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looking at a blackbird. This is impressive, but nothing compared to the variety of approaches an AP teacher can offer. That is, although it would be er roneous to say that there is no wrong way to organize an AP course, there are innumerable right ones. Among the most popular are a chronological survey, a genre approach, and a thematic or‐
ganization. Some of the big themes that we have used over the years are "Identity and Percep tion," "Money and Morali~" "Truth and Illusion," "The Nature of Good and Evil," and "Finding Purpose." Robert DiYanni's Literature, Sixth Edition uses a genre approach, but within it are elements of the other two, particularly in the three "Writers in
Context" chapters (Short Fic tion begins on p. 130, Poetry on p. 907, and Drama on p. 1302). These chapters examine in depth three short story writers, three poets, and three playwrights, incorporating biographical and his torical information, multiple examples of each writer's work, and excerpts from criticism. The world of literature-as we who
have chosen to teach English as a profession know-is an inexhaustible treasure-trove, so much so that one might be tempted to try to dazzle students with an overwhelming array of gems. Instead, since we can't teach it all, we must make judi cious choices. These choices have to take into account a wide variety of considerations and im pulses. First,
we must consider our own interests and peculiar preferences and then what we hope students will enjoy. Second, we should examine syllabi developed by veteran AP teach ers as well as have extended conversations with them. Finally, more practically, we have to con sider what we believe will give students competence on the AP exam at the end of
the course-selecting literary gems that are also good texts for teaching, in short. A recent book by Robert Scholes, The Rise and Fall of English, may help to clarify our ap proach to the course. Scholes argues that we ought to focus on teaching process rather than product: that is, our goal should be to acquaint students with a "canon of methods" as
opposed to just a "canon of texts." Our task is to help our students learn how to approach a short story, a poem, or a play-knowing what questions to ask, even knowing how to produce such a text. That approach is every bit as important as having read a lengthy list of literary works, or hav ing memorized a list of abstruse technical terms. Scholes
advocates depth rather than breadth, deliberation rather than speed. We agree. We also believe that the AP classroom should be a place where a variety of interpretations of literary texts commingle, where multiple perspec tives are encouraged. Students should be invited to bring their own lives and judgments to the literature they read. AN
OVERVIEW OF THIS TEXT You'll note that DiYanni's Literature incorporates a process approach as well. For each work in this text, whether print or visual, DiYanni offers three strands of questions: Experiencing, Inter preting, Evaluating. Experiencing questions generally could be considered as reader-response questions: they ask students to draw
on personal experiences and to relate them to the charac ters, action, and theme of the literary work. Interpreting questions emphasize close reading and analysis, asking students to identify and examine specific features of the text, to compare and contrast, and to explore rhetorical features. Evaluating questions are grounded in values: the values of
characters, of the author, of the reader, and of the time and place of the work. Taken together, these questions draw on students' higher-level thinking-and feeling-skills. 1 Chapter 1: Organizing an AP Literature Course form, then use it, say, to lead in to your classroom discussions of tightly knit sonnets. Do you admire the melodic sensuousness of
Mozart, Schubert, or Tchaikovsky? Playa movement from one of their symphonies or piano concertos before immersing your group in Keats' (or Ham let's!) sensuous diction or the fruit-gathering poems by Swenson or Plath. If Louis Armstrong's improvisations are your thing, use them as a lead-in to Whitman's "seat-of-his-pants" medita tions. And if
you want to lighten the mood, incorporate appropriate excerpts from Monty Python, songs from the Austin Lounge Lizards, and episodes from The Simpsons. Despite our acknowledged obligations to present a rigorous curriculum and prepare stu dents for the AP English Literature exam, teaching an AP course affords an opportunity to in dulge your
sense of humor. In the pages that follow, if you see your two AP guides enjoying themselves and suggesting witty or clever approaches to classroom management and peda gogy, that's just us being our best selves. It's the spirit we each seek to bring to-and inspire in-our own classes. If you have taught literature, especially an AP course, for more than
a year or two, much of what we have to suggest in this guide may strike you at best as mildly informative (we hope, however, to offer a few fresh thoughts along the way) and, at worst, old hat. If, however, you are new to the profession or to teaching an AP course, we are humbly convinced that you will find much that you can put to immediate use.
One further admonition: You currently hold in your hands, or have lying nearby, DiYanni's well-nigh exhaustive array of great (and, yes, near-great) literature, massive in its scope and imaginative in its pedagogy. But no one text, however gargantuan, can achieve everything. Therefore, you should feel no guilt about using a poem, or an additional
story, or even a short excerpt from a novel that complements one of Literature's units of poems or stories. (We suggest some of those supplemental works within our groupings, marking them with an asterisk.) Add a novel or two, if your budget permits, or assign them as outside reading. We've listed some of our particular favorites in Chapter 2.
Here's the bottom line: AP Literature should be a challenging course, with a blend of genres and representative pieces from various eras. Although the College Board periodically lists rec ommended works of "literary merit," no fixed AP canon exists. Nor can any teacher predict with any degree of accuracy what pieces are going to appear on the
exam. So teach what you like, mix up the classic and the contemporary, teach something new each year, and give students plenty of opportunities to discuss, to write about, and-this, above all-to enjoy literature. 3 Chapter 2: General Teaching Strategies for an AP Course caption-writing contest or let them organize a class or school-wide contest. You
could invite stu dents to design alternative covers for their books (including books from other courses) and in corporate illustrations (original or other) into the papers they submit. To help develop your AP Literature course, you can tum to a wide range of sources. You might want to review other syllabi, talk with veteran AP teachers, read English
Journal, attend workshops, conferences, and online events---especially those offered by the College Board and visit AP Central. We think that it's important, too, to remain fresh and to challenge your self and your students by teaching a new work or two every year. Read contemporary literature and add some of those titles to the independent reading
lists that you distribute to students as well. (There's nothing that says you can't offer a once-a-semester reading discussion group for students and their parents-a good way to practice some PR on parents and to get students to see that reading can be a lifelong pleasure.) Finally, maybe you can even reacquaint yourself with older works and writers:
Marvell, Milton, Fielding, Austen, Dickens, Hardy. (We offer a few further suggestions at the start of Chapter Eight.) WORKING WITH STUDENTS OF DIFFERING ABILITIES The College Board's Access and Equity policy for AP courses strongly encourages an open-door policy for AP enrollment. Your school may already have such a policy in place,
perhaps with some modifications. For example, your practice may be to allow students to enroll in AP En glish Literature but stipulate that they must maintain at least a C + average. Or perhaps you re quire students to apply for enrollment by writing a letter indicating why they wish to take the course. Some schools host mandatory sessions for
students and their parents in which AP teachers present an overview of the course curriculum and their specific expectations before students are allowed to enroll. Other schools may allow only students currently enrolled in an honors-level English course to register for AP English Literature and require certain scores on reading/writing placement
tests for other students who aspire to enroll in the course. Some times, such schools allow students to override the placement process should the student truly want to enroll in the AP course and be able to provide convincing evidence of her /his ability to succeed in such a demanding course. Regardless, you should have a clear philosophy and ap‐
proach to student access to AP English Literature. Even if your school limits enrollment to the top students of English in 11th or 12th grade, the fact is that you'll still be teaching a range of ability levels. Consistently, we hear from our students that they do not feel that they are as smart as some of the others in the class---even from students who, on a
4.0 grading scale, have 4.3 GPAs. In an ideal world, every class would be differentiated; it would contain 25 or 30 "levels" of work. That being impossible, you're charged with both challenging and supporting the students in front of you-the hand you were dealt. What follows are some suggestions on how to make that happen. First, begin at the end.
One of the common-sense ideas now afloat in pedagogical circles is "backward design." If you think of Stephen Covey's "The main thing is to keep the main thing the main thing," then you already understand the philosophy central to backward design. The idea here is to figure out the big-ticket items in the subject that you teach: those insights you
want students to be able to recall from your course when they're sitting by the pool in their re tirement community. Things like Writing is a process. And Literature helps us to understand our selves and our world. And Talking and writing about literary works helps us to clarify our thinking about them. (Recall E. M. Forster's "How do I know what I
think until I see what I say?") The designers of backward design, Grant Wiggins and Jay McTighe, would call these state ments "Enduring Understandings." They couple them with "Essential Questions." As you design 5 Chapter 2: General Teaching Strategies for an AP Course label the columns "Puzzling," "Interesting," "Beautiful," and "Vocabulary./I
As they read and encounter instances of each, they should copy the word or sentence and the page number. The card serves as a reminder to read slowly and carefully, and the initial discussion of the text can consist of each student sharing one example from the note card. Have a supply of extra cards on hand, or assign students to buy their own. If
students purchase their own books, teach them to annotate by underlining key sentences, making marginal notes, and keeping a list of impor tant characters and elements on the inside cover. If you haven't read it, check out Mortimer Adler's "How to Mark a Book," in which he explains how central annotation-conducting an ongoing conversation with
the author-is to reading a book. When you as a teacher model analytical reading, you will help students to understand the process and to know what is meant by "close reading." For example, if you're introducing a novel, read the opening page or two out loud, stopping and commenting on what you, as a good reader, see, what links you're making,
what questions you have. Point out what you think are important words or lines, potential themes and symbols and character traits. Invite students to contribute to this oral close reading exercise as well. If you don't have time to teach a whole novel or novella but want students to experience a taste of it and to practice their reading skills, have
students in small groups read the first four to five pages and note such elements as point of view, imagery, diction, and tone. Encourage students to keep a course journal, in which they respond to questions during class especially having to do with experiencing literature, or a dialectical journal (double-column note book) in which they note phrases or
sentences, with page numbers, on the left side of the page and paraphrase, link, and otherwise respond to them on the right side. This type of journal helps students to experience, interpret, and evaluate literature. Class discussions organized around a central question (Socratic seminars or Great Books-style discussions) also promote analytical
reading: students must cite evidence from the text to support their assertions. TEACHING ANALYTICAL WRITING Students need practice in crafting an effective thesis sentence, whether that sentence appears in the opening paragraph (deductive approach) or near the end of the essay (inductive approach). Professor DiYanni offers suggestions for
writing a thesis as well as following other conventions for writing about literature on pp. 2127-2131. To practice the sort of analysis of reading that the AP exam requires, isolate a passage from a work that the class is studying and generate a list of textual features that students must explore: diction, syntax, figurative language, tone, selection of
detail. Early in the course, allow students to collaborate, but then have students work by them selves to become more adept at noting these features in texts that they encounter. Undoubtedly, those 4" x 6" cards will have already gotten their minds limber for this sort of analytical "drill." Mixing literary genres in writing assignments helps to teach
students the skills of analysis and synthesis; it trains students to see patterns across genre lines. Give students two or three passages, perhaps one from each of the text's three main genres, that are linked by theme, im agery, conflict, and so on and ask them to identify and then analyze the parallels that they see. To assess students after they have
read a text, specifically a longer work like a play or novel, ask them to find and analyze three passages-one for character, one for theme, and one for style. Students should copy the passage, paraphrase it, and then analyze it. This type of assess ment reinforces yet again the importance of reading attentively while noting parallels, connec tions, and
even salient contrasts. A writing assignment for secondary sources that trains students to read carefully and write concisely is the precis. The directions for this assignment are simple: find the thesis of the piece (we suggest using a critical essay, although students could select an editorial from your local 7 Chapter 2: General Teaching Strategies for
an AP Course phy. They do most of their research during the summer before their AP English Literature class and submit their 8-12 page research paper at the end of first semester. This research assignment can be coupled with a research presentation second semester. TERM LIMITS We teachers often wonder how many terms students must know
in order to do well on the AP exam and in college coursework. A list of terms for the analysis of both prose fiction and drama would probably include the same 15-20 terms: settin~ symbol, theme, motif, rising action, climax, falling action, denouement, foreshadowing, in medias res, conflict, character, imagery, deus ex machina, tone, point of view,
allusion, metaphor, simile, diction (including dialect), and syntax. Po etry requires far more. This genre, chronologically the first, has its own technical language revolv ing around various types of meter and rhyme. We expect students to learn about 50 terms peculiar to poetry (see list below) and to use them accurately when writing about or
discussing poems. One caveat here, though-and we will return to it in our tips for taking the exam in Chapter 3-is that merely identifying or labeling a technique ("Here's a metaphor" or "Here's alliteration") has little value. Students must learn to link the device to a central idea about the poem; they must show how the device is working within the
poem to generate meaning. That is, they must connect form to function, device to purpose. That caveat applies to writing assignments about poems as well as to the poetry questions, both multiple choice and essay, on the AP exam itself. As for allusions, you can't teach them all in one year. As suggested earlier, a good English program would focus on
Greek and Roman mythology one year and selected biblical narratives another year. By the AP course, though, even bright students may have forgotten these refer ences. Encourage students, then, to compile their own "Dictionary of Allusions" in which, for each work they study, they note any references to mythology, to the Bible, or to history.
