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OBJECTIVES OF CHAPTER





•  To understand the role of this coursebook in the English Language and Literature for the IB Diploma course.



•  To introduce the three areas of exploration and define them.



•  To introduce the seven course concepts and define them.



•  To introduce the concept of global issues and to give examples.



•  To define inquiry-based learning.
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English Language and Literature for the IB Diploma


Technology in the twenty-first century has made communication easier than ever before. If you have access to the internet, you can connect with a wide range of media, such as cartoons, photos, paintings, blogs, tweets, newspaper articles, online encyclopedias, opinion essays, and much more – right at your fingertips. We call these kinds of media, as a group, non-literary texts. We also have access to literary works, such as novels, short stories, plays and poems. There are also many non-fiction literary works, such as memoirs, biographies, travel writing, and literary essays. We may find fewer of these works online, but we have ready access to them through libraries and bookstores.


You probably find it reasonably easy to understand and differentiate all of these different types to some degree, but reading is a skill that can be developed to a high level of sophistication, enabling you to understand all of the works you encounter in a complex way. Your English Language and Literature for the IB Diploma course will help you to develop your skills so that you will have access to the nuances and complexities of literary works, as you have been accustomed to studying in other English classes, but it will also help you to develop your skills as a reader of non-literary texts with the same attention to the sophisticated ways in which those texts have been created.


Reading literary works


Throughout the course, you will learn what features to look for in order to develop sophisticated interpretations. With literary works, you will learn about a variety of literary strategies such as metaphors, symbols, and allusions, as well as structural features such as rhyme, sentence structure, and the overall organization of a work. Many literary strategies can appear in all the different literary forms, but each form will also have characteristic features of its own.


By applying your toolkit of literary features to any new text, you will be able to discover ideas which are not obvious on first reading. This will be true of texts which seem simple at first, such as the poem on page 3 by Robert Frost.


The language of the poem is not very difficult – perhaps the word ‘subside’ may be unfamiliar (it means ‘to sink back’) – but all the rest of the words are likely to be known to most fluent speakers of English. The poem is only eight lines long and the lines are short. The last line seems quite straightforward, and it seems to suggest that the poem is about the sad loss of precious things.


If we know what kinds of literary features to look for, however, we can begin to find more subtle ideas in the poem. The table on page 3 shows some of the literary elements we can find in this poem if we know to look for them:
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Nothing Gold Can Stay


Nature’s first green is gold,


Her hardest hue to hold.


Her early leaf’s a flower;


But only so an hour.


  5aiThen leaf subsides to leaf.


So Eden sank to grief,


So dawn goes down to day.


Nothing gold can stay.


(Robert Frost)
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	Line no.

	Literary element






	1

	
Paradox: ‘green is gold’






	1

	Imagery: nature’s first green is literally gold. If you observe a plant when it just breaches the surface of the ground, it is yellow. It has not been exposed to sunlight, and sunlight is what is needed for photosynthesis to take place (and turn the leaves green).






	1

	Metaphor: we often use the word ‘gold’ to indicate something of great value. In this case, valuable because it is very rare.






	1–2

	
Rhyme






	3

	Paradox: ‘leaf’s a flower’






	3

	Metaphor: the leaf (which will be green after photosynthesis takes hold) is gold, like a flower is.






	4

	Description: ‘only so an hour’. This is likely also literally true; it probably takes an hour or less for the sunlight to do its work and the pale golden plant to turn green.






	3–4

	Rhyme






	5

	Paradox: ‘leaf subsides to leaf’. If it’s already a leaf, how can it sink back into being a leaf? The answer, of course, is that it’s a leaf when it’s gold, and then, when it turns green, it sinks back into being a regular leaf. The implication of ‘subside’ is a sinking back, so that the green is not as special as the gold.






	6

	Religious allusion to the Garden of Eden; this gives us something to think about, because we don’t necessarily think of Eden lasting only an hour, and we don’t think of Eden sinking into grief because of sunlight. The comparison, however, is really interesting: you can argue that what put an end to Adam and Eve’s life in Eden was the gaining of knowledge, which is very often symbolized by light.






	5–6

	Rhyme






	7

	Comparison: the turning of the leaf from gold to green is now compared to the dawn turning into morning.






	8

	
Extrapolation: the poet draws a conclusion here, based on the three things he has now compared to each other. His conclusion is that we must always lose that which is gold. We might see this as a rather depressing conclusion, or we might see it as an observation that one of the reasons that we see things as golden – special – is that they are rare and fleeting.






	7–8

	Rhyme







Taking all these observations together, we can start to think more deeply about the poem. The poem takes a very close observation of nature – the transition of golden budding plants to green leaves when sunlight hits them for the very first time – as a metaphor for the idea that a very particular kind of golden innocence, the innocence that occurs before any experience begins to lead us to knowledge, is fleeting. The poem suggests that such innocence of the world is a treasure, but that inevitably it cannot last. Perhaps there is even a faint suggestion that once the process of experiencing the world is underway, there is already a hint of our mortality. If we know what to look for, then, we can read this poem in a completely different way than we can if we do not really know what to look for and are only able to understand the words and their surface meaning.


That is not to say that a simple reading is a bad experience or a wrong one, but that there are many riches waiting for a reader capable of engaging on a deeper level.


In your Language and Literature class, you will also develop the skills necessary to allow you to interpret a much harder text. Let’s look at a poem which is likely to make many readers a little nervous on first reading! You might already recognize it as one of William Shakespeare’s sonnets and, because it is a much older poem, it uses a style of language that is not familiar to us today.
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Sonnet 44


If the dull substance of my flesh were thought,


Injurious distance should not stop my way;


For then despite of space I would be brought,


From limits far remote where thou dost stay.


  5aiNo matter then although my foot did stand


Upon the farthest earth removed from thee;


For nimble thought can jump both sea and land


As soon as think the place where he would be.


But ah! thought kills me that I am not thought,


100To leap large lengths of miles when thou art gone,


But that so much of earth and water wrought


I must attend time’s leisure with my moan,


Receiving nought by elements so slow


But heavy tears, badges of either’s woe.


(William Shakespeare)
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Obviously, this poem is much harder to read and understand than Robert Frost’s. The sentence structure is unfamiliar, as is some of the vocabulary. Some of the words will be completely new to most readers; others will be familiar but used in unfamiliar ways. The content too is difficult, because it deals with sophisticated ideas. Like the first text, however, it has stayed with us for a very long time and is still read and appreciated today.


Some of the skills that are needed to understand this poem in a sophisticated way are the same as those we needed for Frost’s poem. One important element of much literature, especially prose fiction and certain poems, is the speaker or narrator. In this instance, if we understand the perspective of the narrator, we can see that he is deeply in love and wishes to be close to his loved one. Once we can understand that perspective, we can begin to explore the idea that he is using in order to express that wish.


This poem is William Shakespeare’s ‘Sonnet 44’, the first half of a pair of sonnets that explore an idea about how the speaker’s physical body is a barrier to his ability to be with the woman he loves. In these two sonnets, the content is actually quite intriguing. In this sonnet, as in ‘Nothing Gold Can Stay’, there is an allusion – though it is historical, rather than religious. It is a reference to an older way of thinking about the substance of the universe. It was once believed that all matter consisted of earth, air, fire, and water. That idea is referred to in lines 11 and 13. Shakespeare takes that belief and posits the imaginative alternative that thought is a fifth type of substance, which we can see in line 1. The speaker wishes he were made of the same substance from which thoughts are made, because thoughts can be wherever they want instantaneously, thus allowing him to be with his love whenever he wants.


The idea that we might be able to transport through time and space as if we had no body appeals to anyone who would like to travel all around the world without needing time or transport. That idea is a staple of science fiction from Star Trek to the 2017 novel The Punch Escrow, by Tal M Klein.


We can see from the analysis of this sonnet that knowledge of sonnets, knowledge of the context in which a poem is written, and knowledge of historical attitudes (which is part of the context) can be quite helpful in creating an effective interpretation.


Don’t worry if you’re not able, at this point, to understand these two poems on your own. The purpose of the discussion here is to illustrate the kinds of reading and thinking you will learn to do in your course. This coursebook will take you through a wide range of literary strategies and give you many examples of how to apply them so that you can develop your own skills and independent reading.


Reading non-literary texts


Interpreting non-literary texts requires a different set of skills, though you will also find that there is some overlap. Many non-literary texts are multimodal, that is, they include multiple types of information such as language, images, charts, statistics, and so on. You will also focus on the author’s purpose and the intended audience. When you are dealing with language, you may find that there are some features which you recognize from literary analysis, but often you will be analysing other features of language. Let’s take a look at two examples of non-literary texts.


The first text is not a multimodal text; it is an imaginative cartoon. On the surface, it might seem fairly obvious what the cartoon is about: we see a person sleeping, and a night sky, and a fish. Perhaps the cartoon is about a dream of a flying fish.


Since this cartoon is not a multimodal text, we only have to focus on what the graphical (visual) elements might mean. Among the things you will consider when analysing cartoons and other images are the use of color and the structure of the elements in the image – where they are placed in relation to each other and to the frame of the image. We must also consider what the images are, and what they might signify.
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Colour





•  This particular image is all in black and white.



•  Those colors provide us with a sharp contrast appropriate to the content: the person appears to be sleeping, because their eyes are closed and their head is resting on their arms – a position familiar to us from having seen others sleep.



•  Another effect of the use of black and white is to make it seem as if the sleeping person is in the light, in contrast to the darkness of the night sky. Light often signifies truth or knowledge – perhaps we are meant to think that their dreams provide a kind of truth.



•  A third effect of the two-tone image is that the white spots in the night sky – stars, we assume – and the black lines in the white surface at the bottom complement each other. Maybe the stars have risen into the night sky from the solid world of the surface at the bottom, and maybe the black lines in the bottom fourth of the panel have slipped down there from the night sky. These reciprocal images blur the lines between light and dark/day and night/earth and sky so that they appear to be two parts of one thing, with the sleeping figure as the bridge between them. That seems a very effective way to visualize the experience of sleeping and dreaming.





Structure of the image





•  The image is divided into two distinct parts: the black sky and the white surface upon which the person is lying.



•  The line which follows the fish, indicating its progress through the night sky, divides the black part of the image into two parts.



•  The person sleeping, extending well into the night sky, also further divides the black portion of the panel.



•  Overall, the cartoon can be seen as being divided into four fairly equal parts:







    •  the night sky at the top, above the fish


    •  the night sky between the fish and the person


    •  the night sky from the top of the person down


    •  and the white surface at the bottom.







This emphasizes the fish and underlines the effect of the sleeping person being the bridge between the two different parts of the panel – the night outside and the surface indoors.



•  One further interesting feature of the structure is that there is no frame drawn for the bottom quarter of the picture, so the impression given is that the indoor world extends all down below the cartoon on the white page, as well as surrounding the night sky. The fact that white encompasses all the black without boundary implies that the night sky is contained, as a dream.



•  The person is centered precisely in the side-to-side orientation of the cartoon, though not from top-to-bottom. Because the white extends down, however, it is easy to see them as the center of the image, so we must consider the person is intended to be the center of our attention.





Nature of the images themselves





•  The images of physical objects in the cartoon contrast each other.



•  The sleeping person is fairly realistic. We can easily recognize they are sleeping and, perhaps, dreaming.



•  The fish, on the other hand, although easily recognizable as a fish, is doing something entirely unexpected: it appears to be flying through the night sky.



•  Because the fish appears in the picture above the head of the sleeping person, we are inclined to think of the fish as the dream of that person; however, that assumption is naturally a conflict with another assumption we are accustomed to making: fish swim in water. It’s not hard to see the black space in the drawing as water – light does not filter down into the deep sea, and so the oceans are, below a certain depth, very dark.





All of these elements taken together create a more complicated and ambiguous effect than the initial, more obvious, idea that the cartoon simply depicts a sleeping person having a dream of the impossible, a not uncommon experience! Once we discover the ambiguities between the fish swimming and flying, and between the night sky and the deep ocean, and the melting together of the ocean/sky and the surface on which the person is sleeping, we can see the whole image as being dual in nature. However, it can also be seen as a depiction of a fish swimming in dark water with a sleeping person who has just emerged, partway from the deep ocean, and is now lying on a beach with the sand extending far away in all directions. That interpretation is hardly more realistic than the idea of a fish flying through the night with the stars shining on it. The overall cartoon, then, might be seen as being about a depiction of the way in which dreams can take us to places where things happen which cannot possibly happen in the real world. Part of the impossibility of dreams – and of this image – is that in dreams we can be in two places at once – in the heavens above us or in the deep sea below.


Just by looking closely at three significant features of images – the use of color, the structure of the space, and the implications of the features of the objects in the image – we discovered many ideas that were not obvious at first look. These three features, then, are some of the ones you will learn to look for as a basis for your analysis. The rest of this coursebook will return to these as well as many other tools for interpreting non-literary texts.
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Now let’s look at a multimodal text.


A multimodal text contains both words and images, so we must consider the significance of both. This image is a frontspiece from a book or brochure, which we can tell from the fact that it includes printing information at the bottom. One of our first jobs is to work out what the words are, since the spelling is unfamiliar to us. The symbol that looks like this: [image: ] is called a long S and dates back to Roman days. It was used in early printed materials anywhere that there was a single ‘s’ at the beginning or middle of a word, such as in the word [image: ] at the bottom of the page. It was not used at the ends of words, as you can see in the word ‘Paules’, also at the bottom of the page. [image: ] was also used as the first ‘s’ anywhere there was a double-S, such as in the word [image: ] (useless), but no such words appear in this image. You will also notice that the character ‘u’ appears where we would expect to see a ‘v’, such as in the word ‘ouerflowings’ at the top of the page. Our recognition of the use of those symbols tells us right away that we are looking at a document from before the mid-nineteenth century, which is helpful, as there is no date in the image itself. We know that we will have to consider the beliefs and values of the times in which this document was created – something you will learn much more about in the second section of this course book (Time and space), which focuses on the ways in which time and place affect the meaning of a text or work.


We know from the text at the bottom that the brochure was printed in London by a printer named Edward White, and we know that the subject of the brochure is a flood in Somersetshire (which is the modern spelling) and Norfolk, as well as elsewhere. Now we can do some research to find out a bit more about what this document is about. A short search on Google takes us to a Wikipedia page which reveals that there was a flood in this area in 1607. (There was an earlier flood, in 1287, but that was before the invention of the printing press in 1493.) Note that we always have to be careful with information found on Wikipedia, as anyone who registers can make changes to Wikipedia entries. In this particular case, if you click on the entry for the 1607 flood, which you can do by using the QR code, the image we are investigating comes up as the source! Thus, our research has provided us with the information that the brochure was created in 1607.
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The text at the top of the page tells us, as well, that the flood was a terrible one. It tells us that thousands of people were killed, as were ‘infinite numbers’ of livestock. We can see from this interesting juxtaposition that in the mind of the author, the deaths of all the cattle and sheep were as significant as the deaths of the people. This idea makes sense, if we consider that the floods were out in the countryside, where most people would have made their living from the livestock. The loss of the animals along with the people means that there is nothing left to start over with.


One other important religious reading is suggested by the focus on both people and animals: the author could be alluding to Noah’s flood in the Christian Bible – an event in which all the people and animals of the earth, except those on Noah’s ark who were preserved so that the world might be repopulated, were destroyed in a huge flood lasting 40 days and 40 nights. We could theorize that the author is alluding to the idea that just as God sent Noah’s flood, He also sent this flood as a punishment for sins committed by the people living in this area. The purpose of the document in that sense might be to function as a religious warning.


The structure of the elements of the text on the page suggests a hierarchy of importance: the words about the flood and its resulting deaths come first, usually the spot of greatest importance. They are then followed by the image, which, although secondary in importance in that way, also takes up most of the page. Both, we might think, are equally important.


The elements of the image reveal that the image perfectly supports the words of the text and the purpose that we have hypothesized: there are more animals than people – 11 people and 13 animals – though not as many more as the text suggests. The drawing has captured a moment before the creatures have drowned – all the heads are above water – and, although some people are in trees or on roofs, there is no indication that any rescue will be possible. We are seeing both people and animals up to their necks in water, possibly at the last moment before they will drown. If the readers of this text have enough imagination, they can understand the terror that the creatures in the water must feel. The fact that one of the people is a baby in a cradle makes the tragedy more poignant still.


Rising above the water, at the center of the frame, and in the back, at the highest position of the drawing, is a church. The placement of that image might suggest one of two things: the sin in this town was an abandonment of the church, which too will be submerged by the waters, or that the church rises above all sin, and God is in some way watching these people receive their punishment.


Together, the words and ideas combine to suggest that the purpose of the drawing and the brochure was to warn other sinners of the punishment that will come down upon them if they do not change their ways. We cannot be certain about this, but it is a good hypothesis, which accounts for all of the features of the multimodal text.
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In fact, if you wished to do a little more research, you could find that this is, indeed, the frontspiece of a brochure published in 1607 as a warning to others about the consequences of sin. You can use the QR code to read the full text of the brochure if you are interested. The introduction reads:
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Reader I haue to these late accidents (whereby some parts of this our kingdom haue bin punnished)


ad|ded some other, that hap|ned in the yeare 1570. to the intent that by compa|ring the one with


the o|ther, Gods Iustice and mercy may both be seene: If those Waters of his wrathe (powred downe


then,) we are more cruell then these. It is a signe (and a comfort let it bee vnto vs) that he doth but


  5aistil threaten and shake the rod, for no doubt but our faults at this time are as great as in those daies:


If this affliction laide vppon our Countrey now, bee sharper than that before, make vse of it: tremble,


before warned, Amend least a more feareful punishment, and a longer whip of correction draw blood


of vs. Farewell.


