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THE ROAD TO NOVEMBER
ASSESSMENT AND REVISION

2013 MID-YEAR EXAMINATION FORMAT2013 MID-YEAR EXAMINATION FORMAT

H1 Section A: Unseen - Single-poem (2 options)

Section C: All My Sons (2 options, essay or passage-based)

Paper 1 Section A: Unseen - Poetry comparison (2 options)

Section C: All My Sons (2 options, essay or passage-based)

Paper 3 Section A: Unseen (2 options)

Section B: Set-text comparison (2 options)

TERM 3 PREPARATION FOR PRELIMSTERM 3 PREPARATION FOR PRELIMS

Foundation Re-read both set texts in once more, focusing on key passages
Complete highlighting / underlining of ‘exam copies’
Compile notes on methods and concerns for all texts
Explored both essay and passage-based options for Paper 1
Be confident about question choice and analysis procedure

2013 PRELIMINARY EXAMINATION + ‘A’ LEVEL FORMAT2013 PRELIMINARY EXAMINATION + ‘A’ LEVEL FORMAT

H1
12 Nov

Section A: Unseen - Single-poem (2 options)

Section B: The Age of Innocence (2 options, essay or passage-based)

Section C: All My Sons (2 options, essay or passage-based)

Paper 1
12 Nov

Section A: Unseen - Poetry comparison (2 options)

Section B: The Age of Innocence (2 options, essay or passage-based)

Section C: All My Sons (2 options, essay or passage-based)

Paper 3 
15 Nov

Section A: Unseen (2 options)

Section B: Set-text comparison (2 options)

Section C: Single-text essay question (3 texts, 2 essay options per text)

TERM 4 PREPARATION FOR ‘A’ LEVELTERM 4 PREPARATION FOR ‘A’ LEVEL

Practice Complete at least 2 additional outlines per section (Total of 6 for H1s, 12 for H2s)

Complete at least 3 additional essays per section (Total of 9 for H1s, 18 for H2s)

Share your work within a study group (4 group members =  36-54 more essays!)

Revisit Read through and rework lecture / tutorial notes twice
Read through 3 other sets of notes on methods and concerns
Work within study group to revise notes, resources and essays
Be familiar with key passages and questions we spot (to be uploaded in Oct)
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W-H-Y LITERATURE?
WRITING FRAMEWORK

WRITING ABOUT LITERATUREWRITING ABOUT LITERATURE

WHAT
Topic sentence

The topic sentence of every paragraph should answer the question in a clear and 
specific way. LINK one method to a relevant concern. An e!ective topic sentence 
would resemble this: ‘The apple tree in the Kellers’ backyard is symbolic of Larry’s 
disappearance, and at once their denial of his ‘death’ and their guilt.’

For Section A, start with a broad method like tone or imagery first and link it to a 
concern or idea. For Sections B and C, you can choose to start with a concern, a 
method or a point of characterisation that is relevant to the question.

HOW
Analysis

Detailed discussion of writers’ METHODS is expected in every ‘A’ Level response. 
Move from broad (e.g. rhythm) to narrow (e.g. use of caesurae) where possible. 

EFFECTS, both internal (associations, mood, emotive qualities) and external 
(e!ect on the reader or audience), are equally essential to capturing literariness and 
should be consistently evaluated throughout your essay. In a comparison essay, you 
must compare e!ects (e.g. A presents a bleaker picture of the individual’s fate).

Always cite ample EVIDENCE from the text to support your points. To 
demonstrate a keen grasp of the text, quote from a range of chapters or acts. 

CLOSE ANALYSIS of your evidence at word or line level (e.g. the use of the word, 
‘still’ suggests…) elevates the quality of your response if done critically.

WHY
Response

Comment on the PURPOSE or significance of the above methods and e!ects. We 
commonly refer to this as your ‘interpretation’ or ‘response’. 

This generally involves linking the methods and e!ects in a text to one of the 
writer’s CONCERNS. Discuss ‘what the writer is trying to say’ to his reader or 
audience (note how this is inextricable from internal and external e!ects). 

For the passage-based question in Paper 1 Sections B and C, you can also link this 
concern to ‘elsewhere’ in the text; trace how a character or concern is developed, 
or how the audience’s understanding will change as the plot moves forward or has 
changed since an earlier part of the text. For comparison questions, remember to 
compare concerns in both texts and present your own response to the topic.
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GREAT EXPECTATIONS
ASSESSMENT FRAMEWORK

Your markers from Cambridge will map your work to one of six bands. The maximum mark that you can 
be awarded is 25 / 25 and is frequently given to work of high quality. The descriptors for the 22-25 band 
have been excerpted below, together with a detailed explanation of what you need to bring to the table 
to earn all 25 marks.

CRITICAL RESPONSE
Very good work, showing discrimination and sometimes originality, in making an informed personal 
and critical response to the text

Develops a seamless, coherent argument relevant to the question

- Your interpretation of the text — its ‘why’, purpose, concerns and ideas — is judged as your 
‘response’. Original insight counts, as does textual knowledge.

- The thesis to your essay should present a condensed version of the above interpretation and be 
consistently substantiated throughout the essay.

- Most importantly,  your response should be relevant to the question. Cambridge judges answers that 
they deem complete, unthinking regurgitation of material very harshly.

LITERARY ANALYSIS
Engages with the text(s) through detailed close analysis

Analyses with skill and discrimination ways in which writers’ uses of form, structure and language 
create the meanings of the text

Evaluates the e!ects of the writers’ use of form, style and language with a mature judgement and 
clear focus on the question and key issues

- How a writer presents ideas and concerns is of utmost importance. Every single paragraph that you 
commit on paper should make ample reference to the writer’s / writers’ methods and the e!ects of 
the text, whether internal or external (on the reader or audience).

- Your response, especially for the unseen, should cover all three areas of language, style and form. Do 
not neglect any domain (e.g. structure) unless it is genuinely absent from the text you are given.

- Close analysis, where you comment on the specific e!ects of a certain word (e.g. the use of ‘still’) or 
phrase, is imperative to scoring 14 and above out of 25 marks.
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COMPARISON
Compares the two texts skilfully, and perhaps in original ways, moving between them with ease

- This applies to H2 candidates only. With reference to P1 Section A and P3 Section B, you are 
expected to compare the ideas and e!ects critically (‘skilfully’) and consistently (‘with ease’). 

- Ideally, this comparison will lend itself to an ‘original’ thesis on the central theme or topic.

TEXTUAL EVIDENCE AND LITERARY TERMS
Supports with detailed, pertinent reference to the text, using quotation, paraphrase and critical 
terminology appositely and economically

- Ideas and concerns have to be critically substantiated with ample evidence at all times.
- When answering set text essay questions, quote from a wide range of chapters or acts to display 

extensive knowledge. If you are quoting from only 2-3 parts of the text, the marker will sense that 
something is amiss.

- When answering passage-based questions, pay very close attention to the given extract. Make 
relevant cross-references to other parts of the text judiciously (i.e. do not list for the sake of it).

- Evidence should be directly quoted from the text as far as possible in an ‘economical’ manner. Avoid 
quoting in large chunks or multiple lines at once. Instead, weave evidence into your writing as much 
as you can. Placing evidence in parenthesis (‘sole to crown’, ‘everything’) is acceptable in moderation.

- Literary terms such as ‘enjambment’ or ‘peripeteia’ should be used accurately and e!ectively. Refer 
to Mr. Fahy’s list of literary and linguistic concepts in this package or revisit Texture.

CONTEXT
Demonstrates sophisticated understanding of the literary context of the text — in terms of period /
theme / genre / historical context 

- Drawing parallels with / highlighting di!erences from the writer’s other works helps but should be 
executed with due care. Biographical information is useful in only a few occasions and is not advised.

- Discussion of the socio-cultural context and the historical period (e.g. Old New York, the American 
dream, Polish migrants, Puritanism) should come naturally as you discuss the text and its concerns. 
You can also discuss literary contexts (e.g. modernism, Renaissance tragedy). Show o! what you 
know but do not do so at the expense of literary analysis and personal response. 

- In the topic-based elective, you are expected to discuss in detail concerns relevant to ‘The Individual 
and Society in Literature’. Refer to Mr. Fahy’s list of thematic concepts in this package.

6



EXPRESSION
Work in this band responds sensitively, perceptively and personally to the question set; is often subtle, 
concise and sophisticated, with a style that is fluent and gives economic expression to complex ideas; 
at the upper end this work may be elegant and allusive

- Write well. Be organised. You are not given a language mark (like in General Paper) but how you 
express the e!ects and meaning of a text is indubitably important to doing well. While one is never 
penalised for writing simply, one should never be content to write simplistically.

- As always, answer the question. Be ‘sensitive’ and ‘perceptive’ to key words. Be original.

THE OTHER BANDS
For your reference, here are the descriptors for the lower bands (not that they should be your aim). Pay 
attention to the 1-5 band: be reminded that ‘brief, undeveloped’ work attributed to very poor time 
management skills is heavily penalised. No answer you produce on November 12 and 15 should be 
shorter than three full pages of A4. We have bolded certain key descriptors for your consideration.

18-21
Proficient work making an informed personal and critical response to the texts 
Compares the two texts appropriately and skilfully
Analyses with skill ways in which writers’ uses of form, structure and language create the meanings of the texts
Evaluates the e!ects of the writers’ use of form, style and language with constant reference to the question
Develops a coherent argument relevant to the question
Demonstrates, where relevant, a good understanding of the literary context of the text – in terms of period / 
theme /genre / historical context
Supports with detailed, pertinent reference to the texts, using quotation, paraphrase and some critical 
terminology appositely
Uses a style that is always clear, mostly fluent; able to give accurate expression to complex ideas

14-17
Competent work, making an informed critical response to the texts with some personal response
Compares the two texts in appropriate ways, though may discuss them separately at times
Analyses ways in which writers’ uses of form, structure and language create the meanings of the texts
Evaluates the e!ects of the writers’ use of form, style and language 
Develops a structured response to the question
Demonstrates a sound understanding of the literary context of the text – in terms of period / theme / genre / 
historical context
Supports with appropriate reference to the texts – at times too much or too little, using quotation, paraphrase 
and some critical terminology accurately and mostly appositely
Uses an e!ective style that is able to communicate clearly knowledge and understanding of the texts and the 
issues raised by text and question, with only occasional lapses
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10-13
Satisfactory work, making a response to the texts that shows sound knowledge and some personal response
Makes some comparison of the two texts, but tends to discuss them separately
Makes some analysis of ways in which writers’ uses of form, structure and language create the meanings of the 
texts
Responds mainly in terms of narration of the main features of the text – with some attempt at evaluation of 
the e!ects of the writers’ use of form, style and language – possibly with some misunderstanding
Responds to the question set most of the time within a simple structure though with some digression into 
generality
Demonstrates at times, some awareness of the literary context of the text – in terms of period/theme/genre/
historical context 
Supports some points with appropriate reference to the texts, using quotation and paraphrase mostly 
accurately – perhaps uses some critical terminology, with some misunderstanding
Uses a basic style that is able to communicate knowledge and understanding of the texts and the issues raised 
by text and question, with only occasional obscurity

6-9
Uneven work, making a response to the texts that shows knowledge of the texts 
Discusses both texts but does not develop the comparison
Makes appropriate references to writers’ uses of form, structure and language with some analysis of the ways 
in which they create the meanings of the texts
Makes some attempt at evaluation of the e!ects of the writers’ use of form, style and language – possibly with 
some misunderstanding
Responds to the question set at first, tends to digress and lacks structure
May demonstrate at times some awareness of the literary context of the text – in terms of period/theme/
genre/historical context, but without understanding of how this relates to the individual text
Supports some points with reference to the texts but relies mostly on assertion, with repetition; uses quotation 
and paraphrase at times, possibly not wholly accurately, at too great a length and without discrimination
Uses a simple style, or possibly an over-complex style that succeeds most of the time in communicating 
knowledge and understanding of the texts

1-5
Some attempt to hold to texts and question, showing a simplistic approach to the task
The work is often brief, undeveloped, and exists as a series of points rather than as a line of argument
Expression is simple, technical errors are recurrent, and the work relies on narrative rather than analysis, 
although description is sometimes valid

0
To be awarded only where there is no evidence of any knowledge of, or response to the text
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QUESTION ANALYSIS
TOPIC, TRIGGER AND TYPE

In this self-directed lesson, you should be able to classify questions by their topic and ‘trigger’, and 
understand the requirements of the question ‘type’. Examples of common topic formats and a sample 
analysis can be found on the pages that follow.

ELEMENT EXPLANATION

TRIGGER The topic of the question will be based on one of the three domains below. Identifying the 
‘trigger’ is pivotal to staying relevant and also determine the ‘gaps’ you have to fill. 

METHOD
Keywords - methods, devices, ways, e!ects, significance of episode
E.g. ‘use of setting’, ‘the use of the incongruous in a social setting’, ‘dramatic structure’

CONCERN
Keywords - purpose, significance, meaning
E.g. ‘A quest for maturity’, ‘the failure of the American Dream’, ‘individual good name’

CHARACTER
Keywords - role, characterisation, relationship between characters
E.g. ‘Role of George Deever’, ‘characterisation of Pearl’, ‘presentation of May Welland’

TYPE PROVOCATIVE QUESTION
Keywords - how far do you agree, in your view
You do not have to provide ‘balance’ to this familiar question type: concentrate on your stand and 
explore the ways in which it is evident in the text. If relevant, you may want to argue that the 
statement appears to be true but actually is not, or vice versa.

EXPOSITORY QUESTION
Keywords - discuss, comment, in what ways
Very straightforward but also highly open-ended, you have to identify the writer’s 
methods that are relevant to the topic and discuss how they create meaning.

EVOCATIVE QUESTION
Keywords - how helpful, how important
These call for you to discuss the reader or audience’s understanding of the text and how 
the prompt quotation provided might ‘help’ clarify or surface the purpose of the text.

EVALUATIVE QUESTION
Keywords - how e!ectively, convincing, successful 
Perhaps the most challenging type of all, these require you to ‘evaluate’ the writer’s choice 
of methods — how successfully or e!ectively do they convey the writer’s concerns? Are 
you convinced? This provides ample room for an informed, personal response.
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TRIGGER EXAMPLES

CHARACTER Major character - prompt quotation + provocative question

1. ‘Othello is an individual who embodies extremes of conduct and outlook.’ How 
far do you agree with this assessment?

2. ‘Although they seem clever and worldly, Jack and Algernon are at heart 
sentimental.’ How far do you agree with this comment?

3. ‘A fiercely intolerant creature who detests all forms of insincerity’. How far do 
you agree with this description of Ursula’s role and characterisation in relation 
to the class system depicted in the novel?

4. ‘Tess is that rare creature in literature: goodness made interesting.’ How far 
does Hardy succeed in making Tess both good and interesting?