Handling the Paper Load Our first piece of advice for reducing to manageable limits your out-of-class work may sound callous, but here it is: Don't grade everything that students write. It really is not callous, though. While students need the practice in writing, you probably don't need any more practice in grad ing. Of course, you should give students
feedback and suggestions for improvement, but you need not feel obligated to comment on every piece they produce. And here is one important tac tical suggestion: Never count how many papers or tests or quizzes remain in that pile in front of you. Ignorance is bliss, after all. One way to approach such a load is to simply tackle five (or ten) essays at
a time, then take a break. Small units of work go faster. A way to achieve this goal of offering feedback while still having a life is via students' jour nals. Have students respond regularly to what they read and to class discussions of the works read. But when they submit those journals every month, have them star (*) their four or five best (or most
perplexed) entries for you to read, grade, and comment on. Especially if you have copies of the scoring guides and sample essays used at the AP Reading, and if you are comfort able with holistic scoring, consider using the AP's one through nine scoring scale when assess ing student writing. Split scores are fine. One scoring system, based on points or
percentage, might look like this: 9 = 100 8 = 95 7 = 90 6 = 85 9 Chapter 2: General Teaching Strategies for an AP Course Independent Reading Assignment For the required IRA*, prepare a literary analysis paper. In part, this type of paper will give you further practice in choosing appropriate textual evidence, in integrating quotations effectively,
and in writing concisely. As well, it will cause you to generate a thesis that you can support within the three-to-five-page length requirement. The main danger in this paper (aside from writing as if you'd read the entire novel when you really haven't) lies in resorting to plot summary rather than focusing on a specific text-related is sue. Choose some
feature of the text that interests you. You might begin by raising a question of the text, such as "Why does _ _ act in such a manner?" or "Why does the text end in this par ticular way?" or "What is the significance of the title?" or "What role does irony play?" Clearly, you do not need to discuss every feature of the text, nor can you do so given the page
limit. I would encourage you to choose a meaningful issue upon which to build your pa per. Assume that your audience has read the text. Poetry Terms We suggest that it is wise for students to master some crucial/ltechnical" terms in preparation for the actual AP Literature examination. They sholIld not memorize purely for the sake of hav ing a
bagful of fancy terms to throw around, but as a way to analyze specific poems and poetic techniques in an articulate and perceptive way. We suggest the following set of terms, which we have divided into categories for ease of application. Terms Relating to Poetic Meter anapest dactyl hexameter tetrameter pentameter blank verse end-stopped line
iamb trimeter caesura enjambment spondee trochee Terms Relating to Poetic Form English (Shakespearean) sonnet elegy dramatic monologue octave sestina quatrain sonnet lyric pastoral Italian (Petrarchan) sonnet ballad sestet villanelle ode Terms Relating to Rhyme and Sound assonance couplet internal rhyme terza rima anaphora feminine rhyme
end rhyme masculine rhyme tercet alliteration free verse heroic couplet near rhyme consonance onomatopoeia "'For the extra-credit IRA option, rather than an analytical paper, try your hand at writing an abstract. An abstract is a chronological summary of the text, usually two-to-three pages long. The title page should contain a full MLA bib‐
liographical citation for the text. 11 CHAPTER 3 The Advanced Placement Exam APPROACHING THE EXAM As we hope we have made clear, the value of the course is the course itself-the thinking and an alytical skills learned and, above all, an appreciation of the beauty, complexity, and richness of the literary works examined. Still, students do want
their money's worth. So it makes sense to offer some information that will help prepare them for the exam itself so that-strange and depressing irony-they might earn the right to "place out" of a college-level course in literary appreciation! We should mention here that the College Board offers a number of publications that sug gest strategies for the
course. Among the most valuable is the Course Description booklet, avail able in both print and electronic versions. Be sure to read the course objectives and review the sample multiple choice and essay questions that are offered in this booklet. A. The Structure of the Exam The actual three-hour exam consists of two parts. The first is a one-hour set
of (usually around 55) multiple choice questions, which counts as 450/0 of the student's final score. This part usually con sists of four passages, prose and poetry, followed by 10 or more questions on each passage. Students then get a brief break, followed by the two-hour Free Response section, which consists of three essays about literary works. Two
of these free response essays require analysis either of an entire literary work (if a poem) or of an excerpt from a prose-fiction passage. The third free response essay asks students to apply a literary concept or technique to a literary work (novel or play). They may either pick from the list of titles provided with the question or select a work of their
own. That section counts as 55% of the student's final score. Forty minutes is suggested for each essay, but in fact students have two hours to complete the three essays, and they are free (and we encourage them) to divide the available time in any way they choose. (See Part C, on tips for taking the exam). During the College Board's eight-day
grading session in June, the approximately 800,000 essays (more than 250,000 test takers, three essays each) are evaluated. (The multiple choice sec tion is scored by machine.) Each essay is scored by a different reader, using a scale from 0 (off topic) to 9, according to a specific grading "rubric" that is developed by the Chief Readers and three
Question Leaders and, if necessary, refined by Table Leaders. The result is that all essays are approached using identical criteria, a process that yields remarkable accuracy. The scores on the three essays, plus the multiple choice section, are tabulated and then divided into the 1 through 5 Advanced Placement scores" with which you are probably
familiar. These final scores are mailed out during July. 1/ B. Question Types Multiple Choice Questions Here's the format. A text is printed (for prose, usually 500 words in length or less; for poetry, 40 lines or fewer). A set of questions follows that text; for each question, students will see five possible answers. First comes the actual query (the
technical term is stem), which almost always includes a phrase like "most likely" or "probably." That practice recognizes that the in terpretation of literature can be a subjective matter, even though reasonable (or "best") guesses can be made and defended. ETS test-makers work on the assumption-as do we classroom teachers-that an author's artistic
intention (and effect) can be identified and analyzed. 13 Chapter 3: The Advanced Placement Exam In the Language exam's free response section, students are asked to demonstrate their skill in writing analysis, argument, and synthesis. The first essay in this section will require students to construct a response drawing on their own ideas as well as
ideas and information from ac companying sources. Of those six sources, students will need to incorporate at least three, re ferring to each source (Source A, Source B, etc.) explicitly. One of these sources will be a visual source: a photograph, painting, chart, graph, map, or some other visual item. The training in visual literacy that DiYanni offers in
his text is especially important given this new item on the exam. (See the AP Central Web site for Professor DiYanni's article about reading visual sources, in this case an illustration on the op-ed page of The New York Times.) c. Tips for Preparing Students for the AP Literature Exam What follows are specific suggestions to consider as you teach the
AP course during the year. Fol lowing them are tips for students to internalize and put to use when they take the actual May exam. 1. Have students interpret a short passage. Then give them the same passage with one word or phrase changed and ask them how the meaning has been affected. For example, when teaching a novel, check out from a
good library a book containing manuscript versions of the novel. With The Great Gatsby, for example, give students a copy of the manuscript version of the first two paragraphs of Chapter 2 (called Chapter 3 originally)-the description of the Valley of Ashes-and have them compare this version with the revised, published version. Doing so teaches
students about connota.tive diction and also reminds them that even the best authors revise. 2. Get the set of recent exams (both the Language and the Literature ones) that the College Board makes available every few years. Walk the students through one complete exam (multiple choice and free response) out loud. Then take four class periods and
have them take one part a day-multiple choice one day and each of the essays on three subsequent days. This exercise not only engages students in critical thinking and gives them further practice with written analysis, but it also serves to relax them. They become familiar with the exam and get a feel for the amount of time involved in taking it. After
administering the test, show students the formula employed by the College Board to determine their overall points earned on both multiple choice and free response sections. This should give them a sense for how they scored. Familiarity breeds contentment. 3. The College Board is currently archiving a trove of recorded workshops and online
presentations on a variety of texts. You might want to consult the list to see what's available and perhaps sign up for one or more sessions. 4. When approaching multiple choice questions, be cognizant of some tips. Have students try a sample passage with its questions and take some stabs at the actual answers. Then have them step back and try to
see what sorts of mental processes are being tested by each of the queries. This might lead them to see, ii la Bloom's taxonomy, that good questions test some or all of the following. • Comprehension. (Do they get it?) • Application. (Can they take a concept in the text and apply it in another context?) • Reasoning. (Can they determine that one answer
is best, one is seductively wrong, one is silly, and one is far-fetched?) Note: You might give students a sample passage and have them create three or four questions (overnight assignment, or work together in groups) for it, trying to create for each question four answers in the pattern just mentioned, plus the correct answer. 15 Chapter 3: The
Advanced Placement Exam • This one is simple: Remind students not to confirm the fact that they may have run out of time by writing "Time" or "Not finished." Tell them to put a period at the end of the last word they write and hope that the reader assumes the essay is finished. 2. It is fine for a student to show his or her reader that he or she has
learned some fancy poetic or rhetorical terms. But it is more important to describe how the various techniques are working in the passage than to name and spell correctly the technical term. • Do not just point out the technique; show its effect. "All the I-words in this passage show the poet's command of diction." Really? Fine, but how does the
alliteration contribute to the meaning or effect of the passage? (See our comments in Chapter 2.) 3. Remind students that literature "lives." When we read, we enter into the imaginative moment of the story. Therefore, literature should be discussed and analyzed in the present tense. And-another minor matter that can bug a hurried but picky AP
reader epic poems, plays, and novels get underlined, but poems and short stories go in quotes. (N. B. As mentioned above, a short story should never be used as a "comparable work of literary merit" on the open question.) AP readers are told that such a response "must be scored a 3 or lower" on the one through nine scale. 4. In the weeks leading up
to the actual exam, urge students to review their notes on works they read as sophomores and juniors. A passing familiarity with the significant novels or plays read in that recent past could come in handy if that year's "open question" speaks best to a work from the past. Review titles and authors, names of characters, key themes and symbols, and
links with other works studied. Encourage students to make a flash card for each work and to review the cards periodically. 5. Tell students that if they have nothing valuable to offer on the subject to write either illegibly or in extremely light ink. If, however, they are serious test-takers, they should use dark ink. 6. Remind students to skim the entire
free response section exam before starting to write. Such planning will encourage them to tackle the question they feel most comfortable with first. They should get credit for what they are best prepared for and then go on to the more challenging sections. 7. Students should get occasional drills in learning to incorporate quoted phrases or short
sentences from a passage being examined into their own sentences-it is good practice in creating grammatically correct structures that weave phrases from the given text into their response. Also urge them not to quote huge swaths of materials-just a reference to the words that begin and end the section being interpreted. Remind them not to worry
about citing line numbers. Counting lines takes time better spent on developing their ideas about the text. 8. Just one other note. Be aware that with the continuing rise in the number of English exams being taken annually, the College Board is always on the lookout for interested, capable readers. Attending a scoring session is an excellent way not
only to make lasting professional contacts but also to give you an unparalleled opportunity to get a feel for what sorts of answers work well and would impress a reader. Readers receive a considerable honorarium, plus room and board. Please submit your name as an interested reader at apcentral.collegeboard.com. 17 Chapter 4: General Strategies in
Literary Study In recognizing the value of treating their journal as a projection of themselves, urge students once a week (or more often, if they feel so inclined) to use their "log" for reactions that are ei ther academic or personal. If they reflect on their reactions to the class, here is an array of start ing points: "How does this class fit with other
courses you are taking? What are you enjoying about the discussions? Reflect about any classmates you find interesting. How do you react to the teacher's approach to the literature?" Or, in the more personal sphere: "Reflect on your life as it stands right now. Are things looking up for you? Share the good news. Life turning sour? Use those private
pages to vent./I There are other uses of an initially nonliterary nature that can contribute to this sense of one's journal as a place to explore one's take on the world. A "fun" assignment that our stu dents have enjoyed is a once-a-semester "outside project"-an experiential encounter that they can then write up (both description and evaluation) in their
journal. The exercise has little if anything to do with literature, but these "real world" encounters allow them to apply their ex plicit critical judgments to an alternate context. They could see a movie and write a review; they could go to a local rock concert or a symphony performance and do the same. They could at tend a dinner theatre and critique
both the food and the play. They could visit a cemetery and do a survey of city populations and gravestone designs from a century ago. SETS OF MULTIPLE CHOICE QUESTIONS After a few of the works in the following chapters, we have also included some sets of multi ple choice questions. These are introduced primarily for their pedagogical value:
They are use ful as follow-ups to classroom discussion of the works involved although they could also be employed as a preliminary quiz after you have assigned that work to be read. But they can serve two other purposes. Because the first hour of the AP Literature exam consists of multiple choice questions, these serve to introduce the format. You
can also use them as models for students to create their own sets of questions, as a learning exercise for analyzing the text. You might sug gest that students work in groups one day in class, or have them create one or two questions on their own overnight to test" their classmates the next day. The exercise is an excellent way for students to come to
grips with the text involved. Better yet, being forced to identify the IIright" answer as well as come up with a "distractor"-a tempting but incorrect or merely partial answer-is like a Nautilus machine for working the critical thinking muscles. 1/ QUICK WRITES To build students' confidence and skill at timed writings, we suggest short, 10- to 15-minute
writ ing exercises in which students respond to two or three big questions about a text before you've discussed it as a class. Quick writes check how well students have read, introduce the focus for the discussion, and prompt students to think on their feet (or at their desks). We use quick writes once every week or two and grade them quickly, too,
with pluses, checks, or minuses. OPENING SALVO: A SUGGESTED BEGINNING FOR THE COURSE You are teaching a class called AP Literature (or maybe just AP English), so an appropriate place to begin is with a question of definition. What, you might ask students during the opening few days of class, is literature? Give students some time to
collect their thoughts, and then help them to refine, by making more complex, their thinking. You might hear student comments about lit erature being fiction. Okay. What elements does fiction contain? Does nonfiction contain any of 19 CHAPTER 5 Introduction to Short Fiction The actual Advanced Placement Literature exam forbids students from
using short stories to il lustrate a theme or concept in the so-called open question. Why then do we devote so many pages in this guide to consideration of that genre? The answer is fairly simple. Short stories al low students to see in miniature the same artistic principles and strategies that are operating in larger works. They are a wonderful
repository of (or laboratory for studying) literary method. Their brevity allows students to see matters of dramatic situation and structure, of recurring imagery or diction, sentence style, and syntax. That brevity also encourages students to look conveniently through several stories and be able to perceive similarities among them, which a novel's
unwieldy size would inhibit. We have already pointed out that even the abundant material in Literature, including sev eral full-length plays, still may require supplementing with several novels. We would recom mend three at a minimum. We have had good success with a work as long as the 900 pages of Dickens's Our Mutual Friend (a work of
incredible richness and complexity, peopled with a fas cinating variety of characters). But you can achieve comparable "teaching opportunities" through shorter works (novellas actually) like Wharton's Ethan Frome or Chopin's The Awaken ing, works that combine the virtues of brevity with the heft and complexity of a novel. We will offer suggestions
for thematic units drawn from approximately 29 of the stories in DiYanni's text, establishing a number of links among texts both within and between particular genres. We find great value in the use of frequent comparison and contrast exercises, a belief you will see reflected in many of the pairings we offer in Chapters Four, Five, and Six on fic tion,
poetry, and drama, respectively. Students are guided (critical thinking at work) to identify common features in different texts, and then employ careful, precise discrimination in seeing how those given texts differ, whether in their creation of characters, diction, plot, or relation ships. As we will suggest, many such pairings can be made among the
wondrous supply in the Literature text, but they can also be made between one such piece and a printed excerpt brought in by the teacher-a short story in the anthology, an extra poem, or a printed short chapter from a novel. Here is one nice pairing to whet your pedagogical appetite: Choose one passage from the opening chapter of Dickens's Great
Expectations (on the young boy's shivering recognition of "the identity of things") and another from Hurston's Their Eyes Were Watching God, where the eager young girl Janie sees the shivering pear tree. In obviously quite different ways, those two excerpts announce each novel's key issues, whether existential or sexual. In addition to articulating
these thematic links, we will offer some drills that will familiar ize students with the sorts of multiple choice exercises that will be found on the actual AP exam. We will also encourage students to formulate specific essay questions to give to their class mates. (Let them be the teacher for a day.) And we will suggest many discussion questions and essay
topics as well. We also offer tips for getting students to create their own mini-casebook similar to Profes sor DiYanni's "writers in context" sections: models for further exploration. Students would read one or two other stories by one of the other authors included in the fiction section, locate some biographical information, and find two critical sources
about the writer or the stories. 21 Chapter 5: Introduction to Short Fiction to think about the inadequacy and transience of human affection (or at least romantic attachments). 7. Students could write ad nauseam about this romance business, being wise (and to their minds experienced) adolescents. Perhaps these reflections work best in their journals.
A more formal essay task might be, first, to ask them to consult the notes they have taken on the many similarities and occasional contrasts between the two stories, and then to compose a 400-word compare/contrast essay to deal with those resemblances and differences. Women in Patterns Gilman, "The Yellow Wallpaper"; Chopin, "The Story of an
Hour"; Hemingway, "Hills Like White Elephants"; Cisneros, "Woman Hollering Creek" The dominant condition in the late nineteenth and even into the late twentieth century for most women was marriage. This set of stories shows that pattern at work, the feeling of entrapment that it causes, and the means women use to break that pattern. In
brainstorming the common features of these stories, students will readily note how the women are dependent on a control ling man but find various ways of dealing with the situation. There is a wealth of stories that relate to this topic; one can mix and match the above, plus any of O'Connor's: A Good Man Is Hard to Find," (p. 202) "The Life You Save
May Be Your Own," (p. 223) and/or "Good Country People" (p. 188). The Cisneros is the most extreme, with explicit, ingrained sexist violence toward women, along with a shrewd insight into the role our contemporary video culture plays in keeping women locked into their fates. O'Connor takes a more cosmic, more theological angle, examining the
generic despair of earthly existence in "Life" and an even more explicitly theological take on violence as an outgrowth of our alienat ing universe in "Good Man." II 1. Consider beginning this unit with a discussion of a poem not found in this anthology, Amy Lowell's imagistic "Patterns."* The poem is built around all of the patterns physical, emotional,
moral-that both order and imprison the speaker. Good students may be able to identify these various patterns and discuss whether they are beneficial to the speaker. Also have them explore the relationship between the poem's shape (within and between stanzas) and its meaning. 2. When they tum to "The Yellow Wallpaper" (p. 542), students should
initially be invited to offer their response to the narrator, her actions, and her motives as well as those of her husband, John. Follow this discussion with a question about why Gilman might have written this story. Incorporate biographical information if you'd like; Gilman wrote an essay about her own experience, "Undergoing the Cure for Nervous
Prostration." She eventually got a divorce from her husband. If you explore these facts, it could be an ideal time to raise the question of the relevance of biography to art. Do you really appreciate the story any better for knowing its medical or psychological genesis? Clearly, this story cries out for a feminist critical lens, with central questions being
"What does this story tell us about the role of women?" and "What are the patterns in this story-literally, symbolically, and allegorically?" Students might also explore the notion that paper is a main character in the story: the wallpaper, of course, but also the patterns involved in writing and literary production. Here is a chance for students to read a
brief critical commentary that applies feminist theory to this story in Sandra M. Gilbert and Susan 23 Chapter 5: Introduction to Short Fiction conditions" Gig pregnant, "Jane" with postpartum depression, and Louise with her "heart condition"), or men controlling women (obvious), or women who do or do not fight back Gig, from the 20s; the other
two, Victorian ladies, either go mad or die of despair). From these jotted thoughts, you can have the class devise a common essay topic, or elect to go in individual directions, using these parallels as springboards. 5. The pattern in Cisneros's "Woman Hollering Creek" (p. 246) is drearily familiar: Romanticize marriage, thanks to soap operas and other
media versions of unreality; marry young, and experience the first of many beatings despite saying you would leave if your man ever hit you. But Cisneros breaks the pattern in several ways. In discussing this story with students, ask them how she breaks the pattern both in terms of plot (Cleofilas escapes her marriage with the help of a woman who
dares to holler) and structure (using poetic, beautiful language in telling a tale fraught with pain; offering one-sided conversations; shifting time and perspective-although most of the thoughts that we are privy to are Cleofilas's). In the comments from Cisneros included with these selections, the author sounds like Toni Morrison in asserting, 'I'm
trying to write the stories that haven't been written. I feel like a cartographer; I'm determined to fill a literary void' 11 (255). Consider writing this comment on the board before beginning a discussion of the story; return to it and ask students to apply the comment to this particular text. A writing assignment might have students explore what "literary
void" most needs filling these days, and which writer best fills it. 1/ Below you will see the first of several sets of multiple choice questions that we have devel oped in Chapters Four, Five, and Six for selected short stories, poems, and plays. In contrast to the ones on the actual AP Literature exam, the purpose of these is primarily pedagogical. They
are intended to help students comprehend the specific literary work at hand. That makes them different from the actual multiple choice questions on the exam. In each set you will see that we have double-starred (**) the correct answer. In a few cases we have marked with a single star (*) the"distracter"-an answer that sounds tempting but is not as
wholly satisfactory as the one with the double stars. Multiple Choice Questions for Hemingway's #Hills Like White Elephants" (Literature pp. 563-566) 1. The opening description of the scenery serves primarily to a. appeal to potential tourists and travelers. b. appeal to readers' love of vivid sensory detail. c. introduce the story's setting.* d. suggest a
symbolic reading of the story-showing two contrasting attitudes to life. ** e. hint at the hot climate. 2. The eleven lines of dialogue starting at "It's pretty hot" and ending at "No, you wouldn't have" most likely are meant to a. introduce readers to Spanish vocabulary. b. suggest the waitress's deep interest in her two customers. c. suggest some tension
between the American and the girl.** d. show the girl's fascination with the countryside. * e. suggest the girl's familiarity with exotic animals. 25 Chapter 5: Introduction to Short Fiction HBlack Cat" narrator as an internalized version of how another similarly shy killer, Emily Gri erson, might talk (in A Rose for Emily") if she were more extroverted.
Both engage in sick be havior, but we can make a good case for Emily's murdering to keep her lover around versus this narrator's senseless cruelty. Note as well that he uses "lime" to seal up the wall, just as the townspeople use lime to obliterate the smell of what we later discover is Homer. The Poe nar rator's eventual mistreatment of his wife also
slots the story into the collection of stories about women in patterns. (We discuss "The Cask of Amontillado" in the unit titled "Repentance, For giveness, and Revenge.") In contrast to Poe, Mary Flannery O'Connor is likely to be a new author for students. She can throw them off-balance not so much for her prose style as for her plots and characters:
char acters for whom the term grotesque often seems apt. Thematically, she repeatedly illustrates one major point: .fiIf you say you believe it, then live it," or HHypocrisy is ubiquitous." Character parallels are easy to find among O'Connor's stories, many of them built around irony: The woman with the Ph.D. is gullible, foolish, and false (Hulga in
flGood Country People"); the "Christian" grandmother doesn't practice her religion until death stares her in the face (H A Good Man Is Hard to Find"); and the assumed moral and aesthetic superiority of a white woman is stood on its head during a bus ride Gulian's mother in "Everything That Rises Must Converge"). Any of O'Connor's stories would
work well in connection with Walker's "Everyday Use" in that all are set in the country and several, especially ilGood County People," examine life on a farm. In the latter, Hulga is an inverse of Maggie in HEveryday Use." Both are outsiders, but Maggie is shy and reclusive and uneducated while Hulga has tried to raise herself above her common life.