(‘1607. A true report …’)
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Our work on the image led us to the right idea. To interpret this text, then, we analysed the words both in terms of what they could tell us about the historical time period and an important religious allusion. We also examined the image, using the same techniques we used in assessing the meaning of the cartoon above. We had to take the additional step of combining the information from both parts in order to see how they complemented and supported each other. One final thing that this example illustrates is the fact that sometimes a little careful research will be necessary in order to develop a thorough interpretation of some texts.


As with the two literary examples: don’t worry if you are unable, at this point, to understand these two non-literary texts very well on your own. They are examples of the kinds of things you will be looking at and the kinds of ideas you will be engaging with. This coursebook will give you many examples with models of how to analyse them in order to help you learn how to read a wide array of non-literary texts, so the analyses you have been reading here are examples of what you will be able to do for yourself by the end of your English Language and Literature for the IB Diploma course.


The course will take you on a journey through how to engage with each text as an independent text by using your own skills as a reader of both literary and non-literary texts. It will also teach you to explore the relationship of texts to the time and place in which they were created, so that you can understand how the culture of a writer and the historical development of texts in that culture contribute to the style and form and content of future texts. Finally, the English Language and Literature for the IB Diploma course will help you to explore the relationships among texts and of individual non-literary texts as part of bodies of work by the same creator so that you can recognize the ways in which texts build off the ideas in other texts and how texts from different times and places deal with similar themes.


The more skilled you become as a reader, the more you will get out of any given text, and the more fun your reading will be.


Several elements of the course curriculum identify and guide you through the complexities both of Language and Literature and of your learning to interpret it. These elements are:





•  areas of exploration




•  concepts




•  global issues.






This introductory chapter will take you through each of these to define them and explain their role in the course.


Before you begin your studies, you will need to understand the nature and terminology of all the required elements of the course. We will begin with the areas of exploration.


Areas of exploration


The areas of exploration are broad topics, each one of which helps you to consider how to interpret literature from a different perspective. The three areas of exploration for the English Language and Literature for the IB Diploma course are:





•  Readers, writers and texts




•  Time and space




•  Intertextuality: connecting texts.





A good way to think of the aims of the three areas of exploration is that you will consider your reading from the perspective of the immanent, the contextual, and the comparative.





[image: ]




This book is organized around the three areas of exploration. There is one section on each, and each one will be explored in detail. Within each area of exploration, we will make connections to the other two important structural elements of the course: the concepts and the global issues.


Concepts


This section is intended as a reference to which you can return to as needed, throughout your course. You may wish to read it through now to familiarize yourself with the ideas, but there is no need to try to learn everything right now. Each chapter in the coursebook has features called ‘concept connections’ which identify examples of how you might see each of the concepts at work in the exploration of literature. Bookmark this page, and then you can return here whenever you find a concept connection and need a refresher about what that concept means in detail.
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CONCEPT CONNECTION


Concepts will be inside these feature boxes, so look out for this colour.
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You will find the detailed concept definitions on the following pages:





•  Identity: page 11




•  Culture: page 12




•  Creativity: page 15




•  Communication: page 17




•  Perspective: page 18




•  Transformation: page 20




•  Representation: page 23






The word concept comes from the study of cognition and how people come to understand the world. There is some disagreement amongst psychologists about the proper way to define ‘concept’, but for our purposes, we can accept the version from those researchers who suggest that a concept is an idea which gets formed by generalizing from experience, and people form concepts all the time to help them organize that experience (Spitzer 36). The concepts included in your Language and Literature course are ideas that help to describe important aspects of the way in which readers make meanings from literary works and non-literary texts. The seven concepts you are required to investigate during your IB Language and Literature course are:



Identity


One of the great joys of reading literature is the discovery of the mind behind it. When you read a book and experience those moments of great insight about the world, or the realization that someone – the author – shares a world view with you, or feels passionately about something that you feel passionately about, or thinks the way you do about the way the world ought to be, you experience great satisfaction and even excitement. These are the books you are most likely to love and remember and reread. That connection to books comes from the connection to the author.
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In order to experience that kind of connection to an author, you must, of course, build a conception of the author’s identity, an understanding of what the author is like, at least as represented by that particular literary work or text. The concept of identity, then, is about the ways in which a reader develops an understanding of an author’s identity through reading the text; it serves as the evidence available to the reader for learning about that author.


The process of discovering the author’s identity through the text, however, is tricky. It is tempting to think that we can tell what the author thinks just by reading the work and accepting at face value the idea that the text directly represents what the author thinks, feels and believes; however, this is seldom – if ever – the case. Authors create not just characters and situations, but also narrators (the voices which tell the story in a narrative) or speakers (the voices which speak poems, some of which are also narrative).


Because all of these ‘people’ are inventions, we have to be open to the fact that authors can represent people with very different ideas and values from their own. Authors can create characters ranging from the virtuous and exemplary to the immoral and the downright wicked. They can create characters who do represent people who are, in the author’s view, exemplary human beings, or they can create characters who, in the author’s view, are perfect examples of how not to live and behave. You cannot read a text with a character who exhibits bad behaviour and values, and attribute those values to the author. The author expects you to understand that the character deserves none of our admiration. Conversely, if you come across an admirable character or narrator, you don’t assume that the character or narrator is the author; however, you can assume that a good character or narrator represents the author’s idea of a good person. The process of interpretation, although complex, does still give us insight into the author’s identity.


In the novel The Book Thief, for example, Markus Zusak gives us Death as a narrator. Clearly Death, the narrator, is a creation. Death does not exist as a person walking around in the world, and Zusak himself is an award-winning writer from Australia. We know, therefore, that we cannot figure out anything about Zusak’s identity by assuming that Death, the narrator, somehow personifies Zusak. Instead, we will have to see what we can work out indirectly. As you read The Book Thief, you will discover that this Death has been presented as a fairly sympathetic character who cares about the people he has to collect at the ends of their lives, and who feels empathy for them. We can get a glimmer from that fact of the kind of person Zusak might be, since he has chosen this version of Death rather than a scary, vengeful hunter. Zusak, then, might be someone who sees death as inevitable, but not inevitably cruel or meaningless. Of course, this is one tiny idea out of the whole complex vision of the world and human experience that will reflect for us Zusak’s identity when we read his novel.


Your understanding of the author’s identity, then, is indirect. You will consider the characters and infer the author’s ideas and attitudes. It will always be important for you to realize that whatever understanding you generate of who ‘the author’ is from your reading of a text is a construct, and not the actual author. You create the identity from your interpretation, and your understanding will inevitably fail to match the real person for many reasons – for one thing, what you can understand from one text will necessarily be limited. You might come closer to reality if you read everything that a particular author creates, but, just as your backyard looks different when looked at through a frosted window, your vision of the author will be different to the vision you could get if you knew him or her personally for many years.


Even when you are reading a non-literary text such as a travelogue or a memoir, you must recognize that the understanding you develop of the identity of the author is a construct. In such texts, authors often serve as their own narrators, but the communication is still indirect and no one text can provide you with a fully realized portrait of the complex person that the author is in real life.


The primary reason that your understanding of the author must be understood as a construct is that you constructed it. One of the most important facts about trying to create meaning from any literary text is that every individual reader approaches the text through the filter of his or her own identity. Consider The Book Thief, for example: if you were a person who could not, because of whatever experiences you had in your life, bring yourself to see Death as a sympathetic, and even, at times, humorous, character, you would not interpret either his role as the narrator or what that role suggests about the author’s identity in the same way that a different reader, who could easily accept Death as a fine character, could. This kind of understanding is what we mean by interpretation. You would not be wrong, nor would the other reader be wrong. You would be interpreting the text differently.


You can see, therefore, that the identity of the reader is also extremely important in the construction of an interpretation of the text, and in terms of the kind of connection that it is possible to make with the identity of the author. Chapter 1.3 provides an in-depth look at the role that the reader’s knowledge, background, and perspective influence how that reader generates meaning from a literary work or a non-literary text. The discussion of the political cartoon in the next section on culture as a main course concept will give you an example of how the outlook of the reader can colour his or her interpretation of a text.


Culture


All texts, literary or non-literary, are written in a cultural context. The values and beliefs of that culture will have influenced the author in terms of how that author sees the world, what she or he wants to write, and the words, images, metaphors and symbols that she or he will use to express the ideas. The more you learn about the culture in which the literary work was created, the better you will understand some of the nuances of that work.
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This political cartoon, by a German artist, who goes by the name Rudie, depicts a struggle which has very particular relevance in time and place. The cartoon is a multimodal non-literary text, so we need to consider both the words and the images if we are to interpret it well. The image is in some ways easy to understand. We can tell that there are two groups struggling against each other in a tug-of-war, because we see that the people are dressed differently depending on which side they are on. At this point in the struggle, the center of the rope has not been advanced more toward one side or the other, so, at this moment, it would appear that the battle is evenly matched. If we look more closely, however, we can see that even though there are six people on the right compared to five on the left, the team on the right is beginning to fail. Three of the six people are not holding the rope, and one has even fallen down. The members of the team on the right, however, are all holding onto the rope as a team, so the image suggests they might be on the verge of gaining the upper hand.


We need a good bit of cultural knowledge, however, in order to understand the nuances of the cartoon. We need to recognize that the choice of clothing that the artist put on the people in the tug-of-war is not arbitrary. The people on the right are wearing clothing in the pattern of the Union Jack while the people on the left are wearing clothing in the pattern of the flag of the European Union. If we don’t know that, we likely can’t see the drawing as having a political dimension as a struggle between two different governments.


There is only one word in the cartoon: ‘deal’. It is at the center of the tug-of-war but has started to split right down the middle. We could deduce that the struggle between these two groups is about to destroy the ‘deal’, but if we don’t have the cultural knowledge of what the deal/no deal struggle in Brexit is, we can’t fully appreciate the message in the cartoon.


The cartoon offers a comment on the process of Britain’s effort to leave the European Union – a process known as Brexit. In June 2016, there was a referendum in the United Kingdom which resulted in a vote to leave the EU. Former Prime Minister Teresa May brought a deal agreement to the British Parliament setting out the terms of Britain’s exit; however, it was voted down three times. The European Union declined to re-negotiate beyond what they had already agreed to. An extension to the deadline was agreed and May stepped down, and Boris Johnson became Prime Minister. Johnson is comfortable with the idea of a no-deal Brexit, and he was not expected to make any effort to try to negotiate a new deal with the EU (at the time of this coursebook going to press).


There was great concern that if Britain left the European Union without a formal deal, then the UK would have to begin trading with the EU as a foreign entity immediately, without any transition period. This possibility would bring with it a number of consequences for the people of Britain. You can use the QR code to read about 10 consequences that would affect Britons in their everyday lives. Those consequences range from what kind of food people could buy, to the problems they might have crossing borders of countries (especially between Ireland and Northern Ireland), to falling house prices.




[image: ]




This political situation is, as we can see, very complicated. The more we understand the details of the problem, the better we can understand the implications of a political cartoon which strongly suggests that, in the opinion of the cartoonist, the European Union is winning the Brexit battle, and that the chances of a deal being made are coming apart. This particular cartoon was, of course, drawn by a German artist who may well be living in the European Union. Given that perspective, we might consider that the depiction of the British tug-of-war team in disarray implies that the artist thinks they are heading towards defeat due to an inability to work together effectively. If readers of this text do not have sufficient knowledge of the cultural political situation involved in Brexit, they will not be able to understand the point the artist is making.


Another aspect of the concept of culture as it relates to studying literature is the fact that all works of literature are written at a particular moment in the long tradition of literature produced in that geographical place. Knowing the literary tradition of a particular time and place can help you, as the reader, to understand the ways in which a particular work of literature continues a tradition or breaks with a tradition. Students frequently want to know why Shakespeare wrote his plays in iambic pentameter and why he used such apparently convoluted sentence structures and strange vocabulary. Most English teachers have been asked whether people in Shakespeare’s day talked the way so many characters in his plays talk, but of course they did not. Shakespeare was both adhering to and breaking the conventions of his day.


Shakespeare was writing plays mostly in blank verse – which means that the predominant meter was iambic pentameter, lines of ten syllables with a stress on every other syllable, but without a set rhyming pattern. The use of blank verse and of verse in general pre-dated Shakespeare by a long way, even back to the ancient Greeks. Here, for instance, are the opening lines of Oedipus Rex, by Sophocles, written in the fifth century BCE:
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My children, latest born to Cadmus old,


Why sit ye here as suppliants, in your hands


Branches of olive filleted with wool?


What means this reek of incense everywhere,


  5aiAnd everywhere laments and litanies?


Children, it were not meet that I should learn


From others, and am hither come, myself,


I Oedipus, your world-renowned king.


(Sophocles)
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This play has been translated from the original Greek, of course, but you can see that the translator has retained the verse form. Just as a quick check, you can count the syllables in every line: you will see that there are ten.


Blank verse was a standard form for plays for many hundreds of years. Blank verse was introduced into English playwriting in the sixteenth century. Shakespeare joined his contemporaries who adopted the form: Thomas Sackville, Thomas Norton, Christopher Marlowe, Thomas Middleton and Ben Jonson. Shakespeare took that tradition and transformed it by developing a looser form of blank verse in which he varied the stresses and used enjambment (the connecting of lines together by running sentences from one line onto the next) and created a kind of blank verse that no other playwright has mastered. So we can see that Shakespeare’s accomplishments arose from the writing tradition – the writing culture – in which he was writing.


Authors do not generate whole new forms out of nowhere; they build on existing conventions and the body of work in any given culture changes gradually over time. Understanding the tradition from which any given author’s work arises helps us to understand the particular contributions to style, form and content that that author made.


The concept of culture applies particularly to the second area of exploration, Time and space, which will help you explore in great detail the effects of time and place on a work of literature. It also has application for readers, writers and texts, in that so many important literary strategies require specific cultural knowledge in order to be interpreted well. And, the concept of culture also applies to intertextuality, as some of the most interesting comparisons and contrasts will come out of differences in the cultures in which the two works you are comparing to each other were written.



Creativity


Every literary text and every non-literary text is the result of an act of creation: the author, poet or playwright created the text itself. If the literary work is fiction, the writer created the characters, the actions, the dialogue and the setting. If the work is non-fiction, the writer still had to create the shape and structure of the piece. They had to use their creativity in order to develop metaphors and symbols and other figures of speech. We talk about some writers or texts as being particularly creative. J.K. Rowling, for instance, is renowned for her creativity in imagining the fictional world of the Harry Potter stories, including such features of setting as the Whomping Willow Tree; of actions, such as the magic spells Harry used to accomplish such feats as removing a wand from an opponent’s hand or making people float; and the characters, such as Professor McGonagall, who can turn into a cat.


Colson Whitehead, in his 2016 novel The Underground Railroad, showed particular creativity in creating a living symbol by making the railroad an actual railroad that runs underground. (For those who are not familiar with the term ‘underground railroad’, it is the name of the secret chain of people who helped slaves to escape from the American South to states where slavery was not legal.)


Shakespeare is famous for the creativity of his language use. Consider, for example, some of his many insults:




‘Would thou wert clean enough to spit upon!’


                           Timon of Athens 4.3.402


‘The rankest compound of villainous smell that ever offended nostril.’


                                              Merry Wives of Windsor 3.5.91


‘Poisonous bunch-backed toad.’


                 Richard III 1.3.255


‘I do desire that we may be better strangers.’


                                As You Like It 3.2.263


‘There’s no more faith in thee than in a stewed prune.’


                                              Henry IV Pt. 1 3.3.119





All of these are more lively and more humorous than the narrow range of rather mean-spirited insults we tend to rely on in English today.


So we are quite used to the idea that authors are creative. Perhaps less familiar is the idea that readers have to be creative as well.


You have to be creative when you read both literary and non-literary texts because they communicate indirectly. We will investigate this fact in detail in Section 1 of this book, but for now, you can understand that authors of literature do not say directly what they mean: they convey ideas through myriad literary strategies, many of which you are no doubt familiar with. Consider this sentence, from the first line of TS Eliot’s Waste Land:




‘April is the cruellest month …’





Such a claim seems a little odd. April is the beginning of springtime, and we associate it with blooming flowers and spring sunshine. For Christians, Easter, the holiday celebrating the rebirth of Jesus Christ into the world after his crucifixion, almost always occurs in April. April, it would seem, ought to be a happy month. And yet Eliot has called it not just cruel, but ‘the cruellest’ of all twelve months of the year. What are we to do with such a claim?


We could just dismiss the poet as something of a crackpot (that would be easiest – we wouldn’t have to do anything!), but upon reflection, since this poet is TS Eliot, one of the giants of British literature, we have to accept that a great many people have appreciated his literary genius and so we probably have to also accept that he knew what he was doing when he gave us a claim about April that violates the stereotypical view. That in turn means that we now have to think creatively – to use our imaginations to figure out what he might have been thinking when he wrote that description.
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ACTIVITY 1


Before you read the next paragraph, imagine at least three possibilities for what Eliot might have meant with this personification of April and write them down.
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Probably once you thought about it, you realized that April, at least in the northern hemisphere where Eliot was writing, is an unpredictable month. Very often it is exactly what we think it is – the month which signifies rebirth. The soil warms, flowers bloom, trees come into leaf and birds build their nests. But not infrequently, once that promise of warmth and approaching summer is delivered, snow and ice storms appear, killing the flowers and dragging us back into winter. The cruelty of April then, lies in the fact that it so often breaks its promises, luring us into feeling hopeful and then smacking us with a powerful reminder that we cannot control nature or count on our expectations to be met.
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This is the kind of creative thinking that you must do as a reader of any text. We saw with the Brexit cartoon on page 12, that one way in which readers must be creative is that they must be able to imagine themselves into the minds of readers and writers from other times and places. You must be alert for mention of anything that might mean more than it seems, and then you must use your imagination to work on the possibilities.
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TOK Links: The nature of creativity


When you study individual knowledge-making in your Theory of Knowledge class, you may consider the ways in which our cognitive tools, the features of our minds which help us make knowledge, work together to create new ideas. We think of imagination as being the particular cognitive tool we use in order to think up something that we haven’t thought before, or which hasn’t been thought before by anyone. However, imagination is the result of the interaction of several different cognitive tools: certainly we need to be able to generate images and thoughts of possibilities, but for any creative act to be effective, the thoughts and images we generate have to be bounded by reason. There’s no point, for example, in imagining that we could flap our arms and fly to the moon – except in fiction – because such an act is a physical impossibility in our universe.


