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(Part 1: MCQ)  
Full Marks: 30        Time: 30 mins  

  

 
Qs. 1-10 carry 1 mark each.  
 

1. What is an ‘eponymous’ novel?  
a. A novel where the title includes the name of the chief protagonist.  
b. A novel where the narrative resembles dreamlike sequences.  
c. A novel that is serialized in weekly magazines.  
d. A novel which refers to characters from other novels.  

  
2. Which of the following is an ‘epistolary’ novel?  

a. Foe  
b. Robinson Crusoe  
c. Clarissa  
d. Northanger Abbey  

  
3. Which of the following novels by Jane Austen is directly inspired by the genre of ‘gothic’ 

writing:  
a. Persuasion  
b. Pride and Prejudice  
c. Sense and Sensibility  
d. Northanger Abbey  

  
4. Apart from its debt to Lawrence Sterne’s Tristram Shandy, Rushdie’s Midnight’s Children is 

often compared to the work of which pioneering Indian English novelist?  
a. Raja Rao  
b. GV Desani  
c. Mulk Raj Anand  
d. RK Narayan   

  
5. Who, among the following, is not a twentieth century writer?  

a. Chinua Achebe  
b. Krishna Sobti  
c. Albert Camus  
d. Gustave Flaubert  
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6. Who, among the following, was never imprisoned?  

a. Anthony Trollope  
b. Oscar Wilde  
c. Fyodor Dostoyevsky  
d. Marquis de Sade  

  
7. The male protagonist one day becomes female in a major work by:  

a. Toni Morrison  
b. Gabriel Garcia Marquez  
c. Virginia Woolf  
d. Ismat Chughtai  

  

8. Which of the following works is set in the period of Bengal Famine in early 1940s?  
a. Nabanna  
b. Tiner Talwar  
c. Sajano Bagaan  
d. Rakta Karabi  

  

9. In Joseph Conrad’s Heart of Darkness, the Inner Station is located on the river __________. 
a. Niger  
b. Orange  
c. Congo  
d. Zambezi  

  

10. Which traditional performance form did Dario Fo adapt for his theatre?  
a. Flamenco  
b. Mummers plays  
c. Chansons de mal mariée  
d. Commedia dell’arte  

 
 

Qs. 11-17 carry 2 marks each.  
 

11. I have access to Stendhal’s outlook through the commonplace words he uses. But in his 
hands, these words are given a new twist. The cross-references multiply. More and more 
arrows point in the direction of a thought I have never encountered before and perhaps 
never would have met without Stendhal. At the same time, the contexts in which Stendhal 
uses common words reveal even more majestically the new meaning with which he endows 
them.   
 

The central idea of this passage is that:  
 

A. One can only understand a writer if they use commonplace words.  
B. Great literature can bring new thoughts to us by reinvigorating words.  
C. Stendhal wanted French to be an aristocratic language.  
D. The context in which words are used is irrelevant for assessing their 

significance.   
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12. Because you have taught me to understand this, I look upon food as a medicine. But the 
snare of concupiscence awaits me in the very process of passing from the discomfort of 
hunger to the contentment which comes when it is satisfied. For the process itself is a 
pleasure and there is no other means of satisfying hunger except the one which we are 
obliged to take.   
 
The writer of this passage is worried about:  
 

A. The means of satisfying his hunger.  
B. The pleasure that necessarily accompanies eating.  
C. His inability to renounce food.  
D. The fact that his food tastes like medicine.  
 
 

13. Then he stepped out from the darkness of the hut into the brilliant glare of the sunshine to 
try it on. As he emerged his casual air vanished and he literally thrust his chest forward and 
up, gave a long whooping call, put on his head-dress, and displayed himself. He was 
costumed for a social not a dramatic role – that is, not to present a fictional character whose 
life was separable from his own, but to show himself in a special way.  

  

In this passage which of the following is noted as a defining feature of a dramatic role?  
 

A. A casual performance.  
B. That which is inseparable from life.  
C. Presenting a fictional character.  
D. Performance in an enclosed space.   
 
 

14. A skilled car worker on a production line for models at the upper end of the market can earn 
as much or more than your university lecturer. The crucial feature of the middle class, which 
differentiates it from the working class in the social relations of production, is that they are 
knowledge workers. Their central activity is the elaboration and dissemination of ideas rather 

than simply the use of ideas.  

  

Which of the following cannot be inferred from the above passage?  
 

A. University lecturers are underpaid.  
B. Skilled car workers are not expected to disseminate ideas.  
C. Knowledge workers are not always better off than members of the working 

class.  
D. Skilled car workers are expected to implement ideas.  