Supporting character - role and characterisation + expository question

1. Discuss Williams’s characterisation of Stella, and her adjustment to her social 
environment in A Streetcar Named Desire.

2. Discuss the role and characterisation of Emilia in Othello, relative to her place 
in the society of the play.

3. Discuss the function and significance of the Emersons in the novel.

CONCERN Main concern / purpose - prompt quotation + provocative question

1. ‘The Age of Innocence is not just a love story. It is a study of a young man’s quest 
for maturity.’ How far do you agree with this comment?

2. ‘The main characters occupy important positions in the state, but the play is 
essentially a domestic tragedy.’ How far do you agree with this comment on 
Othello?

3. ‘The Birthday Party is a play about growing up.’ How far do you agree?
4. ‘Housekeeping above all advocates female self-reliance.’ How far do you agree 

with this view of the novel

Presentation of concern - expository question

1. Consider the importance of custom and convention in the daily lives of Uma 
and Arun in the novel.

2. Examine Larkin’s poetic presentation of work, job or trade, and what this 
contributes to a wider picture of the individual in society.

3. ‘A blessing on the righteous colony of Massachusetts, where inquity is dragged 
out into the sunshine!’ (Ch 2) Discuss Hawthorne’s presentations of social 
punishment in The Scarlet Letter.

4. Consider Swift’s treatments of the human body in Gulliver’s Travels, and what 
these contribute to the presentation of the societies Gulliver encounters. 

5. Consider the presentation of religion as a formative influence in A Portrait of 
the Artist as a Young Man.
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METHOD Symbols, images, motifs and setting
1. How do ‘ghosts’ contribute to the presentation of the individual and society in 

Kingston’s novel?
2. How are images of death and dying used to explore the individual’s place in 

society within the novel?
3. In what ways does Plath’s use of natural imagery and symbolism create a sense 

of self in Ariel? 
4. How far and in what ways is the weather used in the novel to explore the 

relationship between the individual and society?
5. Discuss the presentation and significance of London as a setting for the 

depiction of female experience in the novel.
6. Discuss the presentation and significance of Fingerbone Lake in the novel, and 

its e!ects on the lives of female characters.

Significance of a chapter, scene or episode*
1. Discuss the importance of the story of ‘No Name Woman’ to Kingston’s wider 

depiction of the individual and society.
2. Discuss the significance of the Talbothays episode in the novel’s depiction of 

female experience.
3. How, and how e!ectively are the ‘fairy tale’ and commentary passages used to 

present women’s experience in the novel?

Dramatic and narrative structure
1. How does Churchill’s manipulation of the chronology in the play contribute to 

her depiction of women’s experience?
2. How far, in your view, does Soyinka’s dramatic structuring contribute to the 

presentation of the individual’s position in society?

Other methods, including mood and e!ects, irony, humour and titles
1. ‘Throughout the play the atmosphere of menace grows and changes.’ How far 

do you agree with this comment?
2. ‘A mood of impermanence, of inevitable transience, pervades the novel.’ 

Discuss this comment, with particular reference to the presentation of the 
female characters and their experiences.

3. In what ways and how e!ectively does Winterson use humour to illuminate 
female experience in this novel?

4. Consider ways in which The Homecoming is an appropriate title for the play.

*Note that the significance of a particular scene or episode is built into the passage-based question 
for Paper 1. You are always expected to write a critical commentary on a passage, relating a 
particular concern, character or method to here and elsewhere in the text.
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SAMPLE ANALYSIS 1SAMPLE ANALYSIS 1

QUESTION ‘Chris has every reason to feel as guilty as his father.’ How far do you agree 
with this comment? (Paper 1 Section C)

TOPIC Chris and his ‘guilt’
- Comparison with his father’s guilt is necessary
- Do not turn this into a question about Keller or guilt in general

TRIGGER Character-trigger
- Focus on Chris as a character (see above)
- Need to derive METHODS used to present Chris’s guilt, his knowledge of 

his father’s act and his self-interest
- Match methods with CONCERNS of guilt / denial, family loyalty /

material wealth and social responsibility

TYPE Provocative question
- Fully agree: establish that Chris has every reason to feel guilty by showing 

he knew his father’s crime and that he too is beset with self-interest. Joe’s 
suicide is indirectly caused by his inability to forgive and ‘see it human’.

- Agree: establish that Chris has reason to feel guilty but has less than Keller, 
who is less socially responsible and inadvertently ‘caused’ Larry’s suicide

- Disagree: establish that Chris’s idealism at the start and self-reproach at 
the end shows that he has some moral fibre; yes, he has reason to feel guilty 
but does not have to. 

PLANNING Identify ideas and concerns
- Chris’s awareness of his father’s wrongdoing
- Chris’s moral responsibility and rejection of material values
- Chris’s self-interest / desire to live the American Dream
- Chris’s ‘phony’ shame in taking money from the business
- Compare Chris with Keller’s eventual acceptance of his guilt

Identify methods
- Language: Chris’s moralistic monologue, lexis of ‘shame’ and ‘guilt’
- Language and action: Chris’s dramatic turn against his father in Act 2
- Roles: Jim hides Chris’s guilt while George and Sue expose it in Act 2
- Structure: Act 3 uncovers Chris’s complicity, how he too is ‘practical’

Match methods with ideas / concerns
- e.g. Chris’s physical violence and verbal tirade against his father at the end of 
Act 2 appears to reflect his ‘innocence‘ in the sense of moral responsibility and 
the rejection of material values.
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SAMPLE ANALYSIS 2SAMPLE ANALYSIS 2

QUESTION ‘This is a novel in which nothing is private.’ How far do you find this a helpful 
comment on social life in the novel? (Paper 1 Section B)

TOPIC Social life and how ‘nothing is private’
- Surveillance and scrutiny over social form and ‘taste’

TRIGGER Concern-trigger
- Focus on the social world of the novel; don’t focus too much on just a single 

character like Ellen Olenska
- Identify METHODS used to present a world in which nothing is private
- Match methods with CONCERNS of social conventions, otherness and 

Old New York as a closed world / tribe

TYPE Evocative question
- Helpful: the quotation establishes Old New York as a tightly-knit ‘tribe’ 

with set conventions and rigid rules; the reader thus sees the opening of the 
novel and Chapter 33 as symbolic of a ‘heavily policed’ social world

- Helpful: the quotation is also fundamental to the novel’s romantic plot; the 
reader understands that May and the rest of Old New York are aware of 
Ellen Olenska and Newland Archer’s every move.

PLANNING Identify ideas and concerns
- Surveillance and Old New York as a ‘tribe’ and ‘citadel’
- Social form and conventions
- Patriarchal society and its double standards towards women
- Romantic plot in the novel: Newland Archer’s realisation of his world

Identify methods
- Structure: gossip episodes / chapters - appearance of Sillerton Jackson
- Structure: revelation that nothing is private in Ch 33
- Perspective: Wharton’s omniscient narrator is able to ‘expose’ everything
- Perspective: Newland Archer’s point of view is limited
- Motif: ‘countless silently observing eyes and patiently listening ears’
- Symbol and setting: the opera glass and the Academy of Music

Match methods with ideas / concerns
- e.g. Archer’s limited perspective leads to his belated realisation that 
everyone is watching him in Ch 33; only then does he accept his fate.
- e.g. The opera glass and the theatre present a world in which appearance 
and manners are constantly scrutinised; Old New York is a society that keeps 
guard over its customs as if it were a religious ‘doctrine’.
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PAPER 1 SECTION A
UNSEEN - POETRY COMPARISON (H2)

Points for consideration
- The unseen component in Paper 1 consists solely of poetry because the paper is designed to cover all 

three genres—poetry, prose and drama. H2s will have to compare two poems; you apply comparison 
skills in Paper 3 Section B with two selected texts that you have studied.

- Read through both pairs of poems (i.e. all four) before making a decision between the two options. 
You may or may not be given a prompt (e.g. ‘the e!ects of money’). A prompt is usually given when 
the theme that links the two poems is not obvious or when the examiners want you to discuss a very 
specific concern (e.g. the e!ects of money on society, not just money in general).

- Devote ample time to this section. It is unwise to place emphasis on Sections B and C simply 
because you know your set texts better. Note that a brief response will qualify you for a maximum of 
6 marks out of 25, a penalty that will almost certainly relegate you to a ‘C’ grade or worse.

- Cover language, style and form at some length. Do not completely neglect one of these broad 
methods. The 2013 edition of Texture (which can be downloaded from the blog) provides a rough 
outline of the features within these broad categories on page 48 and an analysis guide on page 46.

- Avoid starting a paragraph on a minor feature such as alliteration, punctuation and repetition, as 
these may not be evident in both poems and tend to be insubstantial. You are strongly encouraged to 
devote a paragraph each to language, style and form.

- H2 students are urged to compare similar methods and features across the two poems. Broadly 
under ‘form’, you may analyse the rhyme scheme and rhythm in Poem A and compare it to the 
structure and rhythm in Poem B. Each broad method should be linked to purpose and concerns.

- In comparing the poems, find similarities amidst di!erences, or di!erences amidst similarities. 
Compare EFFECTS and PURPOSE, not just method.

Examination format
- As with any section in both papers, you are given two options. We generally recommend that you 

start on the unseen first as a matter of exam readiness. Be prepared to hunt for language, style and 
form, their e!ects and purpose. Be prepared to write your essay in a pre-determined format. Be 
prepared to discuss similarities and di!erences in both ideas and e!ects.

- For H2 students, the foci for this section are COMPARISON and ANALYSIS skills.

2013 SAMPLE PAPER QUESTIONS

1 (a) Write a critical comparison of the following poems (‘Cleaning Day’ by Judith Wright, ‘Detail’ by Eamon Grennan), 
considering in detail ways in which language, style and form contribute to the portrayal of the process of writing a poem.

1 (a) Write a critical comparison of the following poems (‘Wages’ by D. H. Lawrence, ‘Money’ by Charles Sisson), 
considering in detail ways in which language, style and form are used to portray the e!ects of money.
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SAMPLE H2 UNSEEN RESPONSE

Both poems possess a descriptive dreamlike quality that is sustained throughout the poem, and both 
employ the use of vivid imagery, most notably the use of colour. Paying specific attention to nature, 

both poems have a pensive and longing mood, but ‘Lying in a Hammock adopts’ a more journal like style 
of writing, a reflective entry in an idyllic setting, while ‘Swineherd’ has a more longing and more idealistic 

direction to the poem which becomes increasingly personal. 

Both poems make use of imagery, as ‘Swineherd’ uses descriptive imagery of nature in a peaceful and 

domestic environment, to describe a life of retirement. It describes an ideal situation, where he will ‘lie 
awake at night’ and ‘listen to cream crawling to the top of the jug’, a serene and peaceful setting. The 

usage of ‘water’ and ‘soft’ describes a very tranquil environment – soothing and somewhat musical. The 

sounds used in the stanza itself sound soft, utilising many ‘c’ and ‘s’ sounds that give it a very gentle feel. 
On the other hand, ‘Lying in a Hammock’ uses imagery that relates to nature too, but initially it is 

considerably darker, but becomes a brighter and more vivid picture of nature at the end. Initially the 
poem starts o! using hard consonants like the ‘k’ and ‘b’ sounds, both plosive, aspirated sounds in 

‘bronze’, ‘black’, ‘trunk’ and ‘blowing’. This is in contrast to the softer sounds in Swineherd, but later a 

mix is used to paint a di!erent picture, as soft consonants in ‘sunlight’ and ‘stones’ are introduced. The 
common imagery that links both poems is the use of colour imagery. In ‘Lying in a Hammock’, darker 

colours are used first, ‘black’, ‘bronze’ and ‘green shadow’, but later ends on a happier note – ‘sunlight’, 
‘golden’, and eventually brings the poem full circle as ‘darkness’ is mentioned again. This fully brings out 

the down to earth e!ect, for the colours mirror the dawn to dusk, but also life as it passes by, or life as a 

whole. The detached, idyllic position the persona adopts makes it almost seem he is a third party just 
watching life pass him by. This peaceful, picturesque scene is also mirrored in ‘Swineherd’ where colour 

imagery is also used in ‘yellow’, ‘navy-blue’, ‘dark’, and arguably ‘cream’, ‘orchard’, ‘summer’ and ‘apple-
blossom’, which trigger bright colours in our mind, and associate themselves with richness and beauty. 

Again, the last stanza shares a similar parallel with life, just as in ‘Lying in a Hammock’, where first the 

trees grow, and eventually ‘wither on the bough’, a symbol of life passing by and thus completing the 
cycle. Of course, one could also argue that the ‘Swineherd’ also takes the same detached, third person, 

passive observation of his surroundings as they decay around him – a life spent in idle, a life spent in 
waste. 

The poems di!er in the tone and language used. ‘Lying in a Hammock’ is more reflective and pensive 
throughout, relaxed and ends on a meditative note. On the other hand, ‘Swineherd’ is also reflective, 

but more longing and has the persona is more direction driven rather than lying back and just ‘wasting 
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his life’ idling. ‘Lying in a Hammock’ has a persona that describes the ongoing events in present tense, 

like he is journaling an entry on the spot as he lies in the hammock. Phrases like ‘I see’, ‘blowing’ and 

‘looking for home’ all show that he writes in the present tense as all these things happen around him. ‘I 
have’ and ‘I lean back’ also gives us a good picture of what he is doing at that time, but it is worth noting 

that the poem ends on a past tense: ‘I have wasted my life.’ This further enhances the picturesque scene 
as if he is observing ongoings as the day passes, and documenting all that happens, but at the end of the 

day he concludes that he has wasted his life. This also enhances the idyllic setting and passivity of it all: 

the meditative ending shows the persona’s first opinion on anything at all – and ironically, he does not 
do anything about his passivity at all – he lets life pass just as he has all this while, despite consciously 

knowing he is wasting his life. On the other hand, ‘Swineherd’ is more direction driven, for the persona 
expresses personal opinions through modal verbs – his wanting is shown through verbs like ‘I want to’, ‘I 

intend to’ and ‘I mean to’, expressing a longing for a certain type of lifestyle. The simple language shows 

simple wants – after all he wants conversation to ‘mainly be about the weather’, a rather simple and 
practical subject anyone can partake in. The desire for a simple lifestyle thus di!ers from the passive 

stance that the persona in ‘Lying in a Hammock’ takes, although they both depict simple and idle 
lifestyles. The persona in ‘Swineherd’ also has a longing of starting a new life, abandoning the existing 

one, as evident in the modal verbs which indicate a longing for something new, something to look 

forward too, but also the phrase ‘when this is all over’ and ‘nobody will have heard about my special 
skills’, which shows the persona’s longing for a di!erent life — one of passivity and idle — just like the 

persona in ‘Lying in a Hammock’.

