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Foreword

The Minister for Education and Science has asked the National Council for Curriculum
and Assessment (NCCA) to revise the subject syllabuses for the Leaving Certificate
programme inthe context of the national programme of curriculum reform currently in
progress. This process of revision ishbeing implemented on aphased basis.

These Teacher Guidelines have been developed in association with the revised Leaving
Certificate English syllabus, through the NCCA course committee, as an aidto teachers in
the implementation of the new course. The Guidelines are intended as both a permanent
resource forteachers and a resource for use inthein-career development programme for
teachers, sponsored by the Department of Education and Science.

These Guidelines are not prescriptive. They provide suggestions for teachers in relation
to teaching practice. Particular attention is paidto aspects of the new syllabus which may
not be familiar to teachers, in terms of content or methodology.

The Guidelines are published jointly by the National Council for Curriculum and
Assessment (NCCA) and the Department of Education and Science.
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Preface

The new syllabus in English aims to build on the best practice of the past in seeking to
develop students' competence in language and their appreciation of literature. However,
this syllabus attempts to re-orientate English by emphasising certain areas of study.

These are;

In Language

1 Accuracy and appropriateness in language use both oral and written.

2 Thinking sills. analysis, inference, reasoning, synthesis and evaluation.

3 Advanced reading and writing skills. composing in and interpreting a range of
genres.

InLiterature

1. The comparative study of literary texts.

2. Reading unseen verse.

3. Approaches to film.

While some of these areas, eg., thinking sills and general linguisic accuracy, have
always had arole, they now have aprofile which should meke for sgnificant changesto
the subject inthe classroom and the manner in which it will be examined. Other aress,

particularly  inthe literary domain, are new and bring perspectives which add further to
the innovative stance of this syllabus.

The Teacher Guidelines will deal with these areas of emphasis and innovation by
outlining methodological approachesand indicating how they will be examined.
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| ntroduction

These guidelines assume a basic level of literacy in students entering the mainstream
Ordinary and Higher Level Leaving Cetificate Programmes. Most students will have had
about fourteen years of mother-tongue education and it isnot unreasonable to expect a
certain competency at this stage. Consequently the guidelines focus on developing the
advanced reading and writing skillsthat students need for entering adult life The Leaving
Certificate English Syllabus groups these skills under five categories of language use: the
informetive, the argumentaive, the persuasive, the narative and the aesthetic. These
guidelines suggest approaches to developing students skills in comprehending and
composing, inall of these areas.

The approach adopted throughout isto suggest appropriate classroom methodol ogiesfor
teaching these language skills. Each of thelanguage categories is given specific treatment
through the andysis and discussion of representative texts. Classsoom approaches to
developing reading and writing skills based on modelling techniques and a variety of
learning activities are exemplified. The texts used come from a range of sources and
touch on real issues inourworld. Inthisway these guidelines attempt to rescue student
language development from the atificid world of 'school literacy' (reading and writing
on irrdevant subjects and decontextualised exercises on skills) and to embed it in the
various literacy demands of everyday life

In a culture that emphasises visual and oral texts and reduces and abbreviates written
texts, it isno mean challengeto develop advanced reading and writing skills in students.
Many read little, write lessand consequently have lost respect for language and the way
they use it. If thisis to be changed and advanced competencies and understandings
nurtured, then the students must experience the sgnificance and power of language in
their own personal and socia contexts.

Literacy development equated with the teaching of minimdis, functiondist skills will not
achieve such an ambitious aim. These kills must be seen as elementsfor study within an
integrated approach which beginswith an encounter with real texts dealing with significant
issues. To be successful, literacy development must be contextualised within meaningful
experiences of language. These guidelines are basedon precisely such an approach.

The Language Resource Materids which accompany these guidelines will further devel op
and supplement the drategies suggested here to ensure that all aspects of literacy
development are covered.
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1 RATIONALE OF SYLLABUS

The revised syllabus is based on five fundamental ideas about language and language
development. These will be briefly outlined here.

1 Language, identity and power

Language isthe chief means by which w e meke sense of our experience. Language gives
us a sense of personal and cultural identity, enables us to relate to each other and
empowers us in multitudinous ways, from engaging in gossip torejoicing in poetry. If w e
lack expertise in language w e become vulnerable to the power of those who are
proficient in language. Language gives power in more ways than one; it can liberate but
it can also imprison.

2 Language, meaningand values

Language is neither a transparent medium nor a neutral instrument of communication.
Language in use isvalue laden; it carries within its structures and choice of words an
implicit statement of thewriter's or speaker's social and moral outlook. However, meaning
in 'language in use' isnot fixed but is always an areaof interpretation depending onthe
context and point of view of the specific users. Think about the contrasting range and
nuances of meaning which theterm 'lrish’ carrieswhen used by such different individuals
asan Irish-American, an Ulster Unionist, or aperson fromthe Gaeltacht.

3 Language as shape

Language does not reflect reality like a mirror; language creates its own view of reality.
Language is dynamic and depending on a variety of factors puts specific shapes on
reality. These language shapes can be called genres.

The roleof English isto develop students' ability to comprehend these genres in all their
diversity, to understand and appreciate how they work and so come eventually to
compose in them. In that way the students themselves will be interpreting, making
meanings and learning to communicate effectively.

4 Critical literacy

The revised syllabus seeks to develop a critical literacy in students. This is a stance
relative to texts, no matter what their source or pedigree, which is directed towards
guestioning texts, challenging their authority and problematising their apparent and
accepted statements. In this way it is hoped that an authentic dialogue can take place
between students and texts which will generate significant personal meanings and enrich
the students' lives. Critical literacy encourages students to see texts not as statements of
closure or as answers but as opportunities for dialogue and speculation.

5 Language awareness

To use language most effectively students need to develop an understanding of how
language actualy worksto create meanings, they should be able to reflect on their own
language use and that of others. Therefore students must have alanguagethat talksabout
language, a metaganguage; lacking this, students remain embedded inwords and instead
of controlling words the words are controlling them.



Section One
FOUNDATIONS

‘The limits of my language are the limits of my world.'
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2 GENERAL APPROACH

|  Comprehending and composing
The study of English as outlined by the syllabus consists in developing students
understanding and skill in these two broad domains of activity.

Comprehending

This term is inclusive of arange of receptive skills. It denotesthe ability to:

. Read, listen and view as appropriate

. Understand texts at literal and inferential levels
. Interpret and evaluate texts

. Question texts

. Understand how texts work

. Identify their genre.

Composng
Thisterm is inclusive of a range of expressive/communicative skills. It denotes the ability to:

Speak, write and shape texts as appropriate, e.g. explore experiences in arange
of genres, give expressive shapeto personal viewpoints

Imitate models appropriately and creatively

Shape texts in various genres

Research and prepare relevant materials

Develop a process approach to composing texts within the various genres. This
would mean developing strategies in the areas of prewriting, drafting,

redrafting, editing and proof-reading.

FOCUSNOTE: c c Making it real will make it happen ’ ,

In developing these skills students must encounter as far as is possible materials and
subjects which interest them and give a sense of the real world. Growth in expertise in
the use and understanding of language is only achieved when the students feel they are
engaging in real acts of comprehension and composition and not simply 'practising’ or
participating in'dummyruns of language use. Making it real is one of the most difficult
challenges an English teacher faces.

Il General approaches and methodologies for developing language
skills

Basic steps recommended:

Prereading

Create context and then present text(s) in specific genre.
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In choosing texts to suit a class teachers should ask two questions:

«  Will the content or viewpoint of this text interest the class?

. What comprehension and composition skills can be taught through the encounter
with this text?

This means that before any texts are introduced there will be a preparatory session
focused on the general topic of the texts. Students should be encouraged to air their
views, speculate, question and raise issues and problems. The texts are then introduced
as contributions to this class discussion.

Reading

Discuss and analyse as is appropriateto the class. It isimportant that teachers explicitly
teach the comprehending skillsitemised inthe syllabus. Students need to be shown how
toread textsfor a variety of purposes. While context and content have been stressed the
teaching must emphasise ultimately the process of interpreting and making meaning.
Students need to be introduced to a variety of ‘'text attack skills which develop their
ability to read in an advanced manner. See Resource Materials, Section A.1for further
commentary on reading skills.

Re-reading

The art of reading is in rereading. Students should be given some assignments which
demand a close rereading of the text for a variety of purposes. Such purposes could be
related to interpretations or details in the text or might arise from the contexts of either

critical literacy or language awareness. The vital consideration isthat the students feel that
the rereading has a real purpose.

Post reading.., preparation for writing

Use chosen text(s) or aspect of text(s) as stimulus and model for the students' own
composition  assignment. Outline model clearly; indicate characteristic aspects of
language use and structure within the model of the genre. (Teacher should present text
written by self or student to reinforce the model.)

% Composing

‘I can't write without a reader. It's precisely like a kiss ... you can't do it alone.’
(john Cheever)

Give assignment and engage students inthe processes of

. Prewriting: brainstorming, class/group discussion, research, reflecting on the
nature of the challenge posed by the model/genre proposed.

. Drafting: writing freely to get aflow of ideasunderway; trying out paragraphs,
viewpoints, testing different angles and approaches, arranging in a preliminary
structure relating to the genre, consulting with peers and teacher.

. Redrafting: deciding on best arrangement of content and ensuring structure is
cohesive, writing in register needed, finalising paragraphs and adapting and
shaping to genre.
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Editing: Rereading to ensure that there is clarity of thought and appropriateness
of language in all aspects of the text.
Proof-reading: Rereadingto check on punctuation, spelling and grammar.

FOCUSNOTE: C CThe processor is mightier than the pen! ’ ’

Word processin~z computer programmes have enormous potential for the teaching of
composition ari they should be availed of when and if possible. The proess approach
towriting advocated here requires much rewriting which can become tedious. The word-
processor's facilities enable students to engage in redrafting, editing and proof-reading

which isw her ethe focus in composing ought to be. The final copy is a real text and gives
the student aseise of authorship and achievement.

Evaluating composition

It should be made clear to the students what criteria of evaluation will be employed in
relation to any composition they write. At all times it must be remembered that the
student is learning to write and to compose and therefore respect for the student's own
creativity should be given priority as is deemed appropriate. Whereas, for example, the
criteria might be strictly applied in the context of such genres as reports and formal
letters, more discretion woul dbe required inthe context of poetry and personal narrative.

Evaluation may not always entail giving agrade. But it does entail giving more than just
a grade in terms of commentary and response. Positive feedback inthe form of some
dialogic comment reassures the student that communication istaking place.

3 NEW PERSPECTIVES

1 Text and genre
The concepts of text and genre are fundamental to this syllabus. While these terms have
been usually associated withliterary criticism they have in contemporary language studies
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broadened their meanings. They can now be usedtorefertoany communicative product,
oral, written or visua. Letters, reports, newspaper articles, politica speeches, films,
poems, novels, etc.,, can all be described as texts and treated as exemplars of a specific
language genre or acombination of genres.

This should not be taken to mean that all texts are of equal value. An advertisement for
chocolate and a Shakespearean sonnet can both be described as texts because they are
both linguistic events or language artefacts. This does not imply that they are of equal
cultural status.

All texts are produced within certain genres. A genre can be defined as a form of
language use, a language-shape created by a specific communicative situation. Any
communicative situation is influenced by a number of factors which vary in their
operations and effects.

These factors are:

() Thespeaker/Writer ...vccceeeeeveereeenes WHO?

(if) The receiver/audience TO WHOM?

(iii) The purpose of the communication ............. WHY?

(iv) The relationship between (i) and (ii) .......... WHAT CONTEXT?

These factors will determine the following attributes of a text:

. vocabulary and register.., the kind of words used.

e syntax..,the organisation of the words within the sentences.
« style..,the overall management of the language.

e tone.., the stance and attitude of the writer/speaker.

. structure.., theinternal organisation of the text.

« format.., theexternal layoutof the text.

This can be illustrated as follows:

1The linguistic attributes of a letter are determined by whether it iseither
e a letter of condolence
e or, a letter of applicationfor ajob
e or, a letter to a personal friend.

Each of these letters can be described as a different genre largely determined by its social
context.

2 The linguistic attributes of an argumentative text will be determined in a similar way,
depending on whether it is either,
* a legal argument
* or, a scientific argument
e or, a politica argument
e or, a private argument.

Again each of these can be seen as constituting a different genre with its own necessary
conditions to be observed if communication isto be effective.
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FOCUS NOTE: ‘ ‘Genres are means not masters ’ ’

While genres are significant in shaping effective communication in society they are
neither absolute in their elements nor mutually exclusive. Language is always evolving
and genres change and develop; likewise within any one text there can be a mixture of
genres present. Furthermore creative writers in a variety of areas continually adapt,
change and develop genres in their attempts to adequately render their experiences into
words. However, for students learning to write in preparation for entering adult society
basic competence in a number of communicative genres is essential. This does not mean
a submissive encounter with a rigid linguistic formula but rather dialectical interaction
between students' experience and socially approved genre structures and forms. Genres
are best seen as forms of structural scaffolding which help the student to organise and
define but do not determine the voice, quality or content of the final text.

Exemplar activity
Identifying the genre of texts and outlining their linguistic attributes.
Read the following text:

The door of a car banged open and a man about sevenfeet high andfour feet widejumped
out of it, took one look at Agostino, then one long stride, and grabbed him by the throat
with one hand.

Howmany times have | gotta tell you cheap hoods not to hang around wherel eat? he roared.
He shook Agostino and hurled him across the sidewalk against the wall. Chick crumpled
up, coughing.

‘Next time, ' the enormous man yelled, 'l sure as hell will put the blast on you, and believe
me, boy, you'll be holding the gun when theypick you up.'

Chick shook his head and said nothing. The big man gave me a raking glance and
grinned. 7Vicenight,' he said and strolled into Victor's.

I watched Chick straighten himself out and regain some of his composure. 'Who's your
buddy?' | asked him.

'‘Big Willie Magoon," he said thickly. 'A vice squad bimbo. He thinks he's tough.’'

"You mean he isn't sure?' | asked him politely.

He looked at me emptily and walked away. Igor my car out of the lot and drove home...

Q.
Commentary

This is a dramatic narrative, full of action, surprise and threat. It has an ironic viewpoint
and humorous tone which adds further interest. It is written to entertain a general
audience and is typical of the genre of the American detective thriller.

The attributes of the language of this genre are evident throughout this extract, e.g.,

e Lively physical verbs . .. banged, jumped, grabbed, hurled, crumpled.

e Exaggerated description . .. Sevenfeet high andfour feet wide.

e« American words, idioms and slang . . . hoods, sidewalk, | sure as hell, put the blast,
buddy, bimbo, lot.

* Quick, short dialogue.

e« American names... Chick, Agostino.

»  Straightforward syntax and sentence structure.

13
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Now read the following extracts and identify the genre of each one by applying these

questions:

* Whowrotethistext..,what kind of writer.., poet, novelist, scientist, reporter, student,
etc?

e Forwhom was itwritten..,what audience was targeted?

« Why wasitwritten..,to inform, to persuade, to narrate, to instruct, to entertain, a
combination of these?

e What are the main linguistic attributes of this text? What kinds of words, register,
syntax, structure does it have?

Text A

e . . At the seaweed factory the Way turns inland and briefly follows the edge of the
limestone terrace, below which is a gully, sheltering a lush and profuse growth of
wildflowers and orchids. Soon a boreen is met that curves around to med the white sandy
beach a Port Mhuirbhigh. In the distance the stone fort of DiSh Aonghasa can be seen
rising from the clifflop on the Jar side of the island. Inis Mdr is only O.75 km (0.5m) wide
a thispoint, and itis said that during astorm in the seventeenth century the sea care
over the southern cliffs and briefly bisected the island.

Text B

When Hubert and | were children and after we grew up we lived at Temple Alice. Temple
Alice had been built by Mummys ancestor, before he inherited histitle and edates He built
the house for his bride, and he gave it he names Nouz the title extinct and the estates
entirely dissipated, Temple Alice, after several generations as a done house, cane to
Mummy  when her mother died. Papa farmed the miserably fev hundred acres that
remained of the property. Mumy loved gardening. On fine days she woud work in the
woodland garden, taking the gardener aney from his proper duties among the vegetables.
On wet days she spent hours of time in the endless, heatless tumbling doan glasshouses,
which had once sheltered peaches and nectarines and stephanotis. One vine survived-

she knew how to prune and thin itsgrapes, muscatels. Papa loved them.

(Text A: From a walks guidebook: Text B: From an autobiography)

See Language Resource
Materials, Section A.2, for
more exerciseson genre.

Thistype of reflection and analysis leadsto aricher sense of what isknow nas language
awarenesse

H Language AwarenessKnowledge about language

These terms refer to the aim of developing in students a reflective capability about their
own use of language and the language use of others. It is common for mother-tongue
users to have little awareness of how they make meaning in their own language. In
general they instinctively respond to a communicative need. This shows that they have
internalised the rules and processes of making meaning in words. These rules and

74
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processes canbe described as grammar; learning a mother-tongue involves unconsciously
internalising the grammar of a language. Developing language awareness means helping
students to become conscious of what they already know about language and then

attempting to build on that.

The raising of language awareness does not imply a study of grammar inthe traditional
prescriptive way. The traditional 'dry-as-dust' approach to grammar, the decontextualised
study of therules of syntax and punctuation, sentence construction, parsingand analysis,
has been shown to be detrimental to the development of fluency in the writing of
composition and clearly would be equally so in an oral context.

Language awareness development is predicated on the study and understanding of
language in use in real communicative or expressive contexts. These guidelines advocate
strongly a text-based approach, which foregrounds how meaning is created through
actual usage inspecific texts.

What should students know about language?

They should know:
. how language works, how words are selected and organised in patterns to meke
meaning in avariety of contexts
. how language use islargely determined by social, cultural, political values and
structures
. how to talk about language use in an appropriate terminology by developing
what iscalled a meta-language, i.e. a language to talk about language use.

In specific terms this means developing an understanding and a facility with such terms
and concepts as. context, text, genre, audience, tone, style and register. These terms and
concepts describe the situation which produced thetext, the social and cultural structures
which were operative in shaping the text. This has been described as constituting what
iscalled macro-language awareness. But since this isan awkward phrase the term context
awarenesswill be substituted for it in these guidelines

Also students need to understand and be ableto use such terms and concepts as: syntax
phrase, sentence, paragraph, thesis, tense, parts of speech (nouns, verbs, adjectives .. .),
punctuation marks (capitals, full stops, commas). This has been described as constituting
what iscalled micro-language awareness, knowing and understanding how the 'nuts and
bolts' of a specific text are actually working to create meaning. Instead of micro-language
awareness, the phrase tec awarenesswill be used here.

In attempting to develop language awareness teachers should try to abide by the basic
methodological  principle of seeing students' own texts as the most suitable and
appropriate resources on which to focus. This does not exclude using other texts but the
emphasis should be very much the other way.
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Exemplar activity

av—

Using a student's texttodeveloplanguag@wareness.

ESCAPE

There isa man morefeared than God in our world today; A
man with the intelligence of Flipper the Dolphin, Skippy the
Kangaroo and Bubbles the Chimp collectively; thegover nment
seek him out, theFBI cannot find him and the Kilally Gardai
are up for assault.

