals can create a mood
with size, color etc. | will then give a short presentation on the mechanics of
reading GN and how that works. We will then go through the modules of each
close reading section: first Frame, then Typography/Text/Speech Bubbles.
This involves a teacher modeled analysis, then small group analysis, then an
individual analysis with discussions in between each. We will then repeat the
same sequence for the concept of close reading the typography/text/speech
bubbles of a GN.

Essential Question(s)
e How do authors create mood in a visual image?

Objective(s):
e SWBAT analyze in writing how a mood is created in a short graphic novel
passage, looking at both the elements of frame, and typography

Rationale:
e My group of students has not worked closely with many literary text in a few
months since we focused on informational texts and argumentative writing.
This class is part of a series that will introduce students to literary analysis
through close reading as we prepare for our unit with Of Mice and Men. | have
hypothesized that this abstract idea is more easily learned through a visual
form first, then transferred into literary works of pure-text.

Applicable Standards:
Reading, 9-10, Standard 1
o Cite strong and thorough textual evidence to support analysis of what the text
says explicitly as well as inferences drawn from the text.
Writing, 9-10, Standard 1
e Write arguments to support claims in an analysis of substantive topics or texts,
using valid reasoning and relevant and sufficient evidence.
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Before Class Preparation

7 Copies of Close Reading Frame Group

22 Copies of Close Reading Frame Individual

7 Copies of Close Reading Words/Bubbles Group

22 Copies of Close Reading Words/Bubbles Individual
Powerpoint slides Senior Thesis Slides for IRB Approval

Physical Room Set Up/Placement of Materials

Activity #1 Graphic Novel Basics (3-5 min)

e So if you remember last class, we discussed skimmed through a few comics
and graphic novels looking pages that used visual elements to create a certain
mood. Today we’re going to learn more specifically what some of these
elements are, and how we can analyze them.

e BUT FIRST, it's important for us to know how to read these things! Let’s look
at the pieces that make up a graphic novel page

o Slide 2 - Panel, speech bubble, text box

 Now that we’ve got the components, how do we read this thing?

o Slides 3 and 4

Activity #2 Analyzing How Frame Creates Mood (35-45 min)

e So now we know how to read a page and understand the frames. Now let’s
talk about the specific elements the artists in graphic novels use to create a
mood.

e This skill, analyzing the elements of a text is called close reading. How many
of you have heard of close reading before?

o The whole point of close reading is identifying and analyzing how the
elements of a piece create its meaning, in this case, its mood.

e Author can do this by messing with the frames on their page.

Teacher Modeled Analysis (3-5 min)

e Blankets Warped Panel Slides - This is from a text called Blankets. The author
is telling a story about his brother and their childhood imaginations.
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e The author has been typically using traditional square frames. What do we
see here though?

e “Most of the frames are normal rectangles. On page 407 however, the author
bends and warps the frames when he’s telling us about a childhood memory.
By bending the frames, the author creates a fantastic, other-worldly mood that
shows us this is just imagination.”

Student Group Work with Frame Analysis (12-15 min)

o Pass out Close Reading Frame: Group Work packets

e I'm now passing out a packet to each table. As a group, your job is to read the
short graphic novel passage, then fill out the graphic organizer together. Be
ready to share because your table will most likely be called on. You have 10
minutes.

o Describe for students the introduction and directions on the first page of
packet

o Distribute individual frame work packets as students are working in
groups
e Tell students to start wrapping up towards the end of the 10 minutes,
e Ask the class “ok, so what did you put in the first box of the graphic

organizer?” ... “how about the second?” ... “ok, what kind of mood did this
frame choice make? What might the author want us to feel while reading
this?”

Individual Work with Frame Analysis (10-12 min)

e As you were working before, | passed out another short example where an
author uses frame to create a mood.

o Forthe next 12 minutes, your job is to read the instructions, read the short
passage, and then fill in the graphic organizer. You'll then write a 2-3 sentence
analysis. How does the author’s choice of frame create a mood in this piece?

¢ Once students are done, come back together as a class and ask students to
share. Go through each question on graphic organizer calling on students who
volunteer.

Activity #3 Close Reading Word Bubbles and Typography
e Now you guys are starting to get close reading. We look closely at a text and
figure out the specific choices an author makes to create a mood.
e Now let’s learn about how authors can use word bubbles and fonts. What
kinds of things do you think an author could do with a font to create some sort
of effect?

Teacher Modeled Analysis (3-5 min)
e Project and read slide 13
e Ask students “What stands out to you here about the word bubbles?
o Yea they're overlapping. Why do you think the author did that? What
kind of mood do you get from this page?
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o Yea, slide 14
= Normally, authors don’t overlap speech bubbles. On page 178
of Blankets however, the author chooses to put the narrator’s
thoughts on top of the dad speaking in the scene. In the next
panel, the author also puts the dad’s words outside of the car.
These choices shows that the boy and girl are so lost in their
own world together that they are ignoring the father’s words.

Group Bubble/Font Analysis (15-18 min)

Distribute Close Reading: Words and Bubbles packet
Just like before, you're going to work in your group to read the directions, then
read the passage, then fill out the graphic organizer. Then your group will
write a short analysis paragraph describing how the author creates a mood
using speech bubbles or fonts. You will have 12 minutes. Be sure to write all
group members’ names on the packet.

o As students are working, distribute Close Reading: Words and Bubbles

Individual

After 12-15 minutes, bring the class back together and have a group or two
share their responses.

Individual Bubble/Font Analysis (10 min)

In this last part of the class, you’ll complete one more example on your own.
Read the directions, the short passage, fill out the graphic organizer then write
a short analysis paragraph. You will have

***COLLECT ALL STUDENT WORK***

Closure:

Door slammer - Post it note “How would you define close reading?”
o Students will “slam” this on the door on their way out of the classroom.
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Close Reading Diction, Syntax + Posttest
4/8/16 9 ELA

Overview:

e Inthis lesson, | will continue teaching my close reading mini-unit used for the
PAL project and my senior thesis. | will first model what analyzing diction looks
like. Students will then work in a group to analyze the diction of a passage,
then work individually to do the same. | will model what analyzing the syntax
of a passage looks like, then students will do so individually. At the end of this
sequence, students will take a 30-40 minute posttest analyzing their ability to
analyze a similar-level prompt for how diction and syntax work together to
create a mood in a literary piece.

Essential Question(s)
e How do authors create meaning in their work?

Concept:
e Close reading for mood

Objective(s):
e SWBAT close read a short literary passage and analyze how the literary
elements of diction and syntax contribute to the piece’s mood

Rationale:

o Last class, we learned how to close read visual texts, analyzing how the visual
elements of frame and typography can create mood in a short graphic novel
passage. Today we will transfer that critical eye into the world of pure-text
literature passages. This sequence allows students to develop a close reading
eye for how elements work together to create mood first in a visual form,
which | have hypothesized is easier than jumping straight to text where there
is little visual component.

e This class will build up students’ close reading skills as we move into Of Mice
and Men in one week. We will use this to analyze the animalistic
characterization of Lennie through Steinbeck’s diction choices.