In both stories comes a moment when conversation between the main characters is interrupted by a loud noise from the kitchen, a nonverbal way for Maggie to express her anger or Joy her contempt for what she overhears. Of course an equally powerful parallel is be tween Hulga and Dee, both of whom have tried to leave their rural roots, and both
of whom have changed names. Both are larger than life and comic in their anger or pride. And one final suggestion for class study: Your students could do a complete study of O'Connor's use of sim iles, especially in "The Life You Save May Be Your Own" as well as of her symbolic or allegor ical naming of characters. With Sandra Cisneros, some
students encounter a different culture and a stronger feminist slant than perhaps they have encountered before. You might have students examine some of the questions (p. 239) that address the issue of Cisneros's feminism, applying them to "There Was a Man, There Was a Woman" and to .fiWoman Hollering Creek," in particular. Select an ex cerpt
or two from Cisneros' novel The House on Mango Street(*), a collection of short narratives about the people in a neighborhood, and invite students to write a sketch of someone who is part of their community, be it a family or a neighborhood, school, or religious community. H PICTURE THIS As interesting and amusing as Schultz's and other strips
are, what should appeal to an AP teacher is the chance, as usual, to move beyond content and talk about technique-in this case, the technique of exposition. A cartoonist has a story to tell. Sometimes she is limited by the space available-which means she must draw, say, six panels and people them with oodles of dialogue and casts of thousands. Or she
may choose to produce eight or ten smaller "scenes" and walk us through the story in a more leisurely discursive fashion. Her choices matter only to her; what we would examine is the principle of choice she employs in determining the num ber of scenes and the contents of each. It is a choice that every artist--especially writers of lit erary fiction and
drama-must make. 27 Chapter 5: Introduction to Short Fiction Patterns of darkness and light fill this story from the first paragraph to the last (the drink on the piano is Scotch and milk; Creole is a mix of black and white, etc.). You might have students work in small groups isolating examples of these images and the tone they convey. Be sure they, or
you, highlight the two sentences at the end of the paragraph on p. 453 beginning, "Then Creole stepped forward... . The story's theme becomes apparent there. The beauty of Baldwin's language is no more obvious than in the paragraph beginning on the bottom of p. 452: "All I know about music... ." and continuing through the next paragraph. That
section is read-aloud material for sure. Like August Wilson's Fences, the story provides good historical background on the migration of blacks from the South at the tum of the twentieth century, as well as showing the vital role of music in African-American culture. Consider playing a blues CD as you do so, maybe the song mentioned in the story, "Am
I Blue," or Billie Holiday's "I Got a Right to Sing the Blues" or Louis Armstrong's amazing "What Did I Do to Be So Black and Blue?" A story about the blues should be accompanied by the music! Here's a place to include some Langston Hughes or Gwendolyn Brooks poems since both poets deliberately used blues and jazz rhythms in their works. An
excerpt from Toni Morrison's novel Jazz (perhaps during Chapter 1) might be appropriate here as well since Morrison riffs on a basic plot line, a love triangle, in fact, creating a novel structured as a theme-and-improvisation composition. /1 3. Assign"A Good Man Is Hard to Find" (p. 202) without any introduction. Like Oates's "Where Are You Going,
Where Have You Been," with which this story could also be paired, O'Connor's story will shock students. Careful readers will see where and how the light, comic tone of the beginning gives way to an increasingly dark and somber one. If students have already read an O'Connor story, they will expect irony, and they won't be disappointed. Let students
voice their thoughts about the story initially before having them puzzle through the whys and hows (see O'Connor's perhaps tongue-in-cheek comments about the story and how to approach it on p. 233.) If you are brave, you may even want to elicit students' responses to O'Connor's assessment, although maybe not until after you've highlighted some
of the story's features. Have students identify some of the ironies in the story. Point them to the confrontation between the grandmother and the Misfit. In fact, it's a good idea to reread together the last page and a half, beginning on p. 211 with Alone with the Misfit. ..." Read slowly, and give students time to explore the descriptive detail and the
juxtapositions, especially of the conversation "onstage" versus the slaughter "off." As O'Connor has also written, the grandmother, in telling the Misfit that he is "one of my own children!" is articulating sincerely and clearly a central tenet of Christianity. The Misfit's penultimate line clarifies a theme of all of O'Connor's fiction: "She would have been a
good woman ... if it had been somebody there to shoot her every minute of her life." He realizes that the grandmother only practices her faith when her life is at stake. In other words, we see that O'Connor's message is that if you say you believe it-whatever that belief is-then live it every day, not just when it's convenient or self-serving. The
grandmother is a prodigal returnee, too, only no one welcomes her home. No fatted calves are killed: just an entire family. II 4. The protagonist in "Battle Royal" (p. 504), Chapter One of Ellison's award-winning novel Invisible Man, is someone who needs to have his eyes opened to repent and to be reconciled. At this point, though, he only thinks he
sees. An opening in-class writing assignment could ask students this question: "When have you felt invisible?" At first some students will be puzzled, but they will soon realize that most of us have experienced that condition. Sensitive students may even see a parallel to the narrators of 29 Chapter 5: Introduction to Short Fiction 2. The word order in
the fourth sentence ("Then") is most likely intended to a. enhance the dramatic effect of the man "erupting" out of nowhere.** b. show the author's mastery of different sentence types. c. contrast the brevity of the greeting with the size of the speaker. d. reflect a dismissive and racist attitude toward Sonny by the speaker. e. show the quiet politeness
of the musician. 3. The narrator's isolation through most of this scene is most likely intended to indicate a. his emotional distance from his brother throughout the story. ** b. his need to admire Sonny privately from a distance. c. his shyness. d. his longing to be somewhere else. e. his dislike of jazz. 4. The purpose of the paragraph beginning "Creole
then went to the bass fiddle" is most likely to a. build up suspense before the start of Sonny's performance.** b. remind readers of the patrons' alcoholic habits. c. suggest that the patrons prefer hearing Sonny to talking to their dates. d. give a life like feel to a New York nightdub.* e. show the change in lighting before a jazz performance. 5. The third
sentence in the final paragraph ("There was a lot of applause and some of it was real") is most likely meant to a. suggest the narrator's low opinion of the patrons' taste in jazz.** b. dramatize the sounds of the room.* c. show the universal approval of Sonny's performance. d. reveal the crowd's eagerness to get back to their drinks. e. demonstrate the
narrator's ability to compose a balanced sentence. Mothers and Daughters Walker, "Everyday Use"; Tan, "Rules of the Game"; Olsen, "I Stand Here Ironing"; O'Connor, "Good Country People" Students have much to say about this theme because it speaks directly to their lived experience of being in some sort of relationship with a parent or guardian.
Many stories could fit under this heading; we've selected these particular ones because they offer various permutations on the theme-and various ways of parenting. We see strong mothers who wield significant con trol over their children, mothers who seem to be clueless, and mothers who regret their per ceived failures at parenting. One way to
begin is to have students write journal responses to these questions: What ex pectations do your parents have of you? What expectations do you have of your parents? In vite students to share some of their comments along general lines; be ready for this topic to spark significant emotional honesty-and perhaps some discomfort. 1. Consider beginning
with "Everyday Use" (p. 743), a story narrated by the mother. Ask students to imagine the details, word choice, and tone that would characterize the story if told from the point of view of Dee (Wangero), or, more significantly, of Maggie. Such a classroom discussion, which could-perhaps should-become a writing assignment, 31 Chapter 5: Introduction
to Short Fiction character's physical condition and his or her moral failings, like Arthur Dimmesdale's or the Wife of Bath's. You might choose at this point to teach one or two more of O'Connor's stories. "A Good Man Is Hard to Find" reinforces the techniques in "Good Country People": irony, imagery, parent, child, and grandchild relationships. The
thematic statements about belief, integrity, and being shocked into insight link these two works especially well. Odysseys Hawthorne, Young Goodman Brown"; Welty, A Worn Path"; Lawrence, "Rocking-Horse Winner"; Oates, Where Are You Going, Where Have You Been?" If If If The odyssey theme is timeless and ubiquitous. Students in high school
readily appreciate the notion of odyssey: They are thinking of where they're going next and where they've come from, and many of them appreciate that odysseys can be intellectual, spiritual, and psychological as well as physical. Be sure to see the discussion of Tennyson's "Ulysses," patron saint of the odyssey, in Chapter 6, and see also the
discussion of quest as an important element in European drama in Chapter 7. These four stories spin the notion of "odyssey" in different ways. 1. Students may have read some Hawthorne before. If so, you can review with them some of his characteristic themes (among them a fairly bleak view of human nature), his guilt about his ancestor's role as a
judge in the Salem witch trials, and his disdain for the Puritans. You might also point out that Hawthorne writes "tales" and that "Young Goodman Brown" (p. 553) is an allegory (see p. 806). If they have studied recent allegories such as Lord ofthe Flies, they should understand the concept. A comparison with Luke's parable (p. 26) can also yield
productive ideas about genre and thematic purpose. After students have read the story, ask them to trace the physical journey that the title character makes, then the emotional one, and finally the spiritual. At what point in the story is Brown's view of humanity irrevocably altered? Can lost innocence ever be found again? Is Thomas Wolfe right in
saying that we can't go home again? Is it better to know than not know? These sorts of questions about values (DiYanni calls them"evaluative questions") make for meaningful classroom discussion. After discussing these questions, or perhaps in mid-discussion, you might ask students to write about one or more of them or to recount a time when they
lost faith in someone or something. Many works of literature address this issue, of course; in the Judeo-Christian tradition, the Book of Genesis explores them, as does the Book of Job. One of the finest novels of twentieth century American literature, Robert Penn Warren's All the King's Men, makes central to its storyline and characterization the
tension between knowledge and ignorance. 2. "A Worn Path" (p. 91) gives primacy to a physical journey, with the symbolically named protagonist Phoenix Jackson making an arduous journey of love to obtain medicine for her grandson. Students might write a journal entry about and/or discuss the question: "How far would you go for someone you
love?" (Remind them that we're not referring to sex here!) Ask students to trace the images in the story and the various obstacles that the protagonist must overcome. Perhaps the most provocative part of the story is the ending. How do students regard the nurse's giving money to Phoenix? (They might recall a similar gesture in O'Connor's
"Everything That Rises Must Converge" and its outcome.) 33 Chapter 5: Introduction to Short Fiction Rituals and Superstitions Jackson, liThe Lottery"; O'Brien, liThe Things They Carried" Lottery was a term important to draft-age men during the Vietnam War, so juxtaposing these two stories may not be as unusual as one might think. Which birth
date would be chosen first from that cache of numbers? The earlier in the lottery that a date was chosen, the more likely was someone born on that date to be sent to Vietnam. Being chosen last rather than first was a wish that many young men held. So much about life is accidental that people try to cling to totems and tenets to give them a sense of
control, perhaps to help them survive. Students could discuss or write journal entries about such topics as the idea of traditions, family tales, or national heritage. What shared ceremonies can each identify from his or her home? Compare the eternally transient way of life of Sarty's nomadic father in "Barn Burning" (p. 514) with the lifestyle that
seduces the boy at De Spain's-order, respect, beauty, luxury-in short, tradition. 1. Before students read Shirley Jackson's "The Lottery" (p. 572), have them write a journal entry about lotteries: Are lotteries good things? Some will note that lottery winners sometimes squander their winnings or in other ways act irresponsibly; a few may have heard of
the lottery system during the Vietnam War. They won't know how Jackson is going to spin the notion of lottery, but the journal entry and discussion may set up a more nuanced reading of the story. The story will-should-trouble students. A film version of the story is available; in the old days of 16 mm classroom projectors, students would ask to see the
film run in reverse: a means of comic relief, no doubt. During discussion of the story, ask students to trace the tone shifts in the story. When/why did students first get an inkling that this lottery might not be something that people want to win? What other examples of irony do students notice? How sympathetic are students to Tessie Hutchinson? Ask
students why the town holds the lottery: Why did the practice begin ("Lottery in June, corn be heavy soon" is one hint.) More importantly, why does it continue? Have them discuss rituals and superstitions and traditions in general. What distinctions do we draw among these three terms? Do we have any "lottery"-like practices in our culture today?
(Students who have studied The Adventures of Huckleberry Finn have probably been reminded that superstition certainly is not just nineteenth-century phenomenon.) Do we randomly select people or cultures or races as scapegoats? An argument essay assignment could grow out of these discussions. 2. Tim O'Brien is to the Vietnam War what
Remarque and Hemingway were to WWI. O'Brien has explored this war in both memoir and fiction, with a thematic focus on courage and responsibility and a methodological focus on storytelling. How does one tell a war story? (Vonnegut in Slaughterhouse Five addresses the same concern). Prior to composing "The Things They Carried" (p. 684),
from which this title story comes, O'Brien wrote a memoir, If I Die in a Combat Zone, and three novels-all of them about Vietnam even though only one is actually set there: Northern Lights, The Nuclear Age, and the National Book Award-winning Going After Cacciato. In the text's story, O'Brien introduces us to characters and conditions and
ritualistic behaviors that soldiers use to help them cope. (Students who have seen that great baseball movie Bull Durham should remember the far more comic array of superstitions and totems those ball players employ to bring good luck.) 35 Chapter 5: Introduction to Short Fiction technique. The goal is to nudge them toward seeing and recording
those parallels on their own in their journals. Before long, we (sigh) become superfluous. Pioneer Women Faulkner, A Rose for Emily" and Crane, liThe Bride Comes to Yellow Sky"; Faulkner's novel, As I Lay Dying 1/ The two short stories work well in tandem. Faulkner's is set roughly in the period 1870 to 1900 (though it covers more than a century of
time in the changing South). Crane's focus is on the dying of the Old West. Both writers use a woman as their focus: Emily Grierson is a represen tative of the Old South and shows its determination to resist all change; Jack Potter's bride is the (far more passive) agent for the arrival of middle-class values and customs into the older world of frontier
violence. Faulkner features his characteristic blend of Gothic horror and hu mor, while Crane's story is essentially farcical. 1. There are two ways to go in approaching the story. One is to assign"A Rose for Emily" (p. 79) to be read before class, so your students have a sense of how the story plays out. Alternatively, you can read parts together with
them, cold. Read certain parts aloud, and then have students read silently, section by section, stopping for discussion after each of the five parts. Whichever method you choose, a first goal is to have students take notes on implied dates in the story and then, when your reading is complete, let them work in groups to devise a timeline. This task forces
them to exercise both their critical and their (presumed) arithmetical skills. We suggest having them read (or reread) the opening pages to introduce the idea of change (the gas pumps growing up around the elegant house) and to discover Faulkner's governing theme or insight: someone who fails to adjust to the forces of change, however unpleasant
or disorienting that change may be, will meet a disastrous end. 2. Study of the opening text reveals the elegant irony that the same term, eyesore, is applied to both the new commercial encroachments as well as to the condition of an old, once elegant home. It is out of place with the ugly utility of gas pumps. It's a symbolic prefiguration of Emily
herself, as the rest of the story will make clear. Good students will make the connection to the idea of necrophilia, or at least the horror of the story's climax (its surprise ending) where we see that Emily has refused literally to let go of the past. She has embraced a dead one. (This concern with death and the rotting corpse can, of course, plant the
seed for your later effort to tie in Faulkner's As I Lay Dying, where the effort to get to town to bury Addie Bundren is the novel's organizing event.) 3. Then, with the theme articulate and a date for the Grierson house established ("the seventies"), it is time for a timeline exercise. First, let students reread the remainder of the first section on their own
and follow with relevant discussion. Then read the first lines of Part II together, focusing on the phrase "50 she vanquished them, just as she had vanquished their fathers about the smell thirty years before." Now, hand out a sheet that lists perhaps ten events from the story: "Emily is born," "Emily dies," "Emily's father dies," "her hair starts turning
gray," etc. (For best results, suggest that the meeting of the aldermen with Emily in Part I occurs in 1906.) Not only do students have to engage with the story to find the items you request, but they must employ some arithmetical as well as critical thinking skills to infer the correct chronological relationships. As you read through the story section by
section, stop at moments that indicate time relationships, 37 Chapter 5: Introduction to Short Fiction reminders or dramatizations of aspects of that era. Interested students might wish to consult The Jungle or Ragtime, which dramatize the immigrant experience. 8. The fascination with death in "A Rose for Emily" can, as suggested, lay the foundation

for dealing with Faulkner's As I Lay Dying. It is an enormously challenging work, and we are not sure we'd recommend it for every AP Literature class out there. But it might be fruitful to excerpt ten or fifteen "narratives" from the novel, and show them to students along with an overview of the novel's basic story and premise. Such a presentation
would at the very least achieve several important goals. It would get students thinking seriously about the question of reliable narrators, which in turn might lead them to a discussion of genres like dramatic monologues in poetry (Browning's "My Last Duchess" or Tennyson's "Ulysses" are good examples) and drama itself! When they see that
Faulkner has achieved something very much approaching a play, where there is no single omniscient narrator, merely a collection of first-person observers, they can begin to raise questions about narrative technique and narrative reliability across an array of genres. 9. You can also raise the question of whether comedy is an appropriate tone in a
story centered on death. The attitude Faulkner takes to Anse's selfishness, or to the smell of the rotting corpse, or the attitude and commentary voiced by Doctor Peabody all suggest an attitude about life that may ultimately be humane and tolerant, even in a context that would normally cry out for strict moral judgments. You might ask them to