Imagination also relies equally on memory. It is impossible to imagine something that is completely out of your realm of experience. Try it now: imagine a creature from outer space that has no feature that you have ever seen or experienced before. You can’t do it. Your alien creature as a whole will be something you have never seen or experienced, but it will be made up entirely of shapes and colours and physical parts of people, creatures and objects that you have encountered sometime during your life.


Creative thinking in literature works the same way. You will find that you have to imagine possibilities for what things mean, but your interpretation will have to be based on what has been in your experience, and it will have to be bounded by reason.
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Communication


The concept of communication relates to the concept of identity in that the communication we are considering is the communication between you and the author. As we have noted above, this communication is indirect. Rather than you and the author meeting and talking face-to-face, the communication is through the medium of the text. Even then, the text will not state directly what the author is thinking. Instead, the author will employ a wide range of tools to communicate to you through images, symbols, elements of settings, a variety of characters and actions, the meaning of which must be interpreted. In order for you to be able to receive the author’s communication effectively, you must know how to use the technology, as it were. Imagine that the text is a machine and you have to learn how to run it, just as you learned to use your computer or your smartphone or your car.


The literary works and the non-literary texts you will study in school have been chosen in part because the assumption is that you cannot, at the beginning, read them effectively by yourself. Your teachers understand that you need assistance in learning how to use the tools in these texts; if you could read them on your own, you wouldn’t need teaching. The most important thing you need to understand is that the knowledge and skills you lack when you begin studying a work of literature or a non-literary text can be learned. You can take conscious steps to develop your abilities as a reader, and every work you study helps prepare you for the communication in the next work.


American poet Elizabeth Bishop wrote a poem called ‘The Fish’, which can be read from a Christian perspective because it has several images which are, within Christianity, recognizable as religious symbols. Readers who are not familiar with standard Christian symbolism might not necessarily recognize the potentially religious elements of this poem. For example: The fish is a symbol, in Christianity, of Jesus. You can read the poem without knowing that, and it will make sense as a story about a fisherman reflecting on the significance of catching a fish that many others before have failed to catch. You would miss a great deal, however, of the author’s message. Additionally, if you read the poem as nothing more than a poem about a fish, you might be somewhat confused by the mention, near the end, of a rainbow, which seems to be the thing which makes the fisherman decide to let the fish go. The rainbow is another religious symbol from Christianity: the rainbow comes from the story of Noah’s Ark, in which God destroyed all living creatures in a 40-day flood, except those which were on the ark He commanded Noah to build. When the flood dries up, God sends the rainbow as a promise that He will never again send such a flood.


For readers who know the story, the poem can be seen as having a message about the need for people to remember God’s mercy and to show mercy in their turn. If some readers do not know that story, however, they can learn it in order to increase their understanding of the poem. They could do some research on the symbolism of fish and of rainbows. Any time you read any text, you can be alert to anything that might be a symbol, and if you don’t know what that object symbolizes, you can look it up. Symbolism is just one of the tools in a writer’s toolbox; as you read more literary texts, you will learn to recognize and interpret more and more tools. One of the great satisfactions of studying literature is the satisfaction you feel when you have solved the puzzle of an author’s strategy and, in so doing, broadened your own knowledge of the world.


The same process occurs when you are dealing with non-literary texts. Consider the Prada advertisement using the QR code on the right.
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The communication between viewer and photographer must be developed deliberately, because this photograph consists of some elements that many viewers might not recognize. The head of the model in the television, for example, is Twiggy, whose real name is Dame Lesley Lawson. Twiggy was an instantly recognizable model – what we would now probably call a supermodel – in the 1960s. The advertisement here, which ran in Tatler in August of 2011, counts on the viewers’ recognition of the iconic figure. It also counts on us recognizing the black and white television – something which many people today have never seen. That television gives us a sharp contrast between the bright colours of the dress (which is reminiscent of those that Twiggy herself modelled in) and the head, and it connects the past and present. It also counts on our recognizing that the laws of gravity have been violated here: although the model is upside down, her dress has not fallen around her head and shoulders. The advertisement is suggesting that Prada connects women across a 50-year divide, and it suggests, subliminally, both that anyone who wears the dress will be as iconic as Twiggy is, and that reality itself will alter in response to the level of such a woman’s unique character.


You will be working on the skill of how to understand the author’s communication throughout your IB English Language and Literature course, and all sections of this coursebook will help you to develop that skill. Section 1 Readers, writers and texts, will help you learn how to approach the communication act from the perspective of the immanent. Section 2 Time and space, will help you to approach the communication act from the perspective of understanding the influence of culture on any given text. Section 3 Intertextuality: connecting texts, will help you to understand the author’s communication from the perspective of the influence of one text on another.


You will find it helpful to remember, as you work through the course, that the purpose of your study is ultimately communication from the author to you and that your work is aimed at closing the gap between your knowledge of the world and of literature and its features, and the author’s.


Perspective


When we discussed the concept of identity, we pointed out that one difficulty in interpreting an author’s identity is the fact that the author creates characters, each with his or her own perspective, and those characters’ perspectives may or may not line up with the author’s perspective. What this means for you as a reader is that you have to be aware, first of all, of the fact that multiple perspectives exist in every text and, second, that you must work to understand all of the perspectives and what they imply about what the author is trying to communicate. You must also work to be aware of your own perspective, and how your time and place and your personal knowledge influences what you are capable of understanding in any given text or how your assumptions and expectations might shape your interpretation of any given text.


A good example of a literary work with many different perspectives for which the modern reader might not be prepared is Gulliver’s Travels, by Jonathan Swift. The book, published in 1726, is a satire on human nature. One of the most famous episodes in the book is Gulliver’s visit to the land of the Houyhnhnms. The Houyhnhnms are a species of giant horse which is significantly more intelligent and cultured than humans, who are known in this land as Yahoos – creatures without any ability to reason. Gulliver describes Yahoos this way:




‘… the Yahoos were a species of animals utterly incapable of amendment by precept or example.’





As readers, we are not likely to be predisposed to accepting such a harsh judgement on human nature, so in order to understand Swift’s perspective, we have to understand Gulliver’s perspective, and we have to be open to the idea that human beings can sometimes behave in quite irrational ways, even in ways which work against their own best interests.


Similarly to literary work, some types of non-literary texts will likely have narrators who have perspectives similar to those of the author, while others will feature perspectives which are not similar to the author’s at all. In some cases, the perspective demonstrated will be dramatically different from our own. The political cartoon opposite, for example, was published in Klansmen Guardians of Liberty in 1926 by the Pillar of Fire Church in Zarapeth, New Jersey.
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This cartoon was published several decades before the Civil Rights Legislation was passed in the United States, and the Ku Klux Klan operated openly as a white supremacist organization. The image here presents the opinion that, as the caption says, the Bible must be included in classrooms. We know that the perspective presented is one shared by the creators and publishers of the cartoon because of the name of the publication and because the caption is not ironic. The perspectives here, then, are quite different from the perspective of most readers today. We have to consider the cartoon in the context of the times in which it was written. We also have to realize that even in the time in which it was published, this cartoon would not have been indicative of the perspectives of most people of its time. The magazine in which it was published appealed to a certain subset of the community which shared its perspective.


One of the most important skills in interpreting both literary and non-literary texts, in other words, is open-mindedness. We have to be ready for characters to have motivations and values we don’t expect. We have to be ready for authors to push against stereotypical expectations and against easy understanding in an effort to make us think more deeply about something. We even have to be ready for authors or creators of texts to have values different from ours. Most works of literature require us to consider perspectives different from our own and potentially difficult to appreciate or respect.
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TOK Links: Influence of perspective


The question of how your own perspective shapes your knowledge is an important one in your TOK class. Many factors shape your perspective, for example:




•  The physical: Do you have poor eyesight? Extra sensitive hearing?


•  The mental: What are your habits of mind? Are you quick to process, or to jump to conclusions? Are you inclined to take in a lot of data and think slowly before you decide what it means?


•  The cultural: Do you live in a culture which admires and respects older people? Do you live in a culture in which independence is highly valued? Do you live in a culture which values the good of the community over the good of the individual?





One famous example of the question of whether and how someone’s perspective shaped his knowledge is the example of Werner Heisenberg, the physicist who developed the Heisenberg uncertainty principle. When the Second World War broke out, Heisenberg chose to stay in Germany to work on Hitler’s project to develop the atomic bomb. The Germans never did develop the bomb, and there has been speculation for many years about why not, given Heisenberg’s undoubted genius as a physicist. Journalist Thomas Powers argued, in a 1993 book, that Heisenberg actually sabotaged the project so that Hitler would not build the bomb (Glanz). At the heart of the controversy is the question of Heisenberg’s perspective. He was a German working for Germany during the war. He was also a scientist with full awareness of the implications of the power released by the split atom. People wonder whether Heisenberg’s perspective as a scientist who might not want to give that power to any dictator was more important than his perspective as a German who would want to know whatever he needed to know in order to help his country.
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Transformation


The concept of transformation refers to the variety of ways in which texts are transformed from one thing into another. One widespread and important way in which this transformation takes place is in the development of intertextuality, the reference in one text to an earlier one. Sometimes that kind of intertextuality takes the shape of an allusion, an explicit reference to another text. We saw, in the Prada advertisement, how the allusion to Twiggy shapes the meaning of that advertisement. We also saw how Elizabeth Bishop’s poem ‘The Fish’, alludes to the Biblical story of Noah’s Ark.


Another kind of intertextuality occurs when one work builds in a broader, deeper way on an earlier text. Shakespeare’s Romeo and Juliet is a retelling of an earlier English poem written in 1562 called The Tragicall Historye of Romeus and Juliet, by Arthur Brooke. Brooke’s work in turn was based on a 1554 Italian novella by Matteo Bandello called Giulietta e Romeo (Mabillard). Each author transformed his source into something quite different. Brooke took a novella and transformed it into a poem, while Shakespeare took that poem and transformed it into a play. At each transformation, the story changed to reflect the author’s ideas.


A familiar kind of transformation of text is from text to film. This kind of change tends to be fairly substantial. For one thing, movies typically run about two hours apiece, while it might take 10 hours or more to read the book version. Much has to be cut. Screenwriters and directors make the choices about what bits of the book will not be included in the film, and they might choose things that the original author and/or the readers felt were essential to the effective representation of the book. Another point to consider is characters’ appearance. When characters are described in books, readers form ideas in their minds of what those characters are like. The movie version necessarily makes one choice out of many when the casting director chooses a particular actor. Such a choice will always disappoint – or even anger – some readers whose ideas were quite different from what the film portrays.
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The 2013 film version of F Scott Fitzgerald’s The Great Gatsby caused a certain amount of controversy due to the music that the director, Baz Luhrmann, chose to include. The novel is set in the 1920s, an era when jazz was flourishing. Luhrmann, however, instead of filling the score with period music, chose to use modern music by hip-hop artists such as Jay-Z, Beyoncé, André 3000 and Kanye West. Such a choice displeases readers who prefer historical accuracy as being more true to the spirit of Fitzgerald’s book, but pleases readers who feel that the modern songs create the kind of effect that Fitzgerald was going for. The point is that because the film director has made an interpretation, the effect of the medium is quite different than is the effect of reading a book which requires the reader to do the interpreting. The Great Gatsby has been transformed. Whether the transformation is effective or not is a different question.


Think of some examples of movies you have seen which were made from books that you had read. Were you happy with the transformation? Why or why not? An important point to realize with regard to the concept of transformation is that the film version cannot be substituted for the reading of the book. As with Brooke rewriting Bandello, and Shakespeare rewriting Brooke, the screenwriter transforms any novel or play into something new when she or he changes the form.


Another important kind of transformation is one that you will definitely encounter in your English Language and Literature for the IB Diploma course: translation from one language to another. Translation presents many difficulties. Among the problems for the translator to wrestle with are:





•  words that exist in the original language but do not exist in the language of translation



•  words which exist but which have significantly different connotations in the two languages



•  line length and stress patterns when trying to preserve meter in poetry or plays



•  sentence word order differs from language to language



•  symbols do not mean the same thing in different languages



•  idioms are different in different language.





There are other problems, but these will give you an idea of what the translator faces. Every translator must, therefore, settle for compromises. They must decide what is more important: the use of an exact word or the retention of implication? The number of syllables in a line or the number of lines? The rhyme scheme or the word choice?


One example of why word length and line length matter is the example of Boris Pasternak’s translations of Shakespeare’s plays into Russian. The average English word is 1.22 syllables long, while the average Russian word is 2.44 syllables long – double the length of an English word (France). That length difference matters when we consider that Shakespeare wrote predominantly in lines of ten syllables. If Pasternak wished to retain the ten-syllable line, he would need roughly twice the number of lines for the same content. For Hamlet, that would have meant increasing the line length from just over 4,000 lines (Open Source Shakespeare) to something over 8,000 lines. Kenneth Branagh filmed a complete-text version of Hamlet in 1996; it runs for 4 hours 2 minutes. That is already an extraordinary amount of time to expect an audience to sit still; imagine the effect of trying to stage an 8-hour performance.


The first line of Albert Camus’ novel L’Etranger gives us an excellent example of the significance of the change in meaning that can occur when trying to translate a text into English. Camus’ novel was written in French, and the first line reads: ‘Aujourd’hui, Maman est morte’ (Bloom). In 1946, Stuart Gilbert made the first translation into English, and he translated that line as ‘Mother died today’ (Bloom). In 1988, Matthew Ward’s translation rendered the line ‘Maman died today’ (Ward 3). In a 2012 New Yorker article, Ryan Bloom provides a fascinating discussion of the difference. The word ‘Mother’, he argues, conveys a colder, more distant relationship than the French word ‘Maman’ does. He suggests that the English equivalent would be ‘Mommy’, but that this word is childish, and so conveys yet another kind of relationship between the son and the parent (Bloom). You can see that the particular decision about which version of this word to use, especially in the first sentence of the novel, will shape the reader’s understanding of the main character and so will colour our attitude toward him throughout the novel. Bloom provides a further detailed argument about how the change in word order that happened when Gilbert decided to begin with the idea of the mother instead of the idea of ‘today’ eliminates a critical understanding of Meursault’s relationship to time. You can read Bloom’s insightful article about the analysis of the effect of translation on a literary work in full via the QR code in the margin.
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Whenever you are reading a work in translation, you must remember that what you are reading is a transformation of the original. If you have access to the original and can read it in that language, you may be able to make judgements for yourself about how much the English version differs from the original; however, most students will not have that opportunity, so you will have to study the translation as a work in its own right. In that case, remember that the communication you are having with the author and the author’s identity that you are deriving from your study of the text are different from what you would develop if you were reading the work in its original language.


A final force that can transform texts is the readers themselves. As we saw in the discussions of identity and culture, the reader’s identity – their background knowledge, beliefs, and values –inevitably influence what the reader is capable of understanding when engaging with any literary work or non-literary text. If you think back to the beginning of this introduction, you can identity for yourself the ideas that you were able to extract from the two poems, the cartoon of the sleeping person, and the fontspiece of the brochure about the flood. Your knowledge and vocabulary allowed you, no doubt, to understand some ideas quite readily, but might have led you to struggle with others. It’s possible that you know something that the author did not know, and that, too, would cause you to transform the text. Shakespeare wrote Henry IV Part 1 at the end of the sixteenth century. In Act 2, Scene 3, Lady Percy speaks to her husband, Hotspur, expressing her concern for his well-being. The speech begins this way:
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	LADY PERCY

	O my good lord, why are you thus alone?
For what offense have I this fortnight been
A banished woman from my Harry’s bed?
Tell me, sweet lord, what is ’t that takes from thee






	5

	 

	Thy stomach, pleasure, and thy golden sleep?
Why dost thou bend thine eyes upon the earth
And start so often when thou sit’st alone?
Why hast thou lost the fresh blood in thy cheeks
And given my treasures and my rights of thee






	10

	 

	To thick-eyed musing and curst melancholy?
In thy faint slumbers I by thee have watched,
And heard thee murmur tales of iron wars,
Speak terms of manage to thy bounding steed,
Cry ‘Courage! To the field!’






	(William Shakespeare, Henry IV Pt.1 Act 2 Scene 3)
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In 1994, a medical doctor, Jonathan Shay, wrote a book about post-traumatic stress disorder (PTSD), in which he analysed the depiction of soldiers in classic works of literature in terms of the medical problems they exhibit in those works (Shay 165–66). He used this speech from Henry IV Part 1 to do a line-by-line analysis comparing Lady Percy’s descriptions with the modern medical symptoms typical of PTSD. PTSD did not become a recognized medical disorder until 1980. Clearly the author of this speech could not have known about PTSD, so we see that Jonathan Shay, a reader with a particular perspective as a medical doctor working with veterans of the Vietnam War, and with specialized background knowledge, was able to see something in the speech which the author himself could not have. Shay’s perspective transformed the text by revealing how it can be seen as an accurate portrayal in twentieth-century terms of the kind of suffering that soldiers bring home with them from battle.