Applicable Standards:
Reading, 9-10, Standard 1
« Cite strong and thorough textual evidence to support analysis of what the text
says explicitly as well as inferences drawn from the text.
Reading, 9-10, Standard 4
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o Determine the meaning of words and phrases as they are used in the text,
including figurative and connotative meanings; analyze the cumulative impact
of specific word choices on meaning and tone (e.g., how the language evokes
a sense of time and place; how it sets a formal or informal tone).

Before Class Preparation

22 Copies of Close Reading Diction Individual

7 Copies of Close Reading Diction Group

22 Copies of Close Reading Syntax

22 Copies of Posttest

Powerpoint slides Senior Thesis Slides for IRB Approval

Physical Room Set Up/Placement of Materials
NA

Introduction/Hook: Word Categories (3 min)
o To start off class, give each group a different Word Categories paper.
e Give students 60-90 seconds to read the words and decide as a group the
mood those words create together.
e Have each group share their words and the moods they identified.

Transition - “This was pretty easy when they’re all next to each other. Now let’s see if
we can do this when they’re in a regular piece of literature

Activity #1: Close Reading Diction (Teacher-Group-Individual) (25-30 min)
Let’s take a look at this example. Slide 18. What words in this passage stand out
to you? Write student responses on the board.

e Important words to include if not said - charged, pointed, cruel, betrayed,
attacked, clashed, slashed, wicked, enemy

What kind of images do these words bring up? Allow students to respond. Right,
so let’s write a few sentences.

e In this passage, the author includes many aggressive and angry words such
as “cruel, pointed, slashed, and wicked.” This choice makes the reader feel
the boy’s fear and creates the intense mood of the passage.

So here, | noticed a pattern, provided examples of that pattern, and described
how that pattern creates an image and mood.
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Group - Now it’s time for you to try in your small groups. I’'m going to read the
passage on “Figure 8 Close Reading Diction Group.” As you listen/read along, think
about the words or phrases that stand out. Once you've got a few, use the graphic
organizer to organize your thinking.

Read aloud
Then give students 7-10 minutes to pick out the word choice, and use the
graphic organizer to organize their thoughts
o Distribute Close Reading Diction Individual packet
Come back together and ask for student answers in each box

Individual

Now let’s do one on our own. Remember to look for the words or phrases that
stand out, particularly adjectives and verbs, and discuss how they create a
mood for the piece.

Give students 10-12 minutes

Come back together and ask for some answers. Discuss as necessary

Activity #2: Close Reading for Syntax (18-25 min)
Teacher model

We've learned about how authors make specific words choices to create
images and a mood Now we’re going to learn about how syntax, or sentence
structure can do that as well.

Authors can use their sentence structures to create meaning. For example, if
an author uses a lot of very complex sentences in a row, and then one really
short one, our attention is drawn to that short one because it stands out. Or
maybe, an author can use a lot of short, simple sentences to create a serious
mood where there’s no room for extra frills. Let’s take a look at this passage
and think about the sentence lengths.

Slide 21

What kinds of sentences do we notice here? Long, short? Students
respond. Right, we see a lot of shorter sentences in this one, which along
with the content, give the piece a very somber feel. So here’s what |
would write, “In this passage, the author uses many short sentences in a row
such as “I stayed in bed like she used to do.” These short sentences make the
narrator sound very serious and sad, therefore creating the sad mood for the
story.

Individual

Distribute Close Reading Syntax Individual
Now this time | want you to work on this piece just individually, and without a
graphic organizer.

o At this point, you know what to do. Read this passage, and then write a
short paragraph about how the author’s choice of sentence length
creates the mood of a piece.

Give students 10-12 minutes as necessary.
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o Come back together and have students share. Encourage/critique as
necessary.

Activity #3: Posttest (35-45 min)
o Distribute “Analyzing Literature” post test sheets
e Read directions for post test
e Students take post test

***COLLECT ALL STUDENT WORK***

Closure:

e Ask students to take out a quarter sheet of paper and write what helped them
learn this material, and what would help them learn it better/what didn’t help
them learn this material.

o If time allows, answer student questions from last class on sticky notes
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Appendix B
GRAPHIC ORGANIZERS AND INSTRUCTIONAL MATERIALS

Name: Date: Class:

Close Reading Frame: Group Work

This example comes from Will Eisner's New York: The Big City, a collection of short
stories about city life in the comic form.

Directions: Read this passage called “Opera” and use the graphic organizer to guide

your thinking. How does the author use framing (or lack thereof) to create a mood?
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Close Reading Frame: Individual

This example comes from Craig Thompson’s Blankets. In this section, two teenagers
in love reunite after months apart.

Directions: Read this passage from Blankets and use the graphic organizer to guide
your thinking. How does the images create a mood?
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Name;: Date: Class:

Frame Graphic Organizer

Describa what most of the frames look like (size, shape, placement on page).

U

Is there one frame that seems different from the rest? What makes it different?

Y

What sffect does this different frame have on the reader/what might the author want
us to feel when reading thisiwhat is the mood?
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Name: Date: Class:

Close Reading Words and Bubbles: Group Work

This example comes from Will Eisner's New York: The Big City. It is a single-page
story in a collection of stories depicting life in the city.

Directions: Read this passage and use the graphic organizer to guide your thinking.
Afterwards, write a short paragraph that describes how the author uses words and
bubbles to create a mood.
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Name: Date: Class:

Close Reading Words and Bubbles: Individual

This example comes from a kid-made comic | found at a Philadelphia summer camp.
While the content may seem silly, it is a great example of intentional authorial choices
enhancing the story. How does the author use the size/shape/color of the words to
create an effect in the reader? What is that effect?

Directions: Read this piece, use the graphic organizer to guide your thinking and to

help you write a short paragraph like we have on the board.
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Name: Date: Class:

Words/Bubbles Graphic Organizer

Describe what most of the words/bubbles look like (size, shape, placement on page).

U

Is there 8 moment or pattern where the text or bubbles stand out? What makes it
different?

U

How does this choice of word/bubble create a mood? How does the author want us
to feel during this panel?
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Name;: Date: Class:

Close Reading Traditional Text (Word Choice): Group
Work

This example comes from a Chinese-American students’ reflection on his trips to
Chinese school.

Directions: Read this passage and use the graphic organizer to guide your thinking.
Afterwards, write a short paragraph using your observations.

Every day at 5 P.M. instead of playing with our 4th and 5th grade friends, my
brother and | were made to go to Chinese school. We could not go out into the empty
lot to hunt ghosts and animal bones, and no amount of kicking and screaming or
pleading could convince my mother. She wanted us to learn the language of our
heritage.

Forcibly, she walked us the seven long, hilly blocks to school, depositing our
defiant, tearful faces before the stern principal. My only memory of him is that he
swayed on his heels like a palm tree in a storm. He always clasped his impatient
twitching hands behind his back. | recognized him as a repressed maniacal child
killer, and knew that if we ever see his hands we’d be in big trouble.

We all sat in chairs that were pinched and small in an empty auditorium. The room
smelled like Chinese medicine, a far away mustiness. It was a smell like ancient
mothballs or dirty closets. | hated that smell and | had to face it every day.

The emphasis of the school was language—speaking, reading and writing—
but the lessons always started with an exercise in politeness. With the entrance of the
teacher, the best student would tap a bell. Then everyone would get up, kneel and
touch the ground with our foreheads, and chant, “Sing san ho,” a way to say “How

are you, teacher?”
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Name;: Date: Class:

Close Reading Traditional Text (Word Choice):
Individual

This example tells the story of a boy traveling away from his home. Pay attention to
the effect of the adjectives and verbs.