consider our final view of Darl, who is taken off to a Jackson asylum, laughing as he goes. Since Darl is the artistic member of the generic Bundren family, one might infer that pitying laughter is the recommended response (Faulkner's as well as Darl's) to human imperfection. It is worth noting that the child Vardaman is the family's new philosopher,
the engineer Cash its new conscience. 10. A further suggested approach to the novel, if you choose to teach it in its entirety, is to treat it as a "quest" venture. As so often with Faulkner, the mere story is the surface, shadowing a deeper, almost mythic level of meaning. (See "Bam Burning" below.) As suggested in Section 8, the family is an extensive
collection of human types: Darl the artist; Cash the carpenter or builder; Jewel the alienated outsider; plus an innocent boy and a pregnant girl. And each member of the family has a mission to carry out in the trip: Addie demands burial in town; Jewel is determined to fulfill that wish; Anse needs ilthem teeth," Vardaman bananas, and Dewey Dell an
abortion. American Myths Faulkner's "Bam Burning" (p. 515) with Twain's The Adventures ofHuckleberry Finn As suggested in the discussion of As I Lay Dying, William Faulkner's works often carry deep symbolic or mythic weight. Here the primary myth to which he is alluding is the Greek story of the Titan Saturn's overthrow by Jupiter-the
displacement of the tyrannical father by his son, bringing in a more humane age. In the story of Abner and Sarty Snopes, the son is barely com ing of age, but he knows that the beauty and peace and tranquility of the De Spain Mansion rep resent an order to which his deepest needs draw him. His mind instinctively equates the place with "a court
house," an almost generic "locale" where he has seen his father's cruelty ad dressed and condemned. It is he who runs to De Spain to warn him of his father's plans to burn the bam, an act of "treachery" by his father's lights, and one that results in Abner's murder. He effectively overthrows his father. He opts for a moral order. 39 Chapter 5:
Introduction to Short Fiction If students can see how all these instances are imaginative conceptual variations on the "fence" image, they'll be ready for those multiple analogical "conceits" in Donne's "Valediction" (p. 1098). Multiple Choice Questions for "Barn Burning" 1. The most likely reason Faulkner chooses to have the first trial held in a country
general store is to indicate a. the town is too poor to afford a real courthouse. b. justice is a nourishing force for a genuine community. ** c. the judge owns the store. d. people enjoy the trial as entertainment. e. the people feel safe because Abner burns only barns, not stores. 2. Sarty's first words when he sees De Spain's mansion, "hit's big as a
courthouse," most likely show that a. he thinks of courthouses as large. b. he associates justice with beauty and grandeur.** c. he uses nonstandard pronunciation. d. he disagrees with his father's view of the mansion.* e. he cannot see dearly at night. STORY INTO MOVIE (PICTURE THIS) "The Dead" (p. 584) is a chance to read a story once or twice
for meaning and allusions, and then to view the movie directed by John Huston (1987), which offers an almost literal transcrip tion of the story's actual dialogue. Classroom work could begin with a directed free-write on the subject of recalling a person you remember fondly from childhood, or a place you remem ber visiting. Then, make the obvious
connections to Araby": ask students what picture Joyce is giving us of Dublin life and society, if these two stories are part of the same collection. Key here is the idea of a culture losing its values, the passing of a great or at least fondly recalled era. Then have students read the scene in Hamlet where the prince is recalling his father with Horatio: "He
was a goodly man," says Horatio, and Hamlet concurs, "I shall not see his like again." Have them read this side by side with Gabriel's sad thoughts, toward the end of the novella, that Aunt Julia will soon die, leading to that lyrical, final meditation on snow and death, general over Ireland. The value of selecting a small chunk of the play and tying it into
the Joyce story is two-fold. For one thing, it gives students further practice in thinking analogically ("What do these two moments have in common?"), an insight that leads them to a deeper appreciation of other ele ments in the story that stress the theme of the emptiness or inadequacy of Irish life. Second, more practically, it gives students a hint of
what they will begin to see when they start the care ful study of Hamlet later in the semester or year. (Because today's generation is used to three minute sound and video bites, a quick introduction to the huge Shakespearean world is a convenient and painless "way in.") The accurate rendering of the story via the Huston movie affords the opportunity
for stu dents to revisit the "visual representations" section of the Literature text. You could ask them to read a certain page or paragraph of "The Dead" and then, prior to seeing the film, to visualize what the movie version of that small episode might look like. What physical details of the scene II 41 CHAPTER 6 Introduction to Poetry It is difficult to
get the news from poems yet men die miserably every day for lack ofwhat is found there. William Carlos Williams Students embrace song lyrics; they even memorize and recite them. But put students near a poem and they hyperventilate. The music that is poetry seems lost on them, at times because teachers demand that students "interpret" poems
and articulate THE meaning rather than allowing the poem just to be. Granted, students must do more than just spend time enjoying the poems in the multiple choice and free response sections of the AP Literature exam, but in the years leading up to the exam, and in the AP course, too, students should be given many chances to experience and enjoy
poetry, not just interpret it. As Samuel Taylor Coleridge reminds us in his thumbnail sketch: "Prose: words in their best order; poetry: the best words in their best order." As part of a full-immersion approach to this genre, poems should become part of the class room routine--written on the board, posted around the classroom, linked to other works of
lit erature. Poet and teacher Georgia Heard even suggests that poems be taped to bathroom stalls throughout the school, giving students and, yes, even teachers a chance to read and reread. One might term that approach "prolonged immersion." It's in the rereading, after all, that poems start to make sense. The editor of the new Oxford Book
ofAmerican Poetry, David Lehman, said on the Lehrer News Hour, "We enjoy poetry before we understand it." So let students enjoy poems: Read them aloud to start or end a class, and let students comment, or not, as the spirit moves them. It is fine to walk away from a poem without analyzing it. Frank McCourt, in his memoir Teacher Man, recounts
an exchange about poetry with his stu dents at Stuyvesant High School, a prestigious New York public school. His class was studying Theodore Roethke's "My Papa's Waltz," and he asked students to read the poem. "Let it sink in." He paused. "So, what happened? ... You read the poem. Something happened, something moved in you head, in your
body, in your lunch box. Or nothing happened. You're not required to respond to every stimulus in the universe. You're not weather vanes.... Don't worry about the 'real' meaning of the poem. Even the poet won't know that" (221). One of his students ex claimed, "... but this is a poem and you know what English teachers do to poems. Analyze, an alyze,
analyze. Dig for the deeper meaning. That's what turned me against poetry. Someone should dig a grave and bury the deeper meaning" (223). McCourt responded, "I ask you only what happened when you read the poem. If nothing happened it's not a crime.... You don't have to respond to every stimulus. If 'My Papa's Waltz' leaves you cold, then it
leaves you cold" (223). Like McCourt, we, too, need to have the courage to allow students to respond to poems, even negatively. After all, as we frequently tell our students, we are not being paid any royal ties for the works that we teach. That being said, poetry still must be an essential component of any AP Literature course, and formal study of
poetry does, and should, occur. The study of poetry even requires its own argot, but the question arises, "How many terms should I teach?" Students should know the familiar ones (we hope): rhythm, rhyme, metaphor, simile, personification, imagery, stanza, end-stopping, 43 Chapter 6: Introduction to Poetry You can ratchet up the course a notch if
you next move to the section "Responses" (pp. 884-891), where poets use works of their predecessors as springboards. Teach the term in tertextuality or, if you would like, literary nod, showing students how authors build on, or tear down, what has been previously published. As a real challenge, have them read the first para graph of Eliot's essay on
tradition (p. 2209). Then move to Adaptations" (pp. 892-902) and play the recordings of Seeger, Simon, Smith, and McLean. Students will have much to say about how music and song are related and how a musical version of a song, an "adaptation," enhances or harms the original. Expect a heated discussion, and expect the discussion to expand into
the realm of film adaptations of texts as well. These preliminaries should at least plant the seed for students that poetry is an exacting and stimulating, but highly debatable branch of literature. JJ SUGGESTED THEMATIC GROUPINGS Parent and Child Hayden, IIThose Winter Evenings"; Roethke, liMy Papa's Waltz"; Hall, liMy Son, My Executioner";
Heaney, "Mid-Term Break"; Bottoms, IISign for My Father, Who Stressed the Bunt" If you are organizing your course thematically as opposed to by genre, you might teach these poems in conjunction with the short stories about parent-child (primarily mother-daughter) re lationships discussed in Chapter 5. Interestingly, all of the poems for this unit
feature fathers and sons, so you have here a handy way to balance the gender scales. Hayden's "Those Winter Evenings" (p. 764) is a work that DiYanni examines in depth, of fering questions, students' comments, and an essay about it. Note the poem's conversational tone and in medias res opening, its imagery and remarkable closing lines with their
repeated, "What did I know...." You might ask students several questions: one about the repetition, an other about the irregular meter. Then draw their attention to the fact that the poem contains no rhyme and suggest the irony of that fact given that the poem is about schedules and routines. Juxtaposing Hayden's poem with Roethke's "My Papa's
Waltz" (p. 773) is a good strategy to elicit comparison and contrast of tone, diction, meter, and rhyme. DiYanni provides an anno tation of this poem. You could push students by having them note the similarities between the two poems as well. If students seem to respond to these two poets, challenge them with two po ems not included in the
anthology, Hayden's "Middle Passage,"* about the slave trade, and Roethke's "I Knew a Woman."* "My son, my executioner" (p. 1112), by the 2006 poet laureate Donald Hall, captures atten tion from its title alone. Ask students what this title might mean and what kind of a poem that title presages. Then let them compare their anticipated text with
Hall's actual poem. Because irony is an obvious element here, students should be able to cite examples of it. Nobel laureate Seamus Heaney offers a poem with a title that stands in ironic counterpoint to the poem's subject. "Mid-Term Break" (p. 1120) suggests an idyllic departure from study, from routine. The "routine" from which it breaks isn't an
academic one but rather the routine of chil dren outliving parents and not dying at age four. Expect students to be moved by this work de spite the speaker's matter-of-fact tone. Once they have explored the poem's subject, ask them about structure: the three-line stanzas of irregular meter and rhyme contrasted with the last two lines-the last its own
stanza-written in iambic pentameter and linked by true rhyme. The baseball fans among us may want to save David Bottoms's "Sign for my Father, Who Stressed the Bunt" (p. 1075) for the opening of baseball season. You might begin by asking students 45 Chapter 6: Introduction to Poetry Although they are not "shufflers" yet, students can probably
envision the types that Yeats describes in liThe Scholars" (p. 1222). Ask students to identify the images that they find partic ularly vivid. Also ask these questions: "What conflicts exist in the poem?/I "What do you make of its last two lines?" "What is Yeats' opinion of 'scholars'?" On a more technical level, this poem also affords an opportunity to teach,
or review, assonance and slant rhyme. The epigraph for Brooks's "We Real Cool" (p. 1079) establishes setting and identifies "We," the word with which every line ends. Ask students why Brooks might be ending each line that way. And why this structure? What "statement" about learning does this poem seem to offer? How do the folks in Brooks's
poem compare with Yeats's scholars? With whom do students identify more? What middle way between these two types can students describe? Also written with an epigraph, Auden's "Unknown Citizen" (p. 1061) is essentially an epi taph. Ask students to speculate about the epigraph. What does it mean? Also ask them about irony, especially about the
irony of the title. Just how "unknown" is this citizen? Students may notice the change in structure toward the poem's end and speculate about why the last couplet is separate from the rest of the poem. This poem works particularly well in conjunction with 1984, a novel that students may already have read. Before reading Dunbar's "We Wear the
Mask" (p. 1101), ask students to write a journal en try about what a "mask" connotes and also what masks they themselves wear, especially in a classroom. (We'll suggest a similar exercise when we come to Hamlet in Chapter 7.) The mask of interested, pensive young person can hide a churning emotional life. Dunbar's poem is an exemplar of certain
key poetic techniques such as personification and imagery, and students should have no trouble identifying examples of these elements. They should also notice the poem's disciplined rhyme and meter and explore its correlation with the themes. With Dunbar you have a chance to make the point about a community of African-American writers paying
homage to one another. Dunbar's poem "Sympathy" inspired the title of Maya Angelou's au tobiography, I Know Why the Caged Bird Sings. So, too, does Lorraine Hansberry honor Langston Hughes and his poem "Dream Variations" by titling her play A Raisin in the Sun. Since we have been talking about a set of poems focused on learning, let's talk
about peda gogy. Throughout your discussion of poetry, challenge students to see the relationship between the poem's form and its content. You might ask these sorts of questions: What role does rhyme play in Brooks's poem? (Students will recognize its playful, lyrical qualities and perhaps sug gest that it sounds like rap.) Might there be a
connection in Auden's poem between its conven tional, even plodding, alternating rhymed lines and rhymed couplets and the type of life the persona leads? Dunbar gives us a poem in iambic tetrameter with mostly rhymed couplets. Why a conventional form for this particular subject? Is the form itself a type of "mask," too--a way of seeming to play the
game? Continuing to work with students on the interplay of form and function will help them to gain confidence as they approach poetry and give them a good starting point when they encounter new poems. But here is an especially important point: em phasize to students that one of the most useful words in speaking and writing about literature is
perhaps. Who can say definitively why an author made a particular choice? Literature is not about "right" answers; it is about imagination and possibility. So encourage students to specu late and hypothesize about meaning and the formal and technical choices that authors make to achieve it. Remember the gentle reminder that Billy Collins offers in
"Introduction to Poetry": have fun with each poem, and try not to become trapped in insisting on beating one and only one meaning out of it. 47 Chapter 6: Introduction to Poetry The Wyatt poem (p. 1218) is the odd one out here. It paints the picture of love gone sour but, unlike Browning's Ferrara, the man actually seems to care. The setting is at
court, and politics and favorites seem to be part of the once private emotional bond. The idea of love dying would make a nice pairing with Shakespeare's Sonnet #138 (*), a psychologically astute examination of a love to which both lovers desperately cling. Ending the series of poems on this note might lead the discussion back to Keats' reminder of
the futility of all earthly love with which perhaps you began the week's discussions. APPROACHING SONNETS Group One: Shelley, "Ozymandias"; Millay,.I.Il Being Born a Woman and Distressed"; Shakespeare #73, .I.IThat Time of Year"; Frost, "Design" Group Two: Shakespeare #146, .I.IPoor Soul, the Center of My Sinful Earth"; Donne, "Death Be
Not Proud" Professor DiYanni has provided excellent material about the sonnet form in his text. Here, though, is a further or alternate way to approach the subject, consistent with this guide's stress on the value of inductive reasoning. Simply let students encounter two or three sonnets in the context of larger themes. Do not draw attention to the
form or distinctive rhyme scheme of those works. That approach lays the foundation unobtrusively, even surreptitiously, for this unit explicitly devoted to sonnets. For example, the unit on "Impermanence and Loss" lets students meet "Ozymandias" (p. 1188). Here, an exercise to lighten the mood after discussing the poem is to ask students to draw a
picture of the poem's implied visual contents. Invariably students feel the need to add palm trees or circling birds, none of which Shelley identifies. (Grade them on the accuracy of their portraits, not the artistic quality.) When that unit is complete, you could refer to the earlier unit on love poems (the two units make an effective sequence) and either
add a separate introduction to Millay's "I, Being Born a Woman and Distressed" (p. 1160) or teach it in that earlier set. We include it here, along with some multiple choice items. Millay's sonnet would make another fine pairing for Shakespeare #138* ("When my Love swears that she is made of truth / I do believe her, though I know she lies"). Both
are know ing, wise, and in fact cynical takes on a dying or dead relationship, this one from the woman's point of view. The opening five lines constitute a rather ironic or self-critical analysis of the man's expec tation that she wants him. She is "urged by your propinquity"-not by any inherent merit or appeal in the man, but more due to the needs of her
"kind": women need sex from a man. One of the poem's most brilliant insights is the very un-feminist suggestion that the female gender is almost designed to crave thoughtless and meaningless sexual intimacy. It is the way women are made, she strongly implies. She warns the man quite explicitly that the moment has meant nothing. She in fact looks
at three steps in the process: first her pulses grow "clear," which in this context means "fills with desire for him"; when that happens, her mind grows cloudy (she loses her calm powers of reason), and the final result (line 8) is to be left abandoned. He has simply used her, and she has for the moment joined in. Line four, though, contains the possibility
of another interpretation. Either she is declaring that she "feel[s] a certain zest" or the word feel goes back to "urged by your propinquity," which would suggest that she does not truly feel it but is forced to by her body's desires. Let your students begin to realize that good poets put into their poems these double possibilities, forcing readers to think
about both 49 Chapter 6: Introduction to Poetry art, as perhaps a feeble antidote to the lack of design (or the evil behind the design) of nature. A useful exercise would ask students to go to www.starve.org/teaching/intro-poetry/design.html and have a look at this poem as it was first conceived in 1912. The differences are remarkable in tone, concept,
and degree of control. Let students identify them and analyze the various thematic and technical effects of Frost's revision. A second pair of sonnets is Shakespeare's late sonnet (#146*), which makes an excellent match for Donne's Italian sonnet, "Death Be Not Proud" (p. 1100). Thematically, the two are nearly identical. The irony here is that
Donne's poem is highly rhetorical in style and very the atrical in rhythm (as if he had recently been to The Globe to see 1 King Henry IV or Julius Cae sar). Shakespeare's, on the other hand, is a rather traditional handling of the theme of rejecting earthly delights and human vanity. Donne indulges himself in enjambment and its frequent partner
caesura, and varies his poetic feet with telling spondees; Shakespeare is more doggedly iambic and relies on end-stopped lines. War OIds, IIRite of Passage"; Crane, IIWar Is Kind"; Owen, IIDuice et Decorum Est"; Owen, .lIThe Man He Killed"; Yeats, IIAn Irish Airman Foresees His Death"; Hardy, IIChannei Firing"; Reed, IINaming of Parts"; Jarrell,
IIDeath of the Ball Turret Gunner" An insidiously subtle way to open this section might be with the Sharon Olds poem on her son's first birthday party (p. 1164). The children's behavior and dialogue are perfectly adequate to make her point, but the poet also makes effective use of images like "turret" and diction like "jostling" or "men" or "Generals."