This is a fairly dramatic example of the way in which a reader can transform a text, but every reader transforms every text simply by bringing his or her own perspective to it. You will explore this process in greater depth throughout the book, but especially in Chapter 1.3



Representation


The concept of representation focuses your attention on the relationship of a literary work to reality. Fiction, by definition, is not ‘true’ in that the events described never actually happened. The obvious question, then, is the question of how something not true can convey any truth. The answer, of course, is that some aspect of every literary work does indeed represent reality. At a minimum, the themes and ideas must convey some truth about human experience, human nature, and/or human relationships. In fiction, the characters are not real people, but they represent real people. We can see, in the behaviours and motivations of the characters in the text, behaviours and motivations that we believe could happen in the real world.


An interesting aspect of representation in literary works is that the degree of realism will vary wildly. Some texts are highly realistic in their detail and descriptions. Consider for example this passage from the opening paragraph of Middlemarch by George Eliot:
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Miss Brooke had that kind of beauty which seems to be thrown into relief by poor dress. Her hand and


wrist were so finely formed that she could wear sleeves not less bare of style than those in which the


Blessed Virgin appeared to Italian painters; and her profile as well as her stature and bearing seemed


to gain the more dignity from her plain garments, which by the side of provincial fashion gave her the


  5aiimpressiveness of a fine quotation from the Bible,—or from one of our elder poets,—in a paragraph


of to-day’s newspaper. She was usually spoken of as being remarkably clever, but with the addition


that her sister Celia had more common-sense. Nevertheless, Celia wore scarcely more trimmings; and


it was only to close observers that her dress differed from her sister’s, and had a shade of coquetry in


its arrangements; for Miss Brooke’s plain dressing was due to mixed conditions, in most of which her


100sister shared. The pride of being ladies had something to do with it: the Brooke connections, though


not exactly aristocratic, were unquestionably ‘good’: if you inquired backward for a generation or two,


you would not find any yard-measuring or parcel-tying forefathers—anything lower than an admiral


or a clergyman; and there was even an ancestor discernible as a Puritan gentleman who served under


Cromwell, but afterwards conformed, and managed to come out of all political troubles as the proprietor


150of a respectable family estate. Young women of such birth, living in a quiet country-house, and attending


a village church hardly larger than a parlor, naturally regarded frippery as the ambition of a huckster’s


daughter. Then there was well-bred economy, which in those days made show in dress the first item to


be deducted from, when any margin was required for expenses more distinctive of rank. Such reasons


would have been enough to account for plain dress, quite apart from religious feeling; but in Miss


200Brooke’s case, religion alone would have determined it; and Celia mildly acquiesced in all her sister’s


sentiments, only infusing them with that common-sense which is able to accept momentous doctrines


without any eccentric agitation.


(George Eliot 4)
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This passage is highly realistic. Despite having been published in 1871, it mentions objects of culture which are familiar even today to people familiar with the West: clothing with sleeves, Italian painters, the Virgin Mary, newspapers, parcels, clergymen and so on. The description of the young woman is detailed and believable. The setting, a quiet country-house in a village is also quite natural and realistic. This text, then, is highly representational.


Other texts are much less realistic. The following description of the life of a different young woman, Persephone, from the Greek myths, comes from the Homeric ‘Hymn to Demeter’:
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I begin to sing of rich-haired Demeter, awful goddess – of her and her trim-ankled daughter whom


Aidoneus rapt away, given to him by all-seeing Zeus the loud-thunderer. Apart from Demeter, lady of


the golden sword and glorious fruits, she was playing with the deep-bosomed daughters of Oceanus


and gathering flowers over a soft meadow, roses and crocuses and beautiful violets, irises also and


  5aihyacinths and the narcissus, which Earth made to grow at the will of Zeus and to please the Host of


Many, to be a snare for the bloom-like girl – a marvellous, radiant flower. It was a thing of awe whether


for deathless gods or mortal men to see: from its root grew a hundred blooms and it smelled most


sweetly, so that all wide heaven above and the whole earth and the sea’s salt swell laughed for joy. And


the girl was amazed and reached out with both hands to take the lovely toy; but the wide-pathed earth


100yawned there in the plain of Nysa, and the lord, Host of Many, with his immortal horses sprang out upon


her – the Son of Cronos, He who has many names.


(‘Hymn 2 to Demeter’)
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Persephone is described in some realistic terms: she has trim ankles and she is capable of amazement. But much of the description is quite unrealistic. Her mother, Demeter, is described as being an ‘awful goddess’, and ‘lady of the golden sword and glorious fruits’. The Earth makes flowers grow at the will of Zeus. There is a flower with a hundred blooms that smells so sweet that it causes the earth and heaven and the sea to laugh. None of this is like what we see when we look out the window on a spring morning. We would say that this text, unlike Middlemarch, is not very representational.


The lack of correspondence between the facts of a literary work and the real world we are used to can extend beyond the characters and setting. We’ve already seen in this chapter how unrealistic Shakespeare’s use of language was, in terms of the degree to which it sounds like everyday spoken English. The sonnet we examined is highly structured and the language formal and stylized. We’ve also seen, in the example of the Harry Potter books, that some stories contain actions which are not at all realistic in terms of whether they could actually happen in the real world.


Representation is an equally important element in non-literary texts. In the Twiggy Prada advertisement, we saw how the lack of representation – the fact that the dress does not comply with the laws of gravity – contributes to the message that the photographer was sending. In the dream cartoon, we explored both the representational and the non-representational elements of the image. The Brexit cartoon dealt with real political events in a distinctly non-representational way. Let’s consider whether the following extract from Bill Bryson’s book Down Under (which was published as In a Sunburned Country in the United States) is representational or not.
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[Australia] is the home of the largest living thing on earth, the Great Barrier Reef, and of the largest


monolith, Ayers Rock (or Uluru to use its now-official, more respectful Aboriginal name). It has more


things that will kill you than anywhere else. Of the world’s ten most poisonous snakes, all are Australian.


Five of its creatures – the funnel web spider, box jellyfish, blue-ringed octopus, paralysis tick, and


  5aistonefish – are the most lethal of their type in the world. This is a country where even the fluffiest of


caterpillars can lay you out with a toxic nip, where seashells will not just sting you but actually sometimes


go for you. […] If you are not stung or pronged to death in some unexpected manner, you may be fatally


chomped by sharks or crocodiles, or carried helplessly out to sea by irresistible currents, or left to stagger


to an unhappy death in the baking outback. It’s a tough place.


(Bill Bryson 6)
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The important thing for you to notice as you study the works in your Language and Literature course is the degree to which the authors use representational features in the text, and, if they do not, even if the texts are extremely unrealistic, how the authors nevertheless manage to convey some important idea about reality. Finally, you will be considering the author’s choice to make the literature more representational or less so and what she or he gained by making that particular choice for that particular work.
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TOK Links: The relationship between art and realism


The arts as a whole, including all the other media besides literature, span the whole range from highly realistic to extremely abstract. One of the central questions about how we make meaning in art revolves around the question of the function of realism. Much early art is considered highly realistic (naturalistic), but as the centuries have passed, the boundaries for what constitutes acceptable art have expanded dramatically so that now we accept as art, works that are so far removed from depicting the world in a representational way as to have virtually no connection at all. A good question for you to pursue is the question of what we gain either from clear representational techniques or from the rejection of those techniques and the adopting of such modes as expressionism, cubism or abstract art.
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It will be important for you to remember that when you come across these concept connections, they are examples of how you might apply the concepts to your study of literature. Each chapter has a few concept connections, but that does not imply that those are the only concepts which are relevant in that chapter or to the particular literature being discussed. As you become more and more familiar with the concepts, you will be able to see ways in which they can all be applied in different situations and with different literature or non-literary texts and bodies of work. It’s possible – indeed likely – that all seven of the concepts can be applied to any work or text you study. That is why they are identified as the core concepts for the course.


Global issues


The seven concepts for your IB English Language and Literature course are mandated by the IB curriculum. The global issues, on the other hand, are not as specifically required. You are required to consider the texts you read in terms of what they might reveal about global issues, and one of your assessments will require you to discuss two works in terms of a global issue, but you will have some freedom as to what global issue you choose, and it will not have to be one of those which are suggested in the curriculum guide.


The curriculum guide stipulates three characteristics which define a global issue:





•  It has significance on a wide/large scale.



•  It is transnational.



•  Its impact is felt in everyday local contexts.





The guide suggests the following examples of areas of inquiry from which you can formulate global issues (International Baccalaureate 55–56):





•  Culture, identity and community: this category might include investigation into the ways in which literary works depict gender, class, race, ethnicity or other cultural groups.



•  Beliefs, values and education: this category could include consideration of how a text depicts the connection between education and values or beliefs, and the ways in which communities define and disseminate their beliefs and values.



•  Politics, power and justice: this category includes all of the kinds of issues that arise in society – questions of equality, ruling classes, fair and unfair wielding of power, distribution of wealth, and the relationships among all of these. This category offers you the opportunity to consider what different societies consider to be the rights of citizens and how those rights are protected or undermined.



•  Art, creativity and the imagination: this category provides you with the opportunity to consider what works themselves have to say about the role of art in people’s lives. Art, in this case, is content, not medium. When you consider the course’s core concepts, you are considering the texts as works of art themselves. When you are considering a work in the context of the global issue of art, you are noticing that the work is about art.



•  Science, technology and the environment: if a work explores questions of science and nature, you can consider it in the context of this global issue. Questions that might arise could have to do with the relationship between science and society, science and nature or nature and society. You could look at what the work suggests about the importance or effectiveness of scientific developments.





In all of these categories, it would be useful to consider how different viewpoints come into conflict with each other.


As you consider your literary and non-literary texts in the context of global issues, you may notice that more than one global issue might be relevant to any given text. Within each of these general headings, you have quite a bit of freedom to choose what to discuss with regard to the works you study. The descriptions above are suggestions, and should not be considered to be definitive.


You are also free to develop a different global issue which is more relevant to the works you study than these are. You may find, also, that many other topics you might think of which meet all three of the requirements for defining a global issue already comes under one of these five umbrella headings. Poverty can be seen as an issue of politics, power, and justice, for example. Global warming could come under the heading of science, technology and the environment. So long as you can clearly identify an issue as meeting all three of the requirements, you will be able to use that issue as the defining feature for your individual oral.


Just as with the course concepts, this coursebook will model for you connections between literary works and global issues in all three areas of exploration to help you see how the consideration of a work in the context of one or more global issues can give you new insights into the work.


How to use this book


The book has been structured around the three areas of exploration in the English Language and Literature for the IB Diploma curriculum. The guide takes each one of those areas of exploration and breaks it down into six questions to help you consider that area in detail. The coursebook mirrors this structure: each section focuses on one of the three areas of exploration, and within each area of exploration, there is one chapter for each of the six questions.


Each chapter provides you with examples of how to use relevant tools and concepts to interpret the works that you study in your course. Each chapter also provides you with some activities to do in order to practise using the tools yourself. There are commentaries at the end of the book, but you should remember that the commentaries do not provide ‘right’ answers. A variety of answers is possible, so if you did not think of the particular interpretation the notes provide, that does not necessarily mean that your interpretation is wrong. If you can justify your response using specific evidence from the text as support, then you can feel confident about your interpretation. If your interpretation seems to have been way off, however, and you cannot really justify it using features of the text in support, then that simply means that you will need to keep practising! Learning to read literary works and non-literary texts effectively is a skill that takes time to develop; do not expect that you will necessarily get everything right the very first try.
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ACTIVITY


Activities will be inside these boxes – look out for these to help you practise your skills.
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Author profile


Extra information about the authors under discussion is provided in these boxes.
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You should note that some works included in this coursebook include sensitive content and offensive or derogatory language. It is the nature of the IB’s prescribed reading list to include texts that will challenge you intellectually, personally and culturally, and expose you to sensitive and mature topics. At times you or your classmates may find these works a challenge, but as readers it is up to us to consider not just how such language is used, but why. We invite you to reflect critically on various perspectives offered while bearing in mind the IB’s commitment to international-mindedness and intercultural respect.
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SENSITIVE CONTENT


Caution: this book contains extracts that use offensive and derogatory language.
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In most cases, we have chosen to let the content remain as it originally appears, so you can consider the effects for yourself. This is central to understanding the themes of identity and human behaviour at the heart of this book. Any works that include such content will be prefixed with a sensitive-content box.


You will find a useful glossary on page 485 of this book, which you can refer to throughout each chapter. Note that glossary terms are in purple.


Using QR codes


Extra reading is recommended via the QR codes throughout the book. They are placed in the margin alongside the text for quick scanning, and look like the one on the right.


To use the QR codes to access the weblinks you will need a QR code reader for your smartphone/tablet. There are many free readers available, depending on the device that you use. We have supplied some suggestions below, but this is not an exhaustive list and you should only download software compatible with your device and operating system. We do not endorse any of the third-party products listed below and downloading them is at your own risk.





•  For iPhone/iPad, Qrafter – https://apple.co/2Lx9H5l
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•  For Android, QR Droid – https://bit.ly/JKbRP0
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•  For Blackberry, QR Code Scanner – https://blck.by/2DD51Jo
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•  For Windows/Symbian, Upcode – https://bit.ly/2UJe7dt
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Organization of the course


All three areas of exploration, along with the concepts and the global issues, are required to be investigated over the course of your two-year programme, but the course curriculum does not dictate to teachers the order in which each element is to be presented – or even that they be taught in an order. Teachers are free to touch on whichever one or more of the three areas of exploration is relevant to a given text. We have chosen to use the three areas of exploration as a starting point; however, your teachers may not have chosen to organize the course using those areas of exploration, so it will be important for you to attend to your teacher’s instructions about which chapters to read in what order.


Even if your course is organized around the three areas of exploration, you will ideally be considering all of the literature and non-literary texts you study from all three perspectives, so from time to time, each section will point out some connections between and among both of the other areas of exploration. You may find it useful, while studying any particular work of literature or non-literary text, to refer to different chapters in the book as a refresher of how to use those tools to work on the present text.
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Finally, you should be aware that because the range of choices available to your teachers for selecting literary works and non-literary texts for you to study is so wide-ranging, you are unlikely to encounter here works that you are studying in class. Therefore, you should not necessarily write about the works you learn from this book directly in your exams, Learner Portfolio or other assessments. Your IB assessments require you to use works and texts that you studied in your course. Instead, this book will help you to learn how to read any work of literature or text type you are given, because it will show you from a conceptual stance what is required of any reader approaching any work.


This diagram shows the relationships that we will investigate over the course of this book. The writer creates the literary work/non-literary text with which you, the reader, engages. The dotted lines show that the purpose of the exercise is for you to engage with the writer, but you cannot do that directly; your means of communication is through the written work. Once you understand the nature of your relationship to authors, how it is possible for you to communicate in this indirect fashion, and how authors expect you to approach that communicative task, it will be much easier for you to engage with any literary work. Once you understand the nature of literary works themselves, and once you have the tools to interpret them, you will be able to read any novel, short story, play, poem, or work of non-fiction you encounter equally well because you will know what to look for in any given work and you will know what to do with it when you find it.


Literary works versus non-literary texts


The English A language and literature IB Diploma guide identifies a text as being either a literary work or a non-literary text, and over the duration of your language and literature course you will be studying an equal measure of both. The IB’s Prescribed reading list refers to four forms of literary works:





•  drama




•  poetry




•  prose non-fiction




•  prose fiction.






Note that prose fiction and prose non-fiction are both literary forms. The range of prose non-fiction authors and genres on the Prescribed reading lists is wide-ranging and includes literary memoirs by authors such as Primo Levi and George Orwell; (auto)biographical graphic novels by authors such as Marjane Satrapi and Alison Bechdel; and autobiographies, biographies, essays, travelogues and diaries by a range of authors. However, if an author is not on the Prescribed reading list, decisions regarding whether memoirs, biographies, letters, speeches and essays are a literary work or a non-literary text should be taken on an individual basis: your teacher will be able to advise you accordingly.


Texts that are characterized as non-literary text types are wide and varied. Table 0.1.1 includes some non-literary text types that the IB Language and Literature course identifies – but this list is not exhaustive.






	Table 0.1.1






	Non-literary text types






	advertisement

	appeal

	biography*






	brochure/leaflet

	cartoon

	diary*






	encyclopaedia entry

	essay*

	infographic






	letter (formal and informal)*

	magazine article

	memoir






	parody*

	pastiche*

	photographs






	set of instructions

	speech*

	travel writing







*In some manifestations, these text types could be considered literary forms, usually within the category of prose non-fiction. (adapted from the Language A: Language and Literature guide, 21–22)


We will be exploring a wide range of literary works as well as non-literary text types throughout the coursebook and you will also be studying a wide range of both language and literature texts in class.


The nature of a text


Although there are some fundamental differences between a text that is considered a literary work and one that is a non-literary text, the essential nature of a text remains the same: to communicate with the reader. Chimombo and Roseberry define a text in the following way:




First consider discourse and what it is. Discourse is a process resulting in a communicative act. The communicative act itself takes the form of a text. A text is commonly thought of as consisting of written or printed words on a page; but a text may also consist of sign language or spoken words, or it may comprise only the thoughts of a writer, or speaker, on the one hand or a reader or listener, on the other. In addition to words, a text may consist of other symbols, sounds, gestures, or silences, in any combination that is intended to communicate information such as ideas, emotional states, and attitudes. It may fail to communicate, but if the intention to communicate is clearly there, it must be regarded as a text.


(Chimombo and Roseberry ix)





In this coursebook, then, we will be closely exploring the plethora of ways a writer attempts to communicate with the reader. We will be exploring how discourse does not necessarily have to be written language, but it could also be visual language or even language that uses neither words nor visuals, but is more symbolic in nature. As well as the marks on the page, the way a writer has structured his or her text will also be explored, including how a writer may exploit the sounds and rhythms of a text’s words, how a writer may manipulate the shape of his or her text and how a writer may decide to organize the text’s written and visual language on the page to heighten the text’s meaning.