A top marksman, fluent in two and a half languages he has
{five known identities. A computer expert with aflair for the
unknown. He is regarded as an incalculable liability, a risk
to society and a dangerous enemy.

You may ask, why? What has this man done? And why can no-one find him? The
answersm yfriend are simple. No one can find him because once spotted he disappears as
fast asdog food under a rottweiller's nose. The betrayal of a trustis why he isa wanted
man. Loyalty was thrust aside when he realised blackmail was where the money was
made.

What knowledge he has annihilates civilisation. Theonly man touncover the greatest
cover-up. However, he still remains as cool as afridge and as controlled as a microwave,
the ultimate kitchen utensil.

A warrant for two million has made a tasty morsel. Thepapers call him Mr. Z, but
that's only because Mr X already exists.

Youprobablywonder how | know so much and why | am tellingyou. It is because this
man owes. H eowes m emore than he thinks. H ebelieves histrue identity is a mystery but
only | know. Ilivewith him. Sneaking and skulking about at nightdoesnotgo unnoticed.
I know everything. Why shouldn't I?

When heissittingunder the kitchen tableat six-thirty the enemypoundsdown thestairs. Itk
still dark outside and | am about to put an end to this abominable behaviour. Taking apart spy
headquarters where my sonescapestois amazing. | never knewthe limits ofa six-year-oldk mind.

The delusions of his imagination are way beyond comprehension. He has travelled
through space on an exercise bike. Did a round trip of theworld from under the sink. He
has discovered Atlantis in the bathtub and liveslife with more energythan he burns.

Yesterday King Kong paid us a visit and broke the lamp shade. Last week Godzlla
came to tea and broke a mug.

While | put him backto bedthatmorning he told me ofthegreat adventures he had had
with theFBIwhen they called atfive o'clock. My son has escaped all the troubles ofthe world
and visited thegreat monuments of life. He has never leftthegrounds of our home.

Commentary
This composition is quite typical of much writing produceda Senior Cycle level: it is
fluent and displays a certain liveliness inapproachand style. However,as there isn o
audienceor genre specified it is difficult to assessits overall quality. It initiallyappearsto
lack unity and cohesiveness (i.e. effective linkages within sentences, paragraphs and
overall text).

16
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Questions that could be asked about this text to develop context awareness.

Who is the writer? Is it the student herselfor hasshe adopted a deliberate,
authorial voice for aparticular end in mind?

What particular audienceis being addressed?

What genre is being used? Narrative or non-narrative?

What context of communication is envisaged?

There are no definiteanswers to these questions. Thisisto be expected since the student
offers no specifications of any kind. One could speculate and suggest that itis atype of
popular journalism aimed at a general audience, an attempt at ironic humour in a
magazine piece.

Having established some possible answers about this piece of writing some further work
could be done by focusing on the issue of text awareness. A specificarea ofthe text could
be selected for analysis. Here the first two 'paragraphs’ will be considered.

FOCUSNOTE: C C This is a re-reading exercise without the red pen’ ’

It isimportant that this approach isnotseenas a negative, correcting exercise. On the contrary
it ismeant to focus on what the student has created in the text by the manner in which she
has used language and it also suggests ways of making it even more effective.

There isa man morefeared than Godin our world today. A man with the intelligence of
Flipper the Dolphin, Skippy the Kangaroo and Bubbles theChimp collectively. Thegover nment
seek himout, theFBI cannot find him and the Kilally Gardai are up for assault.

A top marksman, fluent in two and a hall" languages he hasfive known identities. A
compuWr expert with affair for the unknown. Heis regarded as an incalculable liability,
a risk to society and a dangerous enemy.

Questions could focus on such topics as:

e Useof thethirdperson.., man, he him. What is the impact of this?
Makes the figure depersonalised and remote. Is this useful in the context of
the whole composition? What does itachieve..,acomic, ironic effect perhaps?
Sentence length and sentence linking..,generally short, nolinkages...
What effect is achieved? Some of the sentences are unconventional in having
no verbs . . . should this be changed? Does it give a sense of lightness and
movement which contributes to the playful quality of the writing?
Paragraph structure.., short lists of descriptive phrases.. littleinternal
cohesion. What role are these 'paragraphs playing?
Punctuation... could it be revisedto ensure more intelligibility?
Tense...use of the present tense..,what effect? Isit maintained?

These questions seek to point out what is achieved by writing the text in thisway: thus
the student is encouraged to reflect on her use of language, her selection of words and
her implicit decisions about a variety of things and whether it is worth considering
dternative approaches which might make the text more effective.

17
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What is important for students to learn in this work isthat the social context, genre and
audience largely determines what is most appropriate and effective in the areas of
register, of syntax, of sentences. In this particular example it is difficult to assess the
success of the piece sincethe context isnot specified. Thisalso makes it difficult to assess
the composition on any specific criteriasince it isnot clear why it was written and what
purpose it was meant to achieve.

See Resource Materials,
Section A.3 for more
exemplars of students' texts.

[11 Critical literacy

Asindicated in the rationale (p.8) this new perspective focuses on developing students'
critica  thinking skills applied to a range of texts in a variety of genres. Developing
students' ahility to think criticaly has always been central to literary study at Leaving
Certificate level. Critical literacy is a development of that traditional emphasis and an
enlargement of its scope.

What are critical thinking skills?

In popular parlance the term 'critica' has become identified with anegative response or
appraisal; this is an unfortunate reductionist interpretation of the term. In the present
context the term ‘critica’ involvesthe following components and activities:

. Identifying and challenging assumptions in texts

. Recognizing the centrality of context and culture in determining the way texts
represent and shape experience

. Imagining and exploring aternatives in all contexts

. Developing a reflective scepticism relative to absolute and general statements.

FOCUSNOTE: ‘ ‘Effective thinking is not given; it is acquired, ’

These are advanced thinking skills and will need to be approached in a progressive and
developmental manner. Successful learning of these skills will take time; it will involve
giving students confidence in their own perceptions and speculations and introducing
them to aseriesof strategies for comprehending and interpreting texts.

Critical literacy: what isit in practice?
From the viewpoint of critical literacy

. Texts are seen as language constructs which are embedded in specific cultural
assumptions and practices.

. As aresult texts participate inways of structuring society, in attributing
significance and power to particular groups and activities and possibly
disempowering others.

. Therefore texts seek to position the reader, to persuade the reader to see the
world in a particular way.

. Critical literacy enables the reader to resist the ‘persuasiveness’ of a text,
perceive from whence it is coming in terms of values and assumptions, enter
into dialogue and ultimately assess these values and assumptions.

18
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In a specific way approachingtextsfroma critical literacy viewpoint involves asking these
three broad questions:

. Why was this text written?
. How was this text written?
. Are there other ways of writing this text?

Each of these general areas of inquiry divide into an array of more precise questions
which will emerge inthe exemplars that follow.

Exemplar 1. Names, syntax and inequity
Applying the three guide questionsto the following simple text letus seewhat is the outcome.
In Memory of Daniel and Mrs. Harrington

This inscription iswritten underneath alarge crucifix which was donated to achurch in
the late nineteenth century.

1 Why was the text written?
To commemorate and honour two people (husband and wife) who had died.

2 How isthe text written?

It iswritten in a rhetorical, declarative phrase which communicates effectively athough
it is not a complete sentence. However, if w elook more closely at the selection and
ordering of the words, at the construction of the text, some interesting patterns become
evident.

+ The man isgiven a personal name (Daniel), the woman is not; she isidentified only
in her relationship (aswife) with him, i.e. Mrs. Harrington. The reader could speculate
on why the woman's personal name was not used. Is it because she only had
significance and status in her role asthe wife of Danid? The text positions the reader
to see her inthisway.

e The same stance is reinforced by the syntax (the word order) of the inscription.
Daniel isplaced before his wife, thus emphasising his precedence and power.

« Sincethe cultural context of this text isthe late nineteenth century in Ireland these
attributes of the relationships between the sexes within marriage is not surprising.

e Whatthis short analysis demonstrates ishow the languageuse and the construction
of the text is a direct reflection of those attributes and the value systems they
incorporate.

3 Are there other ways of writing this text?

Consider thefollowing options.

Which of these would have been acceptable and unacceptable to Daniel?
Which would be acceptable and unacceptable today?

In Memory of Mrsand Mr Harrington

In Memory of Daniel and Mary Harrington

In Memory of Daniel Harrington and Mary O'Shea, Husband and Wife
In Memory of Mary and Daniel
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Each of these (and othersthat could be imagined) embody in their selection and ordering
of words aview of therolesof men andwomenin society and the source of their identity
and status. It would be a useful exerciseto explicate these views in more detail.

Exeanplar 2. Identifying structures of powe in wod usage

As indicated earlier a text carries, either explicitly or implicitly, statements about
structures of authority and power in society. These statements will be reflected inthe way
words are used in a text. A useful way of looking at a text from this perspective is as
follows:

. Who inthe text are active, take initiative, and meke decisions?

. What kinds of words are associated with these people?

. Who inthe text appear as passive victims, as being powerless and manipulated?

. What kinds of words are associated with these people?

. Are people treated as individuals or as members of a group?

. How are these groups identified?

. What assumptions lie behind the attribution of identity to these groups?

. What beliefs inform this article?

. How could these beliefs be challenged?

Consider the following article in the light of these questions.

Sexualisation and pre-teengirls

Al of popdar culture - magazines, books films, videos, fashion and pop music - sends
out the message that sex is the most important thing in life and being sy and sexually
available is the oly wayfor agirl to be successful in youth wrms, to be 'cool’. And thegirls
who are getting the message from the latest fashions and video releases- are now two,
three, four years short of adolescence.

Which raisss' many questions. Why isthis’ happening nov when the public are more aware
and anous about child sexual abuse than ever before? What happens to the dynamics of
child abuse when children have the waffoed ideas about sex that popuar culture now gives
them? Where do such trends originate? And the burning question for parents. what edyect

is' this trend likely to have on girls? What about their psycho-sexual development as they
move into their teens and beyond?

Theshort amwe iswe don't know. Thisisa new trend which hes not been researched but
it seems likely that itis connected to the upsurge in poor body image and eating disorders
nowv being experienced bygirls as young as eight. For thefirst time in history, children's
earliest sexual imprinting is coming nat fi'om a living person, o their oan fantasies, but
from a mass-produced, technologised and de-humanised version of sexudlity...

7bough our culture is' saturated with sexaa imageo~ that does not mean that anything
goes. On the contrary, the range of that imagery is depressingly narrow and repetitive.
Anbody  who criticises popuar culture risks being dismissed as reactionary and out of
touch but itis the culture itself which is reactionary. Music videos, for example, do not
push any limits; many of then, jus bring the cliched imagery of pornography into the
mainstream. And feedng such imagery to young girls does nat break any boundaries -
rather; it helpsto maintain a mainstream social order... Naom Wolf, author of The
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Beauty Myth, contends thatitis no accidentthatsuch imageshave proliferated in theera
when women have made legal and political advancements.

(Adapted from an article entitled, 'Spice Girls Sexudisation and pre-teen girls by MsAine
McCarthy, published in The Irish Times, January 20th, 1997)

FOCUS NOTE: c ‘Power hides in pronouns: inequity lurks in verbs ’ ,

In use, grammar and syntax are not neutral, instrumental, linguistic skills. Their specific
use in any text is a reflection of the cultural beliefs and social structures within which a
writer lives and works. It is appropriate in this context to remember, ‘Language has you,
before you have language”.

It should be clear from this how the two new perspectives of language awareness and
critical literacy are interdependent: language awareness is essential for developing the
reflective stance of critical literacy and in turn critical literacy gives rich moral, social and
political perspectives to language awareness.

Exemplar 3: The significance of cultural context

In attemptingto comprehend texts, developing an awareness of their cultural context is
vitdly important. Without some knowledge of the Elizabethan view of the role of the
monarch it is difficult to appreciate Shakespeare's history plays or indeed some of the
great tragedies, likewise, if we do not know that Yeats lived in a time of revolutionary
change in Ireland much of his work |oses itsimpact.

In the light of the above comment itis of interest to look at the following poem:

Theflowersleft thick at nightfall in the wood

This Eagtertide call into the mind the men,

Now far from home, who, with their sweethearts,
should

Have gathered them and will do never again.

Initially read without a context it suggests a sense of the loss of youth and the sadness
of separation and possibly death. What might have been is opposed to what inescapably
is now the redlity. A reader aware of the tradition of poetry might be able to identify the
characteritic  style of a period and the particular poetic voice. However the poem takes
on added dimensions of pathos, tragedy and imaginative perspectives when the titleis
added and its particular cultural context given.

Z1
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In Memoriam (Easter, 1915)

Theflowers left thick at nightfall in the wood

This Eastertide call into the mind the men,

Now far from home, who, with their sweethearts,
shouM

Have gathered them and will do never again.

Edward Thomas

Now the poem has akeener edge. The contrast between the romantic landscape created
here (springtime, Easter, flowers, lovers, richness of life) and the landscapesof the battle
fields of the Fir¢ World War creates a memorable and moving impact. By locating the
poem in its historicd moment its world impacts on ours with an increased energy. So it
can be with all texts approached fromthe criticd literacy perspective.

Exemplar 4. Narratives and closure

The manner in which narratives conclude (achieve closure) reveals how an author views
theworld, and can aso indicate the cultura assumptions, socia structures and political
beliefs in which the narrative isembedded.

It has been said that most novels before the twentieth century ended in marriage,
(implying, one assumes, that the loverslived happily ever after), whereas most novels in
the twentieth century begin with marriage and go on from there. This admittedly
generalised comment does, however, pointto amajor cultura and socia shift in relations
between the sexes and the nature of marriage, reflected in narrative fiction and its modes
of closure. For example, contrast the endings of novels by most eighteenth and
nineteenth century novelists (Fielding, Austen, Dickens, and perhaps Eliot) with some of
the fiction of this century, (Joyce, Lawrence, and Bellow), and the point has some merit.

In Frank O'Connor's The Guests of the Nation, the shooting of the two English hostages,
Belcher and Hawkins, is a powerful statement on the dehumanising impact of war and
extreme naiondisn. Furthermore it destroys the stereotypes of the English and
problematises the position of the Irish rebel which had been a staple element in
nationalist  propaganda. (This is one interpretation of the story. Are there other
interpretations?)

It is a useful exerciseto imagine aseries of dternative endingsto this story and then
consider the respective impact each of these might have on the subtance of the story. In
this way the choice which O'Connor made ultimately is thrown into relief and the
apparent intention of his construct made evident.

Possible closures:

Belcher and Hawkins fight and are shot accidentally.
Noble sides with the hostages and helps them to escape. Noble is
courtmartidled and shot for his action.
The narrator and Noble plot to shoot Feeney and allow the hostages to escape.
They leave the nationaliss movement and emigrate.

®  Noble visits Hawkins' mother and they become good friends.
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Each of these options could be explored from a variety of perspectives, e.g.,
. How does it affect the focus of the stow?

. Isit trueto the social and cultural context?
. Is it romantic/realistic?

. Isit trueto the characters?

. Is it forced on the stow?

Exemplar 5. Interpretative positions

In this context of narrative constructs and closures worthwhile illustrative work can be
done with myths and fairy tales. Since most students will be familiar with versions of
these narratives it would be interesting as a model of critical anaysis to compare versions
and point to changes of emphasis inthe different versions which would reflect different
social and cultural assumptions.

The original version of the mythical stoW of Oisin, Niamhand Tir na nOg is concerned
with the issue of human mortality and the desirefor immortality. It considers the redities
of aging and death and accepts their inevitability in human life. The stoW initsoriginal
narrative shape and closure expressed this position. However, with the arrival of
Christianity the closure of the stow was adjusted to givevoice to abelief inthe next life
Oisin is converted to Christianity and dies happily.

It istherefore possible tolook at this legend and interpret it from a variety of positions.
The interpretation thatis made depends on the point of view of the reader. Here are some
possible stances:

° Psychological position: It is a stoW about coming to maturity. In Freudian terms
it shows an individua psyche moving from the pleasure principle (escape, sdf-
indulgence, pleasure, individuality) tothe readlity principle (duty, service,
responsibility, application, work).

Feminist position: As usual in patriarchal societies this story shows awomanas
the temptress. She is exhibited as beautiful and dangerous, remote from the real
world, ever presentto serve mde needs and bereft without the male. The
womanis mainly passive, makes no significant decisions and therefore is seen
asjust a prop inthe context of the hero's actions.

Christian position: Oisin was for many years avictim of pagan beliefs which
provided no answersto the fundamental life questions. His conversion to
Christianity saved his soul and enabled himto die contented in his new faith,
sure of salvation and eternal life.

Adopting different perspectives on texts enables students to seehow a variety of meanings
can be found within them. This will hopefully encourage students to reflect and become
aware of their own interpretative position and realize the relative nature of it. It should
also emphasise that a text does not hold a specific decided meaning: meanings are
generated through the encounter between the reader and the text. The need for dialogue
isthe vital component in establishing any meaning.
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Exemplar 6: Visual/verbal texts

The approach of criticd literacy is applicable to all texts, aurd, written or visua. Its
application to visua textsismost dgnificant for the comparative study of film in the new
syllabus. This will be considered more fully later in the section on film. Here a number
of introductory comments will be applied to some visual materids, eg. cartoons and
illustrations.  Many teachers will be already familiar with this from their teaching of the
media intheJunior Certificae Course.

Like written texts, all visua texts are deliberate constructs. The politicad cartoon is a

speciad genre or type of text. It combines visua and verbal aspects. It isrecognised by

its style of drawing (caricature) and itsreference to current events. Itspurpose isgenerally

humourous and sdiric. In examining political cartoons the following aspects should be

considered:

* Visua aspects. Personspresent their caricatured representation and detailsof clothes
and setting.

* Vebd aspects: Use of slogans, comments and speech bubbles.

» Context: Socio-politicd and media contexts, e.g. details of actual events and where
they appear.

Consider the following cartoon in the light of this:

~Excuseme. | s thisthe environment?"

1 Visual aspects

Caricatures: The figures are readily recognisable ascountry and city folk. The simplified
version of their appearance emphasises detailswhich suggest aparticular character image
for each of them. The countryman is heavy and stolid, attired in the traditional garb of
sheepskin coat, tweed hat and walking stick. He looks robust and healthy. Opposite him
the city dwellers are spare and angular; the man's earing, stubbed face and ponytail
associate him with aloosely identifiable socia grouping such as the eco-warriors. The
facid expressions convey their opposing attitudes very well. What kind of reply, for
example, isthe farmer likely to meke to the question?

The background against which the encounter takes place is vaguely rural but is quite
deliberately plain and sparse.
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2Verbalaspects

The words in a political cartoon reinforce and anchor the meaning of the visual text. Here,
theironic postion of the ‘environmentaists is presented through their comic inability to
recognise that whichthey seek to protect for othersand their view that the environment is
something exclusively rurd. How doesthisirony affect our perceptions of them?Arethey
likely to be very effective inthis crusade?

What isthe standpoint of the cartoonist here?