Directions: Read this passage and use the graphic organizer to guide your thinking.
Afterwards, write a short paragraph using your observations.

Lewis Barnavelt fidgeted and wiped his sweaty palms on the seat of the bus
that was roaring toward Newtown, Michigan. He looked down at his purple corduroy
trousers, the kind that go whip-whip when you walk. He put his hand up and rubbed it
across his hair, which was parted in the middle and slicked down with Wildroot Hair
Oil. His hand was uncomfortably greasy now, so he wiped it on the seat again. His
lips were moving silently, like he was saying a nervous prayer.

It seemed to Lewis that all he could think of these days were questions:
Where am | going? Who will | meet? Will | like them? What will happen to me?

Until recently he had lived with his parents in a small town near Milwaukee.
But his father and mother had been killed suddenly one night in an auto accident. He
was now going to live with his Uncle Jonathan, whom he had never met in his life. Of
course, Lewis heard a few things about Uncle Jonathan, like he smoked and drank.
His aunts had warned him about Jonathan, and he hoped the warnings would turn out
to be unnecessary.
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Name:

Date: Class:

Diction Graphic Organizer

What words seem to stand out in the passage (adjectives and verbs are good places
to look). Whrite them here.

U

What pattern are you noticing? How would you describe the types of words you're
pulling from the passage?

U

What emotion/mood do these word choices give to the passage?
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Name: Date: Class:

Close Reading Traditional Text (Syntax/Sentence
Structures):
Individual

This passage comes from Eve Bunting’s piece called The Wall. It tells the story of a
young boy and his father visiting the Vietnam Memorial wall in Washington, D.C. The
wall holds the names of every dead and missing soldier from the Vietnam war in the
1960s.

Directions: Read this passage and write a short paragraph that describes how the
piece’s syntax creates a mood.

Dad is searching and searching. “Albert A. Jensen, Charles Bronoski, George
Munoz,” he mutters. His fingers stop moving. “Here he is.”

“My grandpa?” | ask. Dad nods.

“Your grandpa.” His voice blurs. “My dad. He was just my age when he was killed.”
Dad is rubbing the name, rubbing and rubbing as if he wants to wipe it away. Maybe
he just wants to remember the way it feels.

65



Appendix C
PRETEST, POSTTEST, EVALUATION RUBRIC

Name: Date: Class:

Analyzing Literature - Pretest

Introduction: People who think and write about literature know that authors often
include clues in their works that can serve as signals to a reader about what a piece
of literature means. Authors include these in their works to help readers to find
meaning. These choices serve as evidence for an author’'s meaning.

Directions: Please read the following passage and think about the specific choices of
language the author makes. Afterwards, write a short essay (2-3 paragraphs)
analyzing how the author’s use of language affects the reader. Don’t worry too much
about introductions or conclusions. | am more interested in your analysis of the
author’s language choices. You may use this paper to plan however you see fit. You
will have 45 minutes for this task.

Passage:

John Gray had been dreading going to school for the last few hours, and when
the alarm rang in the early morning gloom, he pulled the covers over his head to
block out the blue sky and green grass and the early morning sun that had leaked in
through a gap in the curtains.

He closed the curtains and buried into his dark brown comforter on his bed.
“Are you getting up for school, honey?” his mother asked with a springtime note in her
voice. “It's almost seven and the bus will be here in another 15 minutes.”

“Yeah,” John replied. “I'm up.”

John pulled the covers away and was shocked by the golds, blues and greens
when he pulled open the curtains and tried to look for his favorite brown corduroys
and his muted turtleneck in the glare. After walking slowly to the bathroom, he stared
at his complexion, especially the dead circles under his eyes, made worse by
reflection on the lime green paint in the bathroom. He did not like what he saw and it
made his mood even deader.

When he went down for breakfast his saw that his mother had fixed fried eggs,
the bright yellow yolks shining in the spring sun. He hated eggs and had told her
about it.

He grabbed a pop-tart, and a juice box, grabbed his pack and headed toward
the door, glad to be out of the house. But when the jolly yellow bus, made almost
florescent by the morning sun, roared into sight, he felt cramped and crumpled inside
like an old newspaper. The lush lawns of his development laughed as he found his
seat.
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Name: Date: Class:

Analyzing Literature - Posttest

Introduction: People who think and write about literature know that authors often
include clues in their works that can serve as signals to a reader about what a piece
of literature means. Authors include these in their works to help readers to find
meaning. These choices serve as evidence for an author's meaning.

Directions: Please read the following passage and think about the specific choices of
language the author makes. Afterwards, write a short essay (2-3 paragraphs)
analyzing how the author’s use of language affects the reader. Don’t worry too much
about introductions or conclusions. | am more interested in your analysis of the
author’s language choices. You may use this paper to plan however you see fit. You
will have 45 minutes for this task.

Passage:

None of them knew the color of the sky. Their eyes glanced level and were fastened
on the cruel waves that swept toward them. These waves were the color of slate,
except for the tops, which were foaming white. All of the men knew the color of the
sea. It came at them, like a tiger. It seemed especially aggressive because of their
current predicament. Many a man ought to have a bathtub larger than the lifeboat
which the men rode in that day. As each slate grey wall of water approached, it shut
everything else from the view of the men in the lifeboat. It was not difficult to imagine
that this particular wave was the final outburst of the ocean, the last effort of the grim
water. There was a terrible grace in the movement of the waves. They came in
silence, except for the growling of the jagged crests. There was a fierceness in each

waves’ toothed grin.
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Primary Trait Rubric - Pre and Post
tests

Lacking Response
o Essay may only summarize or describe the passage without addressing
mood or literary choices of diction and syntax

Underdeveloped Response
o Essay identifies a mood, but does not use textual evidence to support
claim

Minimally Developed Response
o Essay identifies a mood and uses 1-2 pieces of textual evidence to
support claim.

Developing Response
o Essay identifies a mood and uses 1-2 pieces of textual evidence to
support claim. Essay patrtially explains how chosen pieces of evidence
work to create a mood. Essay may only reference diction or syntax, but
not both.

Strong Response
o Essay identifies a mood and uses 2-3 pieces of textual evidence to
support claim. Essay clearly explains how chosen pieces of evidence
work together to create a mood. May only address diction or syntax.

Exemplary Response
o Essay identifies a mood and uses 2-3 pieces of textual evidence to
support claim. Essay clearly and persuasively explains how chosen
pieces of evidence work together to create a mood addressing both
diction and syntax
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Appendix D

STUDENT ESSAY EXAMPLES

/ %G AL
= o o ~e oo T B (s St VTR TS e
-~ o >
use ot [Dnon T eet oot b 1€ | VN )
e | 2 \ Al e o
-~ - -
! {
[~ e or < uTe ) £ \#
= L¢ C G Yrodkes S ox
- - } = i O < L
E \
T T £e O

b glo

. Xw SO hos o moesd Yo . 7
oo S Clredded Hom the choce of wc,rdy
and the Serﬁcf\cx Structure . The cood of 1hS
PC)S'SO\S@ l éo\naerop\g

The wory chace oand Sentence 53rmc‘swe
Creote the oncod. The weorss ot woros of dnyec
Some of the werss ace c1en tereble | aaaressive |, The
Structare of the sentences 15 lona with DOUSES in {he
modle of the sentences, This SHeucture -\—0 the seakoces
with the weed choices creates the mood of c}cm9ec~

69



2 A

The author Falks sbart John Greys
Lfad morhing, He wakes wp ateand is blinded by
he brightness of Hhe Sun. Heri & fo €ind his
Clotfs with +he.Suh in kS exes.

|
Johny S morning gges From bad +o

WOPSE & ho 5205 +hal e kas bgs undemenths
hiS eyes artflae H®H worse and Wonse, €SP2Ciglly

When his mom made €995, \wiich he fp4es.