It naturally raises some issues for lively discussion: gender stereotyping, childhood training, the role of schools in fashioning or stunting certain desirable or unattractive behaviors. Students who have studied Lord of the Flies will see immediately where Olds is going. The seemingly instinctive behavior of the young boys makes a good lead-in to
Stephen Crane's "War Is Kind" (p. 780), whose irony our text explicates at length. Line 7 ("Little souls who thirst for fight") makes an effective transition from the Olds poem and lays the foundation for the speaker's critique of war, a close parallel to the speaker in "Dulce et Decorum Est." (p. 1166) (An admirer of modem classical music might think to
play excerpts from the pacifist Benjamin Britten's War Requiem, a massive and powerful choral work that makes use of poems by Owens and others of his generation to makes its point.) You can even point out the surprising similarity of imagery and "message" in the two po ems, although Crane writes of the U.S. Civil War while Owen paints a
moment from the Great War. You can raise the issue (this should be done from time to time throughout the course) of poetic quality. Line two in Crane ("threw wild hands") is a vivid visual image of the moment of death; in contrast, lines 21-22 ("Make plain to them the excellence of killing") are prosaic vit riol, more appropriate for the editorial page.
In contrast to Owen's and Crane's feelings about war, students might (or they might not!) appreciate the subtler, more "poetic" and less opinionated works by Hardy and Yeats. These two poets bring more art and less passion to their three portraits. Hardy was in his seventies when the war began and Yeats in his fifties, while both Owens and Crane
write as young men. Hardy's two poems effectively suggest war's horror but do so in either very homely or very eerie ways. liThe Man He Killed" (p. 813) dramatizes the way in which simple country folk are drawn into warfare and hints in an intentionally inarticulate way at those ineluctable forces that shape the fates of innocent victims. (You could
read Yeats on Leda and her rape by the swan-the huge 51 Chapter 6: Introduction to Poetry thereof-in the world. You might begin this unit by writing on the board this statement from Henry Adams: "Chaos is the law of nature. Order is the dream of man," and have students re spond to it in writing. These poems provide differing answers to that
question and to the ques tion of whether people tend to be more good or more evil. The poems illustrate both human depravity and God's glory. Full immersion into Hopkins is a strategy that we recommend. Introduce students to a set of poems rather than to just one. That way, students should become more comfortable with his unique approach to
rhythm and his unusual diction. "God's Grandeur" (p. 1126), "The Wind hover" (p. 1126), and "Pied Beauty" (p. 1127) are stirring elegiac works celebrating the beauty, energy, and order of creation. For "God's Grandeur," ask several volunteers to read the poem aloud. Doing so will teach students the importance of attending to punctuation and to
noticing enjambment. Explain the difference between enjambed and end-stopped lines and ask about how, and why, Hopkins incorporates both into this poem. This would be a good moment, a fruitful moment, to remind them of Donne's similar use of enjambment and caesura in "Death Be Not Proud." (p. 1100) Both are poems by deeply religious menpriests, in fact. As you pursue Hopkins, invite three or four students to reread lines 11-12. Where does each student pause? Which words does each emphasize? Note the contrast between the "Oh" that begins line 12 and the "ah!" in line 14. Speaking of fourteen lines, can someone say "sonnet"? You might ask students these questions: "What sonnet
type do we have here?" "What is the rhyme scheme?" "Why would this structure be particularly apt for the poem's theme?" "The Windhover" (p. 1126) is difficult because of its diction and rhythm, but students should recognize the alliteration and intuit the tone of wonder and ecstasy. Ask them to relate a time when they felt their heart"stir for a bird"when something in the natural world daz zled them. Students should notice the accent marks interspersed throughout this poem; intro duce the term sprung rhythm, peculiar to Hopkins's work. If students have watched reruns of The Waltons on cable, they may have seen the episode in which John Boy recites this poem as a birthday gift for his
mother. By the time they have read and heard "Pied Beauty," students should be able to identify Hopkins's poetic footprint, so ask them what characteristics of this poem shout "Hopkins" to them. Remind them of the term catalogue. Then ask them to note the contrasts within these catalogues and how the title reinforces these types of catalogues. In
"Ethics" (p. 1168), Pastan serves up a question that should spark lively discussion. She also serves up a somewhat puzzling last three lines. You might pose these questions: "What is she saying here about life? About the relationship among art, nature, and time?" and "What, in fact, seems to be this poem's subject?" Somewhere we learned that Pope is
the third most frequently quoted Western source, after the Bible and Shakespeare. After students have read this excerpt from "Essay on Man," (p. 1176), ask them if any of these lines is familiar to them. For discussion, invite students to comment on the statement about man that this poem offers. What does the speaker mean by "middle state," and in
what ways is man in a "middle state"? Students should note the rhyme scheme and become familiar with the term heroic couplets, a technique that Pope perfected. If students have studied Hamlet, link this poem with Hamlet's Act II meditation: "What a piece of work is a man...." Here might also be the time to explain the Great Chain of Being.
Stevens can seem to be one of the most obscure poets, but "Thirteen Ways of Looking at a Blackbird" (p. 1192), if taken on its own terms and not transformed into some sort of allegory or parable, is accessible. Each stanza is like a Zen koan-its own puzzle. We urge you to curb students' tendency to speculate about the blackbird's symbolic value
(quote Freud, perhaps: "Sometimes a cigar is just a cigar"). So if the blackbird doesn't symbolize anything, what's go ing on in this poem? Let's posit that the blackbird is its own real entity, a part of the natural world, of history, and of daily life. Note that Stevens uses almost no adjectives to describe the 53 Chapter 6: Introduction to Poetry response.
What features of this painting seem to intrigue her most, and what emotions does she convey in her poem? What is the poem's tone? What do students make of the last stanza in par ticular? If you want to shift to yet another medium, play for students Don McLean's tribute to Van Gogh, "Vincent," the lyrics for which appear on pp. 901-902. The third
painting in the insert is Breughel's "Landscape with the Fall of Icarus." Review with students the story of Icarus, which they'll need to know anyway in order to appreciate both the poem and painting and Joyce's A Portrait ofthe Artist as a Young Man, a novel often stud ied in AP literature classes. Then look at Breughel's painting and ask students
about the con tent and scale of the various activities depicted here. Why is Icarus so small? The painting's title suggests that the main character here is the landscape. Next, turn to Williams's poem IILand scapewith the Fall of Icarus" for a "summary" of the painting's details, then to Auden's IIMusee des Beaux Arts." Its opening lines state the subjectsuffering-and imply the world's attitude toward it-indifference. Ask students why the poem begins here rather than with the literal contents of the painting. How do students respond to this notion of indifference in the face of suffering? What examples from contemporary life can they cite that support the poem's argu ment? What examples refute it?
Annie Dillard's essay, "The Deer at Providentia,"* which ap pears in her collection Teaching a Stone to Talk, offers another look at people's response to suffering and would be an appropriate supplement here. You nlight assign an argument essay about the subject of people's responses to suffering or an essay comparing what Dillard says about
suffering with what either Breughel's painting or Auden's poem seems to say. Students might also compare Auden's poem and/or Dillard's essay with Lawrence's poem IISnake" (p.1150). POETS IN CONTEXT Like the "Three Fiction Writers in Context" chapter in the previous unit, "Three Poets in Con text" (pp. 906-1026) is excellent. Here appear
biographies of three major figures-Dickinson, Frost, and Hughes-along with a number of poems, comments from the authors themselves, and excerpts from critical sources. Dickinson, Anne Bradstreet, and Adrienne Rich form an American triptych," to borrow an idea from critic Wendy Martin in her analysis of that title. Dickinson's reputation
precedes her; students already are predisposed to regard her as a crazy recluse. You can undo that damage by acquainting students with her sense of humor, her wit, and her genius by teaching a gener ous number of her poems. You should ask students to note her recurring themes and stylistic quirks. You might also juxtapose her works with those
of Whitman so that students can see these contemporaries taking vastly differing stylistic tacks. After students have read a cluster of Dickinson's poems, offer them dessert: Billy Collins's allusive, humorous, "Taking Off Emily Dickinson's Clothes" (p. 944). Students can generate a list of the poems to which Collins al ludes. You could even divide the
class into competitive teams for this activity. Also ask them how Collins's poem affects their perspective on Dickinson as both poet and person. In one of the excerpts in DiYanni's section about Frost, biographer William Pritchard states that what Frost said about Edwin Arlington Robinson is also true about Frost himself: that his life as a poet was" fa
revel in the felicities of language' " (p. 986). Felicities, yes, but also ambi guities. Frost's poems are deceptive in their apparent simplicity. We are enticed by the regular ity of rhyme and meter, lulled into a world of well-tended farms and well-positioned stone walls, and sometimes fail to note the complexity of theme. Frost's poems beg for the critical
lens of deconstruction, a theoretical view that posits that everything is not as it seems, that literary works contain inherent contradictions and argue against themselves. 1/ 55 Chapter 6: Introduction to Poetry Personification is central to Plath's "Mirror" (p. 847), with the poem's speaker being a mir ror in a house-a mirror with attitude. We suggest
that you begin with the title and its possible meanings. Students have spent plenty of time with mirrors themselves and perhaps can appre ciate the woman's actions and emotions. Then ask these questions: "What is the mirror's atti tude toward the women?" "What is the significance of the last two lines?" "What does the poem seem to be saying about
vanity? About the aging process and our response to it?" Hawthorne's short story "Dr. Heidegger's Experiment"* could be used in connection with this poem, as both deal with our desire to remain young. Because few high school students have firsthand experience with marriage, they probably have many idealized notions about it. Corso, in his long,
allusive, and comical poem "Mar riage" (p. 1090), speculates about the nature of courtship, marriage, and parenthood. This is a poem to read aloud to students in your best thespian guise (assuming that the word masturbated in line 27 won't pose a problem to your class or to either your principles or your principal). Ask students about the nonsense
words Corso's speaker uses ("Pie Glue" in line 29 is a version of "I do"; what about "Radio belly! Cat shovel!" in line 45? "Christmas teeth! Radiant brains! Ap ple deaf!" in line 56, etc.) Ask students what they think about this speaker. Are they sympa thetic? Outraged? Confused? What allusions do students notice? What emblems and values of
American culture is Corso satirizing? If marriage is a sacred, scary subject, how much more so death? Can one approach this sub ject with humor? The Monty Python movies, especially Holy Grail and The Meaning of Life ("it was the salmon mousse") prove that even about death we can laugh. (We see the same stance working itself out in Faulkner's
As I Lay Dying.) One suggestion is that you show a clip from one of these films to prepare students for Collins's "My Number" (1088). Collins personifies death as a car-driving Grim Reaper whom the speaker hopes to try to charm. You could invite students to comment on whether they think Collins is satirizing the speaker's attitude, the American
attitude, about death. You might pair this poenl with one or two of Dickinson's death poems, most obviously "Because I Could Not Stop For Death" (p. 810) or "I Heard a Fly Buzz When I Died" (p. 926). In the former, death is a gentleman caller driving a carriage; in the lat ter, the dramatic moment when speaker and deathbed guests expect "the King"
(God?) to ar rive becomes ironic and comical when a fly arrives instead. If you have time to include a little light music, try the Austin Lounge Lizard's "Last Words," from their album Employee of the Month. Impermanence and Loss Bishop, IIO ne Art"; Thomas, liDo not go gentle into that good night"; Hopkins, IISpring and Fall"; Housman, "When I
was one-and-twenty"; Eliot, liThe Love Song of J. Alfred Prufrock" Before beginning Bishop's "One Art" (p. 1069), ask students to write a journal response to these two questions: What are some relatively insignificant things that you've lost? and what's the most significant loss that you've experienced? Turning to Bishop's poem about loss, have stu‐
dents note how she moves from those relatively small losses to the bigger ones, yet the title of the poem is "One Art." Then you might ask these questions: "To what is Bishop referring? What is the one art, and what's so 'arty' about it?" Although the art is "losing," the art might also be writing about losing. The poem's last line contains the
parenthetical, italicized "(Write it)!" The homonym may make us wonder, "Might we 'right' loss by writing about it?" Intriguing ques tion. Students may not buy such an idea, but you can pitch it to them as a possibility. If you 57 Chapter 6: Introduction to Poetry born poet's focus on pastoral and village affairs, Eliot's long and winding poem is a
challeng ing text, evoking a man in a state of mind that most adolescents have yet to experience articulate and urbane ennui. You can point out to them that the title character was in fact the name of the owner of furniture store in the poet's native St. Louis and that the reference to yel low fog and soot and standing pools nicely evokes the polluted air
of that city, thanks to its turn of-the-twentieth-century coal-fired furnaces and factories. The speaker evokes a dreary, haunted world through which he moves, a world filled with bright, knowledgeable, and aes thetically literate people who, according to him, are avoiding life's emptiness and side-stepping the big issues. Eliot makes good poetic use of
feminine rhyme (a rhyme of two syllables-e.g., "is it" with "visit," "ices" with "crisis"). Such a rhyme tends to undercut the seriousness of a moment, in contrast to the sharper, more abrupt, and more usual masculine rhymes that typify poetry in English. The sense of monotony or failed purpose is even more effectively reinforced by the use of repeated
words and phrases: the women speaking of Michelangelo, "there will be time," or "And I have known the eyes already, known them all / Eyes that fix you in a formulated phrase." Eliot's own recording of the poem gives a perfect sense of the empty monotony that these lines reveal. The poem is also a treasure trove of allusions: to Hesiod's "Works and
Days," to the Bible's John the Baptist "Head upon a platter" and Lazarus "Come from the dead," and above all to Shakespeare's "Prince Hamlet ... start a scene or two." The wide array of allusion reflects the world of hypereducated but stunted intellectuals among whom the speaker moves. In contrast to that world, Eliot evokes two powerful images
representing two quite different escapes. One is Darwinian: "I should have been a pair of ragged claws / Scuttling across the floors of silent seas." Here, the claws are no mere synecdoche for the primitive creature but are, in fact, the to tality of that beast. They represent a welcome alternative to the wasted mind of the modem, tea taking gentleman
he has become. The other choice is magical-the "mermaids singing ... riding seaward on the waves / Combing the white hair of the waves thrown back." Yet even here he doubts his worthiness. He is convinced "they will not sing to me" and the transcendent image is in fact created merely to be destroyed when "human voices wake us and we drown."
Here, we offer some questions for discussion along with some possible responses. 1. Note the epigraph from Dante's Inferno, which consists in large part of confessions of souls in torment. In what ways is this poem the confession of a tormented soul? [We have here a speaker who, in fact, seems unable to love. Even when the speaker mentions others,
he describes limbs and voices, not faces. The speaker is etherized upon a table" and "pinned and wriggling upon a wall," a victim of malaise, boredom, inertia, lack of ambition, fear, reticence, and other demons.] II 2. Is Prufrock guilty of sins of omission or of commission? [Both, but overwhelmingly one sees failure to act rather than harmful actions.]