3Politicalandmediacontext

This cartoon appeared inthe British satiricd magazine Private Eyeinthe late 1980sduring
an upsurge in awareness of the importance of the countryside and a growing tension
between the attitudes of city and country dwellers,

FOCUS NOTE: C ‘ Critical literacy does not replace traditional approaches to texts
but offers an additional perspective on them ’ 7

The critical approach to texts is not meant to replace the focus in English studies on
developing personal response, imaginative involvement and aesthetic appreciation of
literature. It is to be seen as giving a further dimension to study which helps the student
to see how texts are culturally located and therefore equips them to read and respond to
the created world in the text with more understanding and empathy. Authors do not write
in a cultural vacuum and readers do not read in a cultural vacuum; developing an
awareness of this and its significance for interpreting texts is most enriching for the study
of language and literature. In the context of the new comparative studies approach this
is of particular importance.



Section Two
APPLICATIONS

METHODOLOGICAL APPROACHES FOR TEACHING COMPREHENDING AND COMPOSING
XKILLSIN THE CONTEXT OF THE DIFFERENT CATEGORIES OF LANGUAGE

‘There is not jusz ore literacy; thee ae may
literacies in today's world.'
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1 THE LANGUAGE OF INFORMATION

Mr Jim O’Donnell, Asst. Birectm- af The lnstltute of | Pubhc Adtmmstratmn
Dr. Brendan McWﬂhams, The Insh Meterealogical Ser‘vice. -

Within this category of language the various genres meke rigorous demands on writers.
The maximum information must be communicated in the minimum of words; the
language must be transparent and accurate and the structure of the text must be clarity
itself. This isthe ideal. In practice the objectivity and impersonality aimed at by these
genres can be diluted by personal or factional interests. The genres within this category
range from civil service/business memos and reports, to impassioned accounts of sports,
to accessible scientific commentaries.

Text A: Factualnewspaper report
Michael Foley: The Irish Times, 4th October, 1995

The number of people Jkom the Republic visiting Northern Ireland has increased
signogcantly sincethe ceasefire and is expected togrow 35per cent thisyear. For thefirst
six months of 1995, the number of visitors to the North rose by 18per cent. However, the
number oftourists- excluding business travellers and people visitingfriends and relations
- isup by 63 per cent.

Ms Margaret O'Reilly, head of the Northern Ireland Tourist Board's (NITB) Dublin office,
said inquiries to the office in Nassau Street increased by 148per cent in the four months
following the ceasefire. Reservations increased by 155 per cent, thefirst time they have
outstripped inquiries...

Ms O'Rellly said she was not surprised. The tourist board had been concentrating on the
southern market and there was also a,/~€ling that something was going to come out ofthe
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This is agood example of effective, informative writing where facts are presented with
the minimum of words. The evidenceto support the general assertion ispresented in a
succinct and varied manner in order to hold the interest of the reader.

The report provides a model which students could imitate.

Composng
Students could now be giventhe following assignment:

Write areport on a relevant and significant topic of their own choice,
e.g. TV programmes, pop-music, sports, discos, attitudes of students.

e The report should be short, 3-6 paragraphs in length, based on some
actual research.

Structure the report in the following manner:

1 Summary title

2 General assertion with some supporting evidence
3 Either reasons or causes for the opening statement
4 Concludewith evaluative comment.

. Make a presentation of the reportto the class.

Evaluation.. In evaluating the assignment the four elements of the model could be used
as assessment criteria. Likewise since such writing isusually for a public audience, close
attention should be paid in assessment to accuracy in syntax, spelling and punctuation.

The four elements of the model also provide a diagnostic grid which will point to
difficulties that the students might have inwriting inthisgenre and which the teacher can
focus on in future work inthe area

Text B: Forma public statement
An extract fromthe Introduction to Discovering Ireland," Woodlands published by Coillte, 1992

The existing forest estate is approximately 400, 000 hectares. To maximise this resource,
Callltes long-term aim is to ensure that an inwrnationally competitive timber processing
industry is developed in Ireland. Coillte will play a mgjor role in this by developing itself
into a broadly based forest products business.

While theprimary objective of Coaillteisto manage itsforests on a commercial bads, italso
provides pudlic recreational facilities. This book provides details offorest parks, pionic sites
and forest walks, dl persons entering upon lands referred to in this book do so entirely at
their own risk and Coillte Teoranta shall nat beliable for any loss damage, injury o fatal
accident occasioned by the negligence, wrongful act o default of the company, itsservants
o agents or howsoever caused.
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Evaluation: The policy of evaluating in relation to certain specific criteria based on the
model, as recommended in the previous exemplar, should also be followed in assessing
this assignment.

Materials for further study of thistype of text are readily available, e.g.
. rules forentry to competitions
. rulesfor playing games
. instructions for using different types of equipment
. officid documents and public announcements
. media materials of all kinds, newspapers, radio and television.
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Argument <<------mmmmmmmmmi >>Q0pinion

Objective Subjective preferences
Facts Assertions
Demonstrable evidence Assumptions

Impersonal Personal

Interpretation Interpretation

Deductive argument
Choose a draightforward topic, e.g. the shape of the earth.

Present the following:

(i) Thisisan example of adeductive argument.
1 All theplanets in the solar system are spheres.
2 The earth is aplanetin the solar system.
3 Therefore the earth is a sphere.

(ii) A deductive argument has a specific logical structure.
1 States ageneral principle, eg. Al the...
2 Makes aspecific statement. Theearth...
3 Deduces a concluson from 1and 2.Therefore...
(iii) The examples in thefollowing activity illustrate this pattern of thought.

Activity: ldentify which of these are opinions, and explain your choice:

(a) (b)

Al islands are surrounded bywater All teachers are stressed
Valentia is surrounded bywater Mary is a teacher.
Therefore it isa nisland. Therefore she isstressed.
(©

People who watch much television have ashort concentration span.
Sean watches television for eight hours a day.
Therefore Sedn has a short concentration span.

(iv) These are logica structures. They illustrate a correct reasoning structure which does
not necessarily mean that what they say is actually right. One can have the correct
structure and yet be in eror, eg.

Al tigersare cats.
Our pe isa cat.
Therefore our pet is a tiger.

Although the structure of thisis correct, theargument is false because the conclusion does
not necessarily follow. (The category 'cat' islarger than that of ‘tiger’; it includes other
kinds of cats. The argument assumesthey are identica.)
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Activities
A. Students could be asked to compose in this model - some true and others false.
A selection of these could be analysed under the following headings:

. I's this an argument or an opinion?
. Isit logicdly correct?
. Isit true?

e.g. What is wrong with the following?
Some nurses are women.
Mary isa nurse.
Therefore Mary is some woman/

B. Insert the missing sentence/logical step in the following:

(i) All transition year students in this school study films.
Deirdre is a transition year student.

(i) All Tipperary hurleys are made from ash-wood.

This hurley is made from ash-wood.

D) N

John is a prisoner.
He is impatient for his freedom.

Inductive argument
Exemplar;Proving the earth isround

There are many reasons for asserting the earth is round. Photographs o the earth from
space show it to be a sphere. | fone travelled across the earthal waysmoving in a straight
line andin the same direction onewouldreturn to theexacplacefrom which one began.
Finally in looking in any direction one's view is limited by horizon which suggests the

earth is curving away equally on all sides. From these threefactsone can conclude that
the earth is round.

Asthe above illustrates, an inductive argument isbased on specific itemsof evidence and
instances from which a conclusion is drawn. It isbased on an analysis of the evidence,
which reveals a definite pattern which can then be synthesised as a conclusion or stated
as aprinciple. (Itisthe kind of reasoning most commonly used by scientists and lawyers.)

An inductive argument usually has the following structure:
1 Statement of thesis/proposition/question

2 Evidence presented.., exemplars, items
3 Conclusion.
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An example of inductive argument

| fone observes inwinter that anumbero foak treeslose their leaves then it is reasonable
to conclude that all oak treeslosetheirleaves in winter

But inductive reasoning can be false as well. One piece of contrary evidence can
undermine the conclusion and show the pattern to be inaccurate. Ask the students to
suggest some evidence which might challenge the conclusions made in the inductive
arguments above.

To be effective, both deductive and inductive arguments must be based on proven facts
and demonstrable evidence.

Opinion

Opinion is the expression of a viewpoint based on assumptions, subjective reasons and
interpretations.

But opinioncan be either well informed and coherent or itcan be ignorant and incoherent.
Coherent opinion will take one of the argumentative forms outlined above, e.g.

Opinionin a deductive form
Question: Who isthe best player of recent years on the Irish soccer team?

Principle: Thebestplayerin a team is the one who scores the most goals
Specific instance: John Aldridge has scored the most goals
Conclusion: Therefore John Aldridge is the bestplayeron the Irish team.

Opinion in an inductive form
Thesis: County Clare is the most attractive countyfor tourists.
Reasons. (Because) - It hasuniquean d beautiful scenery, e.g. TheBurren
- It has a great tradition o frish music
- Itspeople arériendlya n dhosTMtable
Conclusion: (Therefore) Clare is the most attractivecountyfor tourists.

Incoherent opinion
Incoherent opinion is aseriesof assertions of viewpointlacking logical structure, relevant
detailsand appropriate information, e.g.

I thinkRoy Keaneis the best player. He comes from Corkandheplays or Man. United.
He earns a lot o money andis nice to hisfamily.

~Composing
Students can be given assignments to compose simple inductive arguments and deductive
arguments about arange of topics, e.g.

What is the most entertaining programme on televison?
Irish men are unsophisticated.
Irishwomenare exploited.
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It isimportant for the teacher to model the procedures initidly. Choose the first topic, i.e.

Procedure for deductive reasoning:

1. Find the principle The most entertaining programme on T.V.is the programme
with the biggest audience.

2. State the specific: The Late LawW Show has the biggest audience.

3. Conclude: Therefore The LateLaW Show is the most  entertaining...

Procedurefor inductive reasoning:
1 Advance thesis: Glenroe is the most enwrtaining show.

2 Find evidence: Mary people wetch itevery wek
It hes interesting characters
Thereis always a good story to it
It raises important social issues
It can be most amusing.

3 State the conclusion: Glenroe is the most...

A fundamental exercise in considering all argumentisto distinguish fact from assertion, and
evidence from opinion. The above exemplars could be usefully analysed for this purpose.

Exemplar: Evauating an argument
Text A: Why demonise adoption?

Ms Aideen Clifford, Thelrish Times, October 1995

In the pag 20years the subject of unmarried mothers has been scrutinised by the media -
with consequent dhanged attitudes. Before that it wes treated as a sad sociological fact; a
shameful, shadowy topic. With the foundng of Cherish in 1972 the human face of single
motherhood emerged. Later itsfounder; Maura Richard& wrote her book Two to Tango.
Others subsequently began to tell their tales Stories emerged of how women had given up,
aborted, kept hidden and hed fostered their babies, all culminating in The Snapper, where
the subject istreated, albeit warmly, as hilarious comedy.

It'sa long way from Two to Tango to The Snapper involving huge attitudinal changes.
from sham< guilt and hardship to famly support, State back-up and an acceptable way
of life. The stigma now firmly sits on the single girl who hes ha baby adopted. It is dhe
about whom people now whisper- ‘'shesgiven up ha child?.. 'won't she regret it?

Adoption hes fdlen out of favor for a nurber ofreasons. For a dart, it's had a badpress.
We hear too little about the many adoptions that have been sensitively arranged, too little

about the many happy adoptive parents and their well-adjusted children in stable homes.
Sories of the other kind abound,, the baby snatched at birth by the forbidding nun, the
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infant's last glance at its birth mother. The airwaves are filled with them and | would nat
want to trivialise the pain suffered by the birth mothers, orly to emphasise the impact all
this has on the single girl considering having her baby adopted today. Al she hears are
adult adoptees talking of their obsession with their past, endlessly in pursuit of a resolution
to the quest for their identity. Or tales of the birth mother haunted by the day she last saw
her child; the searing pain, the sense of loss.

The result is that when the caring professions tOeto liaise with the pregnant teenager o
single mother, she will often have little time for all the options they present. Se is keeping
her child and that'siit.

How rmuch bonding is involved in the physical act of giving birth? The perception is that
there is nothing like the grest surge of maternal love thatfills one when ore holds one's
new-born baby but many mothers, including myself, believethisisa much hyped event. It
is the rearing and nurturing of a child that creates that bond. Would it not be better to
downplay the wrench fdt on separation and the regrets of the single mother and dress
instead the good future that in most caseslies ahead for a child with adopted parents?

Ad what of young girls who now keep their babies? While it may bea nine-day wonde to
have a baby, itS' nat nuch fun for the Sharons of Barrytown in theyearx that follom 'stuck in
with a kid' on a Saturday night when everyone elseis on the town. No fun but loads of
resentment- and that~ what many young single mothers fed when their baby passes the
cuddly stage. ItS nat something they'll ring Gay o Pat ar Marion about but their friends sense
it; know how much they'd loveto be back at school or at work,, to befree; to be young again.

When does one her stories of adopted children being the subject of neglect o sexual

abuse? Rare&. Sadly one does hear of children sometimes suffering in the Jamily unit
fomed by the unmarried mother.

While one hesitatesto employ the cold economic terms of supply and demand where human
lifeis concerned, thereare, on the other hand, many childlesscouples anxious to adopt uhose
hopes will never be redlissd. In 1979 a well-known adoption society in Munster arranged
adoptions for 83 babies Last year therewere only 12 and it has a long waiting list of couples

Think of the enormous cost to the Excheque- the single notha} allowance of
approximawly £74 a week, the medical cards, subsidised creches, fuel, milk, clothing
allowances. No mele politician woud dare question this. To doso woud inviw outrage
from women's organisations throughout the land. No doubt even this viewpoint will be

seen as reactionaoe by those who aspire to the so-called liberal agenda but isn't it time to
abandon  theselabels and ask what is actually best for people?

Not for a momat am | arguing for a return to the veil of secrecy ez~ that once shrouded
adoption, leaving the painful trail we're hearing so much about nown. Adoptive parents are
now encouraged to ansaer their child's questions about where he or she care from The
birth nother too may now well have a say in the type of Jamily she'd like for her child.
Photographs may even be exchanged and contact with the adoption society meintained

with a view to apossible meeting at a later stage. Highly skilled social workers now nonitor

the triangular relationship involving adoptive paren& birth parents and the child
involved. No steps are taken without careful counselling and though~ul consideration of
the psychological implications involved.

With that in mind, itis time to put adoption back on the agenda.
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Approachesto teaching persuasion

The success of a persuasive text depends largely on the quality of understanding the
Writer/speaker has of the outlook and attitudes of the audience. A persuasive text must
focus precisely on a selected target audience and this focus will determine the content
and form of the text. Persuasive texts are dramatic forms in which feelings, images and
words are so shaped that they manipulate the emotions and imaginations of the audience
in away that brings about agreement and consent.

Exemplars. Comparing persuasive texts

Read Text A and Text B. They have very different purposes but they both use similar
techniques to persuade the reader to follow a particular course of action. Note down any
similarities.

Text A: Don't Burn Down the Home

During the 19th century there wes great poverty in Ireland. Many thousands of families
struggled to make a living from the land. 2bey were hard pressed to pay the unjus rents
demended  of them. The pedty for failure to pay wes eviction. Thesoldiersarrived, drove
young and dd onto the road and, as the evicted family looked on, burned their dwelling

to the ground.Winter cold and rain and hunger lay ahead. Famire and death were
rampant.

One evicted man, as he watched with his famly their cabin go up inflames, wes heard to
say.. 'They may reduce our house to ases, they canat burn down owr home' Hone wes
his famly bonded by love and by faith in God, fire-proof against attack by an alien
military power.

That was- many years ago. Now warring invasions,from abroad are no more. We have our
Freedom. Our government doesn't throw us onto the roadside and burn down our houses.
They propose to do worse. They are on the rampage to destroy our homes, our marriages,
the happiness of children, by letting the monster of divorce loose in our land. Despite our
NO and the glaring evidence that divorce is a plague they are bet on the destruction of
family 1life

They presume to know better than God, better than the Church, better than the generations
of Irish people for whom the family, the Church and the Word of God were sacred. The
Pope told us; 'The Family is the true measure of the greamess of a nation'. The campaign

to destroy the fami[F by divorce is the measure of the co~ruption of the leadership of a
country.

Say N Oto divorce; say Y ESto God.

4z
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Text B: Shaw breathes a new life into Eliotclassic...

Following a hugely succesfful, sell-out run on Broadway, Fiona Shaw and Deborah
Warner return to Ireland topresent their breathtaking staging o fTS. Eliot's epic poem o f
modern civilisation, The Waste Land. In thisuniquetheatrical inwg)retation, Fiona Shaw
takes heraudiencethrough Eliot's complex poetic landscape in one swift, electrifyingand
unforgettable burst. The poem makes use o fa rich variety o fvoices and situations and
Shaw gives each o fthem a vital and immediate presence on stage. First performed ina n
old discotheque building, at the Kunsten Festival des Arts in Brussels (1995), The Waste
Land was seen in The Magazine Fort, PhoenixPark during the Dublin Theatre Fedival,
later that year. Since then Warner& Shaw have taken the production to Paris, Montreal
and New York, where it has been greeted with standing ovations a n drave reviews.

For anyonewith any interest in great writing, illuminated andclarified by superb acting
and directing, The Waste Land isa must.

1 Having read the two texts consider and discuss these questions...

. Who isthe implied audience for each text?

. Who wrote the text and why?

. Isit a coherent and effective text?

. Would it persuade one to a course of action? Why? Why not?
. To what genre of persuasion does each text belong?

General itemisation of some persuasive techniques:

Tone. the attitude of thewritertoan audience; much variety possible: could vary
from the intimate and ingratiating to the inspirational and hortatory, e.g.
advertisments tend to use the ingratiating, politicians the inspirational.

Images a n danecdotes: used either as evidence orto impress and leave a lasting

emotional trace, e.g. consider appeals for charity and aid for Third World
countries.

° Sensational details: capture and retain attention, e.g. headlines of newspapers,
news reports, political speeches when attacking opponents.

Rhythmandrepetition o flanguage: reinforces the viewpoint of the author.
Frequently the author invents a memorable phrase. Famous examples of such
phrases would be:

‘I have a dream.’

'We shall overcome.' (Martin Luther King)

These are memorable because of their attractive rhythm and succinct form.

In contemporary society, the television 'sound-byte’ and the advertising jingle
are exemplars of this technique in action in a more ephemeral way.
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Humour and wit .. these create a sense of bonhomie and fellow-feeling between
speaker/writer and audience. In this way they tend to win over the
audience to the point-of-view being expressed. Humour and wit can take
many forms, jokes, asides, anecdotes, quick caricatures, ironic comments, etc.

An these are directed towardsthe emotions and imaginetion.
They aim at channelling feelings in a particular way. Because the audience feels good
about what isbeing said they tend to be sympathetic towards the viewpoint expressed.

Logica argument may be a part of a persuasive text but itis generally a framework for
the rest.

Exemplar: Analysng a persuasive text

Extrad  from William Shakespeare'sJulius Caesar.
Mark Antony's Forum speech to the Roman mob.