18 g saness Wm

o mod Hat HR e W quating was on¢ of . b il
mwsme doscribed, Wsically,  heach bk Hivoh R 0y of
peopi hat con' S colop, Cobr st UURI Y defm;s
~fealires SJch & happysad or Crza{ Mg ,Hhepe (s 3
cOprkss SkY ad \wavas,which are i olack, white, and
ST, dull ins,

TIe wod doices are cuel, Sweph, Pred iCament, QuHulst
grim, +ermib, growling. Jagged, and, Freccepsss, THY
A wends OF excitmant~+aal nd d hi+ gF Galness

yﬂwo@c +he sz:m-v(\cgf ¢ lag.They d’gﬁgbe
e Vibe and Hy o pint 3 picture of a Colorless
cod o beaclw.'ﬂ,ewé?ﬂsam crehiy ik ingtex
oF being blue, s sBRe. The Sky ks no color: THe Waves
QF a9ing wokel were jpdense

70



DA

Aﬂd\y 205 L.' lec oduce doriy
3 9/l
CPenghsh
Pd. S

The auﬁm( S Choite oF wecds dnd
Use of lapguage (fiets he moeet and
Ha (Cadeg becauSe in gwadraPh 00 F3
v‘ﬁa&,?- ‘h‘.a:* };\\\\ C,\—ux.l A dm(c:&(\_ij ‘3,“\“}&
“Xhee | MeaNang he €dher Coesn A waat 1o
Q0. Cf ]‘L’ i )(.-_'l_'.i‘\' "Jull'\c;;,,\ GING  ICNEs t\,\L.NS'
“%l,\ (Jg. H\SO )0‘\\\ Groy ‘L') (-.\\}‘("» uridey
nsS Cyed Q\"‘-\‘i Y ham laoic "(.‘("L«;/' 1“{.‘
Sasf, Hhet e ‘f}'(,-* o oicep e oxgh

D¢ Yore .

v Gray Sunds  alffost annujed Foat-
ne's uy =ocar™y an dthact |y S Mom (S
W& K04 j'a.v'v.' ahiak fest W dotsyy LN }7']

‘1‘.\‘ ““:“"f M\L “.(._u“‘;.'( AaNLs ¢ -.\"I"(\Lg_'{ ¢ X, v (/' T 'l

71



36

The ov'hers Choue o(» LARAI (B Yery
C(M‘H‘J_\() v ke LD t‘ \{k\_ L}:U\'d Jlm Mg “3
dfe Qrd peoing G0d the waoy
CRJ'NU ued, \he uwaed  beclefess (s @
1o ,(( 10) [ (@ 4o C. The Sentence
b(uclf/r(’. nas vee auljo o ond ccealdd

Tha Mod of AWy by Hhe way
Comx Seelenle <3 :ﬂ%wm ‘Raahe 6f

dhan \fﬁ&\ew We Cdorc o€ He Sy Qod Ao
(;QXQPA A Tonithice B9 eou\ S\ate Jrey
£ s Qpp(mc,uo/ —_—

5o Mook ofF Le senfknles o mmu\{
S och Duxf e 0se mgmd e busing

U3t Bﬂ(u . 0e U Looed S e aulhor
d Mfc Lo Hhaf Senence,

e

Yl
N\

The (olors dock blue, Gearf OO a L=
ok ace Cotodor 2ed od jie "Saq"

Colors in dhe voocld.

72



Ek

e ouknor

e ouloss ChoMke  of \o

\'\.;Q\‘(( e oflecis
o, O oy "{5\\3'\“ Oy Ae\tu\e 5&\ \(\(_\’\‘b
Ve, fecdel usion e

%( )“)‘:(_Jy e. elter,
LSed oy, o O dams

43

B et

e, gueony

Loofd Cnaite,  Creoled tneed

\Q\\U\%\ mm%m&wg}m“\t

Sory e

|
|
|

[

d mMood. !

54

73



58

‘/\\'\'C auw WXid; OS ey +’LL Wﬁ_@ 3(&/\ a,\()(
agqercpie eku.. 1o (he KL He niosd) seem Her
O\L badle Ta the pas3ae DA frame ¥ 44.;-01
[\e . chr gole Sore & P wosd  ax hsw Laee”
ey, '

’% Srieme Shoctue (s Shok ¢80 He padd

Q\XAM Co on ot e Se J/LL UW(U;Q wou| b
’/’ﬂ{ﬂ eyes lancuﬁ .% 5 wn& waw C«sm
(94\ e C‘/N&\ W ved ov»eQL ks Mo

74



GA

| g g e
£ "f((- 2
[ The avther (S0o€ ALLplicrt. O hous A
eSO macel s fpr CAL A C 1 u/\kji"'th
M addyon g AN Gay 'uj NG GICONY L.
he pulhech Akl “Coyer S ey yns e v biock.
ol e Ulu_ach,) anch C)\\(L!En t‘.))a.’.; AU N
Ly l“] oy n\mﬁ Sur Ayt el lbakect 1 lhlud")h
Lo n e (ovitaaws s maans N2 caclin "
ward Ap cp Ao Screel on Such a Vo el 6L
Aoty Cut . S50 Adcibire A Aoews fpy

f ke s maotey Skecd worth Al ¢ |~’1"Uf} Ly g
SL . by ypren This WS She was i
. ey moccl,

L oo AR s A amies (o) NETTEN D
!n" he passocee, H s e il (,\an-\r&ul
arel c-xun'\m&ct vk € Dl o oldl pviuus ,z_qiu %
HE g)80 Lsedd amothey medd oy Jone,. Gra

%] Sy U e gk o) ik TROTS s O S 1) Do W m !

1 Al s e etn duad ey,

75



68

Hralyzivg Uravadur

Y [z Jie
Pa RS

n Ane PaSaGe he uge of dhiehon And ooy
used Watvig (kﬁ}hcgﬁl\i_f_.] (WEMW Ly y Gr ﬂ{}C(l ; Ayl

h‘_QqufLE.L‘» NOUL O i 0 vy el avd WOYE sl phvtl‘,
Srord , arel Sevious . oY axannpkl wiren And  author
wea od Ao ¢ s ke INL Wl W Gus T R WAVIES
Wve AV (oor Gf Stade (A(‘.;wu.)\) | axGept Aor A Tops,
whicy) wierd 'ft'.‘,{\ruunﬁ WhHL . Predndr cre was “hdra
Wiy i AEvniole cpdel an e wesermant OF Aha com
nse " @S ach ”i\a,{rc ¥y o) ol wadey a]/pmcmd it
Shot v C\‘L-’lh!l"(}», EAL vpm g VW CF g g 1 et

{1 oot

0ne
ACS,

~Now vased  On e wovel ol Gl the,
Sorvtoncd Spuchor . Rrhodey? WACSE WO H-nrl(f;,S
AnQ.y nowd  Ovadod (o scavect | rrenveds = s Ut RTTSN «
VCGUSE W Loyl UNoiGes Xy clxcz(.ulmfg Lear, viso
L Seierads uaKL mMakng AVIXIOUS gl ravuous
fonn ow Al aulisy 16 delriong g (aas.