The two poems also di!er in form: ‘Lying in a Hammock’ is a single stanza poem, describing his 

surroundings and what the persona sees, much like a free-flowing journal entry that the persona can pen 
his thoughts freely onto. The free verse also contributes to the speech like feature of the poem, exactly 

how someone would pen down thoughts freely and casually. On the other hand, ‘Swineherd’ consists of 
3 stanzas of uneven length, each conveying separate ideas, and increasing in descriptiveness. It also uses 

free verses, which also makes it more speech like, as if the persona is expressing his wants through a 

conversation. Each stanza shows a progression into the persona’s thoughts and expresses not only 
di!erent wants but also an intensification of these wants. The whole process mirrors life itself: the poem 

starts hopeful but ends with death — ‘the apple blossom is allowed to wither on the bough’ signifies an 
ending, a decay and closure to life; a slow retirement. We see the same mirror of life passing in ‘Lying in 

a Hammock’: the persona describes the surroundings around him, and the beauties of life and nature 

present, but eventually moves from an external description to introspection — the contemplative 
reflection ends on an ambiguous and ironically, still passive note. It however, does mirror the cycle of life 

and natural decay that appears in Swineherd: the whole poem depicts the transition from dawn to dusk, 
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and could possibly imply a passing lifetime, as the persona does say ‘I have wasted my life,’ and thus it 

could be a personal regret of wasting an entire lifetime away – he let too many things pass him by as he 

watched, and life for him has thus decayed, much like the ‘apple blossom’ that will eventually ‘wither on 
the bough’. 

In conclusion, both poems express a sense of life passing in a very down to earth manner, but each have 

di!erent angles to it: ‘Lying in a Hammock’ is more of an observation of things that have already 

happened – or is happening – and ends on an introspective note, while ‘Swineherd’ is a unity of ideas 
that the persona wishes to strive towards. Both appear fairly casual and conversational, display di!erent 

facets of life, but express a singular, base idea: life is not the detail in the fabric, not the stationary 
amidst the passing, not the remedy for decay; but rather: life is the fabric woven by us, life is the passing 

moment, and life itself is the process of decay. 

ALISTAIR CHONG
2T37 (2013)
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PAPER 1 SECTION A
UNSEEN - POETRY (H1)

Points for consideration
- The unseen component in the H1 paper consists solely of poetry because the paper is designed to 

cover all three genres—poetry, prose and drama. 
- You are tasked to analyse and respond to 1 poem from a selection of 2 poems. Please read through 

both poems before you decide to write an entire essay on one of them. Spend no more than 10 
minutes annotating your poem and planning your essay. Keep writing for the next 50 minutes. 

- Devote ample time to this section. It is unwise to place emphasis on Sections B and C simply 
because you know your set texts better. Note that a brief response will qualify you for a maximum of 
6 marks out of 25, a penalty that will almost certainly relegate you to a ‘C’ grade or worse.

- Cover language, style and form at some length. Do not completely neglect one of these broad 
methods. The 2013 edition of Texture (which can be downloaded from the blog) provides a rough 
outline of the features within these broad categories on page 48 and an analysis guide on page 46.

- Avoid starting a paragraph on a minor feature such as alliteration, punctuation and repetition, as 
these may not be evident in both poems and tend to be insubstantial. You are strongly encouraged to 
devote a paragraph each to language, style and form.

- Each paragraph should focus on a prominent literary device and link it to the poem’s concerns / 
purpose. Ideally, you should analyse at least 6 prominent literary devices found within the poem. 

- Always analyse the e!ects of the literary device on the readers and / or the speaker. 

Examination format
- As with any section in both papers, you are given two options. We generally recommend that you 

start on the unseen first as a matter of exam readiness. Be prepared to hunt for language, style and 
form, their e!ects and purpose. Be prepared to write your essay in a pre-determined format. Be 
prepared to discuss similarities and di!erences in both ideas and e!ects.

- For H1 students, the foci for this section are ANALYSIS and RESPONSE skills. 

2013 SAMPLE PAPER QUESTIONS

1 (a) Write a critical commentary on the following poem (‘Spring and All’ by William Carlos William), considering in detail 
ways in which your response is shaped by the writer’s language, form and style.

1 (b) Write a critical commentary on the following poem (‘Old Woman’ by Elizabeth Jennings), considering in detail ways 
in which your response is shaped by the writer’s language, form and style.
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SAMPLE H1 UNSEEN RESPONSE

In ‘Richard Cory’, the poet raises the notion of how unfathomable a person can really be because one 
never really knows what another is thinking or might do next and for what reasons. The style and form of 

the poem also conveys this sense of incongruence between one’s public identity and one’s private 
identity through the use of constant juxtaposition, an apathetic tone and the regular lilting rhythm of 

the poem.

The poem consists of four quatrains, with a regular abab rhyme scheme and is written in irregular iambic 

pentameter. The e!ect of this is that the poem sounds like a nursery rhyme. The consistency of the 
rhyme and rhythm also has a crescendo e!ect, creating emphasis on the already emphatic closing line. 

Repeated use of the word ‘and’ also builds up and intensifies, which when read aloud creates a sense of 

acceleration towards the climax. Ironically, the cheerful lilt of the poem contrasts with the morbid, even 
macabre narrative, intensifying the shock and horror the reader feels at the end of the poem. This 

incongruence reflects the poem’s theme of uncertainty, as well as highlights how di!erent first 
impressions can be from the reality of a person’s true identity.

The constant juxtaposition of ‘we people on the pavement’ against the individual Richard Cory creates a 
division between the society presented and the man discussed. Words associated with elevated status 

are used to describe Richard Cory (‘gentleman’, ‘crown’, ‘clean favoured’, ‘imperially slim’, ‘fluttered 
pulses’, ‘glittered’, ‘admirably’, ‘grace’) while the persona describes himself as part of a society which 

stands 'on the pavement', 'worked', 'went without the meat, and cursed the bread’. This clear division of 

status indicates inequality in wealth and unattainable status like that of royalty ('a king', 'crown', 
'imperially'). Even the name Richard Cory sounds intentionally elevated. He is the only named character 

in the entire poem, described by a collective, general ‘we’ deprived of the same wealth and privileges. 
Yet, the character of Richard Cory was not deemed an enemy because despite his wealth and perceived 

superiority, he is portrayed as humble by the speaker, ‘always quietly arrayed’ and ‘always human’. The 

exclusion, then, appears to be from the speaker who in a way put Cory on a pedestal (‘in his place’). The 
constant juxtaposition between the speaker and the subject conveys a sense of deliberate though non-

malicious exclusion of Richard Cory from the rest of the society.

The apathetic (or rather unsympathetic) tone of the speaker also highlights how detached Richard Cory 

was from the rest of society. There is no sense of pathos towards the horrible suicide of Richard Cory 
anywhere in the poem. Even the final line, the rumination on his life and suicide (‘Richard Cory, one 

calm summer night, / Went home and put a bullet through his head’) is put forth in a callous manner. 
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The e!ect of this is shock and horror because it was unexpected but also because of the graphic images 

of suicide conveyed through those words. The sense of surprise reflects the ‘moral of the story’: you 

never really know what anyone is thinking.

The reader is then led to question why for all his wealth and privilege Richard Cory chooses to end his 
life. The answer to this, the poem seems to be saying, is that Richard Cory was in fact a very lonely man. 

The reader is constantly presented with images of impeccability and privilege. The use of absolute 

terms,ironically reveals that Richard Cory might not be what he seems (‘always’, ‘everything’). The use 
of absolute terms also conveys a veneer of perfection, but the line ‘we thought he was everything’, 

emphasis being on the non-certainty of the ‘thought’ hints to the reader that there is more beyond 
what one appears to be. The last line then suddenly adds new dimensions to the character and the 

flawlessness of his public identity becomes startlingly indicative of how unhappy, wretched maybe, this 

man was to want to commit suicide as quick and as painlessly as possible. I personally believe that 
through this poem, the poet is trying to say that it is the human condition to crave acceptance and 

inclusion, regardless of wealth, ‘schooling’ or material privileges. The distance established by the speaker 
between ‘we’ and ‘he’ further presents Richard Cory as an individual who is so deeply alone and 

despondent that he felt his last resort to be suicide—his final exclusion from society.

In conclusion, the impossibility of the absolute used to describe the character of Richard Cory, as well 

as the juxtaposition and detachment between Richard Cory and the larger society conveys a sense of 
incongruence between one’s private and public identities and the lack of the acceptance which suggests 

a deep set desire for acceptance, a tortured state of loneliness which ends in horrible, bloody death 

which his made even more macabre by the nursery-rhyme lilt of the poem.

AMY LEUNG XIAO QING
1T07 (2012)
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PAPER 1 SECTIONS B AND C
SET TEXTS - PROSE (The Age of Innocence) / DRAMA (All My Sons)

Points for consideration
- Unlike the elective paper, the course list for Paper 1 is set without a thematic or periodic basis. This 

essentially means that the eight texts on the figurative table were set on their individual merit.
- For your reference, the six texts that you are not studying are: Kazuo Ishiguro’s The Remains of the 

Day; Jane Austen’s Mansfield Park, Graham Swift’s Waterland; John Webster’s The Duchess of Malfi; 
William Shakespeare’s Twelfth Night and; Samuel Beckett’s Waiting for Godot.

- H2 candidates should note that the two texts that we have chosen are relevant to the topic of ‘The 
Individual and Society’. However, keep in mind that your understanding of The Age of Innocence and 
All My Sons should not be limited to this topic; attend to other concerns.

- Be acutely aware of the di!erences in approach between the essay and passage-based questions:
(a) For the essay question, you are expected to provide a broad understanding of the entire text’s 
methods and concerns. Provide ample reference and evidence from the whole text. When 
attempting an essay question that opens with a prompt quotation, you should demonstrate your 
understanding of the quotation in your introductory paragraph. 
(b) For the passage-based question, you are expected to focus your attention on the passage, close 
analysing evidence within and discussing the purpose of the passage. Make connections to the 
concerns of the text. From these concerns, you can make connections between the passage and the 
rest of the text (e.g. the presentation of Keller’s guilt earlier in the play). 

Examination format
- In both Sections B and C, two questions will be set for each text. One question will be an essay 

question, the other will be a passage-based question. You are to choose one option per section: one 
on The Age of Innocence and one on All My Sons. There are no further stipulations. For instance, you 
may choose for the passage-based question in both sections.

- The passage-based question for set texts is unique to Paper 1. It is not a feature of Paper 3.
- Paper 1 questions are frequently concern or character-based. Method-based questions are relatively 

uncommon and seem to revolve around setting, symbols and motifs.
- The foci for both sections are ANALYSIS and RESPONSE skills.

2013 SAMPLE PAPER QUESTIONS

2 (a) ‘This is a novel in which nothing is private.’ How far do you find this a helpful comment on social life in the novel?
2 (b) Write a critical commentary on the following passage, relating it to the importance of setting here and elsewhere in 
the novel (Chapter 9).

9 (a) ‘Chris Keller has every reason to feel as guilty as his father.’ How far do you agree with this comment?
9 (b) Write a critical commentary on the following passage, relating it to the portrayal of self-deception here and 
elsewhere in the play (Act 1).
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SAMPLE ESSAY RESPONSE 1

The Kellers are described by Sue Bayliss as the ‘holy family’ (Act 2). How far do you agree that the 
Kellers are portrayed as an ideal family?

Arthur Miller's All My Sons presents a clash between the reality of the Kellers and their delusions and 
denials, ultimately signifying that their appearance as an ideal family is an illusion. Beneath the surface, 
the Kellers’ dysfunctionality and depraved nature is evident, leading to the unravelling of familial bonds 
and the suicide of Joe Keller. Miller serves to subvert the idea of putting individual responsibility above 
the responsibility to society as he makes an example of the Kellers in All My Sons.

The superficial portrayal of the stable, perfect live of the Kellers can also be seen in Millers’ use of the 
setting. In Act One, Miller sets a seemingly perfect picture of suburban life with its ‘poplar trees’, ‘yard 
[that] is green with sod’, ‘nicely painted’ house and ‘trellised arbor’. However, the threat to their 
seemingly perfect family life is evident from the jagged lightning struck stump of the apple tree that 
marred this clear landscape in the broad light of a peaceful day. The stage directions describe the Keller's 
backyard as ‘secluded’ with ‘hedges’ and ‘tall closely planted poplars’. Poplars resemble the bars in a jail 
cell and it is as though Miller is physically cutting o! the Kellers from the rest of the world, connoting 
the guilt of the Kellers and that more lies beneath the surface. When Larry's tree blows down Kate asks 
Chris at the beginning of Act Two if he notices that ‘there's more light with that thing gone’. As the 
physical enclosures are removed, so is the Keller's ability to hide from the world. The recognisable 
domesticity was gradually being infiltrated by corrosive elements, destroying this veneer over reality and 
their portrayal as an ideal family. The quote by Sue is an example of the shattering of this veneer as it 
was said when Joe told Ann that all the neighbours play cards in the arbor together all the time, which is 
a seemingly normal suburban activity, but Sue tells Ann that everyone knows that Joe is guilty - ‘There's 
not a person on the block who doesn't know the truth’. The presentation of the Kellers as a perfect and 
normal suburban family is constantly undermined throughout the first act as there are constant 
allusions to them hiding the ‘truth’.

Furthermore, the biblical allusions mentioned by Sue draw links between the Kellers and the Holy 
Family. However, despite the juxtaposition, the dysfunctionality of their family is apparent and the 
comparison is superficial. The Holy Family refer to the representation in art of Mother Mary, St. Joseph 
and Jesus Christ. Miller alludes to their divinity merely by the names used in the play which mirror that 
of the Holy Family: Mother (Kate), Joe and Chris. With the heavy irony in Sue’s comment, Miller 
challenges the morals that the Keller family uphold. In fact, their ‘sacrifice’ is in direct opposition to that 
of the Holy Family. While St. Joseph sacrificed his son, Joe sacrifices his morals and responsibility for 
the sake of himself and his family - ‘I’m in business, a man is in business. A hundred and twenty cracked, 
you’re out of business... Chris... Chris, I did it for you’. The repetition of ‘business’ indicates Joe’s focus 
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on the individual responsibility that there is nothing more important than the family and saving the 
business for Chris (’For a business, a business for you!’). It also suggests an emphasis on materialism 
within the Keller household that is consistent throughout the play as Keller’s lines repeatedly centres 
around material wealth as seen in Act 1, ‘you’ll mean he’ll make a living out of that?’, and Act 3, ‘you 
wanted money, so I made money.’. In the first stage direction, ‘the house is two stories high and had 
seven rooms. It would have cost perhaps fifteen thousand in the early twenties when it was built’, Miller 
already establishes that the Kellers’ financial wealth defines them. This pursuit for money contrasts the 
principles and morals Christianity is founded upon for in Christianity, it states that ‘For the love of 
money is a root of all evils’. 

