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B
Stories are waiting in Paris:

Genre: Travel. Video advertisement (multi modal).

Narrative: Story being presented. Multiple places of interest and choice. A place to find love.
Point of View: French voice — which is detached in some ways from what is happening allowing
reader/viewer to make their own version of Paris

Register: French accent.

Representation: Suggested to be a place of option/opportunity to shape your visit.
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Literariness: Not particularly literary in terms of writing.

Important points: CoT T

Strong use of modality — emphasises possibilities.

Use of Spatial deixis — emphasises possibilities.

Use of music/sound effects/French accent gives sense of immediacy and busy atmosphere.
Sensory

Symbolism of door shutting/opening — take choice — your move.

Mile by Miles London to Paris:

Genre: Travel. Historical/informative — train travel. (Written/picture/Maps)

Narrative: Ever popular destination. Changing architecture to cope with success.

Point of View: Informed enthusiast. Promotional

Register: Impersonal third person (it)

Representation: Popular since beginning. Grand. ‘City of Light’

Literariness: Lacking in literary technique to some extent as more to inform than entertain.
Important points:

Use of words from French/Italian origin

Positive language Ultimate/beautiful/ Bigger/grander/mo’st picturesque/undoubtedly most
cosmopolitan/luxurious/elegant

Use of historic images —time thickened use of area as film backdrop
Graphology/typography

Use of inclusive pronouns on map ‘us’ and ‘we’

Importance of Paris/rail as forefront of travel/lighting etc.,

Neither here nor there: Travels in Europe

Genre: Travel/memoir/informative/entertaining

Narrative: Story like — generally negative view

Point of view: First person account of personal experience

Register: Chatty

Representation: Largely critical of French/France with some concessions. Rudeness and aggressive.
Literariness: clear literary techniques used to engage.

Important points:

Contrast London/Paris

First person

Use of adverbs to convey sense/manner
Use of colloquial ‘a toilet’

Word choice to represent chaotic nature
Rhetorical question to appeal/engage
Irreverent humour consistent with genre
Triplets

‘speech’

Drops:names of important tourist location

The Most Beautiful Walk in the World: A Pedestrian in Paris

Genre —Travel: Memoir/tour guide/autobiographical

Narrative — Suggests tourists are viewing by rote —rather than exploring
Point of View — Visitor turned resident.

Register — Chatty/story like

Representation — French pride. Stereotyped visitor
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Literariness: Moderately

Important points

Some use of French and opinions — give representation of self as ‘at home’

Use of simile

Representation of place as an individual experience through the interaction of the visitor with their
surroundings.

Graphology

Orientational deixis

Stereotyping

Modality

Paris City Guide — Lonely Planet

Genre: Travel. Video (Multi modal)

Narrative: A place of culture, romance, fashion, beauty and history
Point of view: Positive — Australian voice - outsider

Register: Informative o "

Representation: Positive/cultured/romantic

Literariness: Lacks

Important points
Informative/facts/advisory.

Opinions

Positive language. Epitome. Superlatives
Graphology for stops/pauses and emphasis

Personal Narrative: Anna/ Zara
Genre: Travel. Personal narrative

Narrative: Likes and dislikes/opinion

Point of view: Talking as previous resident.
Register: Informal, chat. Pauses - unplanned
Representation: Positive

Literariness: Low

Important points

Orientational deixis

Unplanned

Informal fillers and connectives
Modality

Comparison

Breathless: An American Girl in Paris
Waiting for Godard: Roommates

Genre: Travel. Autobiographical
Narrative: Jewish American girl seeks independence
Point of View: Naive. 1960s Jewish Female. Young adult. Well educated. Privileged
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Register: Informal, recount of events, thoughts and feelings. Reflective. Re-discovery of former self.
Self mocking.

Representation: Paris as place of self-discovery and liberal attitudes. Parents are restrictive and
traditional

Literariness: quite extensive use of techniques/figurative.

Important points:

Allusion to Merchant of Venice
Epistolary — novel of letters
Animal characteristics re mother
Use of adverbs

Modality

Around the World in 80 Dates

Genre: Memoir/quest narrative

Narrative: Quest to find partner through travel — irony as cemetery

Point of View: First person narrative

Register: formal/humour/observation

Representation: A place of history, art, culture, eclectic things bring together
Important points:

First person gives her view point/observations

Use of modality to express opinions/certainty/belief

Informative

Alliterative phrases

What do you wish someone had told you - Paris lle de France

Genre: Forum general audience of tourists. Online blog.

Narrative: Paris is a place that you can get stuck in queues/busy. Benefit of ‘insider’ knowledge,
expensive for some drinks. Suggests that minor differences exist. Suggests French can be offended —
different cultural perspectives.

Point of view: Knowing advisor. First person

Register: Informal.

Representation: Positive view, cultured

Important points:

Asynchronous

Non standard punctuation suggests unplanned/hurried not proof read. Abbreviated language/non
standard language. '

Idealised reader —discourse community but general distribution.

Visiting Paris — Mike and Sophia

Genre: Conversation transcript between friends

Narrative: First person/s account/s of experiences of visiting Paris. Admiration of French dress —
chic. Waiters can be rude to British — unfriendly to attempts at dialogue in French.