Friends, Roman& countrymen, lend m eyour ears
| come to bury Caesar, not topraise him.

The evil that men do lives after them,

The good is oft interred with theirbones;

So let it be with Caesar. The noble Brutus

Hath told you Caesar was ambitious,.

| fit were so, it was a grievous fault,

A n dgrievously hath Caesar answered it.

Here, underleave o Brutus and the rest-
For Brutus is an honourable man,.

So are they all, all honourable men -

Come | to speak in Caesar'sfuneral.

He was m yfriend, faithfulandjust to me:

But Brutus says he was ambitious;

A n dBrutus isa nhonourable man.

He hath brought many captives home to Rome,
Whose ransoms did the general coffersfill:

Did this in Caesar seem ambitious?

When that the poor have cried, Caesar hath wept,.
Ambition should be made o fdernner suff..

Yet Brutus says he was ambitious,.

AndBrutus isa nhonourable man.

You all did see that on the Lupercal

| thricepresented him a kingly crown,

Which he did thrice refuse, was this ambition?
Yet Brutus says he was ambitious,.

And, sure, heisa nhonourable mann.

| speak not to disprove what Brutus spoke,

But herel a nmto speak what | do know.

You all did love him once, not without cause.
What cause withholds you then tomournfor hin?
O Judgement~ Thou ar tfl edto brutish beasts,

A n dmen have lost their reason. Bear with me,.
M yheart isin the coffin there with Caesar,

A n dl mustpausetill it come back to me. ..
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Some  approaches to developing descriptive skills

Much of this work can be successfully done in the context of reading the literary texts
which have been chosen for study. Aspects of those texts can be used to teach the
relevant skills.

Describing, ~ike all language functions, isdependent on context. Students could be asked
initilly to suggest the genre of the following descriptions.

1

Gardai have appealed for information about a 16-year-old girl missing from he home
since Fexua~ 9th. Jane Marie Mullins is 5fi.4ins ta& ofslim build and pale complexion,
with red-brown shoulder-length hair. Se hes three earrings on each ear, and a butterfly
tattoo on he right forearm. When last seen she was wearing a black shirt and jeans.

Genre: Missing Person notice in newspaper.

This description is factual. It describes physique, appearance and clothes. There is no
attempt by the writer to convey the kind of person Jane might be although readers may
meke their own inferencesfrom some of the details given. Nevertheless, these inferences
will be both subjective and generalised.

Although he does nat know it, Mr. Hilditch weighs nineteen and a half stone, a total thet
hes been steady for more than a dozn years, rarely decreasing annd increasing by as
much  as a pound. Christened Joseph Ambrose fifty-four years ago, Mr Hilditch wears
spectacles that have a pebbly ook, keeps his pigeon-coloured hair short, dresses aways in
a suit with a waistcoat, ties his striped tie into a tight little knot, polishes his shoes twice a
day and isgiven to smiling pleasantly. Regularly, the fat that bulges about his festures is
rolled back and well kept teeth appear, while a twinkle livens the blurred pupils behind his
spectacles. Hisvoiceis fanly  highpitched...

(Extractfrom William Trevor's Felicia'sJourney (1995), Chapter 2, p.6)

Genre: Portrait of fictional character.

This is a description which gives information but much more besides. The details given
suggest something about the person, his habits, values and outlook. In addition the
description  stimulates an affective response in the imagination of the reader, perhaps a
mixture of humour, disgust and curiosity.

In contrast with the other description there is a quality of 'experience' about this which
brings it aive.
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A tthe age off'vel wett to St Anne's, a lovely little nurseLw school in Clarinda Park in DUn
Laoghaire. It was run by a Mrs. Russell, who was one o those wondeuCul old womenwith
white hair anda straight back that you alwayssaw as somebody's grandmother in old
films. She was terribly correct andv e ~kind. 7here were two other ladies'- her nieces, |
think- both called Miss Bath. One wasfatandone was thin; with typical childish cruelty
we called them 'HotBath'and'Cold Bath '. We didn'l have a school uniform, but m ygreat
excitement was wearing a big bow on m yhead. The bow was ironed for me every morning
and | wett off to school looking like a cockatoo/l enjoyed m ythree years in &t Anne's.

M y net school was a convent school in Killiney, Co Dublin, run by the Order o the Holy
ChildJesus. These nuns had come to Ireland after the war. It was said that they h ad come
at the invitation o fthe then Archbishop o Bublin, John Charles McQuaid, because be was
terrified that too many middle-class Irish girls were going to convents in England, where
they might do that dreadful thing: they might mest someone o fa different faithand
possibly threaten their ownnfaithan dbe lost to usforever~1 don't know whether all this was
true or not, but that is' what w ealways believed.

The nuns were terribly nice andvery innocent. They were somewhat like that Somerville
andRosss Irish R.M. coming over here, because they really hadno idea what they were
aboutat all. One o them, whom | have met sincG used to say that 'one was either sent to
the Gold Coast or to t~ire on one's missionagy duty'. You got the feeling that the Gold Coast
might have been a better bargain, because we used to tell them all a pack o flies They
didn't understand thelrish language or its pronunciation; nor did they understand the
importance o frish in the school curriculum. Consequently, thefirst year that the Leaving
Certificate examination was taken in that school Ithinknearly every studentfail edirish.
Irish teachers were brought in before the net year in order to sort that problem out.

Al m yschool reports’ said that | was bright but lazy: | didn't stir myse~" enough. | was
lucky, in that my mind was quick. | could understand things quickly and then Iwould
spend the rest o fthe time in a daydream. There were some things | was very poor a t-
mathematics" | didn't understand at all, andl a mstill ptz~ctically innumerate - but | was
fortunatenough to be at the top o fthe cdlass.

However, in those days being at the top o fthe class wasn't nearly as important as being
good at games. To have big strong arms andbe able to hit the hockey ball miles down the
pitch- that was real status. | didn't enjoy games. We al woregreen uniforms tied in the
middle and we looked like potato sacks o fvarious sizes. | remember standing on the
hockey pitch, m ylegs blue with the cold, hoping that all the action wouldremainat the
farend andthat Ilwouldnot be called on to do anything. | was a real thorn in the.flesh
f or the unfortunate game,; mistress who had to deal with me. full o fulks, refusing to vault
the horseor hit the ball in case | did myselfan injuo;.

But | enjoyed netball. | was very tal, even at the age o ffourteen, which led & egames
mistressto believe that | had great potential on the netball team as a shooter. Shefigured
that | was so tall that even i 1 just stood there, dreaming o the J~ture and thinking my
omn thoughts, when the ball came into m yhandsitwouldbe aseasyforme toputitinto
the net as it was to throw itaway.l was a great success. | was in the Jst VIl team for netball
for two whole years, which was lovely because we went out to other convents on
Wednesday afternoons to play netball, and we had tea and buns afterwards. We won all
our gamesanda lot o the other schoolsprotested, saying that | was too old a ndcould not
possibly beunderfourteen. | wa& muse themoder nparlance, a lethal driker.

%)
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Apart from hockey, the other thing I hated- we al hatedit - was being dragged to the
beach by nuns. They wouldsay, 'Come on girls, show some school spirit." It was very easy
for them to say that when they hadabout nine thousand black petticoats on them and they
didn't haveto got into the icy sea a nd show some school spirit.

MAEVE BINCHY

2

The landscape that | grew up in was both ordinary a n djuiteextraordinal3e. It hadtwo
very striking features. On one Sde was a vast expanse o fvater, 2 5miles long by 10
miles wide: Lough Neagh. Andwhen you turnedyour back on thisgreatsilveryplain
there was anotherplain: a n aerodrome which had been blitzed into a nintimate
landscape o trees andbushes. (Co. Tyrone is often referred to as 'Tyrone among the
bushes;, an dnevermore so than in Ardboe, m ynativeplace.) We lived in the little
peninsul abetween the two places, with one tiny road leadingout to the nearest small
village and then on to the bigger town o fCookstown. Thefar mswere verysmalla n dit
was a poor district, but very beautiful. Veryfewamilieslived in this rural area and
whilethe rest o fthe century movedon, we stayed in this ve-)~flat, hiddemlace,aplace
bypassed by almost everything else.

Lough Neaghplayedsuch a nenormous role in our childhood that we never analysed it. It
was likeour parené& being there all the time. Itdominatedthe whole landscape. Wherever
you went you could hear the sough andhiss o fthe lough - without hearing it, as it were.
| ft stopped then the worldwoul dhave come to a nend. You only reallyheardit when you
had been away for a while and had come back to realise how loud it was.

It was a magical place. Thegreatcross o fArdboe stood on the onlypieceo fhigh ground,

surrounded by a graveyard. That was our playground, where w elay on the tombstones
and climbed the walls o fthe old ruinedabbey, keeping a nee out for King, thewater
baihffA t that time thefishingrights were ownedby a London firm, so al the local

fisher marwere classified as poachers. | thewaterbailoef was spotted, a bonfi're was lit on
the lough shore and the boatstur nedfor home. It was exciting an dhair-raising towatch
King in his' huge motor-boat come racing towards the small boats. | hecaughtthem it was
disaster because he confiscated their lines an dfined them heavily. For people who were
struggling to make a living it was a nightmarish existence.

Eels were the chiefcrop o the lough. Every day duringthe season eels were caughtand
kept in tanks which were just slightly submerged below the water. We would,
fascinated, look dowmn a tthose extraordinary pewter lengths combingin andout o f
themselves'. Welearnedto skin eels when we were quiteyoung, also to gt them and
clean them - something which invariably brought ashudderfrom peoplewho didn't
come fromthe lough shore. There is aprejudiceagainst eels but in fact they are a
greatdelicacy.

We learnedto smim in the loughh. The water was always cod an deingfreshwater
it was not at all buoyantso you had to work quite hard toswim. We were in a ndout
o ftheboatsall the time but w edidn'tget out on theloughin boatsoften, because w e
wouldbe in the way o fworking men a n dalso because o & superstition that thelough
claimedone victim everyyear. | suppose thefishermendidn't want to betemptingthe
lough with nicefreshyoung bait like us, but the days when you did g& out on the
loughwere astonishing. A syou wetfurther out andwatched the landscape recede
fromview, the lough became the world.



2)rg}  Guidelineslbr 2~,acher¢ c~'English

It was auniqueway to grow up, living between those twogreatflat spaces o faerodrome
and lough. Caught between them we weremouldedandshaped into something, | thin&
which was entirely d.ifferent than ~f we hadgrownup in anyother part o Europe...

e . . My sister Marie says that what she unequivocally loved about childhood was its
physical andsensual quality. The beauty o four childhood was undeniable. It was so
tranquil anda good deal o fime it was golden. There was the endless soundpattern and
routine o fa smallfarm: the slow mooing o f&e coas on their way to the pasture and on
their return in the evening, thejangleandjingle o & horse's leathers’ andreins andthe
clip-clop o hooves on the roads, the great rumble o fthe hay-hfier Al o those noises that
| grieve for are the sounds o fthe corncrake and the cuckoo and the droning noise o f
machinery at harvest-time. Flax has disappeared too. | remember the mysterious look that
the countryside had when the flax was growing - that extraordinary blueness. | loved too

that acrid smell o frottingflax. Thosesmells, thosesounds, arepart o fa way o foCethat has
totally vanished.

POLLY DEVLIN

Analysng thegenre
In looking at these versions of autobiographical writingcertain characteristics can be noted.

. The authors write out of their own most immediate worlds and experiences.

The sequence of the narrative generally remains faithful to the chronology
of their lives.

They select events which have an emotional charge for them, which left some
trace intheirmemory. The event is described and then a comment is made on it.

e Basically out of the bric-abrac of their childhood they recollect events and
describe them in away that recreates the particular quality of their childhood
experiences.

Each of these extracts creates the sense of aunique world experienced by a child. Both

authors are attempting to communicate a series of meanings and interpretations of their
experiences as children.

In inviting students to write directly out of their own experiences it is essential that initia
reading of pieces like the above isthoroughly done. Inthat way will they come to see
thatin theordinary happenings of lifethere are experiences to be explored and meanings

to be discovered which are worth writing about and which others would be interested in
reading.
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(u)

A looe plank on the second last step of the stairsstill faithfully announces the early riser.
Creaking with alush sound of a plank full of higd[y, of dories, unimaginable to the people
who livethere.

Theworn calpet on thefloor ofthe meder-bedroomt warm, a joy tostrollacrosswith barefeet.
At Christmas itis thefirst battleground for new soldiers a warm garden for a sger's dall.

The leaking tap in the ground floor toilet, drip, drip, drip through countless vists. The rusty
stains on the snk could tell of many things. Thefalse grandeur of the drawing room, not
much used: behind the dresser the danp takes the paper of~ and yd& that room is warm

Thejllag-stones on the halfloor, marred and chipped from the stilettos of the fashion gane
To the children the hall is a hostile place of '"How do you dos. And when they have gorx
toy cars and ttvdcks cause havoc speeding through to another room. At Christmas, the only
ime the front door is opened, an Arctic world, where lastyear's toys are left to die.

A five in the evening the red tiles on the kitchen floor are covered in the day's dust. At Sx

it isswept. It returns during the ned day, the same dust, a the same hour,, itwill be aways
there. That kitchen, that house, my place isso warm It can never change. | know it must.
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of the novel, as well as hopefully stimulating interest for the private reading assignments
which will take place between each class reading.

2 These private reading assignments should always be given with a specific purpose so
that the students feel a sense of directionto their assignment, e.g. Write down the two
most significant moments in your reading of this section; what character appeared here
in anew light? How did you feel about the hero/heroine/anyone else'sbehaviour inthis
section? and so on.

3ltis herethatthe personal diary/journa of readingcan be usefully employed. Students
should be expected to note in their journal during each private reading their own
responses aswell astheir comments on the purposesgivenfor readings. In that way they
will gradually build a record of their growing responses and understanding of the text
and develop their own capacity for aesthetic reading, i.e. being ableto read and maintain
awareness of one's own responses. The nature of the comments in the personal journal
are not meant to be academic and essayist in approach. They should never be the banal
plot-summary. Such a stance is not excluded as a mode of response but initiallyit would
be preferable if the comments were of a more informal personal nature. Typicaly early
responses to a novel might be in the following form:

(i) Thisopeningsection leaves m ecold. The story is too slow moving an dthe long
descriptions o fthecharactero fthe woman really putm eofd~ | expectit will be the
usualromanticstod~ . . . | wonder why reading this book is anymore useful than
looking at a video o fit?

or

(i) I felt sorry for thewoman. .. she seems to be trapped i na difficult relationship . ..

| hope she can get out of it...the situation remindedme ofafilmlsawrecently...

4 Having completed the first reading as described above different perspectives can then
be taken on the text in subsequent lessons and partial re-readings engaged into deepen
the understanding of the students. These perspectives can be the usual ones of character,
themes, conflicts and style or they can be more challenging ones such as attempting to
answer such critical questions as:

Why was this novel written?
What was the author attemptingto do or say?
Why was it written in this manner?

What isomitted from this novel? i.e. Isthere some aspect of the world of the
novel you would liketo have heard more about?

Suggest alternative endings for the novel. Consider what the impact of these
endings might be on the overall meaning of the novel. Now re-consider the
actual ending and its possible significance.

What does this say about the author's cultural, political and social stance?
What questions could be put to the author?
Is there any part of the novel thatyou would like to argue about?

What are you finally left with having read this novel? What images, insights,
ideas, questions have been foregrounded (emphasised) for you?

How can you integrate the experience of reading this novel intoyour
understanding of literature and life?

6i
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2 Poetry
Performance and interpretation

The American poet and novelist Robert Penn Warren remarked some time ago, All
liWraturewantsto be spoken ... unless we recapture in classrooms the sounds o poetry
then the teaching o fliterature is just on the slide.

This implies that poetry as an experience of sound, rhythm and word textures should be
repeatedly experienced. Poetry should always be orally presented by the teacher. An
integral part of students' coming to understand and appreciate the impact and artistry of
a poem should be an oral 'performance' of the poem. This should not be seen as an
optional and desirable extra after the poem has been ‘'understood’ or explained but
should be a normal part of the teaching/learning process of reading the poem in order
fullyto experience it. The act of articulating the poem will nurture insights and responses
which a silent reading cannot €licit.

Various approaches possible:

. Teacher reads poem...

. Class isdivided into groups (4-5). Each group prepares areading of the poem
if it isashort text or areading of an extract(s) if it isalonger text.

. After the readings a discussion is held on the interpretations which were implicit
in the readings of the various groups. Words emphasised, tone realised, mood
created, etc., can be matters for reflection.

. After discussion on possible interpretations, groups re-form and revise their
interpretation if needed and re-present their readingto the class.

This approach is neither an exercise inelocutionnor an attemptto achieve an acceptable
level of 'theatrical performance’ . .. itis simply amethodological stance which attempts
toensurethat poetry isgiven a stronger sensuous presence inthe experience of students.
It is a means of introducing students to the redlity that reading poetry is of a totaly
different order from most of the other reading they will be doing in school.

Approachesto reading unseen verse
Some methodological suggestions:

The reading of unseen verse has been introduced into the Leaving Certificate Examination.
Students therefore will need some specific guidelines in this areato equip themto cope
with this new challenge.

They need to be aware that while verse usesgrammatical and syntactical patterns to meake
meanings it also uses a range of other devices and techniques to give power and
immediacy, e.g. rhythm, tone, imagery, contrast, sounds and suggestion. All these are
fundamental to the way in which a poem works. They create patterns in various ways
which need to be recognised if the impact of the poem isto be fully realised. In other
words in poems there is a series of meaning-bearing patterns in the language which
change it from a communication medium to an aesthetic/artistic medium. Students must
be shown that paying close attention to thewords in all their dimensions isthe best way
of approaching verse.

6z
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Poetry works in a sensuous manner. It seeks not just to communicate ideas or to give a
message. |t creates a seriesof powerful images/pictures/scenes inour imagination which

interact in various ways and create sensations, feelings and experiences. Learningto read

poetry means learningto interpret those scenes and experiences not at a literal level but
at a level of ulterior meaning. Frequently students tend to be trapped at the literal level.

If Seamus Heaney proposes to 'dig with his pen’ the trouble is that students might take

him literally! AsRobert Frost asserted, 'the literal istheenemyof all of us. Escaping from

the prison of the literal can be achieved by adopting a methodology that has as itsbasic

principle the practice of reading a poem many times; it is only by re-reading that the

poem's more subtle patterns of language and therefore of meaning and experience are

disclosed and assimilated.

Ted Hughes defines verse as ‘'language without banisters. In verse words are so charged
with meaningsthat they urge usto leave the ordinary meaning to the side and encounter
new possibilities. In Paul Muldoon's poem Ireland the literal details bristle with
suggestion.

Ireland

The Volkswagenpar kedin the gap

But gently ticking over. Youwonder
ifit's lovers, or two men hurrying back
Across two fields anda river.

~  Canmatary

This poem creates three/four separate images, therural landscape, the waiting
car, the lovers, the men. How are they related? How do they interact?
What pattern do they make?

Other questions which arise from the poem and which invite the imagination
might be, Why isthe car ‘ticking over'? Why arethe men hurrying? There appears
tobe no definite answer to these questions. Thepoet can only wonder.