While Chris is often associated with idealism through the dialogue from other characters within the play 
as seen in ‘Whenever I need somebody to tell me the truth I've always thought of Chris’ (Ann, Act Two) 
and ‘Chris makes people want to be better than it's possible to be’ (Sue, Act Two), he is also only seen to 
be just as level-headed as his father. By making constant indirect allusions to Chris’ idealism through 
other characters, Miller draws attention to Chris’ actual actions and words, which in fact mirror Joe’s 
when he shares the same concern for material wealth, ‘Annie... I’m going to make a fortune for you!’. 
Therefore, rather than fulfilling the ideal of the ‘Holy Family’ that the Kellers are alluded to, the Kellers 
represent the very opposite of Christianity’s principles and are in fact, more corrupt than ideal.

It can be argued that the Kellers support the traditional view of Familialism, which views the nuclear 
family of one father, one mother, and their children as the central and primary social unit of human 
ordering and societal functioning. However, these traditional roles that the Kellers display (the providing 
father and adoring, comforting mother) are merely used as an exterior that deludes themselves from 
the reality of the situation. As discussed above, Keller uses his role as the breadwinner to assuage his 
guilt, convinced that he had to sacrifice innocent men to provide for his family and putting the individual 
above society. Kate’s role as a motherly figure of providing stability and comfort is also evident when she 
infantilizes George as she calls her ‘Georgie, Georgie’, a term of endearment and adoration, and treats 
him like an infant by ‘[cupping] his face in her hands’ and ‘[touching]’ his hair. However, this act only 
serves to hide the truth as Kate knows that by portraying the loving mother, she may convince George 
not to pursue his father’s innocence and that if she faced Larry’s death, then she’d have to admit to Joe 
having a hand in killing him. In fact, Kate acts as so to prevent her family from breaking apart.

Hence, I disagree to a large extent that the Kellers are portrayed as an ideal family. The familial bonds of 
the Kellers are held together by an extremely fragile lie that unravels as the play progresses. In All My 
Sons, Miller challenges the audience on their traditional notion on the ideal family and show the 
potency of deception and denial through the Kellers.

NOORANAH MALBERG
2T02 (2013)
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SAMPLE PASSAGE-BASED RESPONSE 1

Write a critical commentary on the following passage (Act One, pages 22-24), relating it to the 
portrayal of the relationship between Joe and Kate Keller here and elsewhere in the play. 

Contrary to traditional gender roles, Mother is the domineering, matriarchal figure in the Keller 
household, whereas Joe is largely presented as the submissive husband throughout the play. Although 
the Kellers are portrayed to be a jovial, harmonious household for much of Act 1, this scene surfaces the 
underlying tensions and guilt within the family through the strained Kate-Joe relationship, where Kate is 
seen to be constantly berating Joe and imposing her will on him. Furthermore, her excessively 
confrontational tone towards Joe evokes a sense of suspicion in the audience, drawing their attention 
not only to her delusional nature and self-denial, but also to the entrapment and deep-seeded guilt 
buried in the Keller household. 

Joe and Kate Keller’s relationship is one where Kate is portrayed to be the domineering and controlling 
figure, which evinces her vehement denial of reality and the family’s guilt. Kate’s control over Joe is 
clearly evident in her assertive tone, as seen when she commands Joe to ‘act like (Larry’s) coming back’, 
e!ectively giving him a directive in order to satisfy her delusion that Larry is still well and alive. 
Moreover, her demeanour towards Joe depicts her power: Mother ‘looks at him critically’ and gives him 
a ‘question and a warning’, scrutinising his responses and reactions almost as if he were a child who had 
been misbehaving. Furthermore, her constant interruptions surface a tension between the two, and are 
also her way of establishing dominance in the dialogue. Her strong rejection of Keller’s reply about how 
Chris ‘just wanted to see her (Ann)’ reveals her desperate desire to maintain the façade of a happy 
household, just like in the past, where Ann was still Larry’s girlfriend. Her insistence that Ann is ‘not his 
girl’ shows how she is still living in the past, and is unable to accept the reality that their lives have been 
irrevocably altered by the war, with underlying tensions existing in the family. Her overt refusal to 
acknowledge Larry’s death also alludes to the guilt buried within the Keller family as the audience learns 
in Act 3 that Mother has been aware of Joe’s crime all along, and by denying what happened in the past, 
she tries to maintain the appearance of a harmonious family.  The escalation in her tone and speech in 
exclaiming ‘Because if he’s not coming back, then I’ll kill myself!’ not only further emphasises her deep 
insistence in self-denial, but also draws suspicion from the audience, evoking doubts and questions 
about her desperate irrationality.

Conversely, Joe plays the role of the submissive and consoling husband; his cautiousness and sensitivity 
towards Kate when questioned shows an eagerness to move forward and hide his guilt. When Joe is 
under Kate’s scrutiny, he avoids her interrogation by questioning her (’How do you know he’s even 
thinking of it?’), being careful not to upset her. His submissive tone and defensive attempts to divert the 
attention away (Look, it’s a nice day. What are we arguing for?’) shows that he is trying to avoid 
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revealing Chris’ intentions, knowing that Kate will object vehemently. Furthermore, his demeanour of 
‘sharply watching her reaction’ clearly shows his caution, not wanting to arouse suspicion or to hurt her 
feelings. It is here that we witness the key conflict in the relationship between Kate and Joe: while Kate 
wants to live in her illusion of the past and maintain a façade, Joe is eager to move forward with Chris 
and Ann’s impending wedding because he sees progress as an escape from his guilt due to his actions in 
the past. By moving forward, Joe perceives that he is moving away from his guilt. This is also evident 
later in Act 1, when Joe exclaims to Chris and Kate that he had ‘one of the best shops in the state again’ 
after ‘fourteen months’, and became a ‘respected man again; bigger than ever’. Also, his repeated 
attempts to console Kate by asking her to ‘Calm yourself’ reveals his submissiveness, and also to avoid 
Kate’s rambling about the past as he doesn’t want to confront his guilt. Therefore, consistently 
throughout Act 1 and 2, Joe’s support of Chris and Ann’s relationship, which evokes tension and conflict 
between him and Kate, can be seen as his attempt to move past his guilt.

Kate’s harsh berating of Keller in Bert’s presence surfaces the entrapment in the Keller household. Her 
‘suddenness’ in chastising Bert for interrupting them and ironic proclamation that there’s ‘no jail here’ 
presents the jail motif, alluding to the entrapment of the Kellers by past guilt. The exaggerated anger in 
‘furiously’ shouting at Joe (’There’s no jail here!’) evokes suspicion in the audience about the entrapment 
of the family because at this point, it is not made explicitly known that the Kellers are trapped by their 
guilt of war profiteering. Furthermore, her agitation stems from the fact that she knows Keller should be 
sentenced to jail for his crime, but now Miller brings across the perspective that though he is not in a 
physical jail, he has put his family in a prison of guilt and deceit, having to live with their sins and ill-
gotten money. This is evident later in Act 2 when Kate and Joe discuss George’s imminent return, and 
Keller’s defensive response (’What do I care what Steve’s got to tell him?’) reveals his fear and anxiety, 
and that the Keller family are still entrapped by his past sins. 

The manner in which Kate imposes her view and attempts to persuade Keller also reveals the blame that 
Joe has, and how they both implicitly share the burden of maintaining family unity by burying the secret 
of Joe’s war profiteering and Larry’s death. Miller shrouds their dialogue largely in ambiguity, with Kate 
asserting that Keller ‘above all’ has ‘got to believe’ her. The subtext is pertinent here as it is what’s not 
being said that is emphasised. The ambiguity and repetition (’Just don’t stop believing’) gives the 
audience the impression that Keller is somehow linked to Larry’s death, foreshadowing the unraveling of 
his responsibility that would happen in Act 2, after George’s return. Furthermore, this deliberate 
vagueness in their dialogue is reinforced with Bert’s entrance, acting as a device for catharsis just when 
the audience expects Kate to reveal more about Joe’s role in Larry’s death. Furthermore, this is seen 
again when Keller repeatedly exclaims that he has nothing to ‘hide’, and when Kate retorts him by 
shouting (’stop it!’), Ann and Chris make a timely entrance to relieve the tension. This builds up the 
tension in the audience and causes them to question more about the secrets that Joe and Kate share. 
Furthermore, at the end of Act 1, Kate gravely advises Joe to ‘Be smart now’ as George is returning to 
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confront him. This reinforces the notion in the audience that Kate and Joe share the burden of keeping 
secrets from the past that threaten the unity of the family. 

In conclusion, the conflict and power dynamic in Kate and Joe’s relationship subtly surfaces the 
underlying guilt and entrapment that plagues the Keller household, and how they are both burdened 
with the task of burying these secrets so that it doesn’t threaten their family unity. The conflict in their 
relationship stems from Kate’s desire to live out her delusions of the ideal Keller household in the past, 
whereas Keller wants to move on with Chris and Ann’s relationship because he sees it as a way to escape 
his guilt. It is through this conflict and the confrontations that the audience is made known of the 
undercurrent of tensions that exist underneath the veneer of a harmonious and happy household. 

JOHN ZHANG SIPENG
2T36 (2013)
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SAMPLE ESSAY RESPONSE 2

‘This is a novel in which nothing is private.’ How far do you find this a helpful comment on social life in 
The Age of Innocence?

Social life in The Age of Innocence can be said to consist mainly of ceremonial trivialities that provide 
the platform and opportunity for purposeful gossip-mongering. We see countless events being held, 
where their primary function could be said to ‘see and be seen’, and stories of personal and external 
matters are exchanged. As such, we can say that to a very large extent, the nature of Old New York 
make sit so that private a!airs are keenly picked up and shared among its inhabitants, evident from the 
wide range of voices and perspectives Edith Wharton presents in the novel. However, by examining the 
social lives of key characters like Newland Archer, May Welland or Ellen Olenska, we can see that this 
prying of privacy extends only at a superficial level, where actions and pasts are shared, but where true 
intent and characters are kept under wraps.

From the beginning of the novel, we see that Old New York was meant to be portrayed as a society 
where emphasis is placed on the aesthetic and the reputable. From the example of Sillerton Jackson, 
the ‘authority on family’ and Lawrence Le!erts, the ‘authority on form’, and their gossip-mongering in 
the opera house in Chapter 1, we get the idea that actions and appearance are privy to prying and the 
notion of privacy is not something that is commonplace, rather than the lack of it is accepted and Old 
New Yorkers ride on that to send non-verbal cues about status and a"uence. The lack of privacy is 
weaved into social life here in Old New York. The narrator also supplements readers the idea that osical 
life is a non-private a!air by eagerly filling readers in on characters’ personal lives and quirks. For 
instance, even when introducing one of the most reclusive pairings in the novel — Mr and Mrs Van der 
Luyden — the narrator is quick to give background and details about the van der Luydens. Their 
furniture (gilt armchair ), and appearance (fair and still youngish woman) are quickly mentioned, 
suggesting that in Old New York, the trivial details of background, such as ancestry, and even choice of 
decor are not private but instead held to be of relative importance. Despite the van der Luyden blood-
line having faded into a ‘super terrestrial twilight’ for the sake of the couple’s privacy, the narrator’s 
omniscient presence and voice is used to reflect how their a!airs and influence are still largely a public 
a!air.

The inhabitants of Old New York also uphold form and family to such an extent where they are willing to 
trade privacy in order to uphold their reputation, showing that social status is upheld over privacy. This is 
seen by how Mrs. Archer invites Sillerton Jackson over to discuss what to do with the eccentric Ellen. In 
this one of many gossiping sessions and one of two ‘gossip chapters’ in the novel, the narrator makes 
explicit that ‘Of course old Jackson wanted to talk about Ellen Olenska, and of course Janey and Mrs 
Archer wanted to hear what he had to tell.’ By using the words ‘of course’ repeatedly to describes both 
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parties’ enthusiasm to discuss private a!airs, we see just how much the participants are willing to push 
back privacy to give way for a chance to rectify and uphold form. The absoluteness of ‘of course’ 
simultaneously presents us the narrator’s ironic, satirical voice; the reader is meant to treat this over-
enthusiasm for gossip in a critical light. By having social status take precedence over privacy, we can see 
that there is largely no privacy in Old New York because of its inhabitants’ willingness to let it go for the 
sake of conversation and entertainment.

However, it still can be said that the extent privacy is infiltrated in Old New York is still largely based on 
superficial airs and actions. The people of Old New York, especially the ‘old money’, like Newland 
Archer and his familial and marital connections seem to be largely unaware and unable to peek into the 
deeper side of Old New York, that is the inner thoughts and intentions of various characters as well as 
the nature of Old New York outside their social circle. For example, the ‘authority on form’, Le!erts, is 
well-respected and looked up to in the novel to provide guidance and counsel on how to behave. Yet, 
there is a fair amount of irony in the narrator’s portrayal of his private life and thoughts, as he actually 
engages in hypocritical behaviour, such as adultery, the very moral he preaches against concerning Ellen 
Olenska, which the rest of Old New York society is unaware of. The writer lets the reader ‘in’ on this 
information: the social world in which ‘nothing is private’ exists more for the reader than for the 
characters themselves. This also goes to show that to a certain degree there is a life that most Old New 
Yorkers moonlight, away from their usual social lives. These lives are usually lived out via their thoughts 
and desires, due to the prying nature of Old New York, where actions and etiquette are duly observed. 
The most obvious ‘shadow lives’ in Old New York’s social world would be those of Newland and Ellen and 
we can see how their secret a!air is mainly a mental process by which Wharton chooses to narrate the 
story almost entirely based on Newland’s thoughts and point of view, rather than a completely distant 
third-person narration of his actions. It is how Wharton shapes our views of Old New York and its 
inhabitants from Newland’s mind that allow us to understand that under all formality and etiquette, 
each member of Old New York most probably has a private life and views that other characters are 
oblivious to.

Even without narrating it from Newland Archer’s point of view, Wharton inserts little pockets of hints 
to the reader that ‘it’s not all that meets the eye’, such as May’s awareness of Newland and Ellen’s a!air, 
by having to narrate and interpret her actions and cues for us. It is the contrast between the narrator’s 
third person narrations of the traditions and actions of Old New Yorkers, and the vehement thoughts 
and views of Newland that seem out of place in the restrained, manicured Old New York that allow 
readers to appreciate the fact that a lot more may be going on in the heads of Old New Yorkers than 
the civil facade of Old New York may suggest. As such, saying that Old New York is presented 
completely without privacy would be an extreme thing to say.
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Thus, I conclude that for the large part, Old New York is without privacy, as actions are keenly observed, 
and disseminated among Old New York’s residents. The keenness and acceptance of Old New York’s 
residents to spread private information is shown by the insertion of lexical indictors such as ‘of course’ 
which suggest acceptance and the explicit way private information is disseminated. Key events like the 
Opera and the Archers inviting Sillerton Jackson to the house also reveal the state of Old New York’s 
nonchalant stance about keeping any action private. However, the idea that each character has a private 
life and thoughts which he moonlights, away from Old New York society’s eyes is evidenet, and this is 
very obvious by how the novel is narrated from Newland’s point of view, providing a stark contrast 
between how society carries itself and his thoughts, that allow readers to see that to a certain extent, 
not all privacy is thrown out for society’s ears as  Old New York still maintains private opinions and views 
that shape their perception of the manicured bubble they live in.