Although the majority of literary works rely on the written word to communicate meaning, works such as graphic novels use illustrations as well as or instead of the written word to communicate, while poetry relies on the shape of the poem as well as the written word to communicate. In contrast, users of social media communicate meaning through an increasingly wide range of symbols such as emojis, emoticons and hashtags. Of course, a wide range of non-literary texts do not simply rely on the written word to communicate meaning: photojournalism, cartoon strips, advertisements, newspaper articles, magazine front covers and infographics are just a few examples that rely on photographic or other illustrative images to a lesser or greater degree.


Now that we understand the nature of a text we can start to distinguish between the nature of a non-literary text and the nature of a literary work. We have just seen what connects all texts, but we also need to be aware that there are some fundamental differences between a literary work and a non-literary text.


The nature of the non-literary text


Although not all non-fiction texts are considered non-literary, a text that is considered non-literary is usually non-fiction. Non-fiction means it is an account of the truth and deals with facts and information – it is based in the real world and is about real-life experiences. This does not mean all non-literary texts are objective, though – an encyclopaedia entry, a recipe from a cookery book or a set of instructions on how to change a bicycle tyre are likely to be objective, whereas an advertisement, a newspaper editorial or a politician’s speech are likely to be subjective. A text’s purpose is what will usually denote how objective or subjective a text is.
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ACTIVITY 2


Here are six different text types with different purposes. Order them from 1 to 6 in terms of which you would expect to be the most objective (neutral, unbiased, impartial) to the most subjective (personal, biased, partial). When you have ordered the texts, compare your responses to those at the end of the book.






	Table 0.1.2






	Text type

	Purpose

	1 = extremely objective
6 = extremely subjective






	Newspaper article

	to report

	 






	Restaurant review

	to review

	 






	Letter of application to university or for a job

	to demonstrate your interest in and suitability for the course or job

	 






	Propaganda poster

	to persuade

	 






	Set of safety regulations on an aeroplane

	to inform

	 






	Advice column in a magazine

	to advise
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You may have found this activity problematic and your answers may have differed from the ones suggested at the back of the book. This is quite usual. Until we closely read a text or a body of work, we cannot always make assumptions about the objectivity of the writer. This, then, is one of the reasons why we need to hold a magnifying glass up to a text in order to deconstruct or unpick how the text has been put together and why. Being non-fiction and, therefore, about the real world in which we live, non-literary texts (similar to prose non-fiction works) have the potential to shape and change public opinion about real-life issues. It is important, then, to understand to what degree we may be being manipulated by a writer’s personal views and to what degree we are being given a more objective viewpoint. Of course, sometimes, a text’s purpose and meaning is obvious – this is what explicit means when we study texts. But sometimes, a text’s purpose and meaning may be hidden and we have to work harder at unpicking the language of a text to find this hidden meaning – this is what implicit means when we study texts. In order to access the higher levels in this course, you will need to be able to show an understanding of a text’s or a body of work’s implicit meaning as well as explicit meaning.



The nature of the literary work


Although a literary work may be based on personal experience or real-life events (prose non-fiction), many literary works are fiction. Fiction is something that is imaginary and invented by the writer. Prose fiction is always fiction, drama is usually (almost always) fiction and while we do not classify poetry as fiction or non-fiction, its form of meter, rhyme and stanzas make it a symbolic rather than a literal representation of the truth. Some prose non-fiction, whilst being based on real-life experiences, uses a range of literary devices to engage the reader and shape the reader’s understanding of the text’s ideas that allow it to be characterized as a literary work.


Another common feature of a literary work is its purpose. Writers of literature use their imagination to entertain the reader. We are entertained two-fold: emotionally and also intellectually. Writers of literary works attempt to transport us, the reader, into a different reality, time or place, populated by often fictional characters or magical creatures, who are undertaking journeys or facing experiences that may be either similar or very different to our own. In order to appreciate these different realities, we need to believe in them while we are reading prose or poetry or watching drama. When English Romantic poet, Samuel Taylor Coleridge, explained the original intention behind Lyrical Ballads, with a Few Other Poems, a poetry anthology he co-wrote with William Wordsworth in 1789 which is now considered the seminal text that kick-started the English Romantic period, he coined the phrase ‘willing suspension of disbelief’ to describe this leap of faith a reader needs to take if a literary text is to be successful.




In this idea originated the plan of the ‘Lyrical Ballads’; in which it was agreed, that my endeavours should be directed to persons and characters supernatural, or at least romantic, yet so as to transfer from our inward nature a human interest and a semblance of truth sufficient to procure for these shadows of imagination that willing suspension of disbelief for the moment, which constitutes poetic faith.


(Samuel Taylor Coleridge, Chapter XIV)





No matter how imaginative the work is or how removed from reality it is, the reader needs to believe in the work’s reality when reading it. One of the tools a writer of literature uses to help us suspend our disbelief is language and as students of language and literature you will be investigating the ways writers use language to appeal to the reader and encourage a ‘willing suspension of disbelief’.


Unlike non-literary texts which consist of a very wide range of text types, there are only four literary forms that you will be exploring on this course: drama, poetry, prose non-fiction and prose fiction. However, within each literary form, there is a range of different genres. For example, science fiction, gothic fiction, magical realism, science fiction and social satire are all types of prose fiction; comedy, history and tragedy are different types of drama; chivalric epic, lyric, mock heroic and narrative are different types of poetry; and, as we have already discussed, biographies, essays, letters and memoirs can all be types of prose non-fiction. We will be exploring the wide range of genres throughout this coursebook.


The toolbox of a writer


Because writers of literature are not necessarily bound by facts or keeping within the narrow parameters of what actually happened, this means that they can use their imagination and be creative in their construction of these literary works. The way a writer of literary works is creative is first and foremost through the language he or she uses to construct a text. A literary writer’s toolbox, then, is full of literary features that are constructed primarily through language. Some of these literary features include the skilful use of:





•  language and diction (words and phrases)



•  literary devices – including metaphors, similes, personification, imagery




•  phonological devices – the sounds and rhythms of words and phrases, including alliteration, assonance, sibilance, onomatopoeia, rhyme



•  structural and stylistic devices – the order of the words in a text and/or in a sentence and the type of words used.





We will be exploring all of these literary features throughout this coursebook and examining how these features affect a text’s meaning and a reader’s interpretation of a text’s ideas.


Although non-literary texts may not use such a wide array of specifically literary features, a writer of a non-literary text nevertheless uses a wide range of non-literary features that are equally important in communicating meaning. Some of these non-literary features may include:





•  photographic or illustrative images



•  the use of colour



•  organizational features in terms of how written text and visual images have been organized on the page



•  typographical features (size and type of font)



•  other symbols including arrows, numbers and boxes as well as online features such as hyperlinks, emojis and emoticons.





In a similar way to our exploration of literary works, we will also be exploring the wide range of non-literary features throughout this coursebook and examining how they are used to affect a text’s meaning and a reader’s interpretation of a text’s ideas.


Just as there is a range of different literary genres, as you saw from Table 0.1.1 there are also numerous non-literary text types and each text type has its own set of conventions. Throughout this coursebook, we will be identifying and exploring the conventions of different text types and the Key features boxes that are included within many chapters are a good resource to refer to as you begin to familiarize yourself with a wide range of non-literary text types.
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1.1 Why and how do we study language and literature?
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OBJECTIVES OF CHAPTER





•  To provide an overview of why we study language and literature.



•  To provide an overview of how we study literary works.



•  To provide an overview of how we study non-literary texts.



•  To demonstrate ways to apply course concepts to specific works and texts.
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This section focuses on the close reading of a wide range of literary works and non-literary texts and examines them from the perspective of the immanent. This means we will be exploring each text as an independent entity, without overly concerning ourselves with the time or place within which the text was produced or their relationship to other texts. Because we may at some points in the course be studying texts in isolation, when preparing for paper 1 mainly, we will be focusing primarily on how a text has been constructed by a writer and how a reader may interpret the text. We will be holding a magnifying glass up to each text in our attempt to identify and analyse the wide range of features each writer uses. This close reading of each text should then help us in our interpretation of each text’s meaning. However, be aware that we may not come up with a definitive interpretation of the text or even the same interpretation as the writer intended. Because each reader is different with his or her own unique experiences, interests, values and beliefs it is likely that each reader may have a slightly different interpretation to a single text. This is fine, as long as we are able to explain our own interpretation based on evidence from the text – based on what is there. You will find in this chapter some detailed analyses of texts and you will also be expected to write your own in-depth analyses. It is through analysis that you are able to show your understanding of how a writer has consciously constructed a text but also show your understanding of a text’s ideas and how it affects you as the reader.


The relationship between the writer, the reader and the text


Every text is written by a writer who has a reader in mind. This reader is the implied reader and they may not be you! One of the things you will be attempting to do in this section is working out who that implied reader may be and how they may be different to you. In the Introduction, the relationship between the writer, the reader and the text was explained and there was a simple but useful diagram that visually explains this relationship (see page 29). The writer is attempting to communicate with the reader through the text and the reader is attempting to understand the writer’s message through the text. There is obviously no direct face-to-face communication between the writer and the reader; rather, the text is the communicative act. When constructing the text, it is up to the writer to communicate his or her message in a particular way that enhances the text’s meaning. Once the text has been published and is out in the world to be consumed by the public, it is then the reader’s responsibility to interpret the text and construct his/her own message in a particular way. You may have experienced a time when you did not fully comprehend someone who was speaking to you face-to-face – a friend, a teacher or a parent, perhaps. However, in this situation you are quite clearly able to ask that person to clarify exactly what they meant and to clear up any potential misunderstandings. Just as there is the potential for two speakers to misunderstand one another at times, there is obviously a much greater potential for a reader to misunderstand a writer’s intention in a text. Because a reader is often unable to ask the writer directly to clarify a particular point, the reader of a text has to work out independently what the writer meant. Sometimes a reader can do this individually, but sometimes discussing a text with other people is a really important process in trying to understand a text’s meaning and be aware of alternative viewpoints. This is one of the reasons why your English language and literature classes are so important: you should take full advantage of being in a class with other people and discussing the various ways a text can be interpreted. As we have already stated, a single text or body of work may have multiple interpretations and this is fine as long as you are able to support your ideas with evidence from the text.


Remember, also, that you may never fully understand what the writer’s own ideas, values or beliefs are. Writers of both literary works and non-literary texts often create a narrative persona who may or may not represent the writer’s own set of beliefs. For example, prose fiction and poetry can be written in the first person, but this does not necessarily mean that the first-person narrator of the work is the writer or indeed that the narrative persona’s views and attitudes correlate with the writer’s views and attitudes. Researching a writer’s background, reading interviews with a writer and reading more texts by the writer may give you a fuller insight into the writer’s own beliefs and values. However, you should remember that a literary work is a conscious construction and a writer’s intention is for you as the reader to suspend your disbelief and just believe in the reality created, rather than necessarily getting an insight into the writer’s personal reality. Likewise with both prose non-fiction and non-literary texts, a writer may have to create an implied writer due to being unable to share his or her real-life views with the reader as there may be other factors that restrict how a writer writes. For example, a journalist who writes for a particular newspaper may have to report in a way that reaffirms the owner’s or readers, or, sometimes, the government’s political stance rather than his or her own political stance; a journalist interviewing a celebrity for a magazine is likely to have to write a positive review to appeal to the celebrity’s fans, irrespective of the writer’s own personal views; a writer constructing an advertisement has a job to do – to sell a product through persuasive means, whether they believe in the product’s worth or not. The skill of the writer is, of course, to make the reader believe in the reality created – all the more so as writers of non-literary texts are supposed to be reflecting the real world. This can get complicated! But this is the joy of using that magnifying glass on a text to deconstruct it and then sharing your ideas with others and listening to alternative interpretations. Just as you should never judge a book by its cover, you should never judge a text by its appearance. You need to read, analyse and discuss, and then you can start to understand and appreciate a text’s meaning.


By the end of this section, you should feel more confident at closely analysing both literary and non-literary texts and at understanding how there can be more than one interpretation to any given text which may or may not reflect the writer’s original intention. Many people would argue that a writer’s toolkit is infinite and in this section we will be identifying and closely analysing a wide range of literary and non-literary features a writer may use in his or her attempt to heighten a text’s meaning. We will be exploring texts through two reading strategies: a literary reading strategy and a non-literary reading strategy. These reading strategies can be applied to a wide range of both literary works and non-literary texts, particularly when studying texts using an immanent approach. These strategies should be especially helpful as you prepare for Paper 1.


You will find that this section contains a lot more close analysis than the other two sections and this is because we are primarily focusing on the text itself rather than exploring external factors that may affect a text’s production and reception. The six guiding concept questions that we are exploring in this section introduce you to the various ways in which we can analyse and interpret texts. The skills and approaches you learn in this section can be applied to other literary and non-literary texts that you study in the other two sections of this coursebook as well as to the range of texts you will be exploring in your language and literature lessons.



Why do we study language and literature?



There is no one simple answer to the question of why we study language and literature; rather, we study language and literature for many reasons and these reasons may differ depending on the individual reader and depending on the text being read. However, we are going to attempt to break this question down into four key areas – we study language and literature:





•  to gain an understanding of the self and our connection to others



•  to gain an understanding of other cultures, other perspectives and other world views



•  to gain an informed understanding of our changing world – now and in the past



•  to appreciate the aesthetics of a text; for pleasure and enjoyment.





Gaining an understanding of the self and our connection to others


Language and literature often reminds us that we are not isolated individuals but that we are a part of the human race and we share humanity. This shared humanity can be referred to as the human condition and many literary and non-literary texts explore this idea. The English metaphysical poet, John Donne, expressed this idea well in his poem, Devotions Upon Emergent Occasions and Seuerall Steps in my Sicknes – Meditation XVII (1624). He used the metaphor of an island to suggest the importance of understanding ourselves as part of the human race if we are to thrive:
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No man is an Island, entire of itself;


every man is a piece of the Continent,


a part of the main.


(John Donne)
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These are very famous lines and even today, nearly 400 years later, ‘no man is an island’ has become a proverb, warning about the dangers of becoming too insular and inward-looking. Studying literary works and non-literary texts remind us of this and encourage us to look outwards and embrace others.


We are going to explore this idea through a poem that was published in 1994 called ‘Perhaps the World Ends Here’ by American Creek Indian, Joy Harjo. As you are reading this poem, what reoccurring everyday image is repeated throughout? When you have read the poem, read the commentary that follows.
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Perhaps the World Ends Here


The world begins at a kitchen table. No matter what, we must eat to live.


The gifts of earth are brought and prepared, set on the table. So it has been


since creation, and it will go on.


We chase chickens or dogs away from it. Babies teethe at the corners.


  5aiThey scrape their knees under it.


It is here that children are given instructions on what it means to be human.


We make men at it, we make women.


At this table we gossip, recall enemies and the ghosts of lovers.


Our dreams drink coffee with us as they put their arms around our children.


100They laugh with us at our poor falling-down selves and as we put ourselves


back together once again at the table.


This table has been a house in the rain, an umbrella in the sun.


Wars have begun and ended at this table. It is a place to hide in the shadow


of terror. A place to celebrate the terrible victory.


150We have given birth on this table, and have prepared our parents for burial here.


At this table we sing with joy, with sorrow. We pray of suffering and remorse.


We give thanks.


Perhaps the world will end at the kitchen table, while we are laughing and


crying, eating of the last sweet bite.


(Joy Harjo)
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It is likely you will have recognised that the reoccurring image in this poem is an everyday kitchen table. Joy Harjo, a member of the Muscogee (Creek) Nation and a prominent writer in what is referred to as the literary Native American Renaissance, shows how literature can encourage us to transcend cultural differences and see the individual in a more universal and connected way.


She uses a simple and commonplace object – a kitchen table – which is instantly recognizable to readers of different cultural backgrounds and ages as an extended metaphor for our commonality: our shared humanity, set of preoccupations, hopes, fears and life experiences. Just as she literally starts the poem with ‘The world begins at the kitchen table’ and ends the poem with ‘Perhaps the world will end at the kitchen table’, she is also suggesting that life itself begins and ends there. The kitchen table, then, becomes life – something that connects us all no matter who we are or how old we are. She argues how the kitchen table represents the birth of new generations and the end of older generations (line 15). We see the elemental need for food (lines 1–2) and shelter (line 12), coupled with life described in all its facets, through the kitchen table. The small everyday things such as chasing chickens and dogs away (line 4) are done around the kitchen table, as are the big things in life such as giving children ‘instructions on what it means to be human’, creating men and women (lines 6–7). Sharing light-hearted moments, supporting each other when times are hard, experiencing both terror and victory are all experienced around the kitchen table. Harjo avoids figurative language which is culturally specific in the poem to emphasize her idea that ultimately wherever we are from we share a core humanity.


There is also a timelessness about the poem to emphasize this idea of universality – we are never told when the poem is set and there are no time markers to give us clues. Thus we can apply it to whatever time best suits us. The poem does not follow a rhyme scheme, regular meter or make use of regular stanzas. There is no obvious pattern. The only thing that appears to be consistent is the table that is anchored in the poem: both beginning and ending the poem and referred to in every line. The table, then, appears to transcend the unpredictability and irregularities of the poem itself – and perhaps life itself – and comes to represent the one constant which literally links each stanza and, metaphorically, links each of us reading the poem. This, then, allows us to understand ourselves better and be appreciative, perhaps, of the everyday items that are part of our lives.