28B4

The oolmor s uS)n Vs,
<0
Ba. c"% wfba" \2&

1o Hell
S e
5 e e o s
Vow  the a/'wuf‘a:?:r‘g '\sr
Seaaey v Mae Nosy-

76



T 78

The ooos  wade  us Mia 'y
R a(\seois e e X A\~ e
NoC o e WY o5 §O\<\a\>
o< N W oD \\f\c A oA el
\\ \\\f\f, &O\C N Neox C\FQW\'?\Q'
MY o '\\nﬁfv\ Wae oo W SN
ihat % tnaf he clﬂqm er

\;\)0~S ;,eg\r\ < e,fy\\c\\(\cs ‘\Ho o
- \cbev- X\SS ;g becooce Ne

osk Ny S\(\\h\f\c and \\r\c\\g
N o \\?c\ooo)\\( cOA  Wones

Oce, ooty Q.

BA

Anc\\rllﬂg’ VY YerstuCe ! Mood

Lonveys He negative osd that s
lgpresented  +hoough  JTonn ey ocCcovSe  Teonp s upset
ane ch'y -Hw'.nj afound him ha: g (ediant 4low and
moke Jonn Ful  Uiese  dooot clelything  about himsel.

The author

Tehn  does pet Like Wis Fratores ard nus bland
Seen  4ranm his Favorite brown

Aff‘abcn&c Which |9
: Hc Npdices

cm’.ﬁ 4nd his tuted  Fuctleneh-
C"C—W%.n} NEgative in  a 54“-0; S50  beavtiful,

77



SR

Thes Aotnen Uses  Ane Gomio rned £FPuarts ol Yiod:0n and,
Yo o orcere the rosd Lo the (Zader. The mood of
this f‘““}" 5 gloemy £ dun yet  ful of Lo 4ed Gp::‘:-;...
It s didicutr te 4ol \ecause The words drem seives  were dui
Whith  fMade me wncertein wret e mMeed wes becouse i+
Lould Peint in any difeetion. Tre Avtho™  Moles  He
fd’sa,c rike  the by “etag cerdain Bentencefr g .y as “Nere aé
T Kew b et pe the Sky " and Y Trese  paves were
e @lal™ of Slote, cxcept Lor tre Tops ;  whier were feaming
White o Y This  ord SHuelone fade |+ 3€em as (£ dbe. Men rere
Colbrblind, e wever™ ‘“«-—J/“A‘MM outhel™  ses Elightly Contiualicts
this,

The guther  Utes cerwin wamd Chroice +het ales e
54-”'.11) feal live 4 2 actueily n;’hi tire. Jome Exarpies
Of iy are “Treir qgs)unud level ond wefe  Pastencd g “he
Ciued woves et chff Toward fhem . and aws. 4N OF the men
Chaeed
Wer) e mpior ot e 5ch + WI4 came at them ke o Figec- It

Seercel cspecial ive beeause o aeir CwrTrenm dic amert.
/ ) Laxesive redic acert.

T m———— T — e Tre Mecd g+  Hhis feint Zeems

Hke anxiovsme, Bt hocver the length oé  cech serterce Chenges
this eaovse i jees Fram Shett do laog , Short to by then long o
e jost fioks Sendences Likere it 5 ghory. Th;n“:n, Gbout it thig
fﬁ“fm Maices e 4hinh od gome ara Wink g SR qit gh b —ordt

porecble  out comes  Gnd  fhis prokets ke Linci meed op pnic.

78



“ \f\-.‘rg‘ O 1ol
i\\ 4 S 3.1 @ & P

"o G oM ST
AN VY '“-j' Citeraiuwve

SUF\( v G (& 8V \).)O“ (‘\-._\:—‘( \(f{_.‘ Ul X0 ‘)(_, 1C Schexd
QA Laen e Allauen and® G
L3 s e A . ¢

\

3 \“_,:(_ Wy N ( .
Ne vod Oead Clcles updee e ey, Len
~ode e N G’OO& N df‘O{_\ﬁ'V- NG QOEY
Mode  eng: 7 NC Oades ents, ne Ko
Oxoivpeny e CxUnppiedt oadt e o keus
‘J\,"x;"”\ ;

N Oeuean O At Ve e Yol LB Ayl
v‘{\’\o\\"’- \ O w;w\ (LR )

e \ ]/ ) (" fiay
QLA r'\\]‘t M\ AN \ &0 R s </l 7 U | Wl
" > ‘\ X " . } /
j - — . SR\ V21,2016
Enojitiey Lok 5
Aol Yooy Laesosuee

AN wiois 00‘;&003% \ otiew yqe aureac S
LT K OicveN " WS e 10 exoan
Q08> OROUENICO, Wsecw doux, (Live

ot Senats af AR o . (Mead ey
YO Cooe, ¥o® womees ©acas .
fren eyt OOy L N0 CC)( eV e,

P E o SUORPIIY %x_ onced ! yeael cod Loesce
;g*m a0 N ey Loowes OO
BT Scus e RO NWOMNRS  Lsece
e cowx oc A\ake o TODS Ve
EONNORELOBIE. St 220 Come o hem
e o Riges. €soecann mgﬁg&, Toe
IR, L0 (Rl Coume Y ey Sex CR RO
LA < w8 ‘:/‘S.Q\.M_uur O s \C\_Av:;f‘q Chpoic
Wese CLaMPres  Soyeen AN O3 Aancs
M‘z‘ PO JAC M‘%“iﬁ e O Q_.‘CJ__L,\._(QG
{ o« e Tytwowe Y\ N OOYTE )
Wese Svrokx and  <onne AASeXE_
\%‘ﬂ"t Thood o YNig postaae
Yo e &o\nuﬂoq«‘\‘-‘y

79



o4

ﬂ(‘,‘

Kytholls

1Gne Choictus  Causte

(e odef

-l-{'l LG+ 0 Cone vy
Cousys M

[ead]
fecow  WhON e aimal

fxm A Vo) ()

a ) sy~

— 0\

{

oY MM— -Hr\b feakr

(SRR
LY R Jay *'“P - q{t’ R
-‘-n (W6 A"(— aME,.

ol Coud

) J.Qc/(lhtx___ﬁQ_
; all M

= Olif!
qmﬁ.’ﬁ% y

sa UCigus, +all Hrﬂ“z\ B

Sk o

faoher  Sunkio

.
A

‘§' f('l‘/!J FCJ {

_{}UL)( &\U\G

w(.\m-

@ Sgan | Jaks

| Cabld 7 ray

Ve Ohes voan ix—:% gt

JA\ Qi '\'lt\fJ

s

LIF\C Z\q .fKtx\‘"
2

el

AEN

mvo
e,

AP St‘&- q
\Cage S

TJJ\ N\ \(kf\\l

"Yod

7‘1\0
Tt
JQ\{U T‘e\wd

T\ [\Y
H\L«Y w’f

Thar W\‘\é\d

t\m

m\&
\ J

o ch\*«o
b

&3 \J "-._‘ia.»