. Does the factthat the poem is entitled Ireland suggest an idea?

Perhaps the ambiguity and uncertainty in the poem relates to Ireland itself. One just could
never be sure in Ireland at thistimewhetherthe waiting car was a love-nest or a getaway car.

Based on the above commentary, some useful approaches for students when
encountering a poem might be as follows:

A Reflecting on images

1 Summarisethe man images/picturesthe poem gives you.

2What do they suggest in terms of feelings and sensations?

3 Do the images make any pattern? e.g. Do they contrast with or complement each other?
4 Does any meaning emerge from the pattern?
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B Asking questions

1 Write down some questions that arise from this poem.

2 Does the poet supply the answers in the poem? Re-read the poem with the questions
in mind.

31f not, speculate on why the poem raisedthe specific questions for you.

This poem by Wallace Stevens invites a different approach.

Disillusonment ofTen o'clock

The houses are haunted

By white night-gowns.

None aregreen,

Or purple with green rings,

Or green with yellow rings

Or yellow with blue rings.

Nore of tham are strange,

With socks df lace

Ad beaded ceintures.

People are nat gaing

To dream of baboons and periwinkles.
Only, here and there, an old sailor,
Druk and asleep in his boots,
Catches tigers

In red weather.

C Noting patterns in words/phrases
1 Note down some words, phraseswhich surprised/attracted you inthe poem.
2 Re-read the poem looking for other words which might relate to your initial choices.
3When you have some groups of words reflect on such questions as.
. Do they meke a pattern of any kind?
. Does this pattern suggest or create any world of feelings or atmosphere?
. What is the relationship between these different groups? Is there any
conflict/contrast between them?

There are several interesting patterns inthe poem, e.g.
. patterns of colour words, white, green, purple, yellow, red
. patterns of negatives, e.g. none, they are nat
. patterns of exotic and strange sounding words, e.g. ceintures, baboons periwinkles
. contrasting figures: ghostly, emptyfigures v. drunken sailor dreaming of adventure

A further reading suggests that the ghostly figures have rejected colours, the exotic, the
adventure of life: the sailor rejoices in thewonder and the energy of his dreams. Perhaps the
poem is suggesting that without an energetic imaginative world a person is merely a 'ghost'.

It is generaly true that at the heart of most poems tension(s) can be found. Applying this
notion tothe poems aboveit could be said that in Irelandthe tension is generated between
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the image of 'the lovers' and that of 'the men hurrying; in Disillusionment... the world
of thewhite night-gowns contrasts sharply with the world of the dreaming sailor.

Th& idea of a central tension is a useful one for giving students some pathways into the
reading of poetry. They could be encouragedto identify the tensions they find in apoem
and show how these are created, interact and areresolved.. if there is a resolution.

Such an approach would work well forthis poem by Sean Dunne.

Throwing the Beads

Amotherat Shannon, waving to her son

Setting out from North Kerry, flung

A rosary beads out to the tarmac

Suddenly as a lifebelt hurled from apier.

Don't forget to say your prayers in Boston.

She saw the bright crucifix amongthe skyscrapers,
Shielding him from harm in streets out o ferials,
Comforting as af atlrish cop in a gangster film
Rattling his baton along a railing afterdark.

The tensions inthis poem generate all the pathos, fears and hopes associated with exile.

The approaches and techniques suggested should not be seen 'as formulae for solving
poems'. If used davishly they will achieve little. They are best seen as reading strategies

which ifused selectively should help students to engage with poems. After that one can
only hope ...

Approachedo the writing o fver se

'We need to ensure that literature is something that belongs to thestudents, not something
that is distant andremote. One way o fmaking it belong to them isto have them write it.’'
Kenneth Koch

'Ifit sounds like writing, | rewrite it'
Elmore Leonard

As in the previous categories of writing already considered, the same approach, the
integration of reading and writing, can be utilised inencouraging students to write verse.
An outline structure/form is presented which they are invited to imitate in a genera
manner as best they can. Asthere is alarge bibliography available in this area only one
easily adaptable technique will be outlined here. It is largely based on the theory found
in Kenneth Koch'sbook, Rose, Where'd you get that Red?

Koch suggests that it is useful to focus on the 'poetry idea’ present within each poem. By
‘poetry idea' he seems to mean that each poem has an experiential shape (a 'feeling
shape') embodied in a language shape. Students should first become involved in the
poem inthe waysoutlined above and they could then go on, helped by the teacher, to
identify a feeling/language shape they might try to imitate.

6
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For example, take this wel-known poem by William Carlos Williams,

This is just to say
| have eaten
theplums

that were in

the icebox

andwhich

you were probably
saving

f o r breakfast

Forgive me

they were delicious
SO sweet

and so cold.

Thefeeling shape of thispoem could be described as an apologetic stance laced with a
dash of guilty pleasure. (Most students canrelate well tothisfeeling shape!) The language
shape is composed of three simple statements. The following are some verses that
students produced imitaing this poem.

late

slowly

the last chocolate
in the box

I know it
was your
favourite
strawberry cup

| a msorry.
| know now
why

you were saving it.

ol oy ol

I'm soro~
| kissed your
lovely girlfriend

I'll try not
to kiss
her

again.
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There are many poemswhich can be utilised in thisway. For example, Eavan Boland's
poem ThisMomenthas much to offer in the manner in which it captures a certain
mood and atmosphere through a selection and arrangement of a series of charged
gemuousiMmages.

This Moment

A neighbourhood.
A tdusk.

Things are getting ready
to happen
out o sight.

Stars and moths.
Andrinds slanting ar oundfruit.

But not yet.

One tree isblack.
One windowisyellow as butter.

A womanleans down to catch a child
who has run into her arms
this moment.

Starsrise.
Moths flutter.
Apples sweeWn in the dark.

A student's response was as follows:

This Moment

A classroom.
In a warm May day.

Three o'clock.
Dust mitesdance

in the sunlight.

Pages rustle
Shoes scrape.

Time to go ... not yet

The bus for home
slides past the window.
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3 Drama

The traditional methodology, the line by line reading of a play, has gone into decline
aomewhat m the face of the opportunities presented by cassette and video resources. At
least now the drama-script has a performance presence, a three dimensional quality,
which is essential if its theatricality isto be appreciated. However, in these contextsthe
student is still playing the relatively passive role of a member of the audience - admittedly
a role that it is essential to learn. Therefore, opportunities should be created whereby
students can try to create interpretative presentations of parts (or all) of the drama text
for themselves. Again this is a matter of process and stance, to foster ownership and

insight inthe students rather thanto aim at afully realised product. These objectives can
be achieved in a variety of ways.

Avoid the practice of selecting students to sit in various corners of the classroom and read
out (unprepared) lengthy pieces of text without too much understanding and effectively
boring the rest of the class or inducing sleep. The methodology outlined earlier for
performance in poetry can be used quite effectively if scenesfor interpretation are pre-
selected by the teacher. Once an initia grasp of the text has been established then a
broad range of Drama-in-Education (DIE) techniques can be utilised to keep the
participatory role of the students operative.

A selection of DIE techniques

Hot-seating
A student takes on the role of a character in the text and is questioned/interviewed by
the class (also in some role) about various events in the text, e.g.

. Horatio interviewed by curious courtiers

. Banquo brought before ateam of inquisitors

. lago brought before a court.

This kind of activity has to be well planned or it can deteriorate into trividity and
guesswork.  Students must have prepared worthwhile questions and the student in the
character role must be reasonably familiar with the text athough some guarded
speculations are welcome.

Still/freeze-frame

Students (in groups) are requested to choose a moment in ascene which they consider
significant. The group is required to portray that moment as if in avideo ill. The
remaining students attemptto identify the moment, its significance and the interpretation
being presented.

This can be developed by using the technique of thought-tracking: the teacher goesto
each member inthe still and when he or she touches them the students must say what
they arethinking asthe characters inthe scene. For example if agroup were doing a still
of a part of the opening scene of King Lear e.g. the declaration of love and fedty by his
daughters, then the student playing the role of Cordelia might say, . .. 'l don't believe
them . . . what am | going to say? or Kent might say, 'ls m yKing losing his mind? or
Regan might say, ' Now's m ychanceto get it all fromthe slly oldfool'.
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Teacher-in-role/class -in-role

Context is created gradually and the teacher adopts a role arising from the text. In this
role he or she attemptsto persuade the students to also take on roles and play out some
,scenes arising fromthe text, e.g. Reminiscencesof the villagers about Christy Mahon after
he has departed: the gravediggers in Hamlet gossiping with their friends; lago as an old
man explaining his behaviour to fellow galley-slaves!

Semiotic per pectives
This involves using signs and symbolsto create meanings and interpretative perspectives.
It isan area of rich potential forengagingthe students' imagination ina three-dimensional
manner. In the context of teaching drama and film it is of fundamental significance.
Students could be asked to focus on the sign systems that areused in drama, e.g. setting,
costumes, props, sound, etc. They could be asked to undertake a variety of activities, e.g.

. What objects (props) would be appropriate in a scene?

. What item of clothing or object would they associate with a character?

. What image would they put on a poster forthe play?

. What colours and shapes would they relate to each character?
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1 APPROACHES T O THE COMPARATIVE SITUDY OF TEXTS

Rationale

This approach was introduced to bring some variety to the manner in which texts are
studied at Leaving Certificate level and to give students another perspective on the
potential of literature intheir lives.

Although literary texts are aesthetic artefacts they can be gainfully approached from a
range of other viewpoints, e.g. cultural, historical, social, which can enrich our
understanding of the role and significance of literature.

Studying texts comparatively from these perspectives invites students to interact with the
different imaginative worlds encountered and to make discriminations and evaluations.

Such study will reflexively focus back on the student's own world and raise her or his
awareness of it.

M odes of comparison

For each Leaving Certificate Course three modes of comparison will be prescribed. This
means that the texts chosen for comparative study must be studied under those particular
modes (headings).

At Higher Level the modes are:
. Athemeor issue
. A historical/literaryperiod
. A literary genre
. The cultural context
. The general vision and outlook.

AtOrdinaryLevel the modes are:
. Hero~heroine~villain
. Relationships
. Social setting
. Change a n d development
. Specific themes: love, race, prejudic< violence

. Aspects o ftory: tension, climax, ending.
While some of these modes are sdlf-explanatory others need some elucidation.
Higher Level
Theme~Issue

Comparing texts on a prescribed theme(s). These would have t obe themes which were
pervasive and central to the texts chosen for study e.g.
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. Power: King Leak Antigone, Wild Swans, The Third Man (F)

. Love: Jane Eyre, Far From the Madding Crowd, City of the Mind,
Room with a View(F)

. War/violence: How Many miles to Babylon? Fly Away, Pews, Henry V,

Dances with Wolves (F)

Historical~Literaryperiod

Choose texts from different periods and compare them as products of their respective
periods. This comparative mode focuses on the manner in which the dominant literary
and philosophical ideas of a period are expressed in a text. Students should develop

some understanding of how authors from different periods saw their art and their own
role .eg.

e« JaneEyreis a product of the Romantic Movement. How is this evident inthe text?
. In what way is Things Fall Apart a modern text?
. What Victorianideas about the novel are found in Great Expectations?

A literarygenre
This mode focuses on theways that textstell their stow. The following kinds of questions
should be asked about the texts being studied:
. How isthis story told? (Who tells it? Where and when s it told?)
. Why isthe stoW told in this way?
. What effects do all these have?
. Isthere just one plot or many plots? How do these relate?
. What are the major tensions inthe texts? Arethey resolved or not?
. Was this way of telling the stoW successful and enjoyable?
. How do the texts compare as stories?
. Isthe stoW humorous or tragic, romantic or realistic?
. To what genre does it actually belong? Is it Romance, Thriller,
Social Realism, Saga, Historical, Fantasy, Science-fiction, Satire?

. How do the experiences of encountering anovel, aplay (performed),
and viewing afilm differ?

Some options
. Compare texts as tragedies:
Death of a Salesman, KingLear, The Remains oftheDay, Antigone.
. Compare novels:
Great Expectation& Huckieberry Finn, How Many Miles to Babylon?
. Compare a novel, aplay and an autobiography, e.g.
Someone Who'll Watch Over Me, An Evil Cradling, Things Fall Apart.

The cultural context

Compare texts focusing on social rituals, values, and attitudes. This isnot to be seen as
a sociological study of the texts. It means taking some perspectives which enable the
students to understand the kind of values and structures with which people contend. It
amounts to entering into the world of the text and getting some insight and feel forthe

cultural texture of the world created. This would imply considering such aspects as the

7z
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ritualsof life and theroutinesof living the structures of society, familial, social, economic,
religious and political: the respective roles of men and womenin society, the position of
children, the role and nature of work, the sources and structures of power and the
significance of race and class.

Some options
. Cat'sEye, The Remains of the Day, December Bride, Cinema Paradiso (F)
. Huckleberry Finn, ThingsFall Apart, Othello
. Hamlet, Philadelphia, Herel Come/My Oedipus Complex and Other Sories, My Left
Foot (F)

General vision and viewpoint
Compare texts from the standpoint of the view they offer on life Is it optimistic or
pessimistic? What aspects of life do they concentrate on and why? Evauate thecoherence
of the viewpointsas presented inthe texts, e.g.

. Huckleberry Finn, The Rarains of the Day, Antigone

. Henry V, Fly Anay, Peter, Death and Nightingales.

OrdinaryLevel

Hero~heraine~illain

Compare the major protagonist(s) in chosen texts. This would include qualities, values,
outlook of protagonist(s) and responses and evaluations of reader, e.g.

The Road to Memphis, Lies of Slence, The Silent People.

Relationships
Compare central and significant relationships. Outline how each was significant and

contrast the nature and quality of the relationships and their effects, e.g.
Philadelphia, Herel Come/lFly Anay, Peter, Cinema Paradiso (F).

Social setting

Compare the socia worlds of the texts. How do they compare in terms of attitudes and
values inrelationto such aspects of society asthe respective roles of men and women,
structures of power and matters of class and race? e.g.

Cnama Paradiso, My Left Foot, My Oedipus Complex and Other Sories City of the Mind.

Change and development

Compare the changes (or lack of changes) that take place ineither an important character
or society or a relationship. What causes these changes and how do they contribute to
the respective texts? e.g.

Fly Anay, Peer, Hov Mary Miles to Babylon? Things Fall Apart.

Themes

Compare the treatment of a similar theme which is of central significance in texts, e.g.
Love: The Homesick Garden, December Bride, Much Ado about Nothing.

Aspects of narrative

Compare the techniques that textsuse to create interest and pleasure for readers, e.g.
In Patagonia, Someone Who'll Watch over Me, The Third Man (F).
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The modes of comparison should be seen as specific pathways through texts which will
give aclear purpose to each re-reading.

Soadfic approaches

1 From the recommended list choose agroup of texts mindful of class ability, interests
and the prescribed modes of comparison which are to be studied.

2 From the texts (A, B and C) select one asthe anchor text for the study. This text, Text A,
will be the base from which to depart.

3 Read Text A reasonably quickly (two/three weeks). Generally it would be expected that
students would do much of this reading, especially at these early stages, as assignments.
These assignments could be quite directive to give the students a definite sense of
purpose to their reading. Asking students to give summaries of the action in each chapter

would not be an appropriate assignment. It would be preferable to request them to do
one of the following:

In these chapterswhat events are significant for the man relationship?

What conflicts emerged in these chapters?

Which characters did you find of most interest? Whom did you like or dislike?
What surprised you here?

Did you find the world of the book attractive or not?

Clearly these questions can be given more focus inrelationto specific texts.

The response journal could play a significant role here. Itisnot incumbent on theteacher
to read every line of the text in class. In class discussion focus on the general impact of
the text in relation to setting, action, tension/conflict and man characters.

4 Choose one comparative mode and do selective reading of text to highlight its significance.

5 Then read Text B as above.

6 When Text B is finished choose another comparative mode and do selective reading of
text to highlight its significance. Thisshould be different fromthe mode examined relative
to Text A. Inthat way the comparative modes can be used to give variety of approach
and perspective to the texts and help to avoid predictability. Having studied A, and B,
from different perspectives the textscan then be studied comparatively from the point of
view of the two modes.

Approach Text C inthe same manner, i.e.
. Read for general impression and outline.
. Re-read selectively for relevant comparative mode.
. Compare with other texts on basis of chosen mode.
. Compare with other texts in all modes.

The time taken to study the comparative section of the syllabus should be at a maximum
about 40 class periods.
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Outline examplar of oomparaive dudy based on some texts on the present
Leaving Certificate Course

(This is merely to illustrate the kind of commentary and knowledge that would be
expected in this context - this comparative option using these texts isnot available for
the course in 1999-2001)

Texts selected: King Lear, Wuthering Heghts, Lord ofthe Flies

Camparative modes Theme, Literary genre, Cultural Context.

Themelissue
The Concept of Nature/Human Nature/Civilisation

KingLear

Nature, wild, barbarous, instinctive.., seen as destructive

V.

Nature, humanised and moral.., seen as creative and nurturing.

Wuthering  Heights

Nature a source of freedom and power.., elemental and amoral.., essential for living
atdepth..,ambiguous in impact

V.

Nature tamed into atificidity and urbanisation.., inadequate and shallow.

Lordof the Flies

Human nature is savage and power driven.., aims at domination. . .. civilisation isa sham
V.
Human nature as control and awareness ... weak andvulnerable.. easily avictim

of the lust for power.

Literary genre

King Lear
. Shakespearean tragedy: story of a moral hero causing destruction
. Poetic language and imagery
. Two plots; parallel meanings
. Much death and treachery, violent action
. Sacrificial resolution.., awe and sympathy.

Wuthering  Heights
. Romantic novel of passion, desire and celebration
. Unique narrative structure, variety of viewpoints, complex chronology
. Lyrica statement of the author's vision
. Takes a melodramatic subject and energises it with poetic resonance
. Almost Shakespearean initsenergy and intensity.
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Lordofthe Flies

Cultural

Modern novel

Powerful and direct narrative line

Variety of viewpoints adopted

Anovel basically of social realism with satiric intent

Could be seen as an alegorical stow with a definite lesson to teach

Perhaps less purely imaginativeand exploratory than the othertexts considered.

context

KingLear

Medieval/Renaissance court: absolute power of monarch

Family context; sibling rivalry brought to its extreme: no mother, no heir...
Political intrigue, treachery and betrayal; desireforpower excludesmost other values
Aristocratic context . . . However, the ordinary people play a small but
significant role, usualy positive.

Few details of the texture of the world are given, e.g. food, clothes, rituals of
the day.