CHUA KAI-NING
1T37 (2012)
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SAMPLE PASSAGE-BASED RESPONSE 2

Write a critical commentary on the following passage (Ch 26), relating it to the presentation of social 
form and conventions here and elsewhere in the novel. 

The extract masterfully presents Old New York as a ‘powerful machine’ that is perfectly capable of 
crushing the outsider. The extract presents several concerns that are sustained throughout the novel 
such as Old New  York’s social convention of being almost ‘allergic’ to foreigners and their habits as well 
as social form. Also, the extract presents the convention where women are deemed as subservient to 
men in the patriarchal, as well as ‘hieroglyphic’ world of Old New York. In addition, the extract also 
explores the concern of the ‘New Woman’ and her habits. This is achieved through the various 
techniques employed by Wharton such as absolute terms, direct discourse in the form of gossip, as well 
as the Wharton’s narrator.

Old New York is portrayed as a very closed society that is rather parochial in nature. In the extract, Old 
New York society is described as a ‘citadel’ which implies that it is fortress closed to the outside world, 
embodied by traditions and customs to be strictly and almost religiously adhered to. The use of 
‘impregnable’ also sheds light on how this society is extremely fearful of foreigners and their ability to 
‘infiltrate’ the extremely exclusive ‘tribe’ that is Old New York. The word ‘impregnable’ is also a military 
term that invokes the image of Old New York sealing itself much like a fortress in a ‘war’ against 
foreigners and the threat they pose to an inward, parochial society; this is characterised by social events 
such as ‘Mrs Struthers’ easy Sunday hospitality’ and most notably at the opera, deemed the ‘sociable 
Old Academy’. The emphatic use of the word ‘social’ describes Old New York’s seeming obsession with 
society and social events. The opera at the Academy of Music is another tool New York employs to 
‘keep out the new people’, evident of the extreme and sometimes hateful fear of ‘foreigners’ violating its 
form and conventions.

Old New York’s fear of foreigners is particular evident in the passage. Mrs Archer is presented to use a 
most patronising tone when addressing matters pertaining to Ellen. The adjectives ‘accusing’ and 
‘deprecating tone’ imply the damning nature of her tone: the term ‘accusing’ suggests an indictment of 
Ellen and embodies Old New York’s fear and distaste towards Ellen, who is treated like a foreigner in 
Old New York. The condescending tone that Wharton employs in Mrs Archer’s direct discourse is 
palpable especially with the tendency for Mrs Archer to use absolute terms such as ‘always’ in the direct 
discourse. The accusatory tone used by Mrs Archer in the line ‘ought to help us keep up our social 
distinctions, instead of ignoring them’. The term ‘ought’ underlines that it is an instruction, thus the 
clause appearing as an imperative statement. The phrase above also betrays the veneration Old New  
York has for the conventions through the term ‘distinction’, which has a more positive connotation and 
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maybe even an air of supremacy or superiority compared to the term ‘convention’. Therefore, Mrs 
Archer’s direct discourse allows the reader to be privy to Old New York’s true fears of the foreigner. 

Despite this, Madame Olenska’s grandmother Mrs Manson Mingott initially supports her as a ‘devoted 
champion’, a term that implies care and concern for Ellen. However, the rest of the Mingott clan place 
society over a family member. This is evidence of Old New York being more fearful of the foreign 
‘outsider’—despite Ellen being related to them by blood—due to the potential threat towards social 
conventions and customs the foreigner presents. The Mingotts are true to the ‘hieroglyphic’ nature of 
Old New York with their act of ‘not proclaiming their disapproval aloud’, showing how Old New York is 
not characterised by true actions as most of their thoughts are kept to themselves and appearances 
di!er greatly from reality. May’s ‘blush’ evinces her apparent disdain and disapproval of Ellen Olenska’s 
‘social bad faith’, the term ‘bad’ an adjective with an utmost negative connotation and betrays her true 
meaning under a euphemistic term. Hence, the behaviour put up by May and the ‘Mingott clan’ are 
testament to Old New York’s placement of form and conventions above family and kinship.

Old New York also embodies the concept of patriarchy through the belief that ‘a young woman’s place 
was under her husband’s roof’; this image of ‘roof’ portrays the relegation of females to the house and 
the strong presentation of female’s role in society, which is to stay at home and fulfil their role in the 
private sphere. Wharton’s narrator seems to imitate the voice of the collective here, proclaiming Ellen’s 
disobedience through indirect, general references to ‘a young woman’ and an ultimately condescending 
tone. Thus, the passage can be seen as a veiled critique of New York’s patriarchal conventions.

This brings out the concern of the New Woman in Old New York. Ellen Olenska embodies the ‘New 
Woman’ and does not adhere to the social conventions of women being relegated to the domestic 
sphere. a key characteristic of the New Woman is the open liaisons with men and the frequent company 
of gentlemen. This is as presented in Miss Sophy Jackson’s biting tone: ‘Madame Olenska is a great 
favourite with the gentleman’. Her dialogue is laden with judgement and condescension. The tone of the 
line as well as the intensifier ‘great’ and adjective ‘favourite’ present an exaggeration that is meant to 
denigrate Ellen for her supposed ‘popularity’ (promiscuity). Since Ellen Olenska is seen to be in violation 
of form and conventions, this passage is a definite foreshadowing of Chapter 33, where Ellen Olenska, 
due to her ‘social bad faith’ is eliminated from the tribe. The transgression of Ellen is tolerated here in 
Chapter 26 due to the Mingotts not proclaiming ‘their disapproval aloud’ but in Chapter 33, they form 
part of an elaborate ‘tribal rally around a kinswoman about to be eliminated from the tribe’, evident of 
the final exclusion and expulsion of Ellen Olenska from the parochial Old New York society. In 
conclusion, the passage allows the reader further insight into Wharton’s critique on the form and 
conventions of old New York with particular emphasis on its parochial, patriarchal nature.

TERESA PEREIRA, 1T02 (2012)
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PAPER 3 SECTION A
UNSEEN - POETRY / PROSE / DRAMA

Points for consideration
- Read the unseen text with an open mind, keeping in mind the full range of CONCERNS related to 

‘The Individual and Society in Literature’. Go into the exam with a mental list of concepts: 
displacement, alienation, social class, racial identity, social norms, personal transformation etc. 

- Make use of what you have learned from your set texts and the unseen passages covered in class. 
However, be careful not to impose ideas (e.g. otherness) from your notes onto the unseen text. 

- Also take care not to obsess over the theme of The Individual and Society. Remember that analysis 
of the unseen text’s METHODS and EFFECTS is and always is the key to a convincing response. 
Other than universal methods such as imagery, symbols, motifs, tone and diction, pay particular 
attention to the following literary features:
(i) For poems, discuss the exclusively ‘poetic devices’ such as poetic form (sonnet, villanelle etc), 
structure, rhythm, rhyme and sound. As the poem is ‘self-contained’, you should also analyse the 
e!ects and meaning of the title in relation to the theme of the paper.
(ii) For prose extracts, identify the perspective employed as this does shape the presentation of the 
individual and his place in society. Is it first or third-person (or in some cases, second)? Is it limited or 
omniscient? Also look out for syntax (prose rhythm) and the placement of the subject (‘I’, ‘he’).
(iii) For drama extracts, be sensitive to the portrayal of relationships and dramatic staging: the 
setting (if given), stage action and movement, audio-visual e!ects, distance between characters.

- Choose wisely. Avoid choosing based on genre (i.e. I’m good at drama, therefore I choose drama).

Examination format
- You will be given two options, from two of the three genres (poetry, prose and drama). Unseen 

poems tend to be 14 - 30 lines long. Narrative and dramatic excerpts range from 40 to 75 lines long.
- You can expect some contextualisation or background information for passages extracted from 

novels and plays. Poems tend to be ‘self-contained’. While you can rely on dates, the writer’s name 
and place of origin for more information, it is unnecessary to speculate about specific details. Keep 
your eye (and mind) on concerns and methods relevant to the theme of the paper.

- The foci for both sections are ANALYSIS and RESPONSE skills.

2013 ‘THE INDIVIDUAL AND SOCIETY’ SAMPLE QUESTIONS

1 (a) The poem below (published in 1964) was written by the poet Louis Johnson. Write a critical appreciation of the 
poem, discussing ways in which it explores the theme of the individual and society in literature. 

1 (b)  The following passage is from Ralph Ellison’s short story ‘Battle Royal’ (1952) about the struggle of African-
Americans in America. Write a critical appreciation of the passage relating its themes and style to the topic of the 
individual and society.
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SAMPLE UNSEEN PROSE RESPONSE

Write a critical appreciation of this passage from Metroland (1980) by Julian Barnes, paying particular 
attention to the ways in which the narrator depicts his school days, and relating it more generally to your 
reading on the theme of the Individual and Society.

A now much older first person internal narrator a!ectionately and nostalgically looks back and recalls to 
mind his younger, youthful self when he was just [sweet] sixteen, that magical, milestone age. Some of 
the more centrally significant concerns that are fictionally represented here have to do with the inter-
generational conflict that is often typically directed at those belonging to the adult world with their 
emblems of authority, by those who are not quite adults themselves, and yet not quite children 
anymore.  And the challenge of coping with a societally imposed routine, the daily routine of the ‘go-to-
school-come-home-from-school’ commute, or what the narrator more colourfully characterises as ‘the 
journey’, symbolically suggestive, when holistically considered, of modern society’s version of an 
anthropological rite of passage in preparation for ‘life’, with a capital-L, through the daily compulsory 
requirement throughout this early period of growing up to attend to what that same society labels 
school, that much maligned institution, paradoxically articulated as ‘hated and enjoyed’.

The narrator’s self at sixteen, no matter how independent, still has to surrender to the force and will of 
society, and its microcosmic agentive nurturer, the family; the choice of the abstract noun ‘compulsion’ 
is very potently indicative of this ‘hidden-from-view’ induced influence and compliance. It shows how 
much these normalising twinned, interactive agents have already psychologically taken possession of his 
young individual psyche. The no doubt deliberate usage of nominalisation (as opposed to a predicating, 
subject demanding, ‘compel’) concretely reinforces the subjection of the narrator’s younger ego to 
successful social conditioning and the inner self’s absorption of the irresistible pull of a ‘must’ go to 
school, ‘have’ to return home mentality, such that it is no longer discernibly apparent who really and 
directly ‘puppeteers’ the individual as pupil. All there is, as the paratactic sentence structures implicitly 
reinforce, is the unseen and undetectable collusion and interfusion of family and society in this regard.
   
We can feel as much as see the narrator’s a!ectionate and nostalgic distant recollection of that 
seemingly more innocent, simpler, and predictable way of life, ‘I now realise…’ It is beautifully conveyed 
to us as readers through word choices that are connotatively suggestive of a cozily, magically, non-
threatening ordered state of being-in-the-world, ‘Life….wonderfully enclosed and balanced’. One 
wonders even may there be a subtly intended evocation of an ‘Adventures of Alice in Wonderland’ in 
her own magical underworld for e!ect?  Also the seemingly artless sentence structures, yet very artfully 
crafted, a hybridisation of the formal and the loose style that mimetically represents through the 
syntactic structure and spontaneity of these recollections and reflections to recapture and replay the 
exuberance of his youth.
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The structure of the passage is also worthy of comment. For it is at its centre, the narrator’s point of 
view shifts its focus from each end of the ‘school and home’ continuum to zoom in more closely and 
thus focus our attention on the journey, and its ‘oscillation’, again how aptly chosen, and suggestive of 
that pendulum clockwork to and fro temporal routine, and what he also beautifully characterises as the 
twice-daily metamorphosis. ‘At one end, you appeared clean…. At the other end, you slouched out of 
the carriage…’ The artful deployment of this Hellenic word through its intended hyperbolic usage 
highlights and intensifies the ironically playful superficiality of only seeming change, deceptively 
displayed at both terminal points of his day. 

The symbolical significance of the strikingly noteworthy usage of numerate expression (‘an hour and a 
quarter’ / twice daily’) is subtly suggestive of how living in modern society is governed by routine. Yet 
the narrator as youth was able to undo the destructiveness of these routines by creatively converting his 
daily commute on the underground into a daily adventurous and ‘full-of-fun’ game. A simple act such as 
getting a seat humorously takes on epic proportions as if he were having to undergo the labours of 
Hercules, but accomplished more by his ‘twitty’ wit than by gargantuan strength. The narrator’s older 
self retrospectively reflects back on this as ‘the day’s first subversive action.’ The epithet, ‘subversive’ 
very aptly encapsulates the puerile appeal of these transgressions for were it not to feel so, such actions 
would no longer excite.         

This middle section of the passage continues to express the extent to which he allowed himself by his 
thoughts to playfully rebel from within his own private language use of scornful and shaming names, 
notably his repetitive use of the word ‘turds’, the shift to a more informal and low style register thus 
giving us an authentic sense of his younger teen-self, and by his actions through the anti-establishment 
games that he entertainingly sets in motion to undermine and debase the strait-jacketed authority and 
codes of the bourgeois adult metropolitan world. This is cheekily brought to our attention through the 
collective metonymous noun phrase ‘chalkstripes and pinstripes’, pointedly making it evident how they 
are seen as mere types, no longer individually distinguishable. In contrast, he refers to himself back then 
as a ‘rule-free beast.’ The hyperbolic use of animal imagery graphically portrays himself as a then 
mischievous youth roaming wild, roaming free, juxtaposed with the ‘chalkstripes and the pinstripes’, the 
very lines of their suits symbolising their complicit capitulation to the limits and boundary lines 
governing and constraining adult society.