3. In what sense is Prufrock already dead? [See Q. 1.] 4. Who are the "you" and "I" of the poem? [Lots of possibilities here, including the speaker's companion and self, body and soul, potential and actuality, past and present, song and singer, etc.] 5. What do you think Prufrock looks like? What imagery does Eliot use to characterize him? [Asking
students to describe the speaker requires close attention to the poem's imagery as well as to other characterizing details.] 59 Chapter 6: Introduction to Poetry ing clump." Purely out of habit, she eats "one more big lopped head," but she has achieved sati ety. Even the most glorious indulgence bums one out. The discovery should remind students of
the parallel discoveries they came to in the "Impermanence and Loss" unit. Plath's celebration in "Blackberrying" begins just as sumptuously, with that alley of black berries promising a "heaving sea" at its end, and offering fruits "big as the ball of my thumb," fruits "fat with blue-red juices" which they "squander on my fingers." But as seems
character istic of this troubled poet, the opulence is soon undercut. She hears the"cacophonous flocks ... of choughs" that seem to be "bits of burnt paper wheeling" above her. After more wealth of im age and vitality (the "berries so ripe it is a bush of flies / Hanging their blue-green bellies"), she gets at last to the sea which is evoked vividly but
disconcertingly: "A din like silversmiths / Beating and beating at an intractable metal." The view suggests nature's hard and unyielding essence. It is a far cry from Donne's image in "Valediction" of "gold beat[en] into airy thinness" that your sharper students might recall. Just as these two poems offer matching fruits, we have put three selections
together that bring at least one animal (sinuous reptile, actually) into focus. Dickinson's" A Narrow Fellow" views nature as essentially benign. For them she feels a "transport of cordiality." But not the slim snake. Her effort to catch sight of the creature is doomed to failure. The snake is described as much by the effects it has on its environment ("the
grass divides as with a comb") as its dif ficulty of capture ("Stopping to secure it / It wrinkled and was gone"). He haunts"a floor too cool for com," suggesting the snake's hostility to fertile life. And the poem ends with the in comparable image of the speaker's "tighter breathing "and his sensation of "zero at the bone." Lawrence's account of
encountering his snake is a more philosophical and psychological dramatic moment. The speaker recounts the pleasure he took in the sight of the creature: "He rested his throat upon the stone bottom ... and sipped with his straight mouth / Softly drank ... into his slack, long body / Silently." But Lawrence provides some keen analysis of "voices in me"
... the voice of my education." Sparing the creature becomes a reflection on his man hood, and before long he cannot resist giving in, hurling a pitcher at the disappearing creature. The image he chooses copies Dickinson's: "Writhed like lightning and was gone." Lawrence's sense that his act was demeaning to this fllord of life" gets students to
consider new ways of beholding a creature that most of us agree to shiver at. The insight makes for an effective transition to Milton's incomparable portrait. Satan, of course, is a noble, if fallen, an gel inhabiting the body of a snake. The result is a certain royal beauty and eloquence that Lawrence only senses and Dickinson rejects: Thus the orb he
roamed With narrow search, and with inspection deep Considered every creature, which ofall Most opportune might serve his wiles, and found The serpent, subtlest beats ofall the field. Him, after long debate, irresolute Of thoughts revolved, his final sentence chose Fit vessel, fittest imp offraud, in whom To enter and his dark suggestions hide From
sharpest sight; for in the wily snake Whatever sleights none would suspicious mark, As from his wit and native subtlety Proceeding, which, in other beasts observed, Doubt might beget beyond the sense of brute . .. 65 Chapter 6: Introduction to Poetry 5. Brooks, "We Real Cool": a lead-in to "Sonny's Blues" (cross genre) 6. Bums, "Red, Red Rose":
ballad structure; love; use of and as assertive in final stanza 7. Campion, "There Is a Garden": face used as an allegory for the girl's growth into sexuality 8. Carroll, "Jabberwocky": as quest; as framing devices (see Blake's "Tyger") 9. Collins (see the introduction), "My Number": comic take on death 10. Hall, "Kicking the Leaves": a parallel to Thomas's
"Fern Hill"; memories of youth; growing loss of innocence 11. Herrick, "To the Virgins"; carpe diem; Marvell, Housman, et al. 12. Hongo, "What for?": fathers and sons; parenting; war 13. Hopkins, "The Windhover" (eccentric sonnet): parallels Bishop's "Fish" 14. Jonson "On My First Son": parenting; loss of life vs. words; parallels Atwood's "Spelling"
15. Kinnell, "Blackberry eating": love of words; witches "rump fed ronyon" in Macbeth; language to feast on 16. Millay, "I Being Born a Woman": male-female love / sex 17. Lorde, "Hanging Fire": parallels Piercy's"A work of artifice": how women are stunted by custom or culture 18. Pound, "In a Station .. .": Have students roam around campus writing
short imagist poems or haikus on a natural scene. 19. Sanchez, "Towhomitmayconcern": assertive female love 20. Thomas, "Fern Hill": youthful innocence and its loss; parallels Hall's "Kicking the Leaves" 67 Chapter 7: Introduction to Drama critical commentary, and historical information about the playwrights you probably want to in clude in your
course: Sophocles, Shakespeare, and Ibsen (or the alliterative 'sen, for short). Professor DiYanni provides a section on the structural elements of drama (exposition, ris ing action, climax, falling action, denouement) as well as on important terms for characters (protagonist, antagonist) and techniques (dialogue, soliloquy, aside). He also comments on
all encompassing elements such as staging, symbolism (see p. 1280 for questions about sYlnbol ism), irony (p. 1281), and theme. He further explores characteristics of comedy (both romantic and satiric) and tragedy. In his suggestions about informal ways of writing about drama, DiYanni mentions both free writing and annotation (as he does for short
fiction and poetry). For drama, however, he high lights double-column notebooks as a helpful way for students to appreciate both text and sub text in plays and as a means for them to connect with the drama by experiencing, interpreting, and/or evaluating various actions, props, costumes, and speeches. Above all, in a study of drama, allow class time
for reading plays aloud-key scenes, at the very least-and, if you can, relocate your class meeting to the school auditorium or theater so that students can perform the work as it was intended. Short of that, alternate these two ways of having students act the play in the classroom: first, invite students-your extroverts-to play specific roles for a day or
two, and second, do a "read-around": students form a circle and then read the lines in succession, switching to the next student reader whenever the speaker in the play changes. The latter keeps more students engaged in the text and forces the shyer ones to be part of a drama, too. You and the class will enjoy the reaction of students who, in one
turn, must read a one-word line and the next time around must read a 30-line speech. SOPHOCLES, OEDIPUS REX (p. 1307) In his Poetics, Aristotle anoints Oedipus Rex as the ur-tragedy and illustrates his elements of tragedy with examples from Sophocles's play. Far be it from us to argue with Aristotle, the great observer and taxonomer. Oedipus
was, and is, the greatest of tragedies both structurally and the matically. We recommend this playas one of the first works to which you might introduce stu dents in AP Literature. For one thing, it's a foundational work for Western culture. More crucially, it helps to establish a course theme-Identity and Perception-and its central ques tion "Who Am
I?" coincides-for seniors, at least-with the very question that they are facing in the college application process. Finally, it is an interdisciplinary work as well, embodying a central psychoanalytic notion: the Oedipus Complex (see Freud's essay, pp. 1380-1382). Before students read the play, assign the excerpts from Poetics (see pp. 1378-1380). Then
give students some background about Greek theater during the Age of Pericles (see pp. 1302-1303). Students will also profit from a list of terms related to tragedy and derived from Aristotle's Poet ics: terms like tragic hero, tragicflaw, reversal offortune, recognition, catharsis, and obscene-in its orig inal sense of off-stage and referring to violence,
not sex. Terms pertinent to the structure and key players in classical tragedy include scene, orchestra, mask (an older term for cast list--dramatis per sonae-literally means "masks of the drama"), chorus, protagonist, antagonist, and irony (verbal, sit uational, dramatic). Especially important to the study of Greek tragedy is that students understand two
facts: (1) that plays were performed as part of religious rituals honoring the god Dionysus, and (2) that Sophocles's plays were based on myths-stories that the audience already knew. If the audience already knows the story, including how it will end, what, then, can a playwright do to sustain the audience's interest? This critical-thinking question
might elicit answers, we hope, like "Create memorable characters" or "Use stunning language." Remind students that in 69 Chapter 7: Introduction to Drama During both full-class discussion and small-group presentations, ask related questions that call for students to experience and evaluate this play, any of which can become a productive writ ing
assignment. Can a little knowledge be a dangerous thing? How far should we go in determining who we are? Is there a "divine plan," according to Sophocles? According to you? Would you like to know the "plan" for your life? How much control do we have over our lives? What do you think of Protagorus's assertion that "Man is the measure of all
things"? How does this play seem to respond to Protagorus's notion? Since for their college application most seniors are writing essentially a "Who Am I?" essay, invite them to rehearse by writing a paper exploring one facet of their identity: Who I am as a student, a member of my family, an athlete, a participant in some other extracurricular activity
or hobby, a holder of _ value, and so on. As follow-up activities, invite students to write a response or discuss this comment that the philosopher Schopenhauer made to Goethe: "It is the courage to make a clean break of it in face of every question that makes the philosopher. He must be like Sophocles's Oedipus, who, seek ing enlightenment
concerning his terrible fate, pursues his indefatigable enquiry, even when he divines that appalling horror awaits him in the answer. But most of us carry in our heart the Jo casta who begs Oedipus for God's sake not to inquire further ..." Finally, share with them Alistair Reid's poem "Curiosity,"* which celebrates cats' commit ment to courageous
explorations even at risk of one or more of their nine lives. Invite them also to read Tim O'Brien's "On the Importance of Mystery in Plot" (p. 2229). O'Brien argues that the desire to solve the mystery keeps us reading; the desire to know engages us, as it does Oedipus. SOPHOCLES, ANTIGONE (p. 1348) You can follow up your study of Oedipus Rex by
giving students another look at classical tragedy, or save Antigone for a thematic unit, perhaps one focusing on making moral choices, or one on conformity vs. non-conformity, or one on family conflicts. Articulating Antigone's central conflict depends on the character whose perspective we are examining. For Creon, the issue is obedience to civil law.
Polyneices was a traitor to the state of Thebes; therefore, Polyneices is not worthy of burial. Creon argues that justice-the law of the land, the notion of loyalty to the state-trumps all other considerations. For Antigone, the issue is obedience to religious laws, to a higher authority than a king-to conscience, in other words. Coupled with her heeding the
demands of her conscience is her desire to show mercy to her brother; by honoring Polyneices, she does not feel that she is dishonoring her brother Eteocles. Assuming, then, that both Creon and Antigone value loyalty (Creon represents both patriotism and justice, and Antigone family as well as mercy), we have a right vs. right moral dilemma. Both
justice and mercy are worthy moral values; which does one choose? Back in the 1970s, when values clarification exercises were the rage, these were the dilemmas that classes debated. Amore contemporary version of such dilemmas is presented in Rushworth Kidder's work, par ticularly his book How Good People Make Tough Choices, in which he
explores four right vs. right moral dilemmas: loyalty vs. truth; justice vs. mercy; individual vs. community; and long-term vs. short-term. His work has immense value to students and teachers of English. 71 Chapter 7: Introduction to Drama possible cross-genre link to Creon's comment here is Dickinson's poem "My life closed twice--" Within the
context of Greek tragedy, students might also write an essay comparing the character of Creon in these two tragedies. You could also make obvious comparisons between Ismene and one or more of the "women victims" in the short stories (see Chapter 4), or between the strong and independent Antigone and Edna in The Awakening. SHAKESPEARE,
HAMLET (p. 1545) You will have to forgive us for the length of this section. We could not help ourselves. The play is, for both of us, a supreme literary work, filled with rich and distinctively drawn characters, brilliant imagery and inventive diction, and a ruthless pursuit of great metaphysical and moral questions. It truly marks the transition from a
medieval to a Renaissance-indeed modern perspective. Over 400 years old, the play seems ever-modem in asking questions about the na ture of death, the meaning of life, and what it means to be human. It has engendered more critical commentary than almost any other literary work. Even a busy man like Abraham Lin coln weighed in on the play, in
a letter to an actor of his day, arguing that Hamlet's "To be" so liloquy in Act III is not as dramatically compelling as his "How all occasions do inform against me" soliloquy in Act IV. (We agree.) Shakespeare's play is, of course, a uniquely rich and chal lenging masterpiece. What follows is a series of suggestions about a whole range of approaches you
might wish to take. Consider them a cafeteria of ideas of ways to look at, think about, or react to the play. Before turning to Act I, Scene I, ask students to write a response to this prompt: "Everything I Know About Hamlet." Some students know but one fact: Shakespeare wrote it. Others will fill an entire page. Collect these responses and return them
to students after they have finished studying the play. Ask students if they have seen The Lion King, and tell them that, if they have, they will know the basic plot line for Shakespeare's play. You should remind students that tales of revenge were well known to Shakespeare and that elements of this story had been around for years. What makes Hamlet
a masterpiece is that the play focuses not on the act of revenge but on the psychological and metaphysical upheaval that precedes it. We suggest that students read the entire play at home (one act every night or two) but that you also give them the chance to read various lines and speeches out loud in class. The couplet that ends Act I is a perfect
place with which to begin this activity. First, ask students to form pairs and to read the lines to one another. Then ask for volunteers to read them to the whole class. Direct the class to listen for which words classmates are emphasizing. Then discuss the implications if the lines are read with an emphasis on, say, "Time" vs. "cursed" vs. "spite" vs. "I"
vs. right." The actors in class have practiced exercises like this many times, but some stu dents may not have given much thought to how one delivers a line and to all the nuances one can create depending on the words one emphasizes. Also for Act I we encourage you to show various film versions of scene 2, including Hamlet's first soliloquy as
performed by Olivier, Ja cobi, Gibson, and Branagh. Discuss the character traits of Hamlet that each actor seems to be highlighting. You might bring up the entire question of the character's mystery " (see the sec tion on Hamlet's defying Rosencrantz and Guildenstern's ability to "know my stops"). Does anyone actor ever get" Hamlet right? Because
interpretation is fairly wide open, invite three or four student volunteers to take a turn at reading-even performing-Hamlet's Act I solilo quy, and do the same with the subsequent soliloquies. When discussing each of the five acts, let students identify what they think is the most im portant line-or portion of a speech-in the act. ("Important" could mean
crucial to plot, char acter, or theme.) Choosing and then justifying the line is a good close-reading exercise, and it II II II 73 Chapter 7: Introduction to Drama AN EVEN CLOSER READING ... August Wilson's Fences, we will see, makes effective use of the prop that it is named for. Hen rik Ibsen uses the decimated Christmas tree and Torvold's closed
office door in A Doll House. So it is no surprise that Shakespeare also makes frequent use of these elements of stagecraft. One subtle instance occurs when Hamlet has met the ghost and learned about his uncle; he draws out "my tables" to "set it down that one may smile and smile and be a villain." The prop re minds us that the prince-this is an
element of his fascinating complexity-is one part nerd and another part philosopher. He likes to write things down. We later discover in his graveyard chat with Horatio that he has learned, as every well-trained prince must, to "write fair" and it "now did me good service." He tells his friend that he substituted his forged command for Rosen crantz and
Guildenstern's writ of execution. Hamlet's narrative implicitly repeats that earlier "writing" motif and prop. Similarly, Prince Hamlet's handling of the recorders in his scene with the king's two spies is an effort to use a simple hand-held object to define the men's improper behavior toward him: "Look you ... how unworthy a thing you make of me. You
would play upon me; you would seek to know my stops ... " (III. ii. 319-321.) The prop becomes a moral teaching tool. A crucially important way to approach the play is to show how a certain pattern-such as baiter, bait, carp-repeats itself in many different ways during the play. Had Shakespeare wished simply to suggest insights like "The world defies
human understanding and control," he could have written an essay developing that thesis. He didn't. He was a dramatist and poet, not a man eager to educate his audience with a well-developed five-paragraph essay or to pa rade his politics with a well-crafted op-ed piece. An artist, especially one of Shakespeare's cal iber, links artistic ends to
dramatic and poetic means to convey that insight: those means include poetry, dramaturgy, gripping dialogue, creation of vivid characters. Therefore, for in stance, he not only opens the play with a question ("Who goes there?"-a good first indication of uncertainty), but instead of answering the question inserts a challenge: "Nay, answer me." The first
seconds of the play immediately drag us into a world that is both uncertain and hos tile. Here a preview suggestion is to have students read the first lines of the play, then tum to Maynard Mack's essay on p. 1655 and read just his first three paragraphs on the play's obses sive use of questions and riddles. Later in the scene the three men on watch
attempt to stop the ghost with their swords ('''Tis here," IIITis here,") and fail ("'Tis gone")-what we might term a dramaturgical enactment of this same theme of failed intention. The swords are props that enact one of the play's key con cerns: the near-impossibility of meaningful human action in a universe that defies comprehen sion. We see it yet
again in the structure of Hamlet's "To be or not to be" soliloquy where each effort either to act or comprehend ends in futility and inaction. We see it once more in Claudius's failed prayer for forgiveness. The pattern runs through the entire play, a conscious artistic decision that can be observed and analyzed. Once again, our goal as teachers is to
train students to think analogically, just as we did with the iterative references to fences in "Bam Burning" (not to mention Wilson's use of the actual fence in his play) or Donne's astonishingly inventive variety of similes and conceits in his "Valediction" (p. 1098). What follows are more items and activities to consider as you walk your students through
the play. Rather than a single conceptual net to throw over the play's poetry, action, and props, here are some ideas that occur to us, in almost a scatter-shot manner, appropriate for the play's unparalleled complexity and realism. 75 Chapter 7: Introduction to Drama 7. When Hamlet asks Arm'd say you?" apparently out of context, it most likely
indicates a. Hamlet's forgetfulness. b. Hamlet's need to have the men's account clear in his mind. c. the speed and irregular leaps of his mind. ** d. a printer's error in typesetting the play's original manuscript. e. Hamlet's curiosity as to whether the watchmen will be carrying weapons. II 8. Act I scene iii (lines 69-81) Polonius's speech to his son
basically recommends which of the following types of behavior? a. Be open and generous. b. Be tolerant of others' weaknesses. c. Be polite. d. Be cautious and self-serving. ** e. Be tight-fisted. B. These preliminary questions and exercises might get students thinking about some of the key issues in the play-the lack of existential certainty in a confusing
and baffling universe; Shakespeare's effort to produce naturalistic and realistic dialogue-an effort to reproduce the everyday world we know. That motif sets up students for Hamlet's observation in Act III about lithe purpose of acting ... to show the very age and body of the time his form and pressure." You are laying the foundation for a consideration
of drama as one way of combating the inexplicability of our world. And incidentally, an excellent teaching device is to assign individual members or pairs of the class to be responsible for the motifs you introduce as you walk through the play's opening scenes. When the assigned individual or pair sees a later instance, he, she, or they should wildly
wave his, her, or their hands and say, IIHere's another case of" whatever their assigned motif is. C. II. ii. 20-84. The success the two ambassadors report of negotiating with Norway is a testimony to Claudius's actual success as an efficient king. You might have students review his opening speech in I. ii. where we see him acting as generous mentor to
Laertes and as a coolly careful uncle and stepfather, determined to keep Hamlet in his sight. The whole question of who in the play is good, or whether we can finally define anyone character as good or bad, is part and parcel of the playwright's thematic stress here. Hamlet's character isn't the only "mystery" in the play. D. II. ii. 170-188. Note some
Elizabethan dramatic conventions (soliloquy, aside). When Polonius tries to decipher Hamlet, he has no one to turn to but the audience in an intimate aside: "How say you by that?" The effective touch is that, although we see the counselor as doddering and incompetent, still we are seeing Hamlet through his eyes; an intimate rapport is set up between
him and us. It provides, as so often in this play, a disarming and new perspective on a situation or character we thought we understood. Every firm relationship becomes more relative, more slippery. E. II. ii. 210-215. A similar thing happens when we see the prince's cruel treatment of Polonius here followed by an immediate expression of his-at firstgenuine love for Rosencrantz and Guildenstem. It is another instance of what makes the character so engaging and, ultimately "mysterious." A useful exercise here,like the discussion of masks in relation to Dunbar's poem, might be to have students keep a record for a given day of how they respond to the wide variety of people that come in contact
with: 77 Chapt~r 7: Introduction to Drama J. 250-253. Have students scan these four lines, analyzing them both for rhyme (abac) and meter (alternating iambic tetrameter and trimeter). Note Horatio's teasing Hamlet about the rhyme scheme the prince has willfully ignored. K. 305-325. In these lines, Hamlet makes profound use of the recorders to
define the king's two spies' treatment of him, as well as to remind us of "the heart of my mystery," which is in fact a vital theme of the character and of the play named for him. As to mystery, T. S. Eliot characterized Hamlet as "the Mona Lisa of literature." L. III. iii. 35-72. We noted earlier the pattern of effort and failure in Claudius's soliloquy. Here is
an ideal moment to point out a remarkable parallel with Jake Barnes's effort in The Sun Also Rises to pray at the cathedral in Pamplona. This moment presents another opportunity to introduce students to the novel as preparation for its possible later reading. The parallels are obvious. Another motif at work here is more of that intentional confusion of
the audience's sympathies: We now know of Claudius's guilt and are eager to see him meet his punishment, and just at that moment the playwright muddies the water (we saw a hint of it in III.i.50). Shakespeare shows us Claudius as a sinner, a humble penitent seeking God's forgiveness. His Christian audience would immediately be drawn to his
plight and feel its sympathies swayed. Similarly, we are horrified at Hamlet's choice not to kill him then and there: he wants to play god "that his soul may be as damn'd and black / As hell whereto it goes." More than one critic has been horrified at Hamlet's cruel rationalization here. M. III. iv. 54-66. These lines offer another good example of props
being put to powerful use. Students can play director here and decide what sort of "picture" Hamlet is showing his mother (possibly a locket around his neck) as he reminds her of her dead husband, and then devise the best "presentment" of Claudius (maybe a locket around her neck). The lines also cry out for students to read aloud, forcing them to
hear the rhythms and stresses Shakespeare has planted in Hamlet's words: "This was your husband ... This is your husband." N. 161-171. These lines advise Gertrude to practice "a virtue" until it becomes a habit another example of how play-acting can come to be "real." In light of our assertion that an AP Literature course is built on the foundation of
previous years of literary study, it would also be a good time to bring in a few pages from Ben Franklin's Autobiography, where he discusses various virtues that he wants to attain in his pursuit of moral perfection. An interesting exercise is to have student use their journal to (a) assess themselves and decide which of their vices they feel they would
most like to avoid, and then (b) keep one week's log of efforts they make to rid themselves of that shortcoming (or to practice its complementary virtue). O. IV. ii. 23. Note Hamlet's playfulness here. "Hide fox" opens another window on his remarkably varied personality and behavior. We see yet another aspect of this side in his handling of Osric in Act
V. P. IV. ii 7-10. The Gentleman's description of Ophelia's speech, which is "nothing" and his observation that her "hearers ... botch the words up fit to their own thoughts" is yet another recurrence of the theme of the world's incomprehensibility. Everyone sees things in his or her own way. The warning is a good one, but we as observers can see that
her words, when she appears, refer to her father but also to her former lover, Hamlet. Which is it? More of the playwright's intentional ambivalence. 79 Chapter 7: Introduction to Drama to please and perhaps distract her husband with her costume, a disguise, from Capri. These all tie together, as Hamlet would say, "tropically"! The play clearly
dramatizes, as DiYanni points out, a strong woman driven to take charge of her life. Excellent essays could be assigned comparing Nora to Edna in The Awakening or to any of the "Women in Patterns": Gilbert, Cisneros, and Chopin (see Chapter 4). Similarly inven tive and fruitful discussions could result from comparing the loving but controlling
concern by Torvald with John's infantilization of Jane in NThe Yellow Wallpaper" (the story was written fewer than two decades after the play), or the role of controlling fathers in the lives of Nora and of Edna Pontellier. Possible Essay Questions 1. Discuss the value in literature of a confidant or confidante, a character who allows the protagonist to
think out loud. Think about how this role applies to Christine Linde here, to Horatio in Hamlet, and to both Mlle. Reisz and Adele Ratignolle in The Awakening. 2. In her final dramatic confrontation with Torvald, Nora spells out a whole list of forces that she has decided to reject-social or cultural influences that shape and control an individual,
especially a female. Discuss the laws that prohibit women from owning property, as well as the church, the family, and employment practices. 3. Compare Cassio's use of Desdemona to plead his case to Othello, or Claudius's appeal to Gertrude to plead with her son, to Krogstad's pressure on Nora to get her husband to keep him as an employee.