Wuthering Heights

Nineteenth-century rural setting; Y orkshire Moors and itsweather.
Patriarchal world, where men hold sway economically and socialy; role of
women... ?
Issue of class of much significance: EarnshawsV. Lintons
Issue of race: Heathcliff's origins
Rituals of life much in evidence, social life, religious belief

Lordofthe Flies

Late twentieth century/post nuclear holocaust
Tropical island setting/public schoolboys shipwrecked
Isolation of group essential ingredient of meaning
Class difference most significant

Rituals of life and customs subverted by context

No female, no adults of significance present. Why?
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2 APPROACHES TO THE STUDY OF FILM

Afilmisapetrifiedfountain of thought'
Jean Cocteau

Introduction

The study of afilm as acomparative element is an option inthe new English syllabus. The
introduction of film study isan organic developmentfrom the media domain of theJunior
Certificate and teachers should not feel completely unequipped to deal with it. Many will
be quiteadept inthe areaof visual literacy fromtheir work on media studies intheJunior
Certificate Syllabus so they will be familiar with some of the basic concepts and
terminology needed in this field, e.g. framing, editing, cutting, variety of shots, camera
angles, viewpoint and so on.

This section ams to give teachers a number of concepts, avocabulary and an outline

approach to film study which will equip them to teach film in the manner envisaged
by the syllabus.

The parameters of filmstudy i nthe English Syllabus

The study of film as an academic subject or as a creative art form is a vast, devel oping
field of studies. Likewisethis field isthe scene of much debate about the nature of film
and the most desirableapproaches that should be adopted for studying it. Because of this
the field of film studies within the syllabus must be focused and limited.

In general film studies can be divided into five broad areas, which although separate are
not distinct and frequently overlap in discussion and analysis. These five areas are:

1 Film as an institution: commercial, productionand cultural perspectives
2 Film theory: philosophical, sociological and cultural perspectives

3 Film history: the nature of its development in all its aspects

4 The aesthetics of film: as an art form, genre, structure, medium

5 The technology of film: technical and media perspectives.

Within the syllabus the emphasis will be on developing an understanding of the
aesthetics of film although this will inevitably entail the other areas playing some role.
Furthermorethe films selected will be narrative films and for the moment must be studied
in a comparative manner with literary texts. Finally because of the redities of the
classroom the films will be viewed in the form of video-cassette. It is acknowledged that
thisisnot ideal since films achieve much of their impact from the size of the screen, the
quality of the sound experience and the general communal context of their viewing.
Obviously where an opportunity presents itself the film should be viewed in its original
form, but while this is desirable it is not to be seen as essential in the present context.
(Perhaps in the future with schools having installed audio-visua rooms some of the
difficulties might be counteracted.)

These tight parameters may be irritating for some but such an innovation has to take
cognisance of the factthat many teachershave not been trained inapproaching film and

therefore need initidly asecure structure to follow if they areto take up this opportunity
in their teaching.

9
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Filmas aesthetic/narrative
All narrative genres share the common factor of story form. Film can be grouped under
this heading with the other fictional genres and also with biography and travel writing.

80 while all these genres sharea common structural core they differ in that they present
their narratives in different kinds of discourse.

Discourse can be defined as a conventional structured means of communication.

The discourse of written fiction iscomposed of alanguage which communicatesthrough
using some or all of these conventions. characters, setting, plot, descriptions, diaogue,
tone, atmosphere, mood, imagery and symbols.

The discourse of drama and the theatre can select from all the discourse of fiction but in
addition uses: stages, actors, sets, lighting, movement, sound, colour, costumes.

The discourse of film can use all of the elements of discourse in fictionand dramabut
adds something totally unique: the camera and the form of discourse that it makes
possible.

Thisdoes not imply that film isthemost comprehensive form of narrative discourse. Each
of the narrative discourses has its own distinctive potential as a form and each can
achieve effects, outcomes and modes of exploration unavailable to the others. It isto
highlight the distinctive potential of each of these narrative forms that a comparative
approach isbeing introduced.

Approaching film
Since film has so much in common with other narrative forms itis obviously a useful way
to explore film initidly by focusing on these elements. Likewise since teachers will be
familiar with these they provide a secure structure and asound familiar base from which
to start, particularly inthe context of comparative studies. These common elements are:

. Genre

. Themes

. Story/plot/action

. Characters

. Setting

. Point of view

Topics, issues and questions for consideration within each of the above:

Genre

Conventional forms of literary fiction, romance, realism, thriller, etc., are equally
significant in film studies because they place the text within a tradition of story-telling,
suggest an interpretative perspective and facilitate an understanding of how and why the
film was made in a specific way. Againthereis much disagreement among theorists about
the validity of the concept of genre, since some films can be classified under a number
of genres, as is apparent from the classification below. Despite this, such a classification
has a definite value in providing a worthwhile educational approach.
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In general terms a film genre can be described as atype of film which is characterised
by certain conventions of action, setting, characters. The traditional Western tended to
have some of these characteristics:

Characters: Cowboys, outlaws, American Indians, Saloon girls; stranger in town; the
‘loner".

Settings: Spectacular mountain or prairie landscapes;, small towns; saloons; vast cattle
ranches; romantic groves of trees; fast flowing rivers.

Action: Violent physical events; horse chases and gun-fights; discreet love interest.

Obviously various film-makers' use of the genre, the way they change and adapt it to suit
their narrative purposes and so create meanings and interpretations, is a rich area for

study and exploration.

Some film genres:

The Western: Shane; The Searchers;, Dances with Wolves Unforgiven
Science-fiction: Sar Wars. Terminator 1; Alien,. ET.

Comedy: Mighty Aphrodite; When Harry mgt Sally; The Full Monty
Film-noir: The Third Man; The Big Sep; Miller's Crossing

Disaster: Titanic; Twider; Dante's Pesk

Adventure: Indana  Jonesfilms; Spee& Die Hard,. The Fugitive
Detectivel/thriller: L.A Confidential; Reservoir Dogs. Fargo,. | Wat Down.

Horror: Interview with a Vanpire. Scream; Cape Feat;. Slence of the Lambs
Romance: A Room with a View, Casablanca; Segles in Seattle

Biographical/life stow: Citizen Kane, Paris, Texas Cinema Paradisn, Shine; My Left Foot,.
The Shawshank Redemption; In the Name of the Father
Social readism/critique:  Secrets and Lies Karla's Song,. 7-be Bude Boy, Thelma and

Louise. Witness
Historical: Michael Cdlins. Piano,. Braveheart
War: Born on the Fourth ofduly; The Deerhunteg. The Crying Game.

Themes
The subject focus of the film; questions arising in this area would be:

. With what issues does the film dea?

. What doesthe film say about these issues? How can this be demonstrated?

. What values are in conflict? Isthe conflict resolved? How isit resolved?

. How are these issues and values represented and portrayed in the film?
e.g. Michad Collins celebrates the heroism and power of Coallins and reveals the tragic
pathos of civil war; Buiche Boy looks at persecution and itssad consequences; The Ful
Moty focuses on unemployment and personal initiative.

Story~plot~action

Withinany narrative avaluable distinction can be made between story and plot.
. Story: the series of actions and events that occur in a narrative.
. Plot: the specific organisation of these events within agiven narrative.

Itisquitepossibleto usethe same eventsof astow and organise them in a different way,
e.g. in a biographical account the events will generally be the same but it is possible to
give a different order to the events by not following chronological order.
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Generally inthefilms prescribed forthiscourse the narratives will for the most part be relatively
conventional or classical in their plot following the basic pattem of beginning, middle and end.

Another aspect of narrative in film isthe manner in which the story is told. Appropriate
guestions here might be:
. Who istelling the stow?
. Are there one or more narrators?
. Isthe narrator a character inthe film or someone outside the film?
. How isthe stow told? What techniques are used: actual pieces of writing (the
start of Star Wars), voice-over (the start of The Third Man), flashbacks (The
Pawnbroker)?

This question raises the whole context of editing in film, the art which decides on the

sequence of shots, images, and scenes which will constitute the final narrative shape of
the film. This will be considered in more detail later (cf.p.85).

Characters

In most novels characters are usually the focus of the action. So it is in film as well. But
in the context of film there is a danger that the actor/actress playing a role becomes
identified with the character portrayed, e.g. Leonardo DiCaprio is Romeo, Liam Neeson
becomes Michael Callins. This is a context in which the powerful illusion of realism
which film creates becomes evident; the constructed fiction becomes fact, The most
useful way to assess character is through noting values, attitudes, outlook, relationships,
changes and developments and observing how these are presented in terms of the film's
discourses of image and sound.

SHting

Setting involves the physical~social~cultural context and the manner in which it iscreated
and portrayed. What is selected? What is omitted? What is emphasised? What isrepeatedly
shown? What changes inthe course of the film?Isthere a relationship between characters
and setting? Finally consider the 'why' of all these questions. In The Deerhunter two
settings are starkly contrasted, the ritualised world of a traditional wedding and the
mayhem of the Vietnam war. Likewise in Witness the bustle of urban life captured in a

traffic jamis placed in stark contrast tothe rhythm of the Amish community withits horse-
drawn buggy.

Point-of-view
While this occurs intexts other than films, e.g. narrative point-of-view in novels, it has a
specific edge of significance within film since one is literally seeing the world created
fromthe viewpoint taken by the camera. While most frequently films adopt an objective
point-of-view, inthe sense thatthe world isnot shown from the perspective of any one
character within the film this is not always the case; sometimes the point-of-view of a
specific  character is taken in film and it is important to be aware when this occurs.
Relevant questions here might be:

. IJ~7~at way is thepointo fview managedin thefil m?Does it change? How and

. How is it determining what isseen?

. Doesthepointo iew limit and controlyour vision in anyway?
. Ifthepointo fview is that o fone o the characters what does it reveal about the

character at that time?Is the character happy, angry, nervous, in love, sad?

These then are the common elements shared by all narratives. Now the specific
characteristics of film narratives must be considered in some detail.
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These scenesare deliberate constructs and contribute to every aspectofthe film narrative,
creating character, advancing the stow, suggesting interpretations, etc. Inviewing films
with students teachers should indicate how this is so by selecting what they consider are
significant scenesand analysing them fully inthemselves and inthe context of the whole
film. The following are general guidelineswhich indicate the aspects on which students'
attention might be focused:

Setsandprops(cf. Setting, above)

Useful questions in this context:

e How does the red/natural or artificiad context created relate to character, action,
themes?

« Does the organisation of materials/obiects suggest any significant meanings?

Consider theimpact of the following:

e Thesize and structure of the Empire's space ships in Star Wars
 The locked doors in A sGood as it Gets

« The empty mansions of Vienna in The Third Man

e Thevaried house interiors in The FulMonty

e Thevast prairies and isolated towns in Paris, Texas.

Does' the mise-en-sc~ne have any symbolic or iconic dimensions?

This is a more difficult question for later. Iconic perspectives enter afilm when scenes
are reminiscent of famous cultural images found in art, sculpture, other films, etc. For
example, images ranging from Christ's Last Supper, Hitler's Nuremberg rallies, to atwo-
person shoot-out on the town's man street in a Western can all bring a sub-text which
enriches many films through ironic parallel and contrast.

Lighting

Brightness, shadowsand darkness can carry an amount of meaning. What kind of lighting
is present throughout the film and in various scenes? Whereas The Third Man is all
subdued light;, A Room with a View is on the whole full of brightness with some
significant contrasting moments. What does this say about the world of the film and the
meaningsinherent in that text?

In general terms these would be points to note:
High-key lighting:.., brightlylit.., suggest afeelingof space, of openness, of freedom

Low-key lighting: ...dim andshadowed..,suggests eerie and ominous moods
Front-lit: .... faces illuminated.., suggests openness and innocence
Bottom-up/half lit: . . . suggests threat and deviousness.

Quite clearly all the resources of lighting, while being powerful ways of narrating a stow,
raising an audience's interest and keeping its attention, can also have strong symbolic
resonances. They can be usedto create a specific interpretation of an experience or of a
character or portray a definite interpretation of the world. For example in The Star Wars
Trilogy, the world of the Empire is seen in hard, metallic lighting .or in shadowy terms;
in contrast the world of Princess Liea, Luke Skywalker et al. is brightand open.

Colour

Similar to lighting in its use; it helps to reveal character and relationships, create moods
and atmosphere, emphasise tensions and reveal rich symbolic perspectives.

Bright colours suggest a sense of openness and confidence; on the other hand they could
also be employed to suggest the artificid and the superficia. Dark colours
can suggest a sense of threat and foreboding, a sense of sadness and loss. As with all
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order to achieve emphasis. Likewise, fast film speed is the constant source of comic
effects. What other effects could it achieve?

Frame

Thisrderstothemanner in which thescreen frames/shapes/organises the camera's field
of vision; how within the frame of the screen the camera presentsitsview of the mise-
en-sc~ne. Whereas a wide frame is more suitable for westerns and epics a tighter frame
is better for love-stories and various kinds of melodrama, e.g. thrillersand horror. The
kind of questions that are useful for exploring this area are as follows:
. At what angle doesthe frame show the scene? High (viewing from above); Low
(viewingfrom below); Normal (viewing at eye-height); Canted (viewingfrom an
unusual angle)
. What kind of distance does the frame keep from its subject? Does the subject fill
the whole screen? How isthe frame arranged around the subject?
. Isthe frame organised to achieve certain effects? What is given emphasis? What
is in the foreground, inthe background? In what kind of perspective are the
elements in the scene presented?

Sound

The domain of sound within afilm can be categorised under three headings:

¢ Human voices. monologues, dialogues, voice-overs, overheard conversations, etc.
¢ Noises of all kinds: natural sounds of nature, sounds of people or machines

e Music: dramatic possibilities for creating mood and tension.

As emphasised earlier, film is acombination of image and sound. While viewing a film
w emay or may not be conscious of the musical accompaniment of manyscenes. ., but
nevertheless it isworking powerfully within our experience by setting a mood, building
up anticipation, generating excitement and creating emotional contexts. Most people will
be aware of the musical cliches that signal the villain waiting to pounce, the rescue craft
arriving, the monster arising from the depths, or the entrance of the powerful ruler. But
music can be used much more subtly than this. Music contributes significantly to the
rhythm of afilm, to the sense of movement within the film, and also to itsnarrativepace
and shape. InDanceswith Wolves the visual excitement of the buffalo hunt is given
added intensity by the pounding musical score which accompanies it. Consider such
possibilities as: music facilitating transitions from one scene to another; musical motifs
related to different characters and locations; the significance of the theme-music and its
presence or absence in scenes.

Likewise with other sounds: think of the possible dramatic impact of a sudden scream,
the wild sounds of astorm, the gentle lapping of waves on a beach, the cry of a sea-bird.
Aswith music, sound motifs can be associated with certain characters and places and add
to the dramatic effects of a scene. In Star Warsthe laboured breathing of Darth Vader
comes over as a threat; in Hitchcock's The Birds any sound associated with a bird
becomes an occasion of terror; finally the absence of sound, the sound of silence, can
also be used to achieve powerful effects.

Editing

The editor's role is to take all the film that has been shot and by judicious selection
construct sequencesthat build into scenes/episodes and finally link all the episodesinto
a sustained narrative. Deciding on what shots to include and in what sequence to put
them in to create the most powerful impact in terms of feeling and stoW line is a vita
part of creating a successful film. The linking of scenes by an editor is frequently
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described by the term montage. Thisis away of showing, rather than tellingan audience
what is happening. Through skilful editing a montage can manipulate an audience into
seeing the world from a particular viewpoint. For example, consider this sequence of
shots/images in Weir's Witness.

. A horse-drawn buggy being driven by two bearded, darkly dressed Amish
farmers

. Close-up of the farmers' faces

. Camera pulis back and the buggy is shown holding up aline of cars

. Long shot of buggy being crowded by an articulated truck

. Final shot shows buggy waiting at traffic light while traffic swirls about it.

This montage clearly underlines the major theme of the film, the contrast between the
valuesof traditional Amish cultureand those of contemporary civilisation.

Many who go to films are quite unaware of editing; the film seems to move in a seamless
series of images and the continuity isnot disrupted in any obvious way. This continuity
editing, symptomatic of many classical films, involves most sophisticated skills which are
essential to making the narrative flow easily. Typical techniques would be:
. Using establ~hing shots,, to start a scene or sequence; these shots create a sense of
location, focusing on atown, a landscape, outer space or a specific context of action.
. Using shot-reverse shot to capture the encounter between two people or a
person and an object, focusing on one initidly and then cutting tothe other and
so to and fro between them asthe encounter develops.
. Using different modes of transitions (cuts) between shots and scenes.

- Fade-in or fade-out: an image is darkened or lightened so that it
disappears.

- Iris-in or Iris-out: a new image appears as agrowing circle in the middle
of the old image or the old image shrinks and disappears into the new
image.

- Wipe: a line moves across an image to clear one shot and introduce
another.

- Dissolve: a new shot is briefly superimposed on afading old shot.

As with all aspects of films these techniques need to be criticadly examined to discover
why they were used and what effect they actually achieve. Relevant issues here would be:
. Pace and rhythm of the narrative: by a judicious selection of shots and cuts the
editor can create a specific mood or atmosphere. Quick cutting and short, tightly
focused shots can create intense excitement and a sense of tension, e.g. car
chases, etc. On the other hand slow, lingering shots focused on detailssuch as

shoes, eyes, weapons, hands, door handles, can also create tension.

. In establishing shots isany statement made about the world and the characters
in it? Are characters at home inthis world or arethey at aloss?Is the location
benign or threatening? How isthe feeling created?

. Isthe continuity of the narrative always smooth or is it disrupted by unusual
shots or cuts? Why is this done . . . to create a sense of unease, to meke a
comment on a character or event, to remind the audience of something?

. What kind of shots are dominant inthe film?Why isthis?

What effect does this choice of shots achieve?
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Theme music: The Harry Lyme theme. A haunting tune, played on the zther,
reminiscent of fairgrounds and barrel organs. It creates moods of pathos, nostalgia and
of threat depending on how it is played at various moments in the film.

Approaching filmin the classroom

Because of the association between film and entertainment students can adopt a certain
attitude to the viewing of film which can militate against worthwhile discussion and
analysis taking place subsequently. To avoid such outcomesthe viewing of afilm should
be guided by some basic methodological practices:

Previewing.. Place film in context of either its social and cultural setting, or its man
themes, or itsgenre. The comparative perspective and prescribed modes of comparison
within the syllabus facilitates this.

Viewing: In an ideal world the film would be seen initidly by the students inits totality
so that they could experience its overall imaginative impact and become involved in its
atmosphere and narrative tensions. Alternatively the film will have to be viewed as a
seriesof episodes, perhaps on two or three consecutive days which can be fitted intothe
available class time. After this initiad encounter and resultant general discussion a more
focused, specific approach should be taken.

Select a series of short significant episodes which will fitintothe class time available and
essentially focus the study of the film on these episodes. This may mean (approx.) 10-
15 mins. viewing time followed by 20-25 mins time for discussion and analysis. In
relation to The ThirdMan perhaps the following episodes might be selected for detailed
study:

Holly's arrival and opening scene in the cemetery

First meeting between Holly and Harry (the cat scene)

Meeting inthe fairground

Meeting inthe cafe

Chase inthe sewers

Final scene inthe cemetery.

2 Each episodeshould be viewed with some specific purposes inmind. Ask the students
to watch out for specific things or to seek the answers to set questions, e.g. how
characters are presented and viewed, costumes and props, the use of light and
shadow, certain camera angles, sound sequences, etc.