 Towards the end of the passage, the narrator redirects his point of view back to his present state as an 
older grown up person. This is also indicated through a shift to more reflective mode of discourse. He 
reflectively comments, ‘These preoccupations kept you limbered up.’ The phrasal verb ‘limbered up’ is a 
fine phrase in itself and very Flaubertian bon mot, (meaning ‘supple in body and mind’) for it exquisitely 
encapsulates the essence of how fully alive and carpe diem he was in those hours of his youth. This is 
further reinforced through a recalled strand of conversation between him and one of his school mates, 
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Toni, who asked, ‘Don’t you ever get bored?’ For the narrator in his youth, the reply is very telling, and 
once again we get to hear him in his own voice, this time more directly, ‘Nah. Too much going on.’ And 
even more revealingly, the remaining additional words of the narrator’s reply deliberately positioned on 
a separate line for syntactic emphasis, the enumerated short phrase, ‘Tunnels, bridges, telegraph poles.’ 
Its verbal relish, in being spoken aloud, and its cadences (for the narrator) contrastingly highlight their 
di!ering perspectives, though it is the same experience for both characters, it is not experienced in the 
same way. For Toni, this was flatly pure boredom, just the usual, daily routine of repeatedly seeing the 
same landmarks over and over again. But for our narrator, they are catalysts for his uniquely active and 
inventive imagination.

The main unnamed first person narrator in the persona of his youth comes across as a very appealing, 
interesting, admirable, and most imaginative minded character. It cannot be said of him as the famous 
playwright GB Shaw once famously quipped, ‘Youth is wasted on the young.’ He is not drifting along like 
deadwood on those daily journeys. For him, his daily life is not tedium vitae unlike those Toni-types, be 
they in their juvenile or adult stripes. Each moment is to be cherished and maximised. I am sure he 
would make for exciting and exulting company. Through this dramatisation of his halcyon days as a 
teenage school boy, he comes across most of all as an inspiration, through the vivid power of his 
imagination, the banal and the mundane are transformed, and transcended. What a character!
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PAPER 3 SECTION B
SET TEXTS - COMPARISON QUESTION (Choose two texts)

Points for consideration
- We generally recommend you compare Othello with A Streetcar Named Desire but medium to high-

ability students need not limit themselves to this pairing. Refer to the examination guidelines below 
on how to select texts for comparison.

- Your topic sentences should be clearly comparative in nature, employing discourse markers such as 
‘while’, ‘whereas’ and ‘both’. This is expected more in Paper 3 than in Paper 1 Section A, given your 
familiarity with the two set texts you have selected.

- You are encouraged to analyse and respond to both set texts within every paragraph. This will allow 
you to maintain the comparative element with words such as ‘like’, ‘unlike’, ‘also’ and ‘contrasted in’. 
As a very general guide, avoid writing more than ten lines on a set text per paragraph. A sentence in 
the vein of ‘Unlike Othello, Streetcar presents domestic violence as…’ would be clearly comparative. 

- You may wish to compare similar methods across both texts (e.g. dramatic structure in Othello and 
Streetcar, symbolism in Scarlet and Streetcar) but this is not as imperative as in Paper 1 Section A. 

- Like Paper 1 Section A, you have to compare EFFECTS and PURPOSE (concerns, ideas, socio-
cultural contexts). Too often, students ignore the need for comparison and tell us everything they 
know about concerns in each text. Go in having already evaluated the similarities and di!erences 
across all three texts.

Examination format
- You are presented two options based on general concepts that may not be directly applicable to your 

set texts. Choose wisely. It would be foolish to select a Section B question on national identity, given 
that our three set texts provide little on that particular area.

- The two set texts that you choose to discuss in Section B cannot be used in Section C. Given this 
condition, your choice of the two Section B texts hinges on your ability to answer the Section C 
question for the other text well. If the Section C questions on The Scarlet Letter are completely 
obscure to you, you may wish to use Scarlet if it is highly relevant to one of the Section B questions.

- The foci for this section are COMPARISON and ANALYSIS skills. 

2013 ‘THE INDIVIDUAL AND SOCIETY’ SAMPLE QUESTIONS
2 (a) Compare the ways in which two texts you have studied construct the role of the social ‘outsider’.
2 (b) ‘Either we create our social environment or it will create us.’ In the light of this comment, compare the ways in which 
two texts you have studied deal with the tension between individual self-expression and social pressure.

2007 ‘LITERATURE AND IDENTITY’ SAMPLE QUESTIONS
2 (a) ‘I am! yet what I am none cares or knows, / My friends forsake me like a memory lost…’ (John Clare) Compare the 
ways in which isolation or alienation are presented in any two of the texts you have studied.
2 (b) With detailed reference to any two of the texts you have studied, compare ways in which the writers explore the 
search for identity.
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SAMPLE COMPARISON PARAGRAPHS
FOR PAPER 5 - WOMEN IN LITERATURE

However, it is actually such extremes that expose and allow us to fully experience the nuances of the 

female characters. With Hardy, Tess’s su!ering exposes its very opposite: her resilience. With Lawrence, 
the extreme love a!air of Gudrun and Gerald in fact expose its opposing forces of death and destruction 

– perhaps more significant in Women in Love since it is a novel of primarily dualities and contrasts that 
balance and expose each other. After Tess’s sexual encounter with Alec and her child’s birth, she is in 

fact seen amidst such an extreme situation of su!ering to be as psychologically firm as she can. 

Baptizing Sorrow, she ‘(utters) (the thanksgiving) boldly and triumphantly’ from ‘the bottom of her 
heart’. The adverbs emphasise the utmost care and dedication put into the baptism; her female voice is 

also characterised by her ‘heart’, showing not only genuineness of feeling but strength and resilience of 
character. The omniscient narrator even takes care to describe in full detail of her ‘tall’, ‘imposing’ figure 

in a ‘long, white nightgown’; despite the cheap, casual gown symbolising her peasant background and 

su!erings, the narrator counters this by presenting an upright, regal image of her. Indeed, in the depths 
of her su!ering is where we can truly experience her innate goodness, dedication and resilience. In 

Women in Love, we see the possessive forces of love at work in the Gudrun-Gerald relationship where 
verbs of encroachment are often used: ‘touching his face with her fingers’, ‘he (gathered) her into 

himself’. The free indirect discourse of Gudrun asking ‘Gerald – who was her’ not only o!ers direct 

insight by the omniscient narrator but expresses the urge to know and to be part of, to consume for 
one’s own. However, it is in this very possessiveness and extremity of sexual love that Lawrence presents 

that soon expose the destructiveness of Gudrun, thereby layering her, making her a character of 
contradiction. During their lovemaking, she receives ‘his bitter potion of death’, and this translates 

eventually into her lover Gerald’s real death where she ‘(breaks)’ ‘something’ ‘in his soul’ and he dies on 

the Alps. One could say that this being more of a novel of dualities than Tess, Lawrence has actually 
more balanced, even contradictory characters with opposing instincts and desires battling within them. 

Hardy di!ers in that by externalising Tess’s condition by locating her in a concrete societal situation, her 
nuances are exposed by this very external force. Indeed, for both authors, it would be inaccurate to call 

their writing total oversimplification because both use the extremes of female experiences to uncover 

the layers of their characters and the emotional extent to which they can be pushed to. 

ISABELLE LEONG
2T11 (2010)
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Simultaneously, Top Girls and Women in Love throw into question the extent to which female roles are 

defined (and fixed) by patriarchal domination and whether women can break out of this oppressive 
cycle. Churchill’s play interrogates this oppression through symbolism or more specifically the symbolic, 

surreal presence of di!erent characters from di!erent eras and cultures in Act 1. The audience sees a 
commonality in the influence patriarchy has had on the societal roles each of these characters play. 

Nijo’s role as a daughter is characterised by submission to male figures - her father and the Emperor, 

Pope Joan’s role as a religious figure is limited and works within the constraints of patriarchal society, 
while Isabella Bird always ‘tried to do what her father wanted’. These characters therefore function as 

symbolic representations of the women as ‘relative figures’, who play out their roles in society, whether 
as daughter, lover or New Woman, under the dictates of male authority. It is worth noting that 

Churchill does not allow her audience to confine their view of women as simply limited by patriarchy: 

Dull Gret’s interjection ‘Walking is good’, seemingly representative of the forwardness of the feminist 
movement, suggests that women, amidst the struggle against patriarchal domination, can act out their 

own independently defined social role, metaphorically ‘walking’ their own path. In the same way, 
Lawrence employs symbolism to raise questions about patriarchy, most notably in his associating 

Gudrun with masculine images of steel and industry - ‘a hard metallic wakefulness’. Doing so, he 

simultaneously o!ers two views of women’s roles in the way women become like men and take on 
masculinised behaviour. On one level, this can be interpreted as a subversion of patriarchy and male 

domination. In another, this simply acknowledges the necessity of submission to patriarchal norms, not 
dissimilar to how the symbolic characters of Top Girls seek identity through men and masculine 

influence. Lawrence’s use of industrial images sharply questions whether patriarchy truly oppresses 

women in their acting out of their roles, or whether patriarchy has simply become less visible. Where 
Churchill reiterates the norms to challenge her audience, Lawrence posits a more masculine and 

problematic definition of women that is altogether more troubling for the reader.

KATHLEEN TAN
2T11 (2010)

Note: Comparison essays relevant to ‘The Individual and Society in Literature’ will be added here in a subsequent revision estimated 
to arrive in Term 3 before the Prelim Exam. 
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PAPER 3 SECTION C
SET TEXTS - SINGLE TEXT ESSAY QUESTION (Choose one text)

Points for consideration
- For your reference, the six texts on the course list that you are not studying are: Jonathan Swift’s 

Gulliver’s Travels; Maxine Hong Kingston’s The Woman Warrior; Philip Larkin’s Selected Poems, 
Margaret Atwood’s The Journals of Susanna Moodie; Boey Kim Cheng’s Another Place and; Wole 
Soyinka’s Death and The King’s Horseman.

- The thematic concepts common to the above texts, in no particular are: (i) imperialism; (ii) post-
colonial and national identity; (iii) diaspora and hybridity; (iv) cross-cultural clashes; (v) alienation 
and otherness; (vi) personal identity and growth; (vii) mortality. You should find some of these 
concepts pertinent to the three texts you have studied. You should be aware of all, given the 
likelihood that one of the unseen texts will feature at least one of them. 

Examination format
- You are to choose one of the three texts you have studied. It is imperative that the text you select for 

Section C is not used in Section B. 
- Two essay questions will be set for each of the texts. Choose one.
- Questions set for Paper 3 will be related to the theme of The Individual and Society in Literature in 

some way. Some questions in the 2013 Sample Paper explicitly demand you examine the topic ‘in 
relation to the theme of the individual and society’ or ‘relative to the individual’s place in society.’ 

- These questions may be based on characterisation, concern or method. You may be required to 
evaluate how e!ective, how convincing or how successfully the writer has portrayed a particular idea.

- Paper 3 Section C will nevertheless resemble the essay questions in Paper 1 Sections B and C. 
- The foci for this section are ANALYSIS and RESPONSE skills.

2013 SAMPLE PAPER QUESTIONS

3 (a) ‘A blessing on the righteous Colony of the Massachusetts, where inquity is dragged out into the sunshine!’ (Chapter 
2) Discuss Hawthorne’s presentations of social punishment in The Scarlet Letter.
3 (b) Discuss Hawthorne’s characterisation of Pearl in The Scarlet Letter, and what it contributes to the theme of the 
individual and society in the story.

9 (a) ‘Her appearance is incongruous to this setting. She is daintily dressed... as if she were arriving at a summer tea or 
cocktail party in the garden district.’ (Scene 1 - Blanche’s first appearance) Consider Williams’s use of the ‘incongruous’ 
within a social ‘setting’ in A Streetcar Named Desire.
9 (b) Discuss Williams’s characterisation of Stella, and her adjustment to her social environment, in A Streetcar Named 
Desire.

10 (a) ‘But he that fliches from me my good name / Robs me of that which not enriches him / And makes me poor 
indeed.’ (Act 3, Scene 3) Discuss the presentation and importance of individual ‘good name’ in the social world of Othello.
10 (b) Discuss the role and characterisation of Emilia in Othello, relative to her place in the society of the play.
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SAMPLE ESSAY RESPONSE 1

The Scarlet Letter provides an insightful commentary on the character of Hester Prynne, and through 
her, the larger issues of patriarchy in female sexuality, social expectations of women, and how women 
have the capability to trespass these expectations with mixed results. This is achieved particularly 
through the use of connotative diction, subtext, symbolism, syntax and simile. Throughout the text, 
reader responses to the character of Prynne are practically and symbolically linked to those of the 
crowd which views her. The context of the text is the patriarchal society of the 19th Century West. 
Note the nature of Prynne’s condemnation — her crime of inappropriately acting with her female 
sexuality — and importantly — the lack of mention of any punishment for the male undoubtably 
involved in her crime.

The di!erent aspects character of Hester Prynne are revealed to the reader along the course of the 
text– the character evolves in the eyes of the onlookers in the text as well as the readers outside of it. In 
this way Hester Prynne is first described as a timid young mother- a classical social role for women. This 
is achieved through the use of diction both connotative and denotative — the opening declares that 
Hester is a ‘young woman’ ‘mother of this child’ reveals directly her role and position in society. The 
phrase ‘fully revealed’ with an emphasis given to ‘revealed’ connotes instantly (and ironically) the idea 
that this role is all that Prynne is. Sub-textually this phrase brings to mind a suggested nakedness — 
foreshadowing the sexual crime that Prynne has committed as well as symbolically representing 
Prynne’s utter vulnerability to the crowd. Overall, these literary devices create the image of Prynne as a 
vulnerable, young mother, very much conforming to the expected role of a mother in society, and she 
reacts accordingly — hiding the letter on her dress (denoting her status as an adulterer) with her child — 
symbolically hiding in her role as a mother rather than accept judgement as an adulterer. Prynne is 
shown to be afraid of the crowd who seems to have laid her bare and as such retreats into the protection 
of her role rather than accept judgement. Thus in the opening of the text, we see Prynne to be a young, 
timid, fearful mother. However there is a hint in the word ‘revealed’, and of the very timidness of 
Prynne (as if she had a need to conceal something), which suggests that there is something more to the 
character. Note also the use of run-on sentences ‘When the young woman — the mother of this child 
— stood fully revealed before the crowd, it seemed to be her first impulse to clasp the infant closely to 
her bosom; not so much by an impulse of motherly a!ection, as that she might conceal a certain token, 
which was wrought or fastened into her dress’, which creates a sense of tension and anticipation —  
indeed there must be something more to this character than this simple stereotyping into the role of a 
shamed mother. The fact that this is our first view of Prynne is reflective of the supposed view of the 
crowd that watches her, and by relation, of society’s view of who she should be. There is a suggestion 
that society reduces women to their role, rather than allow them to exist as individuals. There is a 
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distinct lack of mention of Hester’s name and thus identity in this opening — Prynne is only referred to 
as ‘the young woman’ and ‘the mother’.