Explore the parallels, as well as the many complex differences. MILLER, DEATH OF A SALESMAN (p. 1777) Perhaps the greatest American play of the twentieth century, Arthur Miller's Death of a Salesman offers virtually endless avenues for exploration. Certainly you can juxtapose it with Oedipus Rex and have students engage in an ongoing
comparison of the two works in terms of Aristotelian elements of tragedy. After they have read the play, let students do their own thinking about this topic before giving them two secondary sources: Joseph Wood Krutch's "The Tragic Fallacy" and Miller's own essay, "Tragedy and the Common Man" (pp. 2216-2218). Particularly for the longer Krutch
essay, have students write a precis-a two- or three-page summary of key ideas in which they first state the thesis and then present the main points in order, giving attribution throughout (see Chapter 2). In addition to writing a precis, you might ask students to react to Krutch's assertions, especially his thesis that classical tragedy affirms the nobility
of humanity but modern "tragedy" only confirms a sense of despair; consequently, the modem age is inca pable of producing its own tragedies and tragic heroes. Then, ask students to compare Krutch's assertions with Miller's defense of modem tragedy and tragic heroes. Point out that although Shakespeare violates many of the rules of classical
tragedy-violence occurs onstage, plays cover longer periods of time than just one day-he nonetheless peoples his plays with kings, princes, senators, and other individuals of high station. Readers can also apply several critical lenses to this play, so ask students to adopt one of the following critical perspectives-formalist, Marxist, psychoanalytic,
feminist-and explore the play through those eyes. This exploration could take our often-recommended sequence: initial personal jottings, small-group work, full-class discussion, then an essay. There, students will in tegrate what they have heard and argue for a particular critical lens being the most apt for this drama. Formalists would look at imagery,
symbolism, theme, and structure. Marxists would look at money and power and particularly at how the play presents the American Dream. We 81 Chapter 7: Introduction to Drama raine Hansberry died young, but not before she had crafted a play that is all about the African American experience and all about the human experience. Who hasn't
experienced a dream de ferred and, more importantly, a dream realized? An introduction to this play, then, might ask students to identify, via a journal entry, some of the dreams that they have and to recount some that they have already achieved. Langston Hughes's poem-which supplies the epigraph for this play-can make an appearance at this
point. Students should have no trouble listing all the figurative language techniques that Hughes employs and exploring the implications, both lit eral and metaphorical, of the verbs: "dry up," "fester," "stink," "crust," "sugar over," "sags," " explode." This play grew out of the actual lived experience of the Hansberry family, who moved into a white
neighborhood when Lorraine was a child; their home was vandalized more than once. Her father, a real estate broker, helped initiate a lawsuit that was argued before the Supreme Court, which ruled in the family's favor. What gives the play its staying power is not only the issue of integrating a neighborhood and the emphasis on social activism but
also the main characters' compelling personalities and central values. Ask students to identify these values, and then to explore how those values con nect and how they conflict. Which character(s), for example, favor(s) assimilation? Which char acter favor(s) its opposite-separatism? Encourage students to explore the minor characters, too. Where
would Joseph Asagai position himself on this continuum? George Murchison? What position do students predict Travis will come to hold, and why? Another significant issue is religion, so ask students what role religion takes in this play. Clearly, Mama (Lena) is grounded in a traditional Christian faith. What values from her reli gious tradition seem

foremost in her interaction with her children? With Mr. Lindner? With Joseph Asagai? The showdown between Lena and Ruth is, of course, one of the play's most memorable scenes. You might have students use their double-entry notebook to write about the sub text that runs through the scene involving Mama and Ruth. One of Hansberry's gifts is
her complex female characters. Mama, Ruth, and Beneatha emerge as real people rather than types, thanks to Hansberry's artistry. (In speaking of religion, a natural parallel will suggest itself with the character of Rose in Wilson's Fences. While religion is a less crucial issue in that pla}j faith and church activities-playa vital role in Rose's life,
especially after she banishes Troy from her heart and her bed.) Students may note that Lena's repeated comments about her garden" perhaps serve as something beyond the literal. Give those students a gold star! From Candide's famous"cultivate one's own garden" to Willy Loman's desire to buy some seeds because, as he says, "I don't have a thing
in the ground" to Lena's desire for a little space in the sunlight to grow some flowers, stu dents can trace this motif about seeds and sunlight and growth. Hansberry's symbolism-Lena's last action is fetching her plant from the windowsill-should be obvious to students. Just keep saying, throughout your reading and discussion of the play, words like
plants, sunlight, garden, and students should have an "Ah-ha" connection with growth, possibility, a future. (Once again, a parallel with Fences is obvious: in the play's final scene, Troy's third child, Raynell, hovers ove~ her newly planted garden, impatient for it to bloom. With Troy's death, as in the conclusion of Raisin, hope seems to be returning to
a family that has suffered enough.) As for the characters in Raisin, ask students how they feel about the decision that the Younger family makes to move into the all-white neighborhood. Who wins, potentially? Who loses, potentially? Ask your students what they would have done had they been in the Youngers' position, essentially being told "Go away
and we'll make it worth your while." How many of us can stand on principle, and how many of us fold when all is said and done? You might extend this discussion with a writing assignment: When have you been challenged to be noble/heroic/ a person of integrity, and how did you respond? II 83 Chapter 7: Introduction to Drama back to haunt him.
(Troy loses the respect of Bono and Cory and the love of Rose, just as Pip's pursuit of wealth and high social status in Great Expectations costs him his old family and rela tions and Ethan Frome's moral dereliction impairs his mobility and traps him into a living hell with two querulous women.) Depending naturally on the order in which a teacher
presents the material in Literature, students may well by now be making these connections and describing them in their journals as second nature. One's approach to drama should also include an awareness that theater is visual. A play is an event that transpires over time and is meant to be experienced, although we often teach it as words on a page
like a poem or short story. One should draw particular attention to a play wright's use of setting and props, which in Fences would include the fence itself. It stands half built for much of the play, except for two scenes in which Troy, Cory, and Bono work on it, and the final scene in which the audience sees it complete. It speaks silent volumes of Troy's
unwill ingness to commit himself to Rose. And at the end it is a sign of hope for the newly reunited family. The baseball of rags that hangs from the tree in the yard is likewise a mute reminder of Tory's storied Negro League past. One sees the same sort of thing in essentially wordless encounters in the play. The vicious battle between Cory and Troy
over the baseball bat in Act II is an intense encounter between these two competing males. And Gabriel's final"atavistic" dance is truly wordless but is meant to suggest the brain-damaged man's ability to transcend his purely human limitations. He can at least see clearly to a heavenly solution to the play's portrait of human failure in this broken
world. Multiple Choice Questions for Fences 1. Before he dies, Troy has managed to alienate or destroy all but whom? a. Rose b. Cory c. Bono d. Lyons ** e. Alberta 2. Wilson's stage directions specify that the fence around the Maxsons' house stands incomplete until the final scene, after Troy resumes work on it to fight Death. The playwright most
likely does this to show a. that Troy is lazy. b. that Cory refuses to help him. c. that Troy carries out a commitment only to himself. ** d. that Troy would rather spend time with Alberta. * e. that Troy is too poor to buy supplies. 3. Wilson portrays Lyons as a musician and Cory as a splendid athlete. Which of the following is probably the best explanation
for these choices? a. He strives to make Troy's sons interesting. b. He selected two talents unique to Pittsburgh. c. He shows how Troy's abilities have been inherited by a new generation.** d. He wanted to paint a contrast between the boys. e. He was striving for verisimilitude. 85 CHAPTER 8 Supplementary Resources To teach an AP Literature
course well, be an avid learner. We suggest that you keep yourself up to-date by checking the Internet, online library catalogues, the NCTE Web site, and AP Central for resources to supplement this text-resources that range from the useful to the invaluable. These resources can be as Wide-ranging as your imagination. Incorporate cartoons,
humorous articles from such sources as The New Yorker, and parodies from The Simpsons. Encourage stu dents to watch The Daily Show and The Colbert Report to see satire in action. Invite them to listen to A Prairie Home Companion and Wait, Wait, Don't Tell Me and jot down examples of puns, allu sions, and parody. Car Talk is another
entertaining show filled with wit, with occasional witty allusions and turns of speech, and even (on rare occasions) some automotive advice. In short, the course shouldn't just be a laughter-free trudging through old English" artifacts. You should also be a constant reader of those very sorts of works that inspired you to ma jor in and teach English in
the first place. In addition to the fairly wide range of literature we mentioned in the preceding three chapters, here are some further suggested selections not just for reading, but for viewing and listening as well. The following, arranged in roughly chrono logical order, have worked well for us, but you will best know what works will speak to you and
therefore might work well for your students. 1/ Aeschylus, Agamemnon Euripides, The Bacchae Aristophanes, The Frogs (a parody of Aeschylus and Euripides) Dante Alighieri. The Inferno (trans. John Ciardi or Robert Pinsky) Anonymous late medieval poem, Sir Gawain and the Green Knight Selected books from The Aeneid, 1-4 plus Purcell's short
opera, Dido and Aeneas Selections from Milton's Paradise Lost, Books 1 through 4, and 9. Chaucer, Geoffrey. Canterbury Tales. "The General Prologue," "The Wife of Bath's Prologue and Tale," and "The Miller's Tale" (We recommend a "dual language" edition.) Swift, Jonathan. Gulliver's Travels (books 1 and 4 especially) Fielding, Henry. Tom Jones
(supplemented by the 1963 Tony Richardson movie) Austen, Jane. Pride and Prejudice (recommended for 11th grade) and Emma (12th) Bronte, Emily. Wuthering Heights Bronte, Charlotte. Jane Eyre Dickens, Charles. Oliver Twist (9th grade choice) and Hard Times (10th grade) Ibsen, Henrik. An Enemy of the People Dostoevsky, Fyodor. Crime and
Punishment Hardy, Thomas. Jude the Obscure Conrad, Joseph. Heart of Darkness Hesse,Hermann. Siddhartha Eliot, T. S. Four Quartets Camus, Albert. The Plague Albee, Edward. Who's Afraid of Virginia Woolf? 87 Chapter 8: Supplementary Resources Categories Childhood and Adolescence The Creative Process Cultural Identification and Struggle
Death and Aging Faith and Doubt Family Life Fauna, Flora, and Insects Gender Identity Individual and Community Individuals in the Natural World Internal Struggle, Investigation, and Meditation Love and Marriage Myth, Magic, and Unexplained Phenomena Relationships War and Violence Works Inspired by Other Works Childhood and Adolescence
Fiction Toni Cade Bambara Rick Bragg Sandra Cisneros James Joyce Mary Karr Jamaica Kincaid Frank O'Connor John Updike Poetry Elizabeth Bishop William Blake Judith Ortiz Cofer Rita Dove Louise Erdrich Louise Gluck Garrett Hongo Audre Lorde Taylor Mali GarySoto Dylan Thomas "The Lesson" "lOa Miles per hour, upside down and sideways"
(literary nonfiction) "Eleven" "Araby" "From the Liars' Club" (literary nonfiction) "Girl" "My Oedipus Complex" "A & P" "Sestina" "Nurse's Song" (both) "London" "The Game" "Testimonial" "Indian Boarding School" "The School Children" "What For "Hanging Fire "Like Lilly Like Wilson" "Behind Grandma's House" "Fern Hill" ll ll The Creative Process
and Literature About Literature Fiction Margaret Atwood Lorrie Moore Poetry Matsuo Basho Lewis Carroll Helen Chasin Billy Collins Wendy Cope "Happy Endings" "How to Become a Writer" "Three Haiku" "Jabberwocky" "The Word Plum" "Sonnet" "Introduction to Poetry" liThe Ted Williams Villanelle" 89 Chapter 8: Supplementary Resources Nikki
Giovanni Cathy Song Jean Toomer "Aunt Sue's Stories" "Ballad of the Landlord" "Consider Me" "Dream Deferred" "I, Too" "I'm Still Here" "Let America Be America Again" "Madam and the Rent Man" "My People" "Same in Blues" "Ego Tripping" "Lost Sister" "Reapers" Drama Lady Gregory Lorraine Hansberry David Henry Hwang Milcha SanchezScott August Wilson The Rising of the Moon A Raisin in the Sun M. Butterfly The Cuban Swimmer Fences Langston Hughes Death and Aging Fiction Katherine Anne Porter Poetry W.H.Auden Elizabeth Bishop Billy Collins E. E. Cummings Emily Dickinson John Donne Robert Frost Donald Hall Thomas Hardy Seamus Heaney George Herbert Robert
Herrick Gerard Manley Hopkins A. E. Housman liThe Jilting of Granny Weatherall" "In Memory of W. B. Yeats" "Funeral Blues" "First Death in Nova Scotia" "My Number" "The Listener" "[Buffalo Bill's]" "Because I could not stop for Death" liThe Bustle in a House" "The Heart asks Measure first" "I felt a Funeral in my Brain" "I heard a Fly buzz-when I
died" "I've seem a Dying Eye" "The last Night that She lived" "My life closed twice before its close" "Death, be not proud" "Provide, Provide" "The Span of Life" "My son, my executioner" "During Wind and Rain" "Mid-Term Break" "Virtue" "To the Vll'gins, to Make Much of Time" "Spring and Fall: To a Young Child" "To an Athlete Dying Young" 91
Chapter 8: Supplementary Resources Christina Rossetti Anne Sexton Stevie Smith May Swenson Walt Whitman William Wordsworth William Butler Yeats "Up-Hill" "Two Hands" "Mother, Among the Dustbins" "The Universe" "Crossing Brooklyn Ferry" "It is a beauteous evening" "The Second Coming" Family Life Fiction William Faulkner F. Scott
Fitzgerald D. H. Lawrence Chang-Rae Lee Luke Tillie Olsen Edgar Allan Poe Eudora Welty Poetry Elizabeth Bishop Langston Hughes Judith Ritter-Compasso Sylvia Plath Drama Arthur Miller Tennessee Williams "Barn Burning" "Babylon Revisited" "The Rocking-Horse Winner" "Coming Home Again" (literary nonfiction) "The Prodigal Son" "I Stand
Here Ironing" "The Fall of the House of Usher" "Why I Live at the P.O." "The Prodigal" "Mother to Son" " All I Hear Is Silence" "Morning Song" "Metaphors" Death of a Salesman The Glass Menagerie Fauna, Flora, and Insects Poetry Diane Ackerman Elizabeth Bishop William Blake E. E. Cummings Emily Dickinson MarkDoty Robert Frost Joy Harjo
Gerard Manley Hopkins John Keats Galway Kinnell "Spiders" "The Fish" "The Lamb" "Tyger" "Me up at does" "Further in Summer than the Birds" I'I like to see it lap the Miles" " A narrow Fellow in the Grass" " A Route of Evanescence" "A Spider sewed at Night" "Golden Retrievals" "Two Look at Two" "Eagle Poem" "The Windhover" "Pied Beauty"
"Ode to a Nightingale" "Blackberry Eating" 93 Chapter 8: Supplementary Resources Stephen Crane William Faulkner Nathaniel Hawthorne Shirley Jackson Franz Kafka Joyce Carol Oates Edgar Allan Poe Carol Shields Isaac Bashevis Singer ZadieSmith Eudora Welty Poetry W.H.Auden Gwendolyn Brooks E. E. Cummings Emily Dickinson T. S. Eliot
Robert Frost "The Bride Comes to Yellow Sky" " A Rose for Emily" "Young Goodman Brown" "The Lottery" The Metamorphosis "Where Are You Going, Where Have You Been?" "The Purloined Letter" "Dressing Up for the Carnival" "Gimpel the Fool" "Times Five" (literary nonfiction) "A Worn Path" "Musee des Beaux Arts" "We Real Cool" "anyone lived
in a pretty how town" "I (a" "I like a look of Agony" "Much Madness in divinest Sense" "The Soul selects her own Society" "Why do I love" You, Sir?" The Love Song of]. Alfred Prufrock "Departmental" "Mending Wall" xii George Seferis Walt Whitman William Wordsworth "This Land Is Your Land" "The Ruined Maid" "Ballad of Booker T." "The Negro