[image: ]


Joy Harjo
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Joy Harjo, born Joy Foster, was born in Tulsa, Oklahoma, in 1951 and is a member of the Muscogee (Creek) Nation. She is an author, poet and musician and is an important figure in the second wave of the literary Native American Renaissance in the late-twentieth century. She has published several books of poetry and has won a number of awards, including the William Carlos Williams Award from the Poetry Society of America, the Lifetime Achievement Award from the Native Writers’ Circle of the Americas and the PEN/Beyond Margins Award. She has also released highly acclaimed CDs of original music and in 2009 won a Native American Music Award (NAMMY) for Best Female Artist of the Year. Themes of Harjo’s work include social justice, self and the arts.
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To gain an understanding of other cultures, other perspectives and other world views


Non-literary texts can also do the same. While Harjo’s poem embraces the universality of the human condition through the reoccurring image of the kitchen table, and thus allows us to better understand ourselves and our connection to others, we also study language and literature to gain an understanding of difference. Let us now explore this idea.


As well as giving us an insight into our own selves and our connection to others, we also read texts to understand other cultures, other perspectives and other world views. It is all too easy to think that our understanding of the world and way of looking at the world is the right one or even the only one. Of course this is not true! Studying texts can also give us an insight into the myriad of ways other people live their lives and view the world. This encourages us to look outside of ourselves, have an awareness that there are multiple perspectives different to our own and be aware of the significance of others.


The next text we are going to explore is a non-literary text, a satirical cartoon titled ‘What’s “Handwriting?”’ by Canadian illustrator, Steve Nease. Satirical cartoons often give us an alternative view of a topical event which encourages us to reflect on the subject under scrutiny and perhaps change our perspective accordingly. Although non-literary texts may include literary features common to literary works, non-literary text types also have a particular set of key features or characteristics which a writer may conform to or deviate from. Although the IB emphasizes that you are not expected to learn the features or characteristics of every text type as the skills needed to analyse one text type are transferable to another text type (International Baccalaureate Organization 21), we have included key features boxes for some of the more common text types. Before we explore Nease’s satirical cartoon, read the first of your key features boxes which summarises the main conventions of this particular text type. Remember that definitions for the words bolded in purple can be found in the Glossary at the back of the book.
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KEY FEATURES SATIRICAL CARTOONS





•  Employ humour – usually through exaggeration and/or irony and/or satire to mock an individual, institution or ideology.



•  Multimodal texts – usually they use both visual images and written text. The visual images reinforce the written text and vice versa.



•  Written text may include captions, display lettering and word balloons.



•  Visual images may include spatial mechanics, temporal mechanics, colour and shape for effect.



•  Focus on a topic that is newsworthy – a topic that is current and relevant to readers when the text is first published.



•  Are dependent upon readers’ knowledge of the event, individual, institution or ideology that is being mocked/satirized.



•  Through humour, a serious point is made.
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This is a multimodal text that uses a combination of visual images and written text to satirize different generational outlooks through the subject of handwriting. Structurally, it gives equal importance to both characters. Spatial mechanics are used in such a way that half of the panel is taken up with the image of the older man reading his newspaper and the other half of the panel is taken up with the younger man asking his question. This structural technique means that the reader has to decide which character’s perspective is the most valid (see the concept connection box on perspective and communication for a discussion on this). The way in which the reader responds to this satirical cartoon reveals a lot about his or her values. It is perhaps how we respond to these stereotypes that shapes how we interpret the image and ultimately reveals something about ourselves and the judgements we make about other people. Although they take up an equal amount of space in the panel, the two characters are juxtaposed through both the visual images used to depict them and the type of written text that is applied to each of them.
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Visual images are used to depict the man on the right of the panel, for example, wearing clothes associated with the younger generation - a hoodie and trousers that reveal his underwear. He is also holding a mobile phone. The word balloon makes it clear that he is actively speaking, asking the other man a question about the headline of the newspaper the older man is reading. We may feel that the young man in the cartoon with his style of dress, mobile phone in hand and questioning tone represents the idea of the ‘ignorance of the youth’ - his question in the word balloon astonishing us in much the same way as it affects the older man. In contrast, visual images are used to depict the man on the left wearing clothes stereotypically associated with the older generation - shirt-tucked-into-trousers and wearing glasses. He is reading the news from a more traditional mode of communication: a printed newspaper. He is not actively speaking but is reading, made obvious through the visual image of the newspaper as well as the display lettering on the back page of the newspaper. We may instinctively feel that the older man, visually depicted in this way, represents an older, wiser, more literate and better informed generation. In contrast, the younger man, whose hair covers his eyes, receives his information about the world on the tiny screen of his mobile device.


We could, however, look beyond this stereotype and consider that the young man’s question is a valid and important one. Through both the visual images and the written text, we can observe that the older man receives his information about the world in a static way. Proxemics are used to depict him sitting down, rooted in a chair. He is passive, reading someone else’s words in the newspaper and not actively communicating with the younger man. His view of what is going on in the world is to a large extent literally and symbolically obscured by the large newspaper. In contrast, the younger man is standing over the older man, able to look beyond his phone to read the newspaper headline and then actively question what has been written. We may feel that the younger man represents a curiosity about the world, willing to question values or ideologies of the past in order to make sense of the world around him at that moment. The older man, however, appears content with the way of the world and has no desire to question the values or attitudes of the past which, perhaps, are outdated and outmoded. This idea is accentuated through the use of the display lettering which depicts the newspaper’s back page headline ‘National Handwriting Day’. This can be interpreted as irony because the medium through which the older man reads about the world – and in this instance about National Handwriting Day – is not handwritten but makes use of the typed word. This, then, validates the young man’s question in the word balloon. The fact that the headline is on the back page also suggests, perhaps, how outdated the concept of handwriting is. This would have had an additional impact on readers when it was first published in 2014, as it was published on National Handwriting Day of that year (23 January). This would have made the cartoon newsworthy, raising questions about the relevance of this particular day but also, of course, encouraging readers to question the validity of other traditional values and attitudes in an ever-changing world.


The combination of spatial mechanics, visual imagery, spoken words in a word balloon and written words in the display lettering combine to suggest that the younger man could symbolize how, while the older man sits in his chair, the world is changing.


This then helps us understand the other better. Neither individual is perfect and depending who we naturally gravitate towards should encourage us to laugh at ourselves, become aware of how flawed or ridiculous our perspective may be and how there are other perspectives and world views that are just as valid as our own and from which we can learn, particularly from other generations. It is also interesting to think about the writer’s perspective. This is a good example of how difficult it can be to have a definitive understanding of the writer’s own viewpoint. Which side of the debate is he on? And what perspective is he encouraging us to take?
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CONCEPT CONNECTION


PERSPECTIVE AND COMMUNICATION


This is an interesting satirical cartoon as it seems initially to have multiple perspectives: the father’s, the son’s, the writer’s and ours. However, because both the father and the son are being mocked to a certain extent, we are never sure which perspective the writer shares. This, then, affects how the reader responds to the text: whose perspective are we supposed to share? It is not clear and therefore the reader will have to decide independently, and it is likely that his or her decision will be based on their own background and first-hand experience of social media.


Moreover, as the commentary above shows, when we start deconstructing this text, we may feel that the writer, through satire, is actually making a serious point that transcends handwriting: that the world is changing at a fast pace and soon things we take for granted (like handwriting) will become redundant. This challenges the reader to look at their own perspective and that of others. This kind of an impact that texts can have on the individual in shaping or changing their perspective of the world is powerful and can be the instigating factor for changing attitudes and beliefs.


Handwriting is also a form of communication and, as we have explored, the text seems to be suggesting that this form of communication is redundant with both the younger generation, symbolized through the young man’s question and his mobile device, and the older generation, symbolized through the older man reading a typed mode of communication, a newspaper. However, what about the text itself and how it has been created? It would appear the satirical cartoon itself seems to have been created by hand rather than being computer generated and the words in the word balloon seem to be handwritten rather than typed. This perhaps suggests that the cartoonist himself still views handwriting as a valuable mode of communication, which encourages us to reflect on where we stand on the importance of handwriting as a mode of communication.


[image: ]







[image: ]


EE Links: English A – Language category 3


Satirical cartoons would make a good text type to analyse for an English A: Language category 3 extended essay. You would need to select a body of work of satirical cartoons, rather than just one or two. You could either study multiple satirical cartoons by the same author or you could study multiple satirical cartoons by different authors on the same subject. Some areas of research that you could consider include:




•  How does one particular satirical cartoonist either conform to or deviate from the typical conventions of satirical cartoons and to what effect?



•  How do different satirical cartoonists use the genre of the satirical cartoon to offer alternative perspectives on the same subject?






Remember you would need to include awareness of the key features of the text type, embed relevant terminology throughout and research your topic thoroughly in order to include a wide range of secondary sources. You are also highly recommended to make interconnections between the satirical cartoons you choose to study, rather than commenting on them as stand-alone texts.
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The next two extracts are transcripts from two speeches from world leaders – Donald Trump and Jacinda Ardern – that were given at the United Nations General Assembly in September 2018 which also offer alternative perspectives on the same subject. Read the following extracts and then answer the questions that follow.






	Table 1.1.1






	DONALD TRUMP, President of the United States of America

	JACINDA ARDERN, New Zealand Prime Minister






	
‘America is governed by Americans. We reject the ideology of globalism and we embrace the doctrine of patriotism … We withdrew from the Human Rights Council and we will not return until real reform is enacted. For similar reasons the United States will provide no support and recognition for the International Criminal Court. As far as America is concerned, the ICC has no jurisdiction, no legitimacy and no authority … The United States is the world’s largest giver in the world by far of foreign aid but few give anything to us … Thank you, God bless you and God bless the nations of the world.’

	
‘If I could distil it down into one concept that we are pursuing in New Zealand, it is simple and it is this: kindness … In the face of isolationism, protectionism, racism, the simple concept of looking outwardly beyond ourselves, of kindness and collectivism might just be as good a starting point as any. So let’s start here with the institutions that have served us well in times of need and will do so again … New Zealand remains committed to doing our part, to building and sustaining international peace and security, to promoting and defending an open, inclusive and rules-based international order based on universal values, to being pragmatic, empathetic, strong and kind … Tena koutou, tena koutou, tena tatou katoa.’
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ACTIVITY 1


Each speaker clearly has a different world view. Respond to the following prompts and questions and then compare your answers with those at the back of the book.





1  Sum up each world view.



2  Which speaker do you agree with and why?



3  Why do you think two individuals in a similar position of power, one president and one prime minister, can have such diverse world views?



4  How are these transcripts different from and similar to satirical cartoons?
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What is important here is that both speakers, with their very different world views, had their voices heard and by being aware that there are such diversities in the way individuals view the world, encourages us to reflect on our own world view and be aware that ours is not the only way the world is understood.


You should have a good understanding now, from the texts we have read, of how to gain an understanding of ‘the other’, whether that is a different culture, perspective or world view.


Let us now explore another reason why we study language and literature: to be informed about the world in which we live – both our world in the past and our world now.


To be informed about the world – now and in the past


To explore this idea, we are going to look at two texts in translation: an extract from twentieth-century Chinese travel writer, Pei Zhao, and a letter from Pliny the Younger, Ancient Roman lawyer, magistrate and politician, originally written in Latin in 79AD. The first extract we are going to explore is taken from an article called ‘Water Town’ which was originally published in the Winter 1986 edition of a Chinese literature quarterly magazine and then published in a selection of Chinese travel writing called Yangtze River: The Wildest, Wickedest River on Earth. This article was originally written in Chinese and translated by Song Shouquan. In this extract, Zhao is describing a village on the banks of the River Yangtze in China. Read the following extract and the commentary that follows.
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If the water is not polluted with filthy waste from factories, there will be frogs to be found lying on


emerald duckweed, croaking at the ripples …


Few of the channels can be dated. The locust, plane and sponge trees twisting out of the crevices in


the river bank have grown two arm-spans round, and houses scattered here and there are advanced


  5aiin years, some like hump-backs, others with knotty arms of distorted features. When a black-canopied


boat in full sail slides through the shadowy channels, it seems to be a winged cherub who will carry you


to the remote future. But for the television aerials glittering in the sunshine like the wings of dragonflies


and the sweet music floating from records in flower-decked rooms, you would think it a deserted corner


forgotten by the world …


100Under the quays there are always women with their trousers rolled up standing in the water washing rice


and vegetables. Peasants’ motorboats loaded with fragrant, sweet watermelons, musk-melons and thin-skinned,


juicy peaches pass by. The peasants on deck, their heads held high and chests thrown out, look


around smugly. They seem to hold not the engine bar but the lever of the times. The boats swish past


like helicopters in flight …


150At the end of every bridge is usually a teahouse dignified with the name of ‘The Moon-reaching Tower’,


‘The Star-plucking Pavilion’ or ‘The Orchid-viewing Hall’. In reality it is nothing but an ordinary stilt house,


on whose roof yowling cats in heat scurry about. When it rains, fine raindrops from outside glimmer in


the hazy smoke. Townsfolk who are tea addicts reck* little of the structural condition of the teahouse.


Some, backs hunched, creep in before daybreak jabbering like garrulous old women and bustle around


200the smoke-blackened stove to help the staff do this and that. By the time the burning husks in the stove


give off a greenish flame and the water in the pots on top is bubbling, there is no unoccupied seat in the


L-shaped building, and the white steam impregnated with the fragrance of tea spreads throughout the


ill-lit house …


The teahouse is very busy with many people going in and out. Women from the countryside bring


250baskets or trays of sunflower seeds or fried food to sell here. A quack doctor is making wild boasts about


his skills and at the same time soliciting buyers for his sham tiger bones. In fact they are bones of an ox


browned by smoke. Occasionally some girls from a cultural centre come here with their faces rouged red


as strawberries and florid aprons round their waists and sing a song about the scenery around Lake Tai


then perform an excerpt from a local opera before giving a slide show on changes in the countryside. At


300these times the whole teahouse is so quiet that even the moaning of a fly entangled in a spider’s web


can be heard.


*reck – archaic verb that means to pay heed to something


(Pei Zhao 62–63)
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What do we learn about this particular culture in the first four paragraphs?


In the extract we see a culture in the throes of change. The traditional way of life is slowly being lost to a more consumerist and modern way of life. This is a society whose lifestyle depends upon the river – the Yangtze – and we can see how industrialization symbolized by the ‘filthy waste from the factories’ (line 1) is contaminating this essential part of the peasants’ world. The adjective ‘emerald’ (line 2) is used to describe the duckweed which suggests how valuable this natural water world is for those who live there.


How do we learn about this cultural change?


The idea that the rural world is being replaced by new technology is also highlighted through the imagery the writer uses. The natural world is described as having ‘grown two arm-spans round’ (line 4) and the traditional houses are described as being ‘advanced in years, some like hump-backs, others with knotty arms of distorted features’ (lines 4–5). Personification is used here to compare this ancient traditional world to the human world – suggesting, perhaps, a harmony between both worlds. In contrast, the new world which is taking over is compared to the natural world: ‘television aerials glittering in the sunshine like the wings of dragonflies’ (line 7). This simile suggests how the new world of technology is replacing and taking over the traditional world – but there is a beauty to the simile so perhaps the writer is suggesting that this is a natural process that needs to be embraced and accepted. The metaphor that describes how the peasants ‘seem to hold not the engine bar but the lever of the times’ (line 13) further suggests that this is a traditional community in transition, and that the peasants themselves are in charge of their own destiny.
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ACTIVITY 2


Write a commentary on the final paragraph of this extract, similar to the commentary above. Examine what we learn about the culture described and how we learn about cultural change.


When you have written your commentary, read the one at the back of the book and compare your ideas.
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This text was written just over 30 years ago and it describes the changing landscape of the land and the river for the Chinese community who work and live there. For readers who are not from this part of the world, we read this text to gain an understanding of a different culture and to recognise that industrialisation and globalization affect people all around the world. For readers of all backgrounds, the descriptions of the ‘black-canopied boat’ (lines 5–6) and the teahouses and their customers give us a glimpse into the traditional cultural world before it has changed beyond recognition.


The next text we are going to explore is a much older text than the Chinese travel writing extract. It is a letter, translated from Latin, originally written in 79AD. Letters are a text that the IB states can be either non-literary or literary. We are going to explore this letter as literary (prose non-fiction) and, as we will discover, this is partly because of the time it was written. This text is a letter written by Pliny the Younger to his friend, Cornelius Tacitus, describing his first-hand experience of the destruction of Pompeii by the eruption of Mount Vesuvius on 24 August 79AD. Tacitus was a historian who had requested Pliny write to him detailing the account of his uncle’s death during the eruption so that he could include it in his own historical work. Pliny the Younger wrote the original letters in Latin but we are going to be reading an extract in English, translated by Betty Radice in 1969.


You may be asking yourself why we still read texts that were written such a long time ago. The reason, of course, is to help us understand our past better and in this way perhaps understand our present better.


Read the following letter and the accompanying commentary:
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The letter which, in compliance with your request, I wrote to you concerning the death of my uncle


has raised, it seems, your curiosity to know what terrors and dangers attended me while I continued at


Misenum; for there, I think, my account broke off:


Though my shocked soul recoils, my tongue shall tell.


  5aiAshes were already falling, not as yet very thickly. I looked round: a dense black cloud was coming up


behind us, spreading over the earth like a flood. ‘Let us leave the road while we can still see,’ I said, ‘or


we shall be knocked down and trampled underfoot in the dark by the crowd behind.’ We had scarcely


sat down to rest when darkness fell, not the dark of a moonless or cloudy night, but as if the lamp had


been put out in a closed room.


100You could hear the shrieks of women, the wailing of infants, and the shouting of men; some were


calling their parents, others their children or their wives, trying to recognize them by their voices. People


bewailed their own fate or that of their relatives, and there were some who prayed for death in their


terror of dying. Many besought the aid of the gods, but still more imagined there were no gods left, and


that the universe was plunged into eternal darkness for evermore.