3 After each episode discuss the developments that have taken place and ask for
observations on how the narrative has been developed in relation to characters,
relationships, and overall narrative flow. Focus on particular moments of the film. If
thought appropriate a particular shot/image could be chosen for exemplary analysis.

4 The personal journal could obviously be employed usefully inthis context for students
to record their developing understanding or otherwise of what the film is attempting
to do. Inthejournal jottings about all aspects of the film should be present.

5 ldeally the study of the film should be rounded off with the students seeingthe film
as awhole.

Post-viewing: Consider film under the topics and headings outlined above and relate to
other films and texts.
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1 DRAFTS OF QUESTIONS ON COMPARATIVE STUDIES

A HIGHER LEVEL
Themes and Issues

1 'The dramatic presentation of athemecan greatly add to the impact of literary
texts." Discuss this statement in relation to your study of texts in a comparative way.

2 Comment on how your understanding of athemeor issue has been informed by
your reading of texts in a comparative manner,

3 Outline your views on the relationship between the themes and issues which literary
texts address and the creation of significant characters.

4 Show how atheme or issue affects the narrative shape or structure in two contrasting
texts.

5 'The language and imagery chosen by the author are important expressions of theme.'
Discuss this statement in relation to textsyou have studied in a comparative mode.

Literary Genre
1 Contrast your experience of reading a novel with that of attending aplay or seeing afilm.

2Who tellsthe stoW inthe textsyou studied? Contrast the viewpoint of the narrators and
their attitude and relationship to the other characters inthe texts.

3 Discuss the narrative approach of the textsyou have read. Which story did you findthe
most convincing and enjoyable and why?

4 Comment on thetextsyou have studied in relationship to their being either redistic or
romantic intheir viewpoint, Which kind of writing do you enjoy most?

5 In relationship to either your understanding of comedy or tragedy compare the texts
you have studied as exemplars of those literary genres.

Cultura Context

1 Compare therituals of relationships in some selected texts.

2 Comment on the relative social status of men and womenin texts.
3 Discuss where power and influence reside inthe cultures in texts.

4 Comment on the significance of race or class in the texts.
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B. ORDINARY LEVEL

Heroes Heroines and Villains

1 Compare the behaviour of two of the leading characters in the texts you have read.

2Whichheroes or heroines did you admire most inthe textsyou studied? Inyour answer
refer to at least two characters from differerent texts.

3 Villains, heroes and heroines can be either stereotypes or original and individual intheir
behaviour. How would you classify those inthe texts read by you?

4 Heroes/heroinesusually face serious challenges. What was the nature of the challenges
the characters inthe texts faced? Were there similarities inthe way they approached these
challenges?

5 What were the central values of the man characters in the texts read? Compare their
respective value-systems. Which of them did you find most interesting?

Social Setting

1 Contrast the social setting of two texts under at least two of the following headings:
place and time; general value systems and beliefs; characteristic rituals and behaviour
of the people.

2 Would you have liked to live in the social worldcreated in the texts read? Describe
and comment on one you think you could possibly live in and on one which you
might find uncomfortable.

3 Did the setting of the texts detract from or add interest to the overall impact in your
view? How important was the particular setting for making the text successful in telling
its stoW and putting across a particular viewpoint?

4 Which aspects of the setting of the texts did you find either most interesting or
significant? Explain your choices.

Relationships

1Taking two or more of the textsyou studied, compare the relationships which were of
most interest to you.

2 Describe and comment on the importance of one relationship in each of the texts.

3 'Some relationships are creative and some are destructive.’ Choose a relationship from
each of the two texts and compare those two relationships in the light of the above
statement.

4 Describe onerelationship in each of your texts. In each of the relationships choose the

person you felt most sympathetic towards and compare the behaviour and attitudes of
these characters.

94



Draft Guiddines fi)r 7lsdes- ed'Bgih
2 QUESTIONS O NUNSEENPOETRY- ORDINARY LEVEL

ADVICE TO MY SON

The trick is, to liveyour days,

as if each one may beyour last

(for they go fast, and young men lose their lives
in strange and unimaginable ways)

but at the same time, plan long range

(for they go slow: if you survive

the sheltered windshield and the bursting shell
you will arrive

at our approximation here below

of heaven or hell).

To be specific, between the peony and the rose
plant squash and spinach, turnips and tomatoes;
beauty is nectar

and nectar, in a desert, saves -

but the stomach craves stronger sustenance
than the honied vine.

Therefore, marry a pretty girl

after seeingher mother;

show your soul to one man,

work with another,

and always serve bread with your wine.
But son,

always serve wine.

Peter Menke

Read this poem slowly and carefully a number of times. Try to think about the pictures
it makes and the feelings that those pictures give you. Don't be worried if you cannot
catchthe full meaning of the poem; justtalk about the partsthat have most meaning for
you.

Q.1 Inlines1-10 what line(s) giveyou themost powerful picture? Outline the picture and
the feelings and ideas it brings. Is there any other place inthe poem where those
same feelings can be found? Write about those lines.

Q.2 Inyour view does this poem give a sad view of lifeor ahappy view of lifeor a mixture
of the two? Explain your answer by selecting some linesto illustrate your viewpoint.

Q.3 How would you describe the way the poem uses words? Choose from the following
the phrases that describe the poem best for you: a) like a friendly chat, b) like a
sermon, c) like a serious message, d) like a song, €) like a set of friendly instructions.
Choose some words and phrases from the poem to support your opinion.

Q.4 Some phrases from the poem are like 'wise sayings' or 'proverbs', e.g. '‘plan long
range', 'beauty is nectar'. Pick out some other phrases like this and talk about
what they bring to the poem.
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JULY DAY SPECTACULAR

| sit inthe third row of

gray rocks upholstered

with lichen. Light pours

from the flies of heaven

on a thirty mile stage-set;

and there, by the footlights

of breaking water,

oystercatchers,

going through their old routines,
put on their black-and-white mingrel show
watched by abandmaster pigeon
with built-in epaulettes.

Norman MacCag

Q.1 Read this poem a number of times and then decide how the poet is feeling about
what he sees.

Q.2 Choose some of the following words which you think would be appropriate to
describe the scene in the poem as the poet presents it: lively, serious, dul,
monotonous, entertaining, light-hearted. Couldyou suggest another word to describe
the poet's viewpoint?

Q.3 The poet is describing a seaside scene. To what doesthe poet compare it and what
isthe impact of that comparison?

Q.4 Pick out some words inthe poem whichyou found interesting and/or surprising and
talk about them.
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SPRING RACE

The chestnuts have it.

One before all the rest

in that line of twelve where the road swings by Foley's farm
his hitched limp green rags

to every spiked twig it owns

and therags life,

thicken in moist light,

fan upon fan. Translucent.

As new ghosts, they own no shade.

Beyond, the spread corduroy of spring plowing
and iambs shouting into the morning.

Kerry Hardie

Read this poem a number of times until you can imagine clearly the scene being
presented in terms of place, events and time of the year. Note down your own response
to the poem, i.e. what images/fedingsideas did it create in you? Then respond to the
following questions.

Q.1 In her description of the coming of Spring the poet uses some unusual words to
describe things. Pick out the words you found unusual and write about their effect
inthe poem.

Q.2 There isa strong sense of a particular place inthis poem. What details and references
are important inyour view for giving this sense of place?

Q.3 What picture does thetitle of the poem create for you? What lines in the poem keep
the same picture going?

4 EILY KILBRIDE

On the north side of Cork city

where | sported and played

On the banks of m yown lovely Lee

Having seen the goat break loose in Grand Parade.

I met a child Eily Kilbride

Who's never heard of marmalade,
Whose experience of breakfast
Was coldly limited,

Whose entire school day

Was abag of crisps,

Whose parents had no work to do,

Who went, once, intothe countryside,

Saw a horse with afeeding bag over its head
And thought it was sniffing glue.

Brendan Kennelly
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Q.1 In your view why did the poet write this poem?

Q.2 How does the poet feel about Ely? Choose at least two from the following list of
descriptive words which you think describethe way heis feding: sad, angry, gentle,
happy, shocked, uncaring, frustrated. Explain your choices.

Q3The first verse includes a line from a popular and well-known song about Cork,
'On the banks of my own lovely Lee'. Why isthat line included here?

QA4What part of Eily's experience would you see as the most upsetting? Explain your
choiceby describing the kind of picture it givesyou and the feelings related to it.

DID ANYTHING HAPPEN AT THE HELD TODAY, DEAR?

The photograph shows

the frozen horror of that moment in time
theairship

booming into flame

the people

tiny

running to and fro ams
raised in fright

and looking closer we can see
one person

unconcerned

walking from the field

not having noticed the panic
behind him

sriding

hands in pockets

head bowed in thought

he walks away

admiring the splendid polish
of his boots

Richard Hill

Read this poem a number of times and when you feel you have some sense of it attempt
the following questions.

Q. 1Thereare two different viewpointson acertain moment given inthis poem, i.e. what
the 'people’ saw and what the 'person’ saw. Describe what each of these saw
accordingto the poem. What feelings and ideas do these two pictures give?

Q.2 Who do you think istalking to whom in the title of the poem? Explain how thetitle
hints at what the poem is about.
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Q.3 Select fromthe poem four phrases which for you carry the main impact of the poem.
Explain your choice.

Q.4 Fromthe list below choose the phrase which isvery close to or very different from
your own reading of the text and explain your choice:

- The two different viewpoints make the airship disaster seem more sad andtragic

- The presenceof two viewpoints meansthatthe reader's attention is drawn away
from the airship disaster.

- The poem makes people seem insignificant and unimportant.

POT ROAST

| gaze upon the roast,

that is sliced and laid out

on m yplate

and over it

| spoon thejuices

of carrot and onion.

And for once | do not regret
the passage of time.

| sit by a window

that looks

on the soot-stained brick of buildings
and do not care that | see
no living thing - not a bird,
not abranch in bloom,

not a soul moving

in the rooms

behind the dark panes.
These days when there islittle
tolove or to praise

one could do worse

than yield

to the power of food.

So | bend

to inhale

the steam that rises

from m yplate, and | think
of the first time

| tasted a roast

like this

It wasyears ago

in Seabright.

Nova Scotia:

m ymother |leaned

over m ydish and filled it
and when | finished

9
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filled it again.

I remember the gravy,
itsodour of garlic and celery,
and sopping it up

with pieces of bread.

And now

| taste it again.

The meat of memory
The meat of no change.
| raise m yfork in praise,
And | eat.

Charles Peters
This is a poem which uses food and the memory of food in an interesting way. While
sitting at a meal aperson starts remembering other meals. Read the poem afew times
and jot down whatever it suggests to you. Then respond to the following questions and

proposals.

Q.1 'There are feelings of warmth and love here but also feelings of coldness and death.’
What do you think? Inyour view which finally isthe dominant feeling in the poem?

Q.2 sincethis poem describes eatingthere should be sensuous words present init. Select
some words which created for you a sense of rich tastes, textures and scents.

Q.3 At the end the poet raises his 'fork in praise. Why does he do this?
Ishe praising food, meat, his mother, himself or what?

Q.4 'Poems can add rich meanings to the ordinary events of life? Would this be true of
this poem?
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7 RUNNING ON EMPTY

As ateenager | would drive Father's
Chevrolet cross-country, given ne

rductantly: 'Always keep the tank
half full, boy, half full, ya hear?

Thefuel gauge dipping, dipping
towards Empty, hitting Empty, then

thrilling way below Empty,
myself driving cross-country

mile after mile, faster and faster,
all night long, this crazy kid driving

the earth's rolling surface,
against all laws, defying chemistry,

rules, and time, riding on nothing
but fumes, pushing luck harder

than anyone pushed before, the wind
screaming past likethe Furies ...

| stranded myself only once, awhite
night with no gas station open, ninety miles

from nowhere. Panicked for a while,
at standdtill, myself stalled.

At dawn the car and | both refilled. But,
Father, | am running on empty fill.

Robert Nicholls
Thispoem apparently tellsabout an incident fromthe poet's teenage years. Read it afew
times and try to get aclear pictureof what actually happened. Having read it note down

any words that interest/surprise you or any ideas, images and feelingsit raised and then
respond to the following proposas and questions.

Q. 1'Thepoem isfull of a sense of movement and risk.' Where in the poem can you find
these feelings? How isthelanguage used to give that sense of movement?

Q.2 Why did the poet take such pleasurein ‘running on empty*? Choose some words and
phrases which suggest his reasons.

Q. 3What feding does the last line create? Choose fromthe following thewords which match
the lings impact on you: sad, happy, defiant, hopeless, helpless, angry, arrogant, bitter.

101



Draft Guiddines for 7>ache~s of English

Questions on Poetry: Higher Level

1

(a) Philip Larkin's poems focus vividly, if unemotionally, on ordinary things, put his
coldness towards them leavesus pessmistic and depressed.

(b) UNSEEN
TEA AT THE PALAZ OF HOON

Not less because in purple | descended
The western day through what you called
The loneliest air, not less was | myself.

What was the ointment sprinkled on m ybeard?
What were the hymns that buzzed beside m years?
What was the seawhose tide swept through m ethere?

Out of m ymind the golden ointment rained,
And m years made the blowing hymns they heard.
| was myself the compass of that sea:

| was the world in which | walked, and what | saw
Or heard or felt came not but from mysdf;

And there | found myself more truly and more strange.

Wallace Stevens

QEN

Underthe headings of tone and imagery compare this poemwithany poem by Philip Larkin.

Or

Say whether you think this poem offersus a different or similar experience (view of the

world) to that found in the poetry of Philip Larkin. You may refer to one or more of
Larkin's poems.

2

(a) Many of Eavan Boland's poems observe ourviolent history in avividand movingway;
in spiteof this, she does not take sides except to mourn the hurt. Discuss.
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(b) UNSEEN

QUESTION

Discuss how this poem initschoice of subject and itsuse of imagery expressesthe poet's
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FUTILITY

Move him intothe sun -

Gently itstouch awoke him once,

At home, whispering of fields half-sown.
Always it woke him, even in France,
Until this morning and this snow.

If anything must rouse him now

The Kind old sun will know.

Think how it wakes the seeds -
Woke once the clays of a cold star.
Are limbs so dear achieved, are sides
Full-nerved, dillwarm,too hardto ir?
Was itfor thisthe clay grew tdl?

O what made fatuous sunbeams toil
To break earth'ssleep at all?

Wilfred Owen

belief inthe futility of war.

Or

Read the poem carefully. Inyour opinion, how successful isthe poet in expressing his

belief in the futility of war?

3

(a) 'By means of language that is elliptical and terse, linkedto graphic imagesculled from
the natural world, Shakespeare in his sonnets returns again and againto the themes that
preoccupy him - love, death, the ravages of time." Discuss, supporting the pointsyou
meke by reference to the Shakespearean sonnets on your course.

(b) UNSEN

ANTHEM FOR DOOMED YOUTH

What passing-bells for these who die as cattle?

Only the monstrous anger of the guns.
Only the shattering rifles' rapid rattle
Can patter out their hasty orisons.

No mockeries for them; no prayers no bells,
Nor any voice of mourning save the choirs -
The dhrill, demented choirs of wailing shells;
And bugles calling for them from sad shires.
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What candles may be held to speed them dl?
Not in the hands of boys, but in their eyes
Shdl shinethe holy glimmers of goodbyes.
The pallor of girls brows shdl be their pall;
Their flowers the tenderness of patient minds,
And each slow dusk adrawing-down of blinds.

Wilfred Owen

QUESTION

What attitude to war and death isconveyed inthis poem? Discuss any two devices used
by the poet to show his fedings onthe subject.

Or

Point out some areas of dmilaity and contrast between this poem and one or more of
those by Shakespeare on your course.

4

(a) 'The nuances of human relationships, garbed inlanguagethatis evocative and
fresh, are sgnificant features of the poetry of Seamus Heaney.' Discuss, drawing on your
knowledge of the poems by Heaney on your course to support the points you make.

(b) UNEEN
ALL LEGENDARY OBSTACLES

All legendary obstacles lay between
Us, thelong imaginary plain,

The monstrous ruck of mountains
And, swinging across the night,
Floodingthe Sacramento, San Joaquin,
The hissing drift of winter rain.

All day | waited, shifting
Nervoudy from station to bar
As| saw another train sall

By, the San Francisco Chief or
Golden Gate, water dripping
From great flanged whedls.

At midnight you carme pale
Above the negro porter's lamp.
| was too blind with rain

And doubt to speak, but
Reached from the platform
Until our chilled hands met.
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You had been travelling for days
With an old lady, who marked
A neat circle on the glass

With her glove, to watch us
Move into the wet darkness
Kissing, ill unable to spesk.

John Montague

QUESIICN

What are the dominant fedings in the poem? How are these fedings conveyed in the
language?

5

(&) 'What fascinates the reader of Emily Dickinson's poetry isthe oddness or eccentricity
of her approach to her subject matter.' Discuss.

(b) UNEEN
TEA IN A SPACE-SHIP

In thisworld a tablecloth need not be laid
On any table, but is spread out anywhere
Upon the always equidistant and
Invisble legsof gravity's wild air.

The tea, which never would grow cold,

Gathers itsdf into a wet and steaming ball,

And hurls its liquid molecules at anybody's head,
Or dances, eterna bilboquet,

In and out of the suspended cups up-

Ended inthe weightless hands

Of chronically nervousjerks

Who yet would never spill adrop,

Their mouths agape for passing cakes.

Lumps of sparkling sugar

Sing themsdves o utof their crystal bowl
With a disordered fountain's

Ornamental stops and starts.

The milk describes a permanent parabola
Girdled with satdlites of spinning tarts.
Thefuture lives with graciousness.

The hostess finds her problems eased,
For there is honey 4ill fortea

And butter keeps the ceiling greased.

She will provide, of course,
No cake-forks, spoonsor knives.
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They are so sharp, so dangerously gadabout,
It isregarded as a social misdemeanour
To put them out.

James Kirkup

QUESTION (answer both)

(i) Wouldyou agree that the language and images chosen by this poet present the reader
with aless than serious view of space travel? Support your points by detailed reference
tothe text.

(if) To what extent can this poem be read as a satire on mankind's preoccupation with
manners? Support your view by quotation from the text.

6

(a) 'Sensuousness and symbolism are characteristics of the poetry of John Keats.'

Discuss (max. 500 words), using the poems by Keats on your course to illustrate the
pointsyou make.

(b) Comment on subject matter and expression inthe poem below. How does the style
compare to that of Keats?

MUSEE DES BEAUX ARTS

About suffering they were never wrong,

The Old Masters: how well they understood

Its human position; how it takes place

While someone else is eating or opening a window or
just walking dully along;

How, when the aged are reverently, passionately waiting

For the miraculous birth, there always must be

Children who did not specially want it to happen, skating

On apond at the edge of the wood:

They never forgot

That even the dreadful martyrdom must run its course

Anyhow in a corner, some untidy spot

Where the dogs go on with their doggy life and the
torturer's horse

Scratches its innocent behind on a tree.

In Breughel's |carus, for instance: how everything turns away
Quiteleisurely from the disaster; the ploughman may

Have heard the splash, the forsaken cry,

But for him it was not an important failure; the sun shone
As it had to on the white legs disappearing into the green
Water; and the expensive delicate ship that must have seen
Something amazing, aboy falling out of the sky,

Had somewhere to get to and sailed calmly on.