Speaks of Rivers" "Narration" "Crossing Brooklyn Ferry" "The world is too much with us" Drama Sophocles Antigone Woody Guthrie Thomas Hardy Langston Hughes Individuals in the Natural World Literary Nonfiction Annie Dillard Poetry Emily Dickinson "Living Like Weasels" A Bird came down the Walk" " Apparently with no surprise" "I taste a
liquor never brewed" "Nature' is what we see" "These are the days when Birds come back" "Wild Nights-Wild Nights" "The Wind began to knead the Grass" 1/ 95 Chapter 8: Supplementary Resources Jane Kenyon Philip Larkin Edna St. Vincent Millay Pablo Neruda Robert F. Panara Linda Pastan A. K. Ramanujan Craig Raine Edward Arlington
Robinson Theodore Roethke Kraft Rompf Ann Sexton William Stafford William Shakespeare C. K. Williams James Wright "Otherwise" "Let Evening Come" " A Study of Reading Habits" "I, Being Born a Woman and Distressed" "Ode to My Socks" "On His Deafness" "Ethics" "Pleasure" " A Martian Sends a Postcard Home" "Miniver Cheevy" "The Waking"
"Waiting Table" "The Starry Night" "Traveling through the dark" "Th' expense of spirit in a waste of shame" "Invisibly Mending" "Lying in a Hammock at William Duffy's Farm" Drama William Shakespeare Hamlet Love and Marriage Fiction Chinua Achebe Kay Boyle Kate Chopin Sandra Cisneros HaJin James Joyce Bobbie Ann Mason Petronius Poetry
Yehuda Amichai Anonymous Anonymous Guillaume Apollinaire William Blake Anne Bradstreet Elizabeth Barrett Browning Robert Browning Robert Bums Lord Byron Rosario Castellanos Thomas Campion Gregory Corso Joseph Coulson "Marriage Is a Private Affair" "Astronomer's Wife" "The Storm" "Woman Hollering Creek" "Taking a Husband" "The
Boarding House" "Shiloh" "The Widow of Ephesus" " A Pity. We Were Such a Good Invention" "Barbara Allan" "Western Wind" "Le Pont Mirabeau [Mirabeau Bridge]" "The Clod & the Pebble" "The Sick Rose" "To My Dear and Loving Husband" "How do I love thee? Let me count the ways" "Meeting at Night" "My Last Duchess" " A Red, Red Rose" "She
walks in beauty" "Chess" "There Is a Garden in Her Face" "Marriage" "After the Move" 97 Chapter 8: Supplementary Resources Drama Sophocles Oedipus Rex Relationships Fiction James Baldwin Anton Chekhov Ernest Hemingway Flannery O'Connor John Steinbeck William Carlos Williams Poetry Anonymous William Blake Neil Bowers David
Bottoms Edward Kamau Brathwaite Raymond Carver "Sonny's Blues" "The Lady with the Little Dog" "Hills Like White Elephants" "Everything That Rises Must Converge" "Good Country People" "The Chrysanthemums" "The Use of Force" Mary Oliver Simon Ortiz Ranier Maria Rilke Theodore Roethke Muriel Stuart Krishna Tateneni Brian Wormser
"Edward, Edward" A Poison Tree" "Driving Lessons" "Sign for My Father, Who Stressed the Bunt" "0goun" "Photograph of My Father in His Twenty-second Year" "Steady as Any Ship My Father" "The Silken Tent" "Those Winter Sundays" "Advise to My Son" "Size and Sheer Will" "Rite of Passage" 1/35/10" "Poem for My Father's Ghost" " A Story of
How a Wall Stands" "The Cadet Picture of My Father" "My Papa's Waltz" "In the Orchard" "Valentine for Amy" "Friday Night" Drama David Ives Wendy Wasserstein Sure Thing Tender Offer David Cornell Robert Frost Robert Hayden Peter Meinke SharonOlds /I War and Violence Fiction Jorge Luis Borges Andre Dubus Zora Neale Hurston Tun O'Brien
Frank O'Connor Edgar Allan Poe "The Garden of Forking Paths" "Killings" "Spunk" "The Things They Carried" "Guests of a Nation" "The Cask of Amontillado" 99 Chapter 8: Supplementary Resources Poetry Wole Soyinka William Carlos Williams "Hamlet" "The Dance" In addition to Kitts' thematic listing, he also has produced an impressive list of video
re sources along with contact information for various distributors. We know that you will find it another helpful resource. VIDEO RESOURCES The following list is intended to serve as a reference when considering the use of videos in your presentations. I have found videos to be an effective tool in motivating students to read por tions of texts closely,
and in enlivening class discussion. However, I rarely show complete tapes. Instead, I like to present scenes from plays or stories, or clips of interviews or discussions, and then ask students to comment. For students interested in seeing the video in its entirety, I place the cassette on reserve in our media reference library. I have been pleasantly
surprised by stu dents who have taken advantage of this option. My list is hardly exhaustive, and some films I have not seen. However, based on either sum maries or recommendations, I think each is at least worth a trial run. For each tape, I have iden tified the distributor. At the end of this Appendix, I have included information on the distributor's
address, Web site, and phone number. For commercial releases, I have simply in dicated "commercial release"; your local video outlet should be of help to you with those films. However, I have found The Internet Movie Database very helpful and informative: . Fiction Margaret Atwood Margaret Atwood: An Interview (1975; 28 min.), distributed by
Women in Focus. Margaret Atwood: Once in August (1989; 58 min.) distributed by Wombat Productions. James Baldwin James Baldwin: The Price of a Ticket (1990; 87 min.), biography with several writers discussing Baldwin's influence on their work; distributed by California Newsreel. Raymond Carver Short Cuts (1993; 189 min.), based on several
Carver short stories, directed by Robert Altman. Commercial release. Anton Chekhov Anton Chekhov: A Writer's Life (1974; 37 min.), distributed by Films for the Humanities & Sci ences. The Lady with a Dog (1960; 89 min.), Russian with English subtitles. Commercial release. Kate Chopin The Story ofan Hour (1982; 24 min.), distributed by Teacher's
Discovery. Five Stories ofan Hour (20 min.), dramatizations of five short versions of "The Story of an Hour." Distributed by Films for the Humanities & Sciences. 101 Chapter 8: Supplementary Resources The Fall of the House of Usher (1977; 30 min.), distributed by Filmic Archives. The Mystery of Edgar Allan Poe (1994; 50 min.), anA&E production
hosted by Peter Graves. Dis tributed by Teacher's Discovery. The Raven and The Black Cat (1935), two films featuring Boris Karloff and Bela Lugosi. Distrib uted by Filmic Archives. Ka'lherlne Anne Porter The Jilting of Granny Weatherall (in the American Story Collection) (1980; 57 min.), introduction by Henry Fonda, with Geraldine Fitzgerald.
Distributed by Teacher's Discovery. Katherine Anne Porter (56 min.), with commentaries by several authors. Distributed by Films for the Humanities & Sciences. Katherine Anne Porter: The Eye ofMemory (1988; 60 min.), hosted by Joanne Woodward. Distrib uted by Filmic Archives. Leslie M. Silko Leslie M. Silko (45 min.), distributed by Films for the
Humanities & Sciences. Isaac Bashevis Singer Isaac in America (60 min.), distributed by Filmic Archives. John Updike John Updike: In His Own Words (60 min.), distributed by Films for the Humanities & Sciences. Alice Walker Alice Walker (1994; 35 min.), Walker discusses the influence of the Civil Rights Movement, women's recovery of wholeness
through resistance to sexism, and more. Distributed by Films for the Humanities & Sciences. Alice Walker (Part Four of In Black and White) (1992; 31 min.), distributed by California Newsreel. John Edgar Wideman A Conversation with John Wideman (Part 6 of In Black and White) (1992; 26 min.), distributed by California Newsreel. Poetry Many of the
twentieth-century poets included in the text have been recorded reading their po ems. Rather than provide an audio listing, I suggest you contact Caedmon (division of Harper Collins), 10 East 53 Street, New York, NY 10022, (800) 242-7737, (212) 207-7000. Elizabeth Bishop Elizabeth Bishop (part of Modern American Poets: Voices and Visions)
(1988; 60 min.), includes scenes from her poems and commentaries by several writers. Distributed by Filmic Archives. William Blake Songs ofInnocence and Experience (20 min.), this film discusses liThe Chimney Sweeper" poems, liThe Sick Rose," and others. Distributed by Films for the Humanities & Sciences. William Blake (52 min.), life and times
of Blake presented by Peter Ackroyd. Distributed by Films for the Sciences & Humanities. 103 Chapter 8: Supplementary Resources Robert Frost (part of Modern American Poets: Voices and Visions) (1988; 60 min.), includes readings and interviews with Frost. Distributed by Filmic Archives. Robert Frost: A First Acquaintance (1974; 16 min.),
distributed by Films for the Humanities & Sci ences. Frost and Whitman (1963; 30 min.), distributed by the New York State Education Department. Nikki Giovanni Nikki Giovanni: Chester Himes's Reflections (30 min.), distributed by the New York State Educa tion Department. Thomas Hardy Poetic Voices of Thomas Hardy (20 min.), distributed by
Films for the Humanities & Sciences. The Poetry Hall ofFame: Volume Four (1993; 60 min.), distributed by Filmic Archives. Seamus Heaney Seamus Heaney (1992; 60 min.), distributed by Lannan Foundation. Gerard Manley Hopkins Gerard Manley Hopkins (58 min.), distributed by Films for the Humanities & Sciences. Langston Hughes Langston
Hughes (part of Modern American Poets: Voices and Visions) (1988; 60 min.), distributed by Filmic Archives. John Keats John Keats: Poet (1973; 31 min.), written by Archibald MacLeish. Distributed by Britannica Films. The Glorious Romantics See listing under Byron. Galway Kinnell Galway Kinnell (1989; 60 min.), interview and reading. Distributed
by Lannan Foundation. John Milton Milton and 17th-Century Poets (1989; 35 min.), discusses Donne, Herbert, and Marvell with Mil ton. Distributed by Films for the Humanities & Sciences. Milton by Himself (1989; 27 min.), distributed by Films for the Humanities & Sciences. Marianne Moore Marianne Moore (part of Modern American Poets: Voices
and Visions) (1988; 60 min.), poets, critics, and friends discuss Moore's work. Distributed by Filmic Archives. Sharon Olds Sharon aIds (1991; 60 min.), interview and reading. Distributed by Lannan Foundation. Wilfred Owen Wilfred Owen: The Pity of War (58 min.), distributed by Films for the Humanities & Sciences. 105 Advanced Placement*
Instructor's Manual 3. Satire's purpose is to improve society. Apply this concept to specific chapters in Our Mutual Friend, Gulliver's Travels, and A Modest Proposal." /I 4. Often in literature, women are viewed as the objects of men's desires with no right to speak or act for themselves. Apply this concept to Ophelia, Celie (The Color Purple), and
Lizzie Bennet (Pride and Prejudice). A Sample In-Class Exam from an AP course II. Essay. Answer one of the following questions in a detailed essay. You may use Independent Reading texts and research paper primary sources as well as texts all of us studied, including poems, short stories, and essays. Use at least five texts for each question. You may
use a text for only one question: for example, you may use Hamlet for question one but not for ques tion two. Be sure to write a clear, comprehensive thesis. Your essay score will be based on the clarity, accuracy, and completeness of your response. Write the number of the question you are answering, and write your answer in the blue book. (100
pts.) 1. Action vs. inaction, motion vs. stasis, is a central issue for the characters in the texts we have studied. Explore the tension between these approaches to life in three of the following as well as in any two others: Oedipus the King, Invisible Man, A Portrait of the Artist as a Young Man, As I Lay Dying, Hamlet, and Who's Afraid of Virginia Woolf?
2. Growth and change are sometimes painful, as evidenced by the experiences of the protagonists in Oedipus the King, Invisible Man, Hamlet, Who's Afraid of Virginia Woolf?, and other texts. Discuss the theme of growth in three of these texts and any two others. 3. How much control do we have? Are we merely victims of fate, or do we have the
power to make choices? Assess the interplay of fate and free will in three of these texts and in any two others: Oedipus the King, Invisible Man, Ceremony, As I Lay Dying, and Hamlet. 4. Trying to find a pattern, trying to order the chaos of existence, is the central concern of the artist as well as an ongoing effort of others. Discuss some of the ways
that people make sense of themselves and the world as reflected in five works that we have studied this semester, including at least three of the following: A Portrait ofthe Artist as a Young Man, Ceremony, As I Lay Dying, Who's Afraid of Virginia Woolf?, and Hamlet. 5. In the quest for truth, people often realize how many illusions they embrace.
Granting the elusive nature of truth-both truth about ourselves and larger truths-discuss the efforts of protagonists to seek truth or truths in four of the following and in any two others: The Metamorphosis, Love Medicine, A Gesture Life, A Portrait ofthe Artist as a Young Man, 1984, The Handmaid's Tale, As I Lay Dying, Hamlet, and Who's Afraid of
Virginia Woolf? 6. Discuss how identity is formed and how it changes as a result of the experiences of the protagonists and their reactions to those experiences. Include in your discussion at least three of these works: Oedipus the King, Invisible Man, Wise Blood, The Metamorphosis, A Gesture Life, or Love Medicine, Hamlet, As I Lay Dying, Who's
Afraid of Virginia Woolf? 112 Advanced Placement* Instructor's Manual Teacher's Discovery English Division 2741 Paldan Drive 1560 Auburn Hills, MI 48326 (800) 583-6454 Wombat Productions Altschul Group Sherman Avenue, Suite 100 Evanston, IL 60201 (800) 323-9084 Women in Focus 849 Beatty Street Vancouver, BC, Canada V6B 2M6 (604)
682-5848 110 Advanced Placement* Instructor's Manual Shakespeare and His Stage: Approaches to Hamlet (45 min.), discussion of four famous Hamlets (Barrymore, Olivier, Gielgud, Williamson). Distributed by Films for the Humanities & Sciences. The Green Hamlets: Program 1 and Program 2 (55 and 56 min., respectively), Trevor Nunn con ducts
interviews and discusses the approaches of actors who portrayed Hamlet. Distributed by Films for the Humanities & Sciences. A Midsummer Night's Dream (1935; 117 min.), directed by Max Reinhardt. Starring Olivia de Haviland, Mickey Rooney, Dick Powell, Victor Jory, and James Cagney. Commercial release. A Midsummer Night's Dream (1999;
116 min.), directed by Michael Hoffman. Starring Kevin Kline, Michelle Pfeiffer, and Stanley Tucci. Commercial release. Othello (1996; 125 min.), starring Laurence Fishburne, Kenneth Branagh, and Irene Jacob. Dis tributed by Filmic Archives. Also commercial release. Othello (198 min.), directed by Janet Suzman. Starring John Kani. Distributed by
Films for the Sciences & Humanities. Othello (1992; 208 min.), BBC Shakespeare series. With Anthony Hopkins and Bob Hoskins. Dis tributed by Filmic Archives. Othello (210 min.), directed by Trevor Nunn. With Ian McKellen and the Royal Shakespeare Company. Distributed by Films for the Humanities & Sciences. Othello: The Lost Masterpiece
(1952; 93 min.), directed by and starring Orson Welles. Commercial release. Othello (1922; 81 min.), silent film. Commercial release. Sophocles The Rise ofGreek Tragedy-Sophocles: Oedipus the King (1975; 45 min.), filmed in the theatre of Am phiaraion with the Athens Classical Theatre Company; English soundtrack with James Mason, Claire Bloom,
and Ian Richardson. Distributed by Films for the Humanities & Sciences. Oedipus the King (1967; 97 min.), with Donald Sutherland, Christopher Plummer, Orson Welles. Distributed by Crossroads Video. Oedipus the King (120 min.), with Michael Pennington, John Gielgud, and Claire Bloom. Distrib uted by Films for the Humanities & Sciences.
Antigone (1990; 85 min.), fuses modem dance, new wave music, and poetry of Sophocles. Dis tributed by Filmic Archives. Antigone (120 min.), with Juliet Stevenson and John Gielgud. Distributed by Films for the Hu manities & Sciences. Antigone (1962; 88 min.), with Irene Pappas. In Greek with English subtitles. Distributed by Filmic Archives. The
Role of Ancient Greece (23 min.), distributed by Films for the Humanities & Sciences. Tennessee Williams The Glass Menagerie (1987; 134 min.), distributed by Filmic Archives. Tennessee Williams (1998; 50 min.), distributed by Insight Media. Tennessee Williams: The Humane Dramatist (1994; 54 min.), uses scenes from The Glass Menagerie to
introduce Williams's life and discusses the play. Distributed by Insight Media. Tennessee Williams: An Introduction (1995; 15 min.), distributed by Insight Media. August Wilson August Wilson: Writing and the Blues (30 min.), interview by Bill Moyers. Distributed by Films for the Humanities & Sciences. August Wilson (Part Five of In Black and White)
(1992; 22 min.), distributed by California News reel. 108
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