[6 (3
Shows woﬁf TCDH:F

Sarfle ¢
Gd W T esed

o"ta\u

SR G
Cofel g SRS

Vs \ C\qu

Rnow HIE  bleause
Fho ?Rﬂt. .umc,
ek oy

an ht/ Cffuu
ﬂﬁ l\O\J Has
cliu) o SCaﬁ,

SEAMRACES | aRU Al 1m ad, CoN
He V\OOJ ‘17? jong iﬁ)\.
o YN vl .\d”mm\ 0

e MO wiod T abay
299 6%,0\

» (f You -
Nou VO“L\

CJ:SLO\ W OA W\(:e‘\ TS \oﬂ\

| e Ny S o s Hewy

B Vo N () QLS gfe Seal

¥ \‘d\\ \\Q-J 1§ % i ¥ QN “f\q\q

and M fases
L[g,

+ muﬁ) Y,
\CJ W o LS

.

e

k.a

80



B e "4

—ﬂﬂc OU)PI 01 of Ulo%(\ Gfa\/\S Stor

| Ubes Negotive  Notalyyloc fo  deseribe  defin's

.mw& M{JS Shegel da}/o / Mori)iq s.T/Jt Uses
[ﬂw Words " (‘j'mw,” ond (‘(JMJT;” o @Xt)la.n
dohas  aegodiue amod. Bven Vi b descrpion
of J;hf‘s hog / F.i-vt Qutftundings  You  Con

| feel f*r Necpdvidy, Teom ZJZhn [atin ox  Swnn

‘JVS 10 J‘;lm/ U/\QQ«’OO“A:N\ 3 \%5 his mzﬂmfs

| brtakeagt.

. a;hﬁ Wag n@x{w frort ‘H\B \er btﬁw'./\ﬂ of
| the S‘Bt/- You Con  waaine  hm withe™ o
.Jwé face )Gné 0 Scou| on  hs  Guce “nrmykoul'
He  ulbl 5407:1714 outhol  put o uel iahpled

Y nﬁ ahve Se “n\qj

81



Mol |dembire i -
feaders ‘w} sh,?l? Whaw. kn:,;. ‘S,“‘J.»\-}b{.‘,:,y

@ 4 ol 5 " Wier § " regent My lar
0 Sory Mare n ,J},&‘} vad e ln].-bl, &
N V4 ] - K
Uiders ‘a.'mf;z, .VmJ a ‘ﬂf;l.*v’ can w;“i, -0fs 4,"

Setlima & hotoct J. r
;—”J'\/“ ‘”n ¢ 'D(-'fj ood  The  mefiwe @y heir

Tn 1]- Y S Sme” L
The  Posse e e audher 7 des
o dromele /%!--,, wistul W Mopd. Nith He Y
i ol o o )1t
'Y?fu;]rnl;:*'ﬁ“ ns ; b‘ﬂ ‘( A "javff.g g e
cless You  con feel  he  dene ¢ of v \v//v'
:‘;‘,mJ.».'.,,J;,; . B

alte 0 I
e T e @7

e J A
Sone otV el A
Sedliag of Hhs Hory.

l”So l))« Mk Slonding  Hhe  Meed af

L
Dr 7(”[ o loa V' betla U devedandiy
s e O Chams fecs, I’}’yv e s a \;7
4}\‘ J(YJ of ”r NWons 1/" by |
you 6o fecl o Gem P

deseriphie- 0F  The Sems beiy  Coroel”

I"‘usz;;‘ ,‘( (.\ ad ‘Q' e ‘bé Me -:.J Vou " o
Mo GeHe M g }[_.«‘Ldf 14 a sb,

':D 0. by S plaaehes o okd
ma J
o Jext fonee  fo Uidershund,

'
t )
iy, S~ o
The L T peed ghemy 004 ds k-
y . | v / 2 o i Yhe
1darde " fns Lo r draneti
s of mMen of 2 €0 plafp - L
W e Cwhers  gloow  ads ond
v il roee } 4 Sty 18
MAGd N, SRATATLS sAd ! infereet
odt mare dramehe 044 ahak o
f : '

82



i SN PR 9/

! L 2 _mocl C'.”.J'I"l )'“"'h.-.ac I [w'“* Lup&f ree ' 20 and tad decas I
v 7 /

&5 e atdhae degsibe the colors and @nuironmeat 19/[" 7

3 | ' fdus WP
Snd. ¢ by A% Lave  in.dhe  peliage oS oo fficad. e pragacty
vi

P i 4','\.’. dow ripeld ’TC-( 81',.1-“{)/-' Lo b ‘l‘i\:' avdlhor 5 e

Fig 160m

g [ / o | 1l
The ywas the  meltocs £995. Shinwnmd T e  Spy g T, pae
-as.‘hl:.'i, .4"-."_;‘:‘_'.“)}:9’., AN g iie'l aatd '/I“ jon  Yavs #Mal "\ ¢ Aadpd Luad and

7 b X By s
| fae doid her Giaud, paekiny Me pioed of e godting lesy o JOyfut tham o

He

originally, bwss, The anthar s virsy degee plive on. purpese il Feic H

Wt o 4 I Vi & _maocds o8 4 Let LGC . 7"!" /\"fl'_lthldd S N TR A /\i‘."/

7

z =
dagpy y Geleriul Yoy ols can g calesodle, Foe otive popd. 3 of o toy 1M

(eocall the day and Yloek out thad ure Jigesed gudSile,

‘T} : i =
J AN passagl alge  (how s o Semedebed cveingo  merning RE q feenyle
’ ;
_| hate M _“”.'Lm.,.‘_ and Tee\ clomged on Al buxS, _TL Ligve he l& kel _an g
it el e g .;A,*_;l!gi:,f_"_._:j_l aoghedco A dhad @ gagiten!
pmennt o Argne frey i seemey ,rt'5‘“5ﬁf. T feef Aloe wumg in _dhe piolalay
_and Aate Abe fhusgid of wekzg up sumeely W yo ki sehos),

28

The auther .y-m.de the mesd  of e passege. dark and Sgry

&S he descrbes e eplors  aad e iAuadons vivid s He Jeccpbes bo v

He men ase at seq Facing bokal warts gnd tow derk end

;n{v:m:JM::, they are. He states ), the passge s each  Slatfe JIC-/

Wal of \uarer apprasched, b cluy euexy%":j 2ise Prom me ylew

010 He men ;r\ e |,'-P(, bm#:,’ﬂfk' Seatence 3.\4& the rrader

a Uisgal Prospetve of dow Hic peald fook In reat ife Mo it Malkeg

you Jegl Nke . wie apart of we siery,

::Zr:s %:K: h\:’"‘“’ﬁ;ﬁgm‘w\, FieReness, criel, ag g 1€55/V€, and ok burst 41t
. veerty oF the wvaved. The ilers &€ in 2 possibly fatal

SHCQHOR 403 Sue aphon: wnanes My Pacdes oA ge Aot | HE Fvam'»j

white waves e f"“‘*"";'i Wein Jife bout Wt s e cip@ of

a  path Hus, ﬂeg aves came sileatly and continuey Ficicety.