W.H. Auden
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3 DRAFT APPROACHES TO PAPER 1. LANGUAGE

These sample questions are representative of the format and approach of the
Paper 1 inthe new Leaving Certificate English Examinations.

Paper 1

Ordinary Level.
Time: Two and ahalf hours

The General Topicofthispaper is Rdationships

SECTION 1
Read carefully the following texts and then attempt to answer the questions as directed.
Answer Q.1 and Q.2 on one text.

Answer Q.3 on one of the other texts.

Text A
Margaret Atwood, 'Buddy'

My brother had a job. He was two years older than | was, and now he was aJunior
Ranger, cutting brush by the sides of highways somewhere in northern Ontario, living in
tents with a batch of other sixteen-year-old-boys. This was his first summer away. |
resented his absence and envied him, but | also looked for hislettersevery day. The mail
was deliveredby awomanwho lived on anearby farm; she drove it around in her own
car. When there was something for us she would toot her horn, and | would walk out to
the dusty galvanised mailbox that stood on a post beside our gate.

My brother wrote letters to m ymother as well asto me. Those to her were informative,
descriptive, factual. He said what he was doing, what they ate, where they did their
laundry. He said that the town near their canp had a man street that was held up only

by thetelephone wires. My mother was pleased by these letters, and read them out loud
to me.

| did not read m ybrother's letters out loud to her. They were private, and filled with the
sort of hilarious and vulgar commentary that w eoftenindulged in when w e were alone.
To other people w eseemed grave and attentive, but by ourselves we made fun of things
relentlessly, outdoing each other with what w econsidered to be revolting details. My
brother's letters were illustrated with drawings of his tent-mates, showing them with
many-legged bugs jumping around on their heads, with spots on their faces, with wavy
lines indicating smelliness radiating from their feet, with apple cores inthe beards they
were all attempting to grow. Heincluded unsavoury details of their personal habits, such
as snoring. | took these letters straight from the mailbox to themapl| etree, where | read
them over several times. Then | smuggled them into the cabin under m yT-shirt and hid
them under m ybed.
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| got other letters too, from m yboyfriend, whose name was Buddy. My brother used a
fountain pen; Buddy's letters were in blue-point, the kind that splotched, leaving greasy
blobsthat came off on m yfingers. They contained ponderous compliments, like those
made by others people's uncles. Many words were enclosed by quotation marks; others
were underlined. There were no pictures.

| liked getting these letters from Buddy, but alsothey embarrassed me. The trouble was
that | knew what m ybrother would say about Buddy, partly because he had already said
some of it. He spoke as if both he and | took it for granted that | would soon be getting
rid of Buddy, as if Buddy were a stray dog it would be m yduty to send to the Humane
Society if the owner could not be found. Even Buddy's name, m ybrother said, was like
a dog's. He said | should call Buddy 'Pal' or 'Sport' and teach himto fetch.

| found m ybrother's way of speaking about Buddy both funny and cruel: funny because
it was in some ways accurate, cruel for the same reason. It was true that there was
something dog-like about Buddy: the affability, the dumb faithfulness about the eyes, the
dutiful way he plodded through the rituals of dating. He was the kind of boy (though I
never knew thiswith certainty, because | never saw it) who would help his mother carry
in thegrocerieswithout being asked, not because he felt like it but simply because it was
prescribed. He said things like, 'That's the way the cookie crumbles,' and when he said
this | had the feeling he would till be saying it forty years later.

Questions

1 How were the letters that Margaret's brother wrote to her mother different from the
letters he wrote to herself? (paragraphs 1 and 2)

2 What isthe author's brother's opinion of Buddy? (paragraph 5)

3 Writea short summary (about 3/4 sentences), inyour own words, ofthe character of Buddy.

Text B
Hugh Leonard, 'Out After Dark'

Ambrose had put on weight and was pasty-faced. At school, he had been handsome in
a sullenway, with limp blond hair and stork's legs that seemed all the longer because he
wore the shortest trousers in the town. He was an only child, and his parents indulged
him; he had the most pristine football boots, the pearliest-handled six gun and - what
w eall envied - a bushranger side-of-the-head hat with a chinstrap. He was the kind of
superior boy | cravedto be; now he seemed broody and dull. Holy God, in contrast, wore
the confident smile a company director might bestow on a nervous stockholder. He was
big, pink-faced and barrel-chested, with afull head of corrugated white hair; he walked
his dog with the air of a country gentleman. | liked Cloggy best of the three, for he had
never been known to say a defamatory word about another being. He was small and
brown-haired; he wore spectacles, and with age his face took on the worried, wrinkled
appearance of awalnut. With them in the Queen's was agirl named Jo Ann, who came
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overto where | was sitting and asked if it wastrue that | had come home for good. After
we had talked for a while, she looked back at Ambrose, Holy God and Cloggy. ‘Arent
they a hoot? she said. 'They invite me out for ajar so's people will think they're terrible
men for women'. Then, fondly: 'God help me, I'm in shocking danger!"

The trio had inthe beginning been a quartet, and the fourth member was named Rory
Cafferky. It took m esome time to find out what had happened to him. It was Rory who
provided m ewith the adventure they preferred to enjoy at second hand, if at all. As
young lads, they robbed orchards and, with even greater daring, hooted after girls in the
street. Very occasionally, the girls would call their bluff by hooting back at them,
whereupon Ambrose, Holy God and Cloggy would go red and hurry around the nearest
corner, each blaming the others for making a show of him, while Rory would bravely
stroll over to the girlswhose turn it now was to scurry away.

His daring scandalised and fascinated the three. He acquired an invisble wheelbarrow
which he trundled around DOn Laoghaire, askingladiesto hold shop doors open for him
as he wheeled it through. Often caught off-guard, they did so and stared at him as, half-
stooped over and with fingers clasped around shafts that were not there, he would say
‘Thank you' and go past them at a half run. Once, in the Carnegie Library, an assistant
paid him theultimate compliment of saying: 'youcan't bring that thing in here." When he
became tired of the invisible wheelbarrow, he abandoned itfor a more elaborate toy. He
would get off abus with the others and, as they were about to start down Marine Road
either for awalk on thepier or to seethe picture of the Pavilion, he would say, 'Excuse
me a minute, lads, dip into his pocket and take out akey. With half of DOn Laoghaire
looking on, he would jab it into midair and turn it. He then proceeded to open a door
that only he could see. It was aheavy door, he grunted, strained and went red with the
effort. By now acrowd had gathered. He raced in, took hold of a bellrope that was no
more visiblethanthe wheelbarrow had been, and gaveit asingle almighty tug. The great
vibration of the bell caused him to reel for a moment, then he recovered, pitted his
shoulder against the door, heaved it shut and used the key to lock it again. Ambrose,
Holy God and Cloggy had watched the performance from the asylum of the porch of St
Michael's church, with Holy God intoning over and over, lestthe other two forget, which
was unlikely: 'We'renot with him, we're not with him."’

Questions
1 Why did the author like Cloggy the best of the three described in the first paragraph?

2 Outline how Rory differed from the others.

3 Write ashort explanation (giving at least two reasons) why the friends of Rory behaved
as they did at the end of the passage.
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or

Write an argumentative conversation between yourself and afriend about a matter on
which you disagree. First outline the topic and general content of the conversation.
(There needn't be a solution to your disagreement, but both sides of the issue must be
presented.)

3 Write about an activity, in the form of a magazine article or a radio talk, which you
enjoy or would like to participate in which requires trust, co-operation and teamwork.
Describethe activity and indicate its attractiveness for you.

or

Write a persuasive composition addressed to either your parents or guardians attempting
toconvince them that your plan to engage with some of your friends in anew dangerous
sport (choose your own sport or activity) of which they disapprove is actually safe and
worthwhile.
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Leaving Certificate English
Higher Leve
Proposed Format and Approach of Paper 1
Time: Two and a half hours

The general topic o thispaperis howpowerin variousforms, social, political, scientific,
etc., can affect people's lives.

It is important that the texts in Section 1 are read and the appropriate questions
answered before Section 2 is attempted. It is expected that your composition will
reveal, directly or indirectly, some evidence of your reading, understanding and
response to the texts in Section 1.

Section 1
Read the following texts and then answer the questions as directed.
Y ou must answer two questions in this section as follows:
Answer a Q.1 on one text only
Answer a Q.2 on another text.
(A Q.1 and a Q.2 should not be answered on the same text.)

Text A
Old Taes

If one compares the female figures if contemporary children's literature with those of the
traditional fairy tales, one redises that littlehas changed. The oldfairy talescontain meek,
passive, inarticulate women who are concerned only with their own beauty and are quite
ineptand useless. On theotherhand the mde figures are active, strong, courageous, loyal
and intelligent. Nowadays fairy tales are hardly ever told to children. Television and
stories invented for them have provided a substitute. But some of the most famous tales
have survived and everybody knows them.

'Little Red RidingHood' isthe stoW of a girl, bordering on mental deficiency, who is sent
out by an irresponsible mother through dark-infested woods to take alittle basket full to
the brim with cakes, to her sick grandmother. Given these circumstances her end is hardly
surprising. But such foolishness, which would never have been attributed to a male,
depends on the assurance that one will always find at the right moment and in the right
place a brave huntsman ready to save grandmother and granddaughter from the wolf.

Snow White isalso asilly goose who accepts the apple she is offered, althoughshe has
been severely warned not to trust anybody. Whenthe seven dwarfs accept her as a guest,
the roles reappear. They go off to work while she keeps their house clean, mends their
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clothes, sweeps and cooks and waits for their return. Shetoo lives with her head in the
clouds. The only quality sheis recognised as having is beauty. Since beauty is a natural
gift, which isnot affected by the will of the individual, this does her very little credit. She
always managesto getinto trouble, and in order to get her out of it a man must, as usual,
intervene: Prince Charming, who will marry her according to rule.

Cinderella is the prototype of domestic virtues: humility, patience, servility and 'under-
developed consciousness, and she isnot very different from the female types described
in everyday textbooks for primary schools and in children's literature. She too does not
move a finger to get out of an intolerable situation, swallows humiliation and oppression
and hasneither dignity nor courage. She also accepts being rescued by a man as her only
resource, though who can say whether this latter will treat her any better than she has
been treated up till then.

Female figures in fairy talesbelongto two fundamentally different categories:. the good,
but useless, and the wicked. It has been calculated that in Grimm's fairy tales 80% of the
negative characters are female.

However diligently one searches, it is impossible to find a female character who is
intelligent, courageous, active and loya. Even the good fairies do not use their own
resources, but a magic power which has been conferred on them and which does good
with no more logic than does evil in witches. A female character with humane, altruistic
motivations, who chooses lucidly and courageously how shewill act, is totally non-existent.

The emotional force with which childrenidentify with these characters gives them great
powers of suggestion, which are reinforced by innumerable concurring social messages.
If it were a case of isolated myths which had survived in a culture which no longer
accepted them, their influence could be ignored, but infact our culture is saturated with
the same values that these stories propagate, even if they are somewhat diluted and
obscured.

(580 words)

Q.1 What isthe major point being made by the author in this text. Outline the evidence
she uses to support her point of view and comment on the coherence of the argument.

Q.2 List in two summary paragraphs the attributes of the male and female stereotypes
which the text highlights.

Text B
The Milgram Experiment

Stanley Milgram, an American social psychologist, carriedout an experiment intheUnited
States in 1961, since repeated in many other countries with similar results.

Milgram's  collaborators approached twenty-to-fifty-year-old  passers-by in the street
completely at random and asked for their help with a series of scientific experiments
supposedly designed to test the relationship between learning and punishment. When
one of these volunteers arrived at the agreed time at the research department of Yale
University he would aways run into a young man who had supposedly come for the
purpose but who was in reality one of Milgram's assistants. Dressed in a white coat as a
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symbol of authority, the research director then got the two to toss a coin for which role
they were to play. One of them was supposedto be the 'teacher’, the other the 'pupil’.
The toss was rigged so the Milgram's assistant always won the part of the 'pupil’. Inthe
presence of the 'teacher’ the assistant was then tied to a kind of electric chair and left
wi[h onehand freefor working a push-button, his means of responding to questions. The
pupit woul.d give acreditable performance of anxious unease and consternation when
the director explained that each wrong answer would be followed by an electric shock.
Theteacher had previously been given a sufficiently unpleasant trial shock of 45 voltsfor
his own information.

Then director and teacher went intothe room next door. The doors were shut; the only
contact with the pupil was through amicrophone and loudspeaker. Theteacher was then
presented with a list of words which he was to read out for the pupils to memorise and
repeat by means of certain sequences of push-button signals. Then the teacher took up
his position at a switchboard with thirty leversfor different current strengths, ranging from
15t0 400 volts, and descriptions ranging from 'slight shock' to 'danger, severe shock'. His
instructions were that the current was to be increased with every wrong answer.

Of course the carefully tutored pupil did not really get any electric shocks but made his
mistakes according to plan and worked a pre-recorded tape of his own voice. From 75
volts upwards he could be heard drawing in hisbreath with ahiss and stifling his groans;
at 180 volts he screamed loudly, 'Stop'. After this he started to weep and to beg for mercy
and eventually he howled wordlessly like an animal. From 300 volts upwards he no
longer reacted at all, and the remaining questions were unanswered. But as no answer
counted as a wrong answer, the teacher had to go on asking more questions and
administering  further shocks.

Thequite appalling result was: in the United States 65 per cent of the volunteers continued
to playtheir part of teacher right tothe 450-voltlimit in spite of thevictim's earlier cries and
his eventual silence. When thisexperiment was repeated atthe Maxwell Planck Institute in
Munich the result was 85 per cent. Since then the experiment has been repeated with a
number of variations by critics and sceptics, and the statistics provedto be correct.

Discussion afterwards revealed that nearly all the volunteers had thought that the victim
was unconscious or perhapseven dead. Most of them were profoundly disturbed by their
own behaviour and could not understand it. Trying to find reasons for it they would say
things like 'l did not want to get anything wrong, to disturbthe experiment.' They told
themselvesthat the scientists must know what they are doing.

This compulsion 'to get it right' and the inability to criticise anameless authority is not
aggression but its biologicaly necessary counterpart, group loyaty and subordination.
These traits, too, have become pathologically overdeveloped in humane society - asthis
experiment shows - tothe point where established anonymous authorities like 'the state',
'science’ or even 'the revolution' can make everything legitimate by way of a rubber
stamp, white coat, or armband.

The picture we generally have of the human being and human society is wrong.
Something inside us refusesto replace this idealised view of mankind with a more
realistic one. Anything that upsets our idealised picture w edescribe as 'inhumane'.
Auschwitz, the Congo, Bangladesh, Vietnam - it is always ‘the others' or. 'the
exceptions' who would do such things, never the majority. But 75 per cent of
Milgram's experiment is down in black and white. And 75 per cent cannot represent
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exceptions; on the contrary it represents normality.
(736 words)

Q.1. In your view what did the Milgram Experiment prove? Is there any way in which

you thinkitsapproach and conclusions could be challenged or do you find it convincing
in its prooP.

Q.2. Imagine you have been one of the 'volunteer teachers' and you actualy turned up

the power to 400 volts. Write a formal letter to your 'victim' attempting to justify and
explain your action.

Text C
How to Deal with Rebels

George Orwell in his Nineteen Eight-Four suggests that the reason the Russians used
confessions was to prevent their victims from becoming martyrs. O'Brien, the inquisitor,
says to hisvictim, Winston:

'The first thing for you to understand is that in this place there are no martyrdoms. You
have read of the religious persecutions of the past. In the Middle Ages there was the
Inquisition. It was a failure. It set out to eradicate heresy, and ended by perpetuating it.
For every heretic it burned at the stake, thousands of others rose up. Why was that?
Because the Inquisition killed its enemies inthe open, and killed them while they were
unrepentant. Men were dying because they would not abandon their true beliefs.
Naturaly all the glow belonged to the victim and all the shame to the Inquisitor who
burned him. Later, inthe twentieth century, there were totalitarians, asthey were called.
There were the German Nazis and the Russian Communists. The Russians persecuted
heresy more cruelly than the Inquisition had done. And they imagined that they had
learned from the mistakes of the past; they knew, at any rate, that one must not meke
martyrs. Beforethey exposed their victims to public trid, they deliberately set themselves
to destroy their dignity. They wore them down by torture and solitude until they were
despicable, cringing themselveswith abuse, accusing and sheltering behind one another,
whimpering for mercy. And yet after a few years the same thing happened over again.
The dead men have become martyrs and their degradation was forgotten. Once again,
why wasit? Inthe first place, because the confessions that they had made were obviously
extorted and untrue. We do not make mistakes of that kind. All the confessions that are
uttered here are true. We make them true. And, above all, w edo not allow the dead to
rise up against us. You must stop imagining that posterity will vindicate you, Winston.
Posterity will never hear of you. You will be lifted clean out from the stream of history.
We shall turn you into gas and pour you into the stratosphere. Nothing will remain of
you: not a name in a register, not a memory in alivingbrain. You will be annihilated in
the past as well as in the future. You will never have existed.’

Winston wonders to himself why the regime has then bothered to torture him. O'Brien
guesses his thought and answers:

'You are aflaw inthe pattern, Winston. You are astainthat must be wiped out. Did | not
tell you just now that we are different from the persecutors of the past? We are not
content with negative obedience, nor even with the most abject submission. When finally
you surrender to us, it must be of you own free will. We do not destroy the heretic
because he resists us; so long as he resists us w enever destroy him. We burn all evil and

115



Draft Guiddinesjbr 7>achers of English

all illusion out of him; w ebring him over to our side, not in appearance, but genuinely,

heart and soul. We make him one of ourselves before w ekill him. It is intolerable to us
that an erroneous thought should exist anywhere in the world, however secret and
powerless it may be. Even in the instant of death w ecannot permit any deviation. Inthe
old daysthe heretic walked to the stake il a heretic, proclaming his heresy, exulting in

it. Even the victimof the Russian purges could carry rebellion locked up in his skull as he
walked down the passage waiting for the bullet. But w e make the brain perfect before w e
blow it out. The command of the old despotisms was "Thou shalt not."” The command of

the totalitarians was "Thou shalt." Our command is "Thou art." '
(640 words)

Q.1 How does O'Brien's treatment of a rebel like Winston differ from the manner in
which other powerful regimes treated rebels?

Q.2 List some principles of practiceand procedure which O'Brien might issue inthe form
of instructions to a person who isto shortly take over his position.

Section 2

Write acomposition on one of the following topics.

1 Write a discursive essay for a serious magazine foryoung people in which you describe
and reflect on the most powerful influences operating on young people today.

2 Write a narrative to explore an issue or situation found in one or more of the texts
above. You must specify the particular issue or situation about whichyou are writing.

3 Compose an argument for a popular weekly journal on the need to eradicate gender
bias in specific areas of society.

4 Compose a persuasive composition which seeks to establish the need for greater
control of scientific experimentation.

5 Give an account of an event in your life in the form of an autobiographical sketch
which reflects some central experiences on which the reading texts have focused.
Explain clearly your choice of event.
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