 
 

15. When the Egyptian king Psammenitus had been beaten and captured by the Persian king 
Cambyses, Cambyses was bent on humbling his prisoner. He gave orders to place 
Psammenitus on the road along which the triumphal procession was to pass. And he further 
arranged that the prisoner should see his daughter pass by as a maid going to the well with 
her pitcher. While all the Egyptians were lamenting and bewailing this spectacle, 
Psammenitus stood alone, mute, and motionless, his eyes fixed on the ground; and when 
presently he saw his son, who was being taken along in the procession to be executed, he 
likewise remained unmoved. But when afterwards he recognized one of his servants, an old, 
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impoverished man, in the ranks of the prisoners, he beat his fists against his head and gave 
all the signs of deepest mourning. [...] Herodotus offers no explanations. His report is the 
driest. That is why this story from ancient Egypt is still capable after thousands of years of 
arousing astonishment and thoughtfulness. It resembles the seeds of grain which have lain 
for centuries in the chambers of the pyramids shut up air-tight and have retained their 
germinative power to this day.  
In this passage from his essay, 'The Storyteller,' Walter Benjamin cites Herodotus (and 
Montaigne's discussion of the same passage) to make the point that: 
 

A. The past resides in the present as a possible resource for historical change.  
B. We can never know what a story means, since it is always open to 

interpretation.  

C. What happened in the distant past can never be known.  
D. Montaigne's reading of this passage, that for the old man overburdened with 

grief the  sight of the slave suddenly makes it all unbearable, is our best 

recourse.  
 

16. In all fictional works, each time a man is confronted with several alternatives, he chooses one 
and eliminates the others; in the fiction of Tsui Pen, he chooses--simultaneously--all of them. 
He creates, in this way, diverse futures, diverse times which themselves also proliferate and 
fork. Here then is the explanation of the novel's contradictions. Fang, let us say, has a secret; 
a stranger calls at his door; Fang resolves to kill him. Naturally, there are several possible 
outcomes: Fang can kill the intruder, the intruder can kill Fang, they both can escape, they 
both can die, and so forth. In the work of Tsui Pen, all possible outcomes occur; each one is 
the point of departure for other forkings. Sometimes, the paths of this labyrinth converge: 
for example, you arrive at this house, but in one of the possible pasts you are my enemy, in 
another, my friend.   
 
The character in this story by Borges describes the principle of 'a labyrinth of labyrinths.' The 

implication is that:  
 

A. The only way to comprehend reality is to move it to a completely imagined 

set of possible futures. 

B. The labyrinth here is at once real and imaginary. 

C. There is no reality but what is in the matrix of the mind.  

D. The labyrinth of labyrinths refers us to the impossibility of exegesis. 
 

17. Imagination! . . . here that Power,  

In all the might of its endowments, came Athwart me;   

I was lost as in a cloud.  

Halted, without a struggle to break through.  

(VI.525-30)  
 
The moment of active projection into the future (which is also the moment of the loss of self 
in the intoxication of the instant) lies for the imagination in a past from which it is separated 
by the experience of a failure. The interpretation is possible only from a standpoint that lies 
on the far side of this failure, and that has escaped destruction thanks to an effort of 
consciousness to make sure of itself once again. But this consciousness can be had only by 

one who has very extensively partaken of the danger and failure.   
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In this reading of Wordsworth, Paul de Man argues that:  
 

A. Interpretive failure is a sign that literary meaning is up for grabs.  
B. The play of consciousness and interpretation ensure that historical experience 

is ultimately poised on the brink of action but is unable to decide between 

options.  
C. Nature throws us into history, but we remain disconsolate. 
D. Poetic meaning and lived life present an allegory of undecidability so that 

both refer us to an original finitude both of life and meaning.  

 
 
 
Read the following excerpts and respond to Qs. 18-20 (2 marks each)  
 

 
Author A: “‘What is the caste of the Indian English novel?’ Because caste is usually determined 
through parentage, we must be guided by the caste of the parents of the novel, that is the 
novelists. We have already seen that most of these are brahmins, and those who are not, belong 
to the same Westernised, prosperous if not middle class, highly educated elite. In fact, the 
brahmins themselves have de-brahminised themselves in expressing their solidarity with this 
elite. Perhaps the most obvious badge of their elitism is the language in which they write, 
English, which at once places them beyond the reach of the masses of India. In this sense, the 
Indian English novel is necessarily 'dwija' or to use the celebrated title of Meenakshi Mukherjee's 
book, twice born. The Indian English novel is twice-born not only because it is born in an 
Indian mind and then re-born into English, but it is twice-born in the sense that it is a high-caste 
thing. It is twice-born in a third sense too, as I have been arguing all along, for it is the offspring 
of the de-brahminised brahmins or the upper-caste parents who have wiped off their caste-
marks. To sum up, the Indian English novel is a ‘caste-less’ upper caste.”  
   
Author B: “Rephrasing Toni Morrison one may claim that the imaginative and historical terrain 
upon which most Indian English writers journey is in a large measure shaped by the obscured 
presence of the ‘castial’ other. Statements to the contrary, insisting on the meaninglessness of 
caste to the modern Indian identity, are themselves full of meaning. The world, Morrison has 
stated, does not become raceless or will not become unracialized by assertion. Similarly, India 
will not become casteless or unstratified on caste lines merely by assertion. However, the Indian 
English writer's attitude to caste is exactly that—assertive and evasive; and, sometimes, pitying, 
or derisive. In that way it is slightly different from the white American attitude to the racial 
‘other’ as examined by Morrison. The Indian upper caste attitude is more one of dismissal than 
of subdued confrontation. This is in keeping with the history of casteist exploitation in India, as 
this exploitation has been based on religion, apathy, and a stable social order and, unlike Western 
slavery-based racism, not on direct force or confrontation.”  
   