83



Acalyzna  Livemkus “Uetfig
e ousmal d\.a% # WE <tary
Was  Sad or hed I we e inning
wo. vop SYy  Sogs " TRe alage readig
W e encly  opom qlata...” He  didot
wWOoOT  Ap oy i

WOE Ao Digs
o loangy VD Ol Dyred- Prraggapn
PN e New s DM o et
Wl e SOvSER e ulled etee

e Voo W& oo s e Yiond Yo
Ol W We g Gy ord  green

Qa% and  Waa  curly 00r0ONNg Sun ™

W6 mether aka S Viappy mliuty i
0 SEngine Qee

Bat w ‘mm] “ad

‘ SN We Y
iy menrons e LOOMANIG 40 e tae
aad Sethay Ve ded g ais

v aks merhare. o 00 Adnk e

ixn! noning g W e
S mum Seees s e Ml ogas (
Egmin 6) We nie wld et vecoe

NV VaMS egas ok we dueent-
LS00 M ke

Ar e LSy acaoen e o séevned
o opv ngu‘(\gn (Vallle 2t
DeUEC Yok woRQ,

(2%

. ne soodt O Wy

v WOy a0 Cie\ W :

;‘m,\‘ 5 W oo aol\ﬁ“jmm"“c\
vike Qe b o 2 m-(l‘ o fy0g
amd  fetls oS 1B oSN

e B oan

84



(3=

Aﬂa\\;am% Vikesatrule CATHTA
e meod W e swory s anafy
Yoo con <see ¥nis vecasse Ve <y e
wetde  WWe: Cruel) 2.0 fesRve; rembes, A od
gowling, and FoentE: +o decuiot W vaues
N a swoem. TS wods st Yoar Wa

SM e op¥ing ¢ ond Mignt aven
okode Hoem)  ax ook The  werds

0 tro Sy wet  gooud YO kel oo
Poat We s s angey.

L ayOrox £ Ml soy aft sneth
Sone gt r \oRY ok Mokt e stk o
el yoo Yol AW Sory e sriove. Ty Wi
WS by cayng " Trer oes ganced el and
URIe Baresld o0 YL Croel Wauet Vot <osedi
YOWauds o ongd, v sconed e PACAN agesve
DELORE o i Commeli— predaent s TThese
Sobtenes  <now Wk YeL waltrs e odgry
ad Hoe s o aenes won @ny o
ooy e Senren(®S ake €0aw o bt of
SLTeNESS oy Saying Tree wal a AMTige
OFaLe 1 Ve et of YL waves v Tre
wotd torridle  Yhans Huatr Sty tad
Wos  Nappenitg

| b-‘ A " [ 1/1¢

L O m S 4 Y\ 6 W e S 0 0 U A

T QU WA AN NN cy Wt
4 LN . IR T
@P0e> OO Qe rny . AL TR -
‘T.‘/. C INAOC "\ O L8 MY O oooe L7
VAl ¥ R VAN \ C \,\ ;
YOL B2 ‘? VS 3 Ly ‘[ 2R
LM (6 VR A WAt MO\ e CV WEE D
Y-\ A \ A \d e
\(g\?{f: -\ AT XK \WCoaaMu) - gl
__\\,. ( * A Q' T8 (0§ e At
MY AN

o = AN
OO LR S

85



. H S
m fof\ V1,206

oonad 5

BraNzZing Litcarore
N Ano U%Ltﬂ&g’rm C\UWDY ..
\\he: 3 X Q\H

Silal \3{\0\1‘)\\%\ (_0‘0‘( vf“

US‘J(&)

%ﬂ%&m M@T e \&%{cﬁ

-\—‘m '

g:%
m@%

86



'5 A’ (back sich!
Tosiciobpectre:
M™Mocd ClassiPeriod: -

e P VA

(8

J__J0ER men) adlery yle fepdecs

e R
§ OW )
{_dr«-( Ll HhE r*voeJQ* @ 0%7

TSKA(JS"JCIJHM - (fncnnr i 13

& Al o " o) iedps ' 1A

_ 18l erte 13 (eader klrailE 4] v

Mwﬁ
e ﬁ%‘ @J-

I &, o Lvo(.J 6 o~

(42 4 _da_ ke S a_:‘ _@ql-{__jiaa@

(Jlnéjr-r (¥

'SPl <1<*_{1 e ove” Thig

ﬁ_gmes_ gu—* < Amﬂ,&gﬁ ujj%u

veg A ~f)u¢, Sy AR, f;\zw
(o205 & 1

S Qacamc focM
Suld’q’l E’ﬂx l%_CﬂL‘{’JS fu It )ﬂ <,

T 441:’:):9{'

% B ,

S 25

Nors:

[ue. Shooes W (WS o iuel o o

n |
heod 46 blocke but 1le B8

aﬁm&im gbLH ‘& posed Thiy
CHVE o
n“a i, Mﬂ@éQ bt the' g lor Nu

)

24 tneqatiVe onl.

.

87



’ - -y 7 — 4 &
" (backsicl)
71\( Word (),o‘rc u.cu the  otidor
Ohose do GE T u o5 i Ve ancifaﬂrl
m oF 4herm Ie-rew e B
s S}h ug.rqure ok &
oleel, \.pu)m
p;’, e ¢l J.o OACE ».d"f. d—(p-nft
o qualfw; e avtd
urg Jr‘zrr&:.nn w*‘?(rané %':ﬁﬂ
b 2 oty
’Usﬁ“‘é at\f Jw:s}d—f":( ) )
Jescripet  We Seor A et deoth on)
= Geree . 'y hae wac @ SIereness in
Caci Muw’é tocthel qrin’

The ﬂ*ﬁ"(&‘, ghurvlurﬁ' s Set w

A |Hl): Serdences. dhet ol  descr e
i1e cea o on evil dblect ool Jegs
Loke e men keing Sas depressol,
i rorf b teM 1WE o dqer." This Sendends
S very  shafl bud o QRS obf geradt
(.Mrugllﬁ Joal ¥row  wwod o a8Ceci ben
Lo ¥ e rm-rocm and rl & _keday
Covpoced o 3_? g digersS afc
Gerte {:[(,,duu?c Cfc wat kth@
tg\'ul‘en {he '“’ LAaves, Thi,
cortence u'r)nn o de’fU bes e
(PUBESE  of dhe "'“"‘5
Meaond el and m‘r J{fo o
e,

T é(kha.)s %a 1_ S'ng‘i ho“" "«lo
Cal ein (gaTam ¢ !( 7ie
mwé‘. e 1200 vo s mancle), They
of art i) an Ak W bt sk

B

arg heu .n +Je. oCCe in ke
(u“;{ c("Ma be it Sh Crothed

ﬂ 1% ‘»\'v Yok (:: n dhe Qom and 15
W HAE dedet kind
t‘ﬁ-\vanon & thugk fhey ol acTs hose
Xg SecreHe ond” obrenid of

-i}.g {ier e mMagtal ~)). warte Loith,
V4 \Cuch Glate :
’ol i} <hud WfJﬁflﬁg [ %M*Pr oﬂ?’oﬁ’h