150There were people, too, who added to the real perils by inventing fictitious dangers: some reported that


part of Misenum had collapsed or another part was on fire, and though their tales were false they found


others to believe them. A gleam of light returned, but we took this to be a warning of the approaching


flames rather than daylight. However, the flames remained some distance off; then darkness came on


once more and ashes began to fall again, this time in heavy showers. We rose from time to time and


200shook them off, otherwise we should have been buried and crushed beneath their weight. I could


boast that not a groan or cry of fear escaped me in these perils, but I admit that I derived some poor


consolation in my mortal lot from the belief that the whole world was dying with me and I with it.


(Pliny the Younger, translated by Betty Radice, 166)
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What do we learn about our past?


We learn about both the physical and the human worlds of the past. This letter is written from the first person perspective, includes direct dialogue, refers to religious beliefs at this time – ‘the gods’ – and mentions Misenum, the ancient name for the Italian town, Miseno, which gives us a clear insight into the past both from a physical and a human point of view. It is an eye-witness account of the eruption of Vesuvius in 79AD, which destroyed Pompeii and is considered one of the most catastrophic natural disasters in European history. These elements situate the letter in a historical time and place and certainly give the historian an insight into a period of time and a place that no longer exist.


The details within the letter are evidence of how this ancient civilization both differed and was similar to our own. In terms of our differences, Pliny documents this event solely through descriptive language rather than scientific language; there are no facts or statistics regarding the eruption - and this is the reason we can discuss this letter as a literary work rather than a non-literary text. Today, the Volcanic Explosivity Index allows us to measure accurately different elements of volcanic eruptions: how much volcanic material is ejected, the height of the material thrown into the atmosphere and how long the eruption lasts. Using this data, we can measure the relative explosiveness of volcanic eruptions. If this eruption of 79AD occurred today, it is likely it would be reported in a different way. If you scan the QR code on this page you can read a report on the Amazon rainforest fires of August 2019. Notice how in this report a range of non-literary devices are included, such as: verifiable statistics, interviews with experts in the field, maps, graphs, satellite images and so forth.
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However, in terms of describing the human impact of the Vesuvius eruption, Pliny’s letter shows us how remarkably similar we are to this ancient civilization of 2,000 years ago. For example, we recognize our similarities with this ancient civilization in the way they value family and community; how they are terrified of the same things that terrify us – the threat of death; and how some people love to sensationalize and exaggerate: ‘there were people, too, who added to the real perils by inventing fictitious dangers’! (line 15). He describes how some pray to their gods while others lose their faith – a reaction that may or may not be experienced today, depending on whether an individual has a religious faith. This all gives us a sense of connectivity as we can relate to how people of the ancient past are not so different to ourselves today.


Thus, by reading a first-hand text from a different time and place, we are able to understand some of the ways civilization has changed and some of the ways we have remained the same. As well as giving us an insight into a past civilization, it also gives us a better understanding of ourselves – the ways in which we are connected to the past and the ways in which we are different.
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Pliny the Younger


Gaius Plinius Caecilius Secundus, better known as Pliny the Younger, was a lawyer, politician and magistrate of Ancient Rome as well as an author. He was raised and educated by Pliny the Elder, a well-known author, philosopher, naval and army commander, who died trying to rescue people during the eruption of Vesuvius. Pliny the Younger wrote about this incident in a letter to his friend, the historian, Tacitus. He wrote hundreds of letters, including many to dignitaries. He published volumes of his letters, considered to be litterae curiosius scriptae (letters written with special care), during his lifetime. Popular themes of his letters include: social, literary, political and domestic current affairs relating to the Roman Empire.
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How has Pliny given us an insight into this past world?


In terms of the language Pliny uses, rather than simply informing his friend about the volcanic eruption with neutral language and statistical facts, Pliny uses a range of literary devices to describe the eruption and encourage an emotional response. He uses the simile ‘spreading over the earth like a flood’ (line 7) to describe the cloud of ashes that is covering the town. This simile is appropriate because it is comparing one natural disaster with another natural disaster, and highlights how vulnerable the people are who are experiencing the eruption. Floods are generally more common than volcanic eruptions, so this simile helps Pliny’s reader(s) in the past and now understand the chaos and fear that the eruption would have brought with it. Pliny also uses tripling to highlight how the eruption causes panic and terror throughout the whole community: ‘You could hear the shrieks of women, the wailing of infants, and the shouting of men’ (line 11). Pliny uses onomatopoeia here to echo the sounds and mimic the audible fear of the people which also helps transport us to a time and place 2,000 years ago and appreciate more fully the emotions experienced by these people. The hyperbole, ‘the universe was plunged into eternal darkness for evermore’ (line 15), accentuates the fear and vulnerability of the people, and the belief that the end of the world had come. This image has withstood the test of time – the fear that our world is being destroyed is a fear many people have today and has been used by environmental groups to persuade us to be more ‘green’ in our daily lives.
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EE Links: English A – Literature category 2


An English A: Literature category 2 extended essay is a comparative study of two works. One work must be a work in translation and one must originally be written in the language studied (for English A students that means English). Pliny wrote many letters about life in Ancient Rome and as you can see from the extract we have just studied, his writing was descriptive and literary. You would need to explore a body of work by Pliny (10–15 letters) and comment on a number of his letters in your extended essay. There are many literary epistolary novels (novels written as a series of letters or other documents) that you could compare with Pliny’s letters. Three famous epistolary novels include: Bram Stoker’s Dracula (1897), Alice Walker’s Pulitzer Prize-winning novel, The Color Purple (1982) and Aravind Adiga’s Booker Prize-winning novel, The White Tiger (2008). However, there are many more. You could base a category 2 extended essay on a comparison of Pliny’s letters (prose non-fiction) with an epistolary novel (prose fiction). Possible research questions could be:





•  To what extent does the letter-writer’s purpose affect the tone and style of the letters?




•  How and why does the reader respond to the letter-writer in a particular way?




•  To what extent does the context within which the letters are written affect the content, diction and style used?






Remember that this is a comparative extended essay, so you would need to make links – similarities and differences – between the two works. Remember, also, that one of the works chosen for study must be a text in translation.
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To appreciate the aesthetics of a text for pleasure and enjoyment


Although we read language and literature to gain insights into the self, into other people’s perspectives and into different times, we should never forget that texts are an artform and writers of texts use their imagination and creativity in their construction of a text. The following extract is from Arundhati Roy’s Booker Prize-winning fictional novel, The God of Small Things (1997). This extract takes place when Rahel, one of the protagonists of the novel, enters a disused temple in her hometown of Ayemenem in Kerala, India, and watches a group of kathakali dancers perform shortly after they have performed to tourists. The excerpt clearly demonstrates one of the reasons why we read – to enjoy and be inspired by the beauty of art in all its forms. Read the following extract from Roy’s novel and then read the commentary that follows:
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Rahel, breathless, holding a coconut, stepped into the temple compound through the wooden doorway


in the high white boundary wall ….


It didn’t matter that the story had begun, because kathakali discovered long ago that the secret of the


Great Stories is that they have no secrets. The Great Stories are the ones you have heard and want to


  5aihear again. The ones you can enter anywhere and inhabit comfortably. They don’t deceive you with


thrills and trick endings. They don’t surprise you with the unforeseen. They are as familiar as the house


you live in. Or the smell of your lover’s skin. You know how they end, yet you listen as though you don’t.


In the way that although you know that one day you will die, you live as though you won’t. In the Great


Stories you know who lives, who dies, who finds love, who doesn’t. And yet you want to know again.


100That is their mystery and their magic.


To the Kathakali Man these stories are his children and his childhood. He has grown up within them.


They are the house he was raised in, the meadows he played in. They are his windows and his way


of seeing. So when he tells a story, he handles it as he would a child of his own. He teases it. He


punishes it. He sends it up like a bubble. He wrestles it to the ground and lets it go again. He laughs at


150it because he loves it. He can fly you across whole worlds in minutes, he can stop for hours to examine


a wilting leaf. Or play with a sleeping monkey’s tail. He can turn effortlessly from the carnage of war


into the felicity of a woman washing her hair in a mountain stream. From the crafty ebullience of a


rakshasa with a new idea into a gossipy Malayali with a scandal to spread. From the sensuousness of


a woman with a baby at her breast into the seductive mischief of Krishna’s smile. He can reveal the


200nugget of sorrow that happiness contains. The hidden fish of shame in a sea of glory.


He tells stories of the gods, but his yarn is spun from the ungodly, human heart.


The Kathakali Man is the most beautiful of men. Because his body is his soul. His only instrument. From


the age of three it has been planed and polished, pared down, harnessed wholly to the task of story-telling.


He has magic in him, this man within the painted mask and swirling skirts.


(Arundhati Roy 228–230)
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In this extract, Rahel is captivated by the Kathakali Man and the Great Stories he is relaying. The words ‘mystery’ and ‘magic’ (line 10) are used to describe these stories, suggesting they somehow transcend the ordinary and the everyday and enchant Rahel. In the same way that Rahel is enchanted and held ‘breathless’ (line 1), we too are held spellbound by the beauty of Roy’s words also as a story-teller. Rahel is appreciating the aesthetic beauty of the graceful kathakali dancer and in these descriptions we can also appreciate the beauty of Roy’s use of language. Roy, in the passage, seems to be exploring the importance of art in the world and how the creative form can uplift us and fill us with wonder. As readers, this idea is suggested predominantly in the description of the character of the Kathakali Man and the style of the writing. Stylistically, the writing is punctuated with lots of short sentences; sometimes paragraphs are only one line long and sentences often begin with conjunctions which create a sense of breathlessness and excitement as Rahel watches the kathakali perform. We as readers are directly addressed, drawn in and forced to feel part of what is being experienced. As readers, the study of Roy’s language choices and literary techniques leads us to consider the aesthetic importance of all art forms including literature.


Roy draws us into this scene by elevating the kathakali stories’ importance by giving them the proper name ‘Great Stories’ (line 4) which helps suggest they transcend time and place. She uses figurative language to encourage the reader to make a connection between the stories themselves and Rahel, the fictional listener, and us, the reader: ‘they are as familiar as the house you live in. Or the smell of your lover’s skin’ (lines 6–7). These similes and the use of the second person personal pronoun, ‘you’, suggest the stories are a part of each and every one of us and that there is a familiarity and, therefore, an intimacy that links us with the stories. This encourages us to participate in the extract and helps to make the extract all the more engaging and entertaining. The single sentence paragraph ‘That is their mystery and their magic’ (line 10) stands out just as the stories stand out. The alliteration used in this sentence compounded with the meaning of ‘mystery’ and ‘magic’ connects these stories together and suggests they are other-worldly and offer knowledge above and beyond what we can learn from mortal man. The dancers are also elevated through the use of the singular proper noun ‘Kathakali Man’ (lines 11 and 22). This suggests there is something omnipotent about the dancers – almost as though they transcend time and place and have come to share the secrets of the universe with us. The significance of the stories to Kathakali Man is highlighted through the metaphor of them being ‘his children and his childhood’ (line 11). They have been a part of him since the beginning (‘childhood’) and will continue to be a part of his future (‘his children’). The repeated use of simple sentences using a wide range of verbs suggest the simplicity yet the multi-faceted nature of both the story and the dancer: ‘He teases it. He punishes it. He sends it up like a bubble. He wrestles it to the ground … He laughs at it …’ (lines 13–14). This suggests that the stories are all-things and encompass every emotion man has. There are epic images combined with domestic images, ‘the carnage of war into the felicity of a woman washing her hair in a mountain stream’ (lines 16–17) which also suggest how these stories encompass all aspects of human life. The skill of Kathakali Man is also highlighted through the listing of verbs in the past tense, suggesting how this is very much a learned skill and accentuates the craftsmanship acquired through so many years of honing their skill: ‘From the age of three it has been planed and polished, pared down, harnessed wholly to the task of storytelling’ (line 23). Thus, Roy uses a wide range of literary devices to describe the kathakali dances and dancers in order to entertain us. She moves away from the purely informative to capture the essence of this artform and in this way encourages us to appreciate her aesthetic. Just as the dancers entertain Rahel and just as they bring the ‘Great Stories’ alive for her, Roy also entertains us and brings her fictional story alive for us, the readers. In this way she is imitating the dancers’ skill through her own skill as a writer. Reading literature of this calibre fills us with joy and admiration. It is an enjoyable and pleasurable experience to appreciate the text’s aesthetic and the beauty of this literary artwork.
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Arundhati Roy
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Arundhati Roy, born in 1961 in Shillong, India, has written two novels, The God of Small Things (1997, winner of the Booker Prize for Fiction) and The Ministry of Utmost Happiness (2017). She is also a political and social activist who has spoken and written extensively on human rights and environmental issues. Many of her political and environmental beliefs are embedded within her fiction writing as well as within her non-fiction writing.
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Why would a reader study this text?


Studying literary works such as this prose fiction work not only gives us an insight into a culture and way of life with which we may be unfamiliar, but it also opens our eyes to the significance of story-telling and the universal and shared truths embedded within them. The content of the extract is about the power of storytelling – the ‘Great Stories’ – but Roy’s writing itself is also evidence of the power of storytelling. As readers we are in awe of Roy’s skill as a storyteller and are seduced by her ability to entertain us and transport us inside this fictional temple next to a fictional character called Rahel watching a fictional performance of kathakali dancers. This, then, is a very important reason why we study language and literature.




[image: ]


CHECK FOR UNDERSTANDING


Think of two or three literary works and two or three non-literary texts you have read. In which of these four ‘why do we read language and literature’ categories would you place them and why?
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You should feel you have a better understanding now of the many reasons why we study language and literature. Some of the ideas explored here will be developed throughout the book and in your language and literature classes. The final part of this chapter focuses on the craft of the writer as we start thinking about how we study language and literature.


How do we study language and literature?


We study language and literature by paying close attention to the details of the texts being read and exploring why writers have made the linguistic, literary, structural and stylistic choices they have made. Each of these choices has an effect on the reader and how the text’s meaning is conveyed.


During the course you will be studying a balance of literary works and non-literary texts. You will very quickly realize that there are some fundamental differences between the two. Literary works are of course literary, which means writers employ literary features to shape the text’s meaning and entertain the reader. Non-literary texts, however, whilst attempting to engage the reader (otherwise you would not read them!) are generally written for a specific purpose (to inform, to persuade, to advise, to argue, etc.) and a specific audience. They use a different set of devices in order to achieve their purpose and appeal to their intended audience. In this part of the chapter, we are going to focus on two step-by-step reading strategies that you can use in your close reading skills. The first reading strategy can be applied when you are studying literary works and the second reading strategy can be applied when you are studying non-literary texts. There are overlaps, of course, but these two reading strategies should at least give you an overview of what to look for in your study of literary works and non-literary texts.


How do we study literary works?


There are three simple steps you can take to study a literary work. If you apply these in your studies, you should have a good understanding of what the author is trying to achieve and be able to put together a well-structured essay.


Step 1: Form and structure


Every literary work has a form. The IB identifies four literary forms: poetry, drama, prose fiction and prose non-fiction. As discussed in the Introduction, each literary form has its own genres. Here are just a few examples of the different genres each literary form can take:





•  poetry – epic or lyric



•  drama – comedy or tragedy



•  prose fiction – novel; novella (or short story); science fiction; gothic fiction; romance



•  prose non-fiction – autobiography, biography or memoir.





The writer of a literary work has consciously decided to use a particular form for his or her writing and it is a good idea to identify what the form is and, ideally, what the genre is within the form. Once you have identified the form and genre you need to decide why the writer chose to use it for the text under study. Once you have identified and discussed the work’s form/genre, you could then move on to the title of the work – is there any significance behind the title, does it give you clues about what the text may be about or does it guide your reading in some way which is either confirmed or denied as you progress through the text?


The structure of the text is really about how it has been put together. What order do events occur? Where do you start and where do you finish? Has your understanding of a character or an idea changed at all from the beginning to the end? Are there any shifts in time, perspective, mood or place that affect how you respond to a character or idea? Has a chronological or a non-linear structure been used and what is its effect on the reader? You could also comment on the kind of sentence construction and register the writer has used and what is the intended effect on the reader. Many of these ideas are explored in detail in Chapter 1.5 but for now it is important to be aware that the decisions a writer has made regarding the text’s structure is something you should be considering and thinking about.


Step 2: Language, Images and Features (LIF)


Now we can focus in more detail on the writer’s craft. LIF is a useful acronym when you are trying to remember what devices to focus on.
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It is important, however, that you are not simply ‘device spotting’ but you are able to identify that a writer has used a particular type of language, image or literary feature in order to achieve a particular effect. Identifying the device is usually the easy part; explaining or analysing the effect of the device used is the more impressive skill and something you will be focusing on during this course.


Step 3: Reader response to ideas and message (RIM)


This is the final step that you should be able to comment on once you have understood the text’s form, structure and LIFs. Once you have unpicked how the writer has put his or her text together, you should then have some idea about what the main ideas are within the text and what the text’s underlying message is. Although your interpretation may differ from your neighbour’s, as long as you are able to illustrate your ideas through the close analysis you did in steps 1 and 2 you should be okay. Remember that even if you understand a text’s underlying ideas or message on first reading, you are unlikely to score highly in your assessments if you do not illustrate your ideas with evidence from the text – so doing steps 1 and 2 should give you lots of evidence to draw on when you comment on the text’s underlying ideas and message.
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CHECK FOR UNDERSTANDING


To prepare you for writing about step 2, specifically the other literary features of literature, consider the following questions:





•  What is the difference between figurative and phonological features?