As we progress through the text, chronologically, we see how Prynne is characterised as something of 
the ‘New Woman’. Prynne is shown through diction and the symbolic description of her dress to be a 
strong, independent and defiantly self-assured woman. Prynne is both described as possessing a 
‘haughty smile’ and to ‘not be abashed’, under the examination of her community even as she reveals 
the mark on her dress (the letter A) which marks her as an adulterer. Even though she first blushes, 
Prynne quickly shows a self-confidence in the face of judgement by society for trespassing the 
expected limits of female sexuality. Prynne importantly ‘looked around at her townspeople and 
neighbours’ — showing her personal confrontation and boldness and asserting herself by returning the 
gaze of those who would treat her like an oddity to be viewed. Beyond this evident self-assurance 
described by her physical reaction, Prynne’s character as a radically non-conforming, self assured young 
woman is shown in the description of the letter A on her dress, which, made by Prynne herself while 
jailed, is symbolic of her character as it developed while imprisoned. The letter A on Prynne’s dress is 
described as ‘artistically done’ and to have been made with ‘so much fertility’ – a revealing choice of 
words, almost a personification of Prynne herself. At the same time the dress is importantly, in a phrase 
that could apply to the character of Prynne, is ‘of a splendour in accordance with the taste of the age, 
but greatly beyond what was allowed by the sumptuary regulations of the colony’. It is important to 
recall that this letter is Prynne’s handiwork and as such its extravagance, which exceeds the ‘sumptuary 
laws’ that is- laws which control consumption, represent Prynne’s own beauty and pride despite the 
distasteful, demeaning and disrespectful image that society attempts to project on her. Thus Prynne is 
also shown to be something of a ‘New Woman‘ — confident, self assured and attractive regardless of 
what society attempts to brand her as. This is later captured in the phrase ‘Those who had before known 
her, and had expected to behold her dimmed and obscured by a disastrous cloud, were astonished, and 
even startled, to perceive how her beauty shone out’. Is is important to recall the most simple purpose 
of the ‘A‘ — it is an condemnation, a judgement an a punishment, a branding of sorts, for committing 
adultery — yet Prynne has turned it into her pride and into beauty. In relation to larger themes, these 
characteristics of Prynne propose that women have the power if they so desire to defy both social 
expectations and the condemnations of a patriarchal society intent on controlling female sexuality.

Hester is described in the text as regal, and to have been elevated to a higher social level than the crowd 
who watches her and once were her equals. At the same time, in an ironic twist, she is distanced from 
them by this very elevation, and we are brought to question whether she can truly escape the 
consequences of social condemnation. This is achieved through connotative diction and the use of 
simile. Hester is described as ‘ladylike, in the antique interpretation of the term’. This refers to the 
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concept of Hester somehow becoming in her defiance, beauty and ‘perfect elegance’, a member of the 
nobility (i.e. Lady as a title similar to Lord). In fact, beyond regal, Hester is described as being so 
elevated as to be almost divine- he has ‘made a halo’- the word ‘halo’ recalls an angelic figure. It seems at 
the outset that the text is telling us of how successful Hester has been at shaking o! the condemnation 
of the patriarchy of the 19th Century. However we must recall that that in Hester’s ‘desperate 
recklessness’ to overcome this condemnation (in the fabrication of her mark ‘A’ with flair instead of 
shame, and in her attitude to those who watch her as she leaves prison) she has cast a ‘spell’ which has 
the e!ect of ‘taking her out the ordinary relations with humanity, and enclosing her in a sphere by 
herself’. This simile (i.e. the letter as an isolating spell) has two obvious meanings — one, that Hester has 
isolated herself from society, that the price for her escape from condemnation and her elevation to 
social nobility is the loss of the society and community she once existed in, and two, that- note the use 
of the word ‘spell’ to connote magic, the supernatural and unnatural, and in fact witchcraft, that Hester 
has become unnatural through her actions. This idea of Hester now being considered unnatural is 
highlighted further in the description of her label ‘A’ as possessing ‘picturesque peculiarity’. Yes Hester 
has achieved beauty, but this is an unnatural beauty. It is this rejection by society and escape from being 
branded only to be branded unnatural which explains Hester’s ‘exquisitely painful’ beauty. Thus the text 
characterises Hester as, in the end, a victim as much as any other woman who might have been branded 
an adulterer- ultimately unable to escape the consequences of such a condemnation, in fact creating 
more problems in resisting to be cowed by the judgement of society. In a larger context this alludes to 
the idea that a women can escape imposed social condemnation, but in doing so must forego her 
community and acceptance of her identity as a ‘normal’ woman- instead being branded as strange and 
unnatural.

To conclude, The Scarlet Letter presents Hester Prynne as a young woman, branded and condemned by 
society, who, somewhat unsure at first, attempts to shake o! her punishment (which is social 
estrangement, shame and mockery) and actually succeeds in transforming her punishment into her 
pride, and in doing so elevating her social status. Yet this is an illusion for ultimately she still su!ers from 
an estrangement from society, and in fact from the idea of a ‘natural’ woman. In the larger view Prynne 
becomes a symbol for the feminine struggle to exist and define a woman’s self apart from patriarchal, 
socially-imposed expectations and roles. This is a symbol of futility, as we see how Prynne cannot truly 
escape the trap of social stigma- in this case she avoids it, only to create the circumstances for her own 
exclusion. Likewise the text suggests that this inability to define oneself apart from social expectations 
and escape condemnation applies to womenkind as a whole.

MARTIN CHONG
2T04 (2012)
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SAMPLE ESSAY RESPONSE 2

‘Othello is an individual who embodies extremes of conduct and outlook.’ How far do you agree with this 
assessment?

A foreigner living in his adopted state and tries all ways and means to fit in, Othello is indeed an 
individual, though with certain amount of assimilation to society, is still treated as an outcast, especially 
by Iago. Othello’s background causes him to have a di!erent and sometimes extreme perspective and 
thinking which directly correlate to his behaviour. However, it is largely done through Iago’s malice and 
manipulation and the ‘abuse of his ear’. The opening of the play sees Othello presented as a valiant 
general with high stature, a cool and calm composure but this nature is transformed into a savage, 
barbaric and base Moor from the midpoint of the play. Hence, it is true that Othello is portrayed as an 
individual who embodies extremes of conduct and outlook.

The beginning of the play sees Othello being vehemently accused and attacked by Brabantio but he 
responds with such grace and class to a life-threatening situation and indeed embodies the extremes of 
good conduct and outlook. In Act 1 Scene 2 where Branbantio orders his men to capture Othello with 
their swords, it is Othello who says ‘keep up your bright swords, for the dew will rust them.’ This scene is 
filled with the use of anti-thesis, with the white Venetian senator who was supposed to be the best 
example of civility and manners actually commanded a barbaric and unjust action — capturing Othello 
without giving him the opportunity to explain himself. This is juxtaposed with Othello, a dark-skinned 
foreigner stereotyped in that time and place to be barbaric and one with no sense of civility and 
manners, was the keeper of peace in this scene and brings Apollonian order with grace and civility. He 
does not command them to put an end to their actions by simply saying stop but with flair and poise, 
evident in the word ‘bright’. Anti-thesis is further employed in the speeches of Othello and Brabrantio. 
Othello addresses Brabantio as ‘Good signor’ even after his instructions to cause harm to Othello is 
contrasted with the usage of barbaric and crude diction by Brabantio in the following lines: ‘O thou foul 
thief… Damned as thou art… to the sooty bosom / Of such a thing as thou’ (1.1). The contrast of savage 
and accusatory insults to Othello with his well-mannered and respectful diction creates irony. This 
clearly shows Othello’s possession of absolutely good behaviour and does not retaliate because 
Brabantio is a senator and a respected man of position in Venice and he is the father of the woman he 
loves. In my view, this can be classified as an extreme of outlook Othello as an individual displays in this 
scene.

Othello is presented as an individual of extremes through the technique of dramatic staging in this 
scene. Brabantio enters with his men directly facing Othello and the other characters on stage and the 
fact that throughout this entire incident, no one intervenes and attempts to defend and / or help 
Othello. Rather, it is Iago’s line addressing Roderigo that even more clearly shows that Othello is alone 
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when dealing with Brabantio thus showing that he is an individual when the rest of society does not 
speak out for him.

Othello, an individual who embodies extremes of good conduct and outlook is once again presented 
through the use of continuous, articulate syntax and blank verse of iambic pentameter. In Act 1 Scene 
3, his standing in front of the Duke and all the senators of the state reinforces again his place in society 
and his individuality. His use of highly respectful diction when addressing the Duke and the highly 
positioned men of Venice — ‘Most potent, grave and reverend signors, my very noble and approved 
good masters‘ — is packed with adjectives directly elevating the status of these men and the superlative 
‘most’ emphasises the extreme of goodness, of respect and good manners, in the figure of Othello.

However, this extreme end of manners and civility is later transformed into a savage, barbaric Othello. 
Othello in Act 1 Scene 3 claims that he does not believe in magic, ‘what drugs, what charms / What 
conjuration and what mighty magic’ but this is contrasted with what he says in Act 3 Scene 4, ‘She was 
a charmer, and could almost read / The thoughts of people.’ He now believes in magic and the 
antithetical images of magic reinforces the sense of Othello’s extremes in conduct and outlook where 
he could easily switch from not being taken in by the tales of magic but swayed to the other extreme of 
believing in the supernatural.

Othello, embodying extremes of conduct and outlook, calls and regards his wife who he used to shower 
praises on a ‘whore’ and this is juxtaposed with heavenly / empyrean images and diction in the earlier 
acts of the play. ‘Impudent strumpet!’ (4.2) is clearly contrasted with him calling Desdemona, ‘O my 
fair warrior!’ (2.1) He shifts from love and adoration for her to such hatred and derogation for 
Desdemona. He indeed possesses two extremes in perspective towards Desdemona. The heavenly 
images used to describe her — ‘divine Desdemona‘ — is now reduced to an extremely crude and savage 
diction, ‘not a whore?’ and highly antithetical. His speech, which we saw as continuous and articulate in 
dramatic verse, collapses to a fragmented, frequently impeded flow of prose to show that he is out of 
control of his mind and emotions, juxtaposed against the calm Othello who enforced stability and order 
in Act 1 and 2. This creates major dramatic irony as the audience knows about Iago’s manipulative 
methods in causing Othello to be so extreme in his love and a!ection for Desdemona and what it had 
caused to his nature and behaviour.

Thus, Othello perfectly embodies the extremes of conduct and outlook with his metamorphosis from a 
highly respectable and civilised noble Moor to a savage, barbaric and base Moor, screaming ‘Zounds!’, 
left in a reduced, woeful state witnessed in both language and action.

ZOE RACHEL CHOW
1T03 (2012)
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EXEMPLARY CRITICAL ANALYSIS
FROM SELECTED BOOK REVIEWS

We have selected excerpts from seminal literary journals that present what we believe to be good 
models for the kind of analysis and response we expect from you. We start with two critics commenting 
on the opening sentences in Canada, by American novelist Richard Ford. 

Theo Tait writing in The London Review of Books: 

The first two sentences of Richard Ford’s novel have the ring of permanence about them: ‘First, I’ll tell 
about the robbery our parents committed. Then about the murders, which happened later.’ They 
encapsulate not just the novel’s events, but its mood and style, the balance of sensational goings-on 
with ruminative, rueful delivery. They surprise, like much of Ford’s prose, with the powerful e!ects that 
can be wrung from plain language. 

Michael Dirda on the same novel, Canada, in The New York Review of Books comments:

The two main actions of the novel, Canada, are announced in the opening sentences: ‘First, I’ll tell about 
the robbery our parents committed. Then about the murders, which happened later.’ Such sensational 
words, even presented with matter-of-fact understatement, will grab anyone’s attention. But on the 
surface, they would also seem to be revealing too much, arguably wrecking the novel’s plot. Yet Ford is 
nothing if not sensitive to his sentences. (In his many interviews Ford has emphasized the great care he 
takes over the subtleties of sound and sense. Nobody, he says, looks longer at his words than he does or 
calculates more precisely their e!ects.) 

So readers should also look again. Note that pronoun ‘our’ instead of ‘my’— this is, in some way, going to 
be a story about siblings. Notice, too, that Ford’s narrator dances over whether the robbery is successful 
or not. Finally the narrator carefully avoids saying who is murdered and by whom. Ford’s real interest 
does not lie in the robbery or the murders per se so much as in the events leading up to the crimes and 
to their after e!ects on those siblings. We know that the robbery and the murders will take place. But 
when? And how? And what will happen subsequently? So we attend, we observe, we prepare for the 
inevitable. (Readers may recall that the great Columbian born novelist, Gabriel Garcia Marquez, 
strikingly employed this technique in his novella Chronicle of a Death Foretold.)

While the characters in the novel, Canada spring to life through their distinctively individual voices, Ford 
tends to shy away from prolonged conversations, often preferring reported speech. Instead he lavishes 
his most intense attention on descriptions of people and locales. (What of Nathaniel Hawthorne’s 
presentation of characters in this regard in his novel, The Scarlet Letter or Edith Wharton’s presentation 
of characters in her novel, The Age of Innocence?)
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Next, from the London Review of the novel A Man of Parts by David Lodge, a work that celebrates 
through fiction the real life story of the great English writer, H. G. Wells (famous for such novels as The 
Time Machine, War of the Worlds, Ann Veronica). The reviewer Colin Burrow, critically examines the style 
of Lodge’s fictional representation of Wells’ life by comparing it with the style of HG Wells’ own 
autobiographical writings. Burrow draws our attention to a significant scene from Wells’ HG Wells in Love 
for the purpose of making a comparison with Lodge’s representation of this same scene in his novel, A 
Man of Parts. As so often in the autobiographies, the style has a plainness which makes you think 
everything is almost literally visible on the table, but it also allows a reader to think of Wells in a variety 
of ways:  

We sat over a great dish of crayfish and a bottle of white wine at a table in the 
shade of big trees. The habit of cheerful association was strong in us. ‘I like this 
little wine,’ I said, and then remembered our drama. ‘And now, Moura, for your 
explanation.’

In David Lodge’s version in his novel A Man of Parts, this scene becomes:

They were seated in the shade of an awning like a great sail and served an excellent 
lunch of grilled crayfish, accompanied by a deliciously crisp white wine. Relaxed 
and refreshed by these agreeable circumstances they began to chat amicably as if 
nothing had happened, until he perceived the danger and called the meeting to 
order. ‘And now, Moura, for your explanation.’