-okew;:oo A o a bowdt”
v ‘wcl'I-lfmC..foA*r"
(J(\A-t‘ Iuhe&r::r c&ﬁ X e

40! Mu!/ Cet) rFAec thet Surr-
» >< N ec
’fé‘{(el" ﬂul?cr ,S «ueg eup&
"'g? , e Mea ke 1
x‘cl s (Vbé L
v Can el ARt Men kav;"’l":‘mw
»m lk(s ot o f: mm cnd Ahor

Hhin = |
o éew; lin(une’ 3 cli'.Qz Addia

When T wat O €3 I remember bei
aftwd of AW pCeon Sice 1+ wed“
Lgpgrc‘%‘-\«e Unl wuys (;Mé et pe

{ne ey oo T O R S

88



Rt 164

periad 5 (
/73 MI V,)}q [ /e/zz %afc

Tthalajra h Ltas a Seripus 0\MUM ood 501"8{}1,0;»

(1 Geem Geripus 15 th a" 45 ou wli
‘z:orfﬂh/m&' A 50 f (4 Uo/ flma Af b«ff; /d f < moaol
Fof O\a ¢ ﬁc wordh C ruc/ tells us IM ‘-Wzb wiere
1(/( har( o;’ v e sordl 4"\‘! ISJP (/:
r:m i Jhou:; Uu ”rL .’uhm (Im //'Wj < ”1

15 Aive o nJl- I e J/vcuUc
The Lok, abo fua o.olug,um; Jh g msed

¥/ IW’ is SNown

ﬂi Jﬁia%:ﬁ« o t ﬁm at Sel‘s This 5115?:

fhe wigod | ) erzivy /ﬂlb
,(fjm hocos thal HEE wave ¢a uJVlM S }' Y and s’rm_g/y

89



(7 A-

le\_\zfq Loaswe 2

TN A, 20U
B CxED NS
LT Ui Wes SAcKc R N D
.&Iﬁﬁgﬂm 10 CETINe o Lrnstamy
AT WO T oo B QY writd Cr CQu0CH-

QY W0 AN ESO0E Y. WY WRAITC, W\ 00 (00S-
.or}{.m- QLY LEES (o 0S e AR ) oo
AN "o " vE B A0 Ot nace: o
LOESE O NN oY 1ie 000 0 e RS ey
WV 0 CNONOCKET & (). AT 10 AT R,
£ 200 an WO\,

VE Qe o (00, ZamieS A0 Odun
O AE CRDIN. 0wl 02, DO 11E @CE T
{ECL 0 QCIOQA0N A A0E QuOy 200 1 HC O 1T
W Wi 1 Tow O ¥ DO o (0Nt e OWaocty
(€ LB 2000ES WE T 0 o e HE Cyoeo
QY O AN oy © COOIESe@). Lo et tho
q\p&&’l R il \ £ oeaon Ot ()\CCX‘\'\\'.EM ¥
E e P0smae WOCR, 11 C auudiicy WA i CHO000N
QU AT VOO O e AND D000 v
\’(‘C@R CEIN A0 Q@S e 10 (0 Y
O e +0C A0 Cr UOXS Dok OO Wy

QUi A VA 0 W NG NN AN \"{\C(m\\"(]
Qe A0C WO Q.
AN LI C
W \3\@: W2
(V5

SUOE WOTH O DAORES AT oLl (202 10 Creoat
Q. N0 OUE et Shg 104 WO QRaRE, QOOESoNT |, QU T
AGC. TeRe 0 ICLou WO Cvv €T O. QeSS
W OREY TG T YEOCKY . \EON TS OCCOUTEE TeaC
WOER QU (EON AEAIa Wiy Dl i QU dar e
GO QOO T v e 176 Ay oo eorh
SOK Gy 08 T VORRY OEONCORTCL ™ MW () 4104
AN UONE WD (AL 10 CON OND ey - AL
050 Ve WA S i o Oy O (RO 160 e
WA SHTUCTUVE D Uy L KD 100D, O0EY VY
Cx ANNCS DG SV QOOy T (Y G2t &y Tine QAT
e e A0 QRS T VEXT O SUDOsINTTQL,
a0y W ' ,

Tl e Eenn BT ailCiud) €080 SO oLe
OC 0N At TH D i <u0ey). Ty gwe a
SECCTHHUL NOELY QU TONE Ty g»n"nf;- 2CAC
LSS, X OO QLN e o sRYB W s,
AT wae T _vi"ff,d“fgf)_: Ny 1S 0 TN eocer,
TNC OLTTV U0 LR TR LK\ To AT I
VOFN OFY v,

90



4 T

Wrcus miwd sichas, drmmmledlz} ;’w M

hefy Jrhrrfoda ¢ nsesisp 0P What Hhetlmuder
This ll hﬂ‘li ,,J Hlt(’m(cr deade MJ‘H}CII e o\M He

ie, V‘Ela mblh Inferest ete.
Thw\u%or’s ustol et 10 Hs e, lows Fhe reada
4 Hheir ownperct f H[ﬁ«m]lf

-{D g Hﬂ'ﬂ‘ ﬂFf‘ MGP( :f«tfolﬂ‘zj \ncs, in w‘l:&evﬁa\

of h‘ +h
r& m ﬂ\ﬂi/wl‘dwlb i .m.wb N(chmdtr

Qf’exﬂmg ik
l‘&’ 8

Vhe auckher?s U i +m i elp 4o
R
ﬁbw 5.4@ c«m 1%&1’6»
MBNJ"WMW?

Joontitr”

91



(a 4

| e T [ —

| e outloc_ueee clorTexeaected_discépton
_of Wnex ne Sees angl st_&w:szzmﬂ_ R
I 0 & o S U U Y (ﬁ[d'nq betavse hels 1O\

0 dull,edoe roeed Ao : . | N—

40 (}0 40 ool . Jonan (:.mg WeALS. e

feel twe b Avtcn @)@ | TR
— Seeer ing 05 Wwon _ond o helps when
 he delws oot M Lvigax ColaeS
o€ \wWvieA e "SeeS Ve, Me dack waped

ek i Since e feh Wswe op,

“The deSiirley Chenge S Onadvin coiel

e\PS e (el Ve Youce Hheve,
__C«,m) osgé_g)hm&&s_\_m’_”’b:md;_m_vm__
Javmuﬂﬁ%oxm " {Cepringhiene: neae
_na e (v T jaly e Pl boet™ 3o
_,CMIQL_{W_D(;\LL arePe0.

18

The autop OF s Yq;.,,cr; st Sherg
N06dS \\\hQ Aopre<one |, Predil umef\’? Gk\bxrsé\irsukﬁe,
'—Q‘P\rm(\oss,(ﬁ These WS CK{ deS(hbt
S SHualionN OYY\ \’ﬁC\\\ ~e€ (;Q\\"d
OE, N(S\ie («6(3 o S cm«\\rm‘ 0\90 u.»e o
efiC COC for Wwis Dasone WKL Slone?
’am\;}grwhne A‘a you Confinne. Yo Teodhi
oo e \r\kuo«\.m and Mot S Lo C\P\(\u.‘
4»\\\ ~\\f\m deS.Criplam s You Viseleang v in
VsVl Yeads TS S ¥Yd of & 5((\u) NS OUS
noced, s ”Pn:‘:.dJL Yeaves ON a (UICK f\m Without-
Mdch oF @ S, Tne cneed S Kind  of
Sccm\ e tavdl e aother Wses Scarny Words,

92