Author C: “Caste remains an unspeakable category unless perhaps one chooses to talk about 
Mulk Raj Anand’s Untouchable (1935) or Arundhati Roy’s The God of Small Things (1997). 
Conceptually, and even in terms of the literary criticism of Indian English fiction, caste remains 
an incidental category, visible only through the marks of excess and violence. When 
contemporary Dalit literature and its reading emerges as a critical tool effectively challenging the 
notions of dominant historiography, ‘the caste and Indian English Novel’ debate highlights 
certain inconveniences that such a critique poses for a secular, modern space such as Indian 
English fiction. In other words, how does caste begin to challenge what has been ‘taught and 
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thought’ about Indian English fiction?” (Excerpts from Economic and Political Weekly on “Caste 
and the Indian English Novel”)  
   
Qs. 18-20: Read the following statements i, ii, iii, iv, from the above excerpts and choose the 
correct option A, B, C, D that can be inferred.  
   
18. Statements: 

i. Twice Born is written by Meenakshi Mukhopadhyay.  

ii. Toni Morrison conceptualized ‘castial’ other.     

iii. Mulk Raj Anand and Arundhati Roy are contemporary Dalit writers.  

iv. Author C rephrases Roy’s Untouchable.  
   

A. Only i & ii are correct.  
B. Only ii & iii are correct.  
C. All wrong, except ii.  
D. All wrong.   
 

19. Statements: 

i. Author A states that Indian English Novel wiped the caste-marks off, whereas it neither 

pities nor derides for Author B.  

ii. Author C: Indian English Fiction challenges caste frontally; Author A: caste is incidental 

in Indian English Fiction.       

iii. All authors argue that India English Fiction is casteless, if not raceless.  

iv. Authors B and C do not claim that Indian novelists are westernized.   
   

A. All wrong, except iv.  
B. Only ii & iii are wrong.  
C. All wrong, except iii.  
D. All wrong.   
   

20. Statements: 

i. Author C formulates ‘Casteless Upper Caste’ to understand the Indian English Novel.  

ii. Authors A & B argue that caste in Indian English Fiction is marked by excess and 

violence.       

iii. Author A does not argue that caste is a direct force, which is very different from racism. 

iv. Authors B & C do not argue that the Indian English novel is a ‘twice-born’ fiction.   
   

A. All Wrong, except iv.  
B. Only i & ii are wrong.  
C. All wrong, except iii.  
D. All wrong.  

 
 
 

***  
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(Part 2: Essay-type)  

  
Full Marks: 70      Time: 1 hour 30 mins  

  
 
Write TWO essays (600 - 750 words each) in response to any two of the following prompts:  
 

1. Discuss the work of any TWO literary theorists who have made a significant impact on 
you. Explain what you find particularly intriguing or exciting in their approach by 
explaining how they each read one specific text. (It need not be the same text for each 

critic). Highlight the major differences in the approach of these theorists.   

 

2. Discuss either themes and/or narrative strategies that recur in the work of any major 

writer by examining at least THREE texts written by this author.   

 

3. Examine history and fiction as narrative forms with reference to the work of at least 
TWO theorists. 

 

4. Specify THREE main characteristics, using any three scholarly works (introduce the 
work and argument), that you think would distinguish the studies on cinema in India. 
Elaborate ANY ONE such characteristic (say, for instance, the ‘spectator’ or 
‘melodrama’ etc.), and in connection, critically discuss a contemporary film from India.     

 

5. What is the place and status of lyrical poetry in modernity? Explain with reference to at 
least ONE major poet, and with some reference to a specific feature of modernity (such 

as, for instance, the experience of the city).   

 

6. Discuss the work of any TWO writers (whether of fiction, criticism, or theory) who have 
taught you to think in a more nuanced way about the relation between social hierarchies 
and literary, dramatic and/or cinematic representation. Which concepts or strategies do 

these writers foreground in their work?   
 

  
***  
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Response Sheet for Part 1 (MCQ) 
 
Application Number _______________________________________ 
 
Room No. _____________________   Seat No. _________________________ 
 
1. This sheet should not be folded or crushed. 
2. Use only blue/black ball point pen to fill the circles. 
3. Use of pencil is strictly prohibited. 
4. Circles should be darkened completely and properly. 
5. Cutting and erasing on this sheet is not allowed. 
6. Do not use any stray marks on the sheet. 
7. Do not use marker or white fluid to hide the mark. 
8. Multiple circle markings will be treated as invalid response. 
 

1. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

2. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

3. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

4. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

5. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

6. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

7. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

8. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

9. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

10. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

11. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

12. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

13. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

14. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

15. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

16. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

17. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

18. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

19. Ⓐ   Ⓑ   Ⓒ   Ⓓ  

20. Ⓐ   Ⓑ   Ⓒ   Ⓓ  
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