•  Name at least three examples of figurative features and three examples of phonological features.



•  What are three examples of humour used in literary works?





Once you feel comfortable with the terminology discussed in the 3-step literary reading strategy on the page above and at identifying literary devices, you can work on your analysis.
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Putting it into practice


Let’s try out this three-step reading strategy on an extract from Charles Dickens’ prose fiction novella, A Christmas Carol (1843). Read the following extract from Stave 1 (Dickens replaces ‘chapters’ with ‘staves’) where Dickens describes one of his most famous characters, Ebenezer Scrooge. Read the following extract and then follow each step carefully:
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CHARLES DICKENS


Charles John Huffam Dickens, (1812–1870), was an English writer and social commentator who used satire and caricature to criticize the class divisions and wealth disparity in Victorian England. He experienced hardship when he was growing up when his father was imprisoned in a debtors’ prison and he had to leave school at a young age to work in a factory. Despite his lack of a formal education, he wrote fifteen novels, including The Pickwick Papers, Oliver Twist, Great Expectations and David Copperfield and many novellas, including A Christmas Carol, short stories and non-fiction articles. He became an international literary celebrity in his lifetime and travelled around the UK and the US performing readings of his novels. He created some of the most memorable characters in English literature including Oliver Twist, the Artful Dodger, Ebenezer Scrooge and Tiny Tim. Some of his characters are so well known that they have become part of English culture (for example, ‘scrooge’ is used to describe a miserly person).
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Oh! But he was a tight-fisted hand at the grindstone,


Scrooge! a squeezing, wrenching, grasping, scraping,


clutching, covetous old sinner! Hard and sharp as flint, from


which no steel had ever struck out generous fire; secret,


  5aiand self-contained, and solitary as an oyster. The cold within


him froze his old features, nipped his pointed nose, shriveled


his cheek, stiffened his gait; made his eyes red, his thin lips


blue; and spoke out shrewdly in his grating voice. A frosty


rime was on his head, and on his eyebrows, and his wiry


100chin. He carried his own low temperature always about with


him; he iced his coffee in the dog-days; and didn’t thaw it


one degree at Christmas …


Nobody ever stopped him in the street to say, with


gladsome looks, ‘My dear Scrooge, how are you? when will


150you come to see me?’ No beggars implored him to bestow


a trifle, no children asked him what it was o’clock, no man


or woman ever once in all his life inquired the way to such


and such a place, of Scrooge. Even the blindmen’s dogs


appeared to know him; and when they saw him coming on,


200would tug their owners into doorways and up courts; and


then would wag their tails as though they said, ‘no eye at all


is better than an evil eye, dark master!’


(Charles Dickens)
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Let’s use our step-by-step approach to focus our close reading on this extract.


Step 1: Form and structure


This is an extract from a prose fiction novella – a long, short story or a short novel. Why did he use the form of a novella to structure this work? Although we may need to know more about the context of the work to answer this question effectively, we may feel that using the form of a novella suggests that the time period the story takes place over is short, or the pace with which the story is told is fast, or the message is a simple one which readers are expected to understand quickly. It is also interesting that staves are used rather than chapters. A stave is a musical term and seems to link in with the title of the novella, A Christmas Carol. This would appear to suggest that this story takes place during the Christmas period or perhaps the theme or message of the book is linked to ideas connected to Christmas in some way. The importance of context in informing our understanding of texts is explored in Section 2 Time and space.


The extract is structured in two paragraphs. The first paragraph focuses on Scrooge himself and the second paragraph focuses on other people’s reactions to him. It is written in the third person and the narrator is omniscient. The sentences are long and very descriptive; numerous exclamatives are used that suggest this may be a caricature of the main character.


Step 2: LIF


A good way to identify the LIFs initially is to highlight them in the extract being studied and add annotations that explain their effect. Let’s do this for paragraph 1:
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When you have highlighted and annotated your LIFs, you can attempt to write a commentary on the craft of the writer. Remember, it is not good enough simply to identify each device; you need to explain what the effect is on the reader and why the writer chose to use it. Here is a list of words you could include in your commentary that ensure you are explaining the effect of devices rather than simply device-spotting:





•  accentuates



•  demonstrates



•  emphasizes



•  implies



•  shows



•  suggests



•  highlights



•  symbolizes.





Let’s see what a commentary may look like on paragraph 1 once we have highlighted the key devices and made some annotations. Notice how some of the words in the table above have been embedded throughout the commentary to ensure this is analytical rather than a simple device-spotting exercise:
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The passage opens with a visual image of a closed fist in the ‘tight-fisted hand’ description. This suggests Scrooge is mean and lacks generosity. Dickens has used synecdoche here which reduces Scrooge to a hand and this helps to dehumanise him and encourage the reader to be repelled by him. The use of listing in the verbs, ‘squeezing, wrenching, grasping, scraping, clutching’ which immediately follows this visual image accentuates how Scrooge refuses to give away anything and keeps everything to himself. Each of the verbs also contains plosive sounds that heighten the sense of Scrooge’s meanness and what a cold-hearted individual he is. The simile ‘hard and sharp as flint’ compares Scrooge to an inanimate mineral and the adjectives suggest further how unbending and inflexible he is. This comparison also dehumanises Scrooge and suggests he lacks compassion. Dickens uses auditory imagery to imply Scrooge is sly – the sibilance in the phrase ‘secret and self-contained’ heighten the sense that Scrooge is unpleasant precisely because he refuses to be sociable and chooses his own company over others. The simile ‘solitary as an oyster’ describes how even though Scrooge may have some goodness (pearl) inside him, it is clamped shut at the moment. Oysters have hard exteriors and this suggests that Scrooge, too, is callous and lacks compassion. It is also another image that is used to dehumanise Scrooge and it is quite unflattering to be compared to a shellfish! Dickens finishes this extract by using pathetic fallacy to describe Scrooge. He uses ‘the cold’ to symbolize Scrooge’s cold attitude and lack of warmth or generosity to others and this is continued with the repetition of verbs connected to cold weather, ‘froze … nipped … shrivelled … stiffened’. All of these verbs suggest a lack of life or growth which implies that Scrooge, also, is dead inside. The final image uses contrast to emphasize how Scrooge’s meanness is year-long – even in the ‘dog-days’ (summer) his office is ‘iced’ and this implies that rather than it being the weather that brings icy conditions, it is actually Scrooge himself who brings coldness everywhere he goes.
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Step 3: Reader response to ideas and message (RIM) in first paragraph


Now you have identified a range of LIFs and understood the effect of them, you should be ready to interpret the extract’s main ideas and the writer’s underlying message. Your short commentary may look something like this:
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Dickens makes it quite clear how Scrooge has turned his back on his fellow man and has lost his own humanity as a consequence. Dickens compares him to ‘flint’, an inanimate metal, and ‘an oyster’, a shellfish with a hard and calloused exterior. He may, like an oyster, have a pearl – something beautiful and pure – hidden inside him but in this extract from Stave 1, it is well and truly buried beneath an impenetrable exterior. It is an unflattering picture of Scrooge and Dickens’ underlying message seems to be that this is not a lifestyle we should aspire to. He seems to be condemning Scrooge for choosing such a selfish and solitary lifestyle through the negative language and images he uses to describe him.
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ACTIVITY 3


Now you have a go! Attempt steps 2 and 3 (step 1 has already been done) on the second paragraph of this extract.


Step 2: highlight any LIFs and annotate the extract. Then write an extended commentary on the devices you have highlighted and annotated, embedding a range of words from the table above to ensure your commentary is analytical.


Step 3: write a short commentary showing your understanding of the extract’s main ideas and underlying message. Because we have already analysed the first paragraph of the extract, you can refer to both paragraphs in your commentary.


When you have completed this activity, compare your responses to those at the back of the book.
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GLOBAL ISSUES Field of inquiry: Politics, Power and Justice


UNEQUAL DISTRIBUTION OF WEALTH


In A Christmas Carol – and, in fact, in most of Dickens’ fiction – he examines the global issue of the unequal distribution of wealth between the rich and the poor. Today, there is also a huge disparity in the way wealth and resources are distributed around the world and many would argue this is an injustice. You may be aware of this issue in your own local environment, too. For your individual oral, you need to compare a literary work with a non-literary text – A Christmas Carol is a literary work (prose fiction) and in Chapter 1.2, we will be exploring this global issue through another literary work (prose non-fiction), George Orwell’s memoir, Down and Out in Paris and London. If you are interested in exploring this global issue of unequal distribution of wealth, related to the field of inquiry of politics, power and justice, you would also need to discuss it with a non-literary text.


SOCIAL RESPONSIBILITY


Another global issue explored in A Christmas Carol that relates to the politics, power and justice field of inquiry is social responsibility. In most of Dickens’ novels, he condemns the lack of social responsibility shown to the working class in England during the nineteenth century. He is known as a social commentator and the moral that Scrooge learns in A Christmas Carol is that mankind as a whole has a social responsibility towards one another, rather than thinking it is someone else’s responsibility.


As you read a range of literary works and non-literary texts in class, you may like to explore in more detail one of these global issues related to this field of inquiry.
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Now that we have applied steps 1–3 to a literary work that is purely language based, let us explore one of the most well-known graphic novels of the twentieth century, Maus, and examine how we can apply these steps to a literary work that uses both visual images and language to communicate meaning.


Read the following key features box. Although some of the key features are similar to satirical cartoons, there are some differences, too.
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KEY FEATURES COMIC BOOKS AND GRAPHIC NOVELS





•  Considered literary works, even if autobiographical or biographical in nature.



•  Written text, including use of captions, word balloons and display lettering.



•  The inter-relationship between the visual image and the written text.



•  Visual images, including use of colour, shading and shape.



•  Spatial mechanics (how space is used within each panel).



•  Temporal mechanics (how time is stopped, slowed down or speeded up).



•  Use of gutters (the white space between the panels).



•  Use of panels – the impact of their order, shape and size.
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Maus by Art Spiegelman is a graphic novel that is based on interviews Spiegelman had with his father about his real-life experiences as a Polish Jew and a Holocaust survivor during the Second World War. It is biographical in nature and is, therefore, a prose non-fiction literary work.


Scan the QR code for some panels from Maus. Notice how Spiegelman uses graphic novel conventions (the written word and illustrations) to merge factual information with symbolism in these panels. Some of the features we will be discussing below can be seen very clearly in these panels.


This is a seminal graphic novel and we would recommend you borrow or buy a copy of it.
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Art Spiegelman


Itzhak Avraham ben Zeev, known as Art Spiegelman, is an American illustrator, best known for his graphic novel, Maus. Maus is based on the conversations he had with his father, a Polish Jew and a Holocaust survivor, and it took him 13 years to write. It won a special Pulitzer Prize in 1992 and is credited with raising the profile of comics and graphic novels. He is an advocate for greater comic literacy and has also been a co-editor of comics magazines, a contributing artist for The New Yorker and a teacher at the School of Visual Arts in New York City.


[image: ]





Let us apply the step-by-step literary reading strategy to show our close reading skills of this work.


Step 1: Form and structure


Spiegelman uses the form of the graphic novel and uses written text and visual images to merge factual information with symbolism to tell his father’s story. The panels conform to the graphic novel conventions of including both visual images (black and white illustrations) and written text (word balloons and display lettering) to tell the story. Spiegelman uses a non-linear structure which switches back and forth between the narrative present (1970s–1980s, New York City), the narrative long ago past (1900s–1940s, Central Europe) and the narrative recent past (1944–1945, Auschwitz) and the narrative persona/voice switches between two first person narrative voices: Art and Vladek, his father. This has the effect of showing how the past and present are interconnected whilst also suggesting that some memories are so painful that they cannot be revealed all in one sitting.



Step 2: LIF



(Based on page 34 from The Complete Maus (Book I: Maus: A Survivor’s Tale, Chapter Two, ‘The Honeymoon’.)


Highlighting and annotation


If you have access to this graphic novel, you could make a copy of a page, stick it on a sheet of A3 paper and highlight and annotate the LIFs. To study the language, you should focus on the written text in the word balloons and on the display lettering. To study the imagery, focus on the visual imagery (the illustrations); and in terms of the features, focus on the key features of comic books and graphic novels that are included in each panel.


Here is a commentary on page 34 of The Complete Maus:
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In the top panel, the caption states the narrator is on a train travelling to a ‘sanitarium … inside Czechoslovakia’. One of the panels also states ‘It was the beginning of 1938 – before the war’. This is, therefore, a retrospective memory of a past event and mentioning it was ‘before the war’ foreshadows events to come and creates an ominous tone. On the journey, the narrator sees a Nazi flag flying in the centre of one of the small towns the train passes through. The captions in these panels make explicit mention of this: ‘hanging high in the center of town, it was a Nazi flag’ and ‘Here was the first time I saw, with my own eyes, the swastika.’ Because it is explicitly stated that this is a retrospective memory, we understand the ominous meaning behind seeing a Nazi flag/the swastika hanging in the center of a European town in 1938. The words in the captions are also in the first person and in broken English – ‘I remember when we were almost arrived …’ – that attempt to imitate closely the narrator’s speech as he is retelling the story to us. This allows us to ‘hear’ the narrator’s distinct idiolect and makes the story more authentic and personal. Through the language, readers feel many, if not all, of the details are factual – making this a non-fiction text.


However, Spiegelman uses typical graphic novel conventions that make the text literary and symbolic as well as factual which make it a literary work – prose non-fiction.


As you can see in the panels in the QR codes, Spiegelman uses anthropomorphism by depicting the Jews as mice. Mice are small mammals that have large litters of newborns up to three times a year and are a common prey for cats. By depicting the Jews as mice, Spiegelman seems to be suggesting their vulnerability and powerlessness during this time period and also referring to the large numbers of Jewish people who were killed during the Holocaust – alluded to in the ‘before the war’ caption. All the images are in black and white which perhaps suggests the lack of choices these Jews-as-mice have, even though in 1938 they are still ‘free’ to travel to Czechoslovakia. This stark colour scheme also tinges the panels with a bleakness and almost pits good (Jews-as-mice) against bad (Nazi swastika).


Other graphic novel features that Spiegelman uses for symbolic effect include the lack of lines that border the first panel illustrating the train travelling to another country which perhaps allude to the fact that at the beginning of 1938, Jews were still free to travel. The panels which illustrate the Jews-as-mice seeing the Nazi flag for the first time are bordered by a thick black line which perhaps foreshadows the lack of freedom they are soon going to experience – accentuated all the more as the Jews-as-mice are on a train, the mode of transport used to transport millions of Jews to concentration camps during the Second World War.
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Although some of these comments are based on contextual knowledge about the Second World War, the fact that the date ‘1938’ and the phrase ‘before the war’ are both explicitly stated in one of the captions anchors the panels in a certain time period. This means that even with an immanent reading, we can refer to this historical context.



Step 3: Reader response to ideas and message



The ideas in these panels relate to the Holocaust – despite these panels occurring in 1938 in Europe, most readers will be aware that in less than a year the Nazis will have invaded many European countries, including Czechoslovakia and its bordering countries, and the Jewish community will suffer persecutions throughout Europe.


Even if we just focus on the panels themselves, rather than bringing any external knowledge and influence to them (we are, remember, taking an immanent approach in this section), the visual image of the Nazi flag in one of the panels and the Jews-as-mice on a train in every panel on this page foreshadow their fate. The message of the panels is, perhaps, how vulnerable and intimidated the Jewish community were at this time and how there was very little they could have done to prevent the impending invasion and subsequent persecution.
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CONCEPT CONNECTION


REPRESENTATION


This concept explores the way language and literature relates to reality. Some argue that texts should represent reality as accurately as possible, while others argue that art should have the freedom to represent reality in a more symbolic and creative way. Maus is an interesting text through which to explore this concept. Although Maus is biographical, based on the writer’s father’s personal experiences of being a Polish Jew during the 1930s and 1940s, these panels are focused on the ethno-religious group of Jews rather than on any one individual. Moreover, rather than depicting his father and the other characters in the graphic novel as recognizable people, Spiegelman uses the device of anthropomorphism, to depict different groups of people. Spiegelman represents his father and his Jewish companions with the same identity through illustrating them as mice. Using white mice to represent the Jewish population to a certain degree strips individuals of personal identity and rather accentuates their collective identity, specifically an identity associated with innocence and powerlessness, qualities associated with the Jewish community during their persecution by the Nazis during the 1930s and 1940s in Europe. Spiegelman draws the mice with rounded and delicate features to highlight further their vulnerability which helps create a sense of pathos for the group as a whole, rather than focusing on one individual.


The panel which depicts the Nazi flag uses spatial mechanics to represent the power of the Nazis versus the lack of power of the Jews. There are five mice in the foreground and one Nazi flag in the background. However, the mice are shaded and have their backs turned to the reader which perhaps alludes to their uncertain future while the Nazi flag takes central position, suggesting its importance and significance. The fact that a non-living object takes central position rather than a living being also suggests how this ethno-religious group will be persecuted in the near future throughout Europe. In these panels, Spiegelman is using symbolic illustrations – mice and a flag – to represent historical reality.


The words in the final caption are also used to represent the contrast in power between the Jews and the Nazis. The symbol on the flag is given a name, ‘the swastika’, which gives it a particular identity. The individual Jews, however, are not named in these panels – they are almost interchangeable in the way they have been illustrated and in the way they are referred to as ‘everybody’ and ‘every Jew’. This suggests that, for their persecutors, their identity comes through their Jewishness rather than their individuality. This perhaps alludes to the millions of Jews who were killed during the Holocaust and how rather than individuals being persecuted during this time period, it was the Jewish population as a whole that was persecuted.


Spiegelman, therefore, represents historical reality through symbolic visual and linguistic features. This is an interesting concept you could perhaps explore in the literary works you study in class.
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