The reviewer Burrow then in evaluating the stylistic e!ectiveness of Lodge’s representation of this 
encounter with that of Wells, proceeds with the following comparative analysis:

Wells’ description uses plain adjectives (great, white, big, cheerful, strong, little) to make a scene. 
Lodge’s narrator piles on the adjectives and participles in the hope of generating a mood                   
(great, excellent, grilled, crisp, white, relaxed, refreshed, agreeable) and slips in a couple of adverbs to 
make sure we do not miss the point. He adds a simile to prevent the awning which he has substituted for 
Wells’ trees from flying o! into insubstantiality (‘like a great sail’). His attempt to enrich Wells’ writing 
weakens its psychology. Wells’ ‘the habit of cheerful association was strong in us’ is a fine phrase for a 
lunch with a lover, with wine, in which all present awkwardness is lost, yet Lodge removes it.  And Wells 
also seems to know that he sounds like a bully as he forces the scene to become a confrontation and a 
drama. His ‘I like this little wine’ is so nearly the painfully patronising ‘I like this this little woman,’ and 
the shadow of that phrase provokes the self-conscious pomposity with which Wells turns matters back 
to ‘our drama’. He cannot like this little woman as much as he likes this little wine. When Lodge rewrites 
all this and has him ‘call the meeting to order’ he makes Wells come across as just pompous.       
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Read and analyse the following passage from the novel, The Portrait of A Lady by Henry James, and 
then compare your own insights with that of the commentary which follows: 

Daniel Touchett, to his perception, was a man of genius, and though he himself had 
no aptitude for the banking mystery he made a point of learning enough of it to 
measure the great figure his father had played. It was not this, however, he mainly 
relished; it was the fine ivory surface, polished as by the English air, that the old man 
had opposed to possibilities of penetration. Daniel Touchett had been neither at 
Harvard nor at Oxford, and it was his own fault if he had placed in his son’s hands the 
key to modern criticism. Ralph, whose head was full of ideas which his father had 
never guessed, had a high esteem for the latter’s originality: Americans, rightly or 
wrongly, are commended for the ease with which they adapt themselves to foreign 
conditions; but Mr Touchett had made of the very limits of his pliancy half the ground 
of his general success. He had retained in their freshness most of his marks of primary 
pressure; his tone, as his son always noted with pleasure, was that of the more 
luxuriant part of New England. At the end of his life he had become, on his own 
ground, as mellow as he was rich; he combined consummate shrewdness with the 
disposition superficially to fraternise, and his ‘social position’, on which he had never 
wasted a care, had the firm perfection of an unthumbed fruit. 

James Wood, literary critic writing in the London Review of Books, insightfully comments:

James’s omniscient third person narrator is describing how the character Mr Touchett has made his own 
way in England, without gauche transformation. The narrator deploys a figurative chain of metaphors: 
old Mr Touchett is implicitly compared to fine ivory, which he has made smoothly impenetrable to 
foreign airs; like ivory, he has set limits to his pliancy; he has become, in his American way, mellow and 
rich, and has the ‘firm perfection of an unthumbed fruit’; the impressions usually made by English life 
on refined expatriates have not touched him. James’s narrator not only expresses himself 
metaphorically here, he also thinks in and through metaphor. Notice how he drops the figure of ‘ivory’ 
and winds toward the figure of ‘unthumbed fruit’: well before the narrator reaches the fruit metaphor, 
he anticipates it, when he says that Mr Touchett had ‘retained in their freshness most of their marks of 
primary pressure.’ This sounds like a fruit, and looks ahead to the ‘firm perfection of an unthumbed fruit’ 
without explicitly announcing the shift. The narrator is moving in that direction: he is thinking of Mr 
Touchett as reminiscent of luxuriant New England ‘ground’ (a garden, an orchard). But he is not quite 
there yet. It is as if we watch a metaphor grow and ripen: it is plucked, unnamed; and becomes, in ripe 
old age, an unthumbed fruit. And this occurs because James’ has his narrator negotiating a fairly 
complex transaction between two instances of ‘ground’ in this paragraph – both the ground of one’s 
being and the soil one lives on. (…) There is a pleasure in witnessing metaphor moving, driving on the 
thought; watching it, in e!ect, gain the authority of its claims, so that metaphor leaves the hypothetical 
or pictorial and becomes fact.
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CONCEPTS IN LITERATURE

Concepts can be divided into (i) thematic concepts; (ii) literary-stylistic and linguistic-stylistic concepts 
(iii) hybrid concepts; (iv) concepts related to Paper 1 — Reading Literature and; (v) Paper 3 — The 
Individual and Society. But first, what is a Concept? ‘Concept’ comes from the Latin ‘conceptus’, a thing 
conceived; so a concept is therefore a general idea or understanding of something formed by mentally 
combining all its characteristics or particulars.

Conceptual Analysis
This involves critically and rationally deliberating and determining the Background, Scope, Limits, and 
Epistemic Dimensions; logically necessary and su#cient conditions for that concept; (In Gilbert Ryle’s 
apt metaphor, their ‘Logical Geography’; Conceptual Change / Evolution; Conceptual Lens / 
Conceptual Framework; Extending the Concept) Note 1: all thought involves the application of 
concepts. Note 2: while certain concepts seem fixed and unchanging in their essence, regarding their 
necessary or essential conditions, they may still be re-conceived and thought about in the sense of a 
perceived need to revise or modify their su#cient conditions.

Consider Richard Rorty’s conception of Metaphor: a metaphor is a voice from outside logical space, 
rather than an empirical filling-up of a portion of that space, or a logical-philosophical clarification of 
the structure of that space. On another level, Nietzsche as a Philologist as well as  Philosopher, 
challenged  even the conventionally conceived nature of Metaphor in claiming all language is metaphor, 
‘Truth is a mobile army of metaphors’; and so as a result, for him, there are no facts, only 
interpretations;  Note 3: Analysis of Concepts must avoid that which shades o! into mere lexicography.

The Concept of Literature
[It could be said] that the traditional, conventional concept of Literature – consisted of canonical works 
by ‘Dead, White, European, Males); Consider this perspective: ‘Literature often shoots ahead of us.’ – 
French poet, Paul Celan; and elaborating on this idea, contemporary writer and critic, Shoshana 
Felman, writes: ‘Literature is ahead of us. Literature can be defined (accounted for and understood) as a 
specific mode of testimony; and that writers often feel compelled to testify through literary or artistic 
channels precisely when they know, or feel intuitively that, in the court of history, evidence will fail or 
will fall short; when they know that other sorts of testimonies will, for di!erent reasons, not come 
through or that events have taken place that will, for di!erent reasons, not be evidenced. The foregoing 
is another and significantly di!erent concept of literature.

Of course there are also those who now argue that the notion of Literature per se is a meaningless and 
pointless concept. This would be the view of certain new schools of thought in linguistics, certain 
philosophers of language, and also those influenced by post-modernist thinking. Put another way, if and 
when a given society accords the status of literature to someone’s writing, they would say it is a matter 
merely or purely of convention, influenced by norms peculiar to that culture’s time and setting.
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GENERAL LITERARY CONCEPTSGENERAL LITERARY CONCEPTS

Approaches Genre: (i) prose - novel and short story; (ii) poetry and epic poetry; (iii) drama
Literary language, style and form / structure
Close reading and practical criticism
Critical appreciation and interpretation
Purpose and meaning

Movements Realism, romanticism, modernism, structuralism, post-modernism, epistolary 
fiction, the novel of ideas, meta-fiction, new historicism, psychological realism, 
magic realism

General methods Internal e!ects (associations, emotions)
External e!ects (on the reader or audience)
Irony, paradox and satire
Contrast, antithesis, juxtaposition
Parallelism
Foreshadowing and flashback
Symbols and motifs
Imagery and figurative language
Tropes (tropical plenitude as a characteristic of Shakespeare’s plays)
Allusions and intertextuality
Allegory and analogy
Diction / word choice
Syntax

DRAMATIC CONCEPTSDRAMATIC CONCEPTS

Style Dramatic staging: mise-en-scene
Dramatic e!ects on audience
Alienation e!ect
Genre: melodrama, naturalism, realism, tragedy and comedy
Imagery and symbolism
Setting
Stage directions
- Character movement
- Distance between characters
- Stage action (e.g. violence)

Characterisation Dramatic point of view
Dramatis personae
Protagonist and antagonist; hero and anti-hero
Classical concepts: hamartia, anagnorisis
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Language Dramatic dialogue (character-to-character dialogue)
Subtext and intentions
Discourse structure and Discourse Transactions
Monologue, soliloquy, asides
High / low style
Naturalistic speech vs heightened, poetic speech
Verse and blank verse
Dramatic rhythm (italics for emphasis in Streetcar, iambic pentameter vs short, 
prosaic lines in Othello)
Stichomythia

Structure Divisions: acts and scenes
Progression
Exposition and denouement
Conflict and catastrophe
Classical concept: peripeteia (sudden reversal in the hero’s fortune)
Coup de theatre: dramatic turn in events
Unities of time, place and action

NARRATIVE CONCEPTSNARRATIVE CONCEPTS

Language Narrator’s voice, tone
Word choice, register and tone
Syntax 
Subtext

Style Point of view; angle of narration
Direct Discourse; Indirect Discourse; Free Indirect Discourse
Reliable and Unreliable Narrator
Modes of discourse: commentary; reflection; description; narration; dialogue; 
epistle;
Stream-of-consciousness; interior monologue
Character representation: clothing / items, speech, commentary etc
Character roles
Character relationships
Imagery and figurative language
Symbols and motifs
Setting, mood and atmosphere

Structure Divisions: parts / books / volumes and chapters
Plot, plot design and progression
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POETIC CONCEPTSPOETIC CONCEPTS

Language Poetry as emotive, rather than referential / denotative
Tone and attitude
Figurative language
Diction or word choice

Style Poetic e!ects
Imagery and symbolism
Sound: euphony and cacophony, assonance, alliteration

Form Closed poetic forms: lyric, ode, sonnet
Structure: verse, stanzas, lineation
Rhythm and metre
Enjambment and caesurae
Syllable and stress
Progression / movement

LINGUISTIC CONCEPTSLINGUISTIC CONCEPTS

Domains Stylistics, Accent, Discourse; Discourse Markers; and Discourse Analysis; 
Dialect; Idiolect; Sociolect; Genderlect (very useful concepts for Drama, and 
Narrative Prose Fiction) , Graphology, Lexicology, Morphology; Morpheme, 
Phonology, Semantics, Semiotics, Transitivity 

Word level Subject; Predicator; Complement; Adjunct 
Determiners; Intensifiers; Modifiers; Qualifiers 
The Verb; Finite and non-Finite
Aspect, as a feature of verbs e.g. Continuous aspect; Perfective aspect 
Modality, Modal Auxiliary  

Sentence level Hypotaxis; and Parataxis
Register
Foregrounding 
Mood: Declarative; Imperative; Infinitive; Subjunctive
Concrete and Abstract language 
Coherence; and Cohesion as concepts pertaining to the analysis of discourse 
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THEMATIC CONCEPTS RELATED TO ‘THE INDIVIDUAL AND SOCIETY’THEMATIC CONCEPTS RELATED TO ‘THE INDIVIDUAL AND SOCIETY’

Individual Person and personhood
Reason and Passion
Wisdom and Folly
Love and Hate
Eros and Thanatos
Compassion and Cruelty
Metaphysical Optimism and Pessimism
Honour and Reputation
Malcontent, Dissent and Deviation
Decadence: the theme of Venetian decadence in Othello

The unconscious: memory, its unreliability, parapraxes (slips) 

Change and growth; transformation metamorphosis

Society Socialisation: the learning of values, attitudes, and customs through family, institutionalised education

Civilisation: social rules, conventions and customs
Power and Justice
Ideology: patriarchy and paternalism
Social class and social stratification / division
Ethnicity and race
Gender: sexuality, masculinity, femininity, misogyny and feminism
Family: marriage and motherhood
Otherness and alienation
Displacement and rootedness
Materialism: Venice as a metropolis of greed in Shakespeare’s Othello             
Bourgeois Capitalism 
Puritanism; more especially as in Hawthorne’s The Scarlet Letter 

Nature and Society
Religion and Mythology

Universal Free Will and Causal Determinism
Causality and Chance; Fate and Fortune
Necessity and Contingency
Appearance and Reality
Knowledge and Belief
Truth and Falsehood; Truth and Testimony
Order and Chaos
Good and Evil (varies from character to character, context to context)
Naturalism and Supernaturalism
Actuality and Possibility
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Specific to P3 texts 
you are studying

Elizabethan concept of Great Chain of Being, or Frame of Order (‘Scala 
Natura’); that there was a scale or hierarchy or hierarchical order into which 
everything fitted; this order proceeded from God as divine perfection at the 
apex of this hierarchy, the angels, all the way down to man, woman, animals, 
vegetation, and inanimate matter.

Concept of man as characterised by body and also a soul thus making man 
unique in God’s creation; in believing in the soul, they also believed there was 
an ongoing conflict between his divine soul and his body – his reason and his 
passion; thus as we see in Shakespearean drama there is much scope for the 
dramatic and rhetorical use of Antithesis; And that being a microcosmic model 
in the universe, if man neglected degree within himself, it would relate to 
outward social and political disorder; and furthermore the Elizabethans believed 
that there was a law of nature by which we recognise right and wrong.

Adultery (Othello; Streetcar; Scarlet Letter); 
Chastity and Fidelity  
Homosexuality (in Streetcar)
Suicide (on stage in Othello; o!stage in Streetcar)
Promiscuity; Prostitution
The Strong and the Weak; the Smart and the Stupid;
Aesthetics and the Aesthete
Machiavellianism and the Machiavellian Malcontent (Iago)
Heaven and Hell; Salvation and Damnation
Elevation and Degradation
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PUNDITS AND PANDITS
QUESTION SPOTTING

SECTION UNLIKELY LIKELY

Paper 1 Section B
The Age of Innocence

Essay
Social life: privacy and surveillance

Passage-based
Importance of setting (Ch 9)

Essay
Bildungsroman / quest for maturity
Manners, social form, convention

Passage-based
Archer’s dilemma (Ch 6, 18, 19, 21)
Portrayal of May (Ch 26)
Portrayal of Ellen (Ch 2, 8, 12)

Paper 1 Section C
All My Sons

Essay
Chris and Keller’s guilt

Passage-based
Self-deception (Act One, 20-22)

Essay
Social responsibility
Materialism / profiteering

Passage-based
Guilt
Chris-Keller relationship 

Paper 3 Section B
Set text comparison

Role of the social ‘outsider’

Tension between individual self-
expression and social pressure

Powerless individuals

Definition of identity / self
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SECTION UNLIKELY LIKELY

Paper 3 Section C
The Scarlet Letter

Presentation of social punishment

Characterisation of Pearl

Paper 3 Section C
A Streetcar Named Desire

Use of the ‘incongruous’ in a social 
setting

Characterisation of Stella and her 
adjustment to her social environment

Importance of art and aesthetics

Paper 3 Section C
Othello

Presentation and importance of 
individual ‘good name’

Role and characterisation of Emilia

Othello as outsider / his ‘extremes’

Iago’s Machiavellian Malcontent

Power and status

Significance of a specific episode: 
Cassio’s deception, handkerchief 
scene, 

Add to this ‘question spotting template’ with your classmates and tutors’ input. ‘Spotting’ isn’t just about reading only selected notes. It’s about ensuring you 
have practised enough on specific topics that are highly likely to appear.
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