Point of view: first person

Register: Informal — unplanned exclusive discourse community — friends. Ideal reader friend.
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Representation: Mixed view of Paris/French ~ honest feelings — no ulterior motive

Important Points:

Synchronous conversation

What are were Mike and Sophia’s Paris schemas (beliefs/conceptions prior to visit).
Consider whether endophoric or exophoric eg away from events or in same place as events/
Consider agreement/speaker support eg hmm, Yeah, Ah

Exchange structure — sequence of turns

Transition relevance place { a natural place to change turns/speaker)

Preferred / dispreferred response

Memories

Rick Steves’ Walking Tour of the Louvre Museum

Genre: Travel/audio tour, Visual, Aural + music

Narrative: Single speaker, Cultural France

Point of View: Positive — confusing as changes frequent
Register: First person and plural first I/we. Informal and inclusive
Representation

Important points:

Emphasis/pauses

Keywords ‘Essential’ ‘Beacon’ ‘beautiful’ ‘greatest’ easiest’ ‘best’
Spatial/orientational deixis

Exopharic/endophoric/mobile

Humour metaphor ‘Barbie Dolls’

Maps

French Milk - Lucy Knisley

Genre: Visual narrative/memoir — graphic non fiction

Narratlve Memories of Paris

Point of View: Subjectlve First person/plural (speaks for others) ‘I’ & ‘we’

Register: Informal, moody, young female. Hand drawn images.

Representation: of self — moody/selfish. France — cultured. Artistic. Romantlc/broodmg

important points:

Ellision of words.

Positive description/repetition
Graphology

Affordance/constraints of genre?
Particular discourse community/reader

Understanding Chic — Natasha Fraser-Cavassoni

Genre: Autobiographical memoir

Narrative: Quest narrative

Point of View: Subjective first person, American female account

Register: Formal

Representation: Stereotypes — pride, defiance. Self —resilient/determined.
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Important points:

Culture shock.

Discourse community — biography readers/fashion interest/female?
Alliterative phrases

Re-count conversations

Simile and literary techniques.

Orientational/spatial deixis

Sensory description

Othering.

Double journey —physical and mental

Memories of places in Paris ~ Isabella and Sophia

Genre: Personal narrative

Narrative: Memories of place

Point of View: Multi/single speaker - subjective
Register: Informal unplanned

Representation: Positive representation of place

Important points:

Vagueness ‘about’ ‘sort of’ ‘some sort of
Fillers ‘er’, ‘erm?’, ‘like’

Modality

Temporal deixis

Mental verb processes

Sensory and perceptive verbs

Use of tense

Encore Une Fois — Just Another American in Paris + 18 Months later

Genre: Blog post

Narrative: Memories /account of Paris visit

Point of View: Subjective - positive

Register: Female American, ex resident of Paris, mother of teen child/ren informal
Representation: Positive —~ weather, food, people

Important points:

Modality —seemed

Onomatopoeic ‘woosh’

Discourse community — other Americans interested in Paris
Literary techniques —anthropomorphism, metaphor.

Tense

Asynchronicity
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Travelling to Paris with a grandchild - Gransnet

Genre: Forum - grandparenting/travel

Narrative: Seeking information

Point of View: Multi speaker - common bond - grandchildren
Register: Informal conversational

Representation: Positive — culture

Important points:

Asynchronous dialogue

Discourse community — Grandparents/travel with children
Relevance

Politeness - face threatening acts etc.,

Grice’s Maxims

Seed/thread

Paris for Children ~ The Rough Guide to Paris

Genre : Travel guide for parents of children o

Narrative: Positive representation of things to do in Paris

Point of View: Knowing advisor

Register: Formal

Representation: Mostly positively slanted but some language could undermine

Important Points:

Organisation of information — use of colour/images
Informative

Positive lexis

Sales driven

Introduction — Not for Parents: Paris — Everything you ever wanted to know

Genre: Travel guide aimed at children

Narrative: Place of discovery — not hard sell

Point of View: Facilitator — knowledge based
Register: Degree of formality — child friendly
Representation: Positive — place of variety/discovery

Important points:

Use of images/colour/graphology
Highlight of the macabre

Use of humour

On Paris — Ernest Hemingway

Genre: Newspaper articles
Narrative: Negative — a place of frauds and pretenders — almost a warning for the ‘you’ he writes to.
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Point of View: Observational
Register: American Author writing on Americans in Paris
Representation: A commerecial place which is only frequented by those that pretend to be artists.

Important points:

Blunt and disrespectful

Use of metaphor

Superlatives

Repetition
Opinionated/subjective/offensive/humourous
Modality

Foreign Correspondent: Paris in the Sixties. Peter Lennon

Genre: Autobiographical /Memories/quest

Narrative: A bohemian place

Point of View: First person/naive

Register: Formal/informal/colloquial

Representation: Self inexperienced/naive. Paris a place of contrasts. Intimidating. Religion.

Important Points:

Modality

Various representations of self/others.
Revisions of history

Tense

Simile

Paris Riots 1968 — British Pathé

Genre: News—TV

Narrative: Civil and political unrest in Paris

Point of View: subjective posing as objective. Establishment
Register: Authoritative, formal

Representation: Militant French — socialist/left wing.

Important points:

Visual/aural/music

Emotive language

Spatial deixis

Adverbs

Repetition of determiner ‘every’

Use of conjunction ‘but’ to add negative

Seven Ages of Paris — Alistair Horne

Genre: History text

Narrative: A country of political change and changing fortunes of the city. Battles and struggles.
Register: Informative/knowledgeable/

Representation: Formation of place and culture. Not to be trifled with! A history of corruption.
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Important points: -

Chronological

Objective (multi sourced) materials

Use of discourse markers to introduce change

Discourse community those interested in French history

Assumed knowledge of some details eg people and places

Strong verb choices

Personification

Contrasts of higher sensibilities with poor behaviour among the upper classes

Letters from France 1790-1796 — Helen Maria Williams

Genre: Epistolary text

Narrative: Sympathetic perspective of uprising in France. Political consciousness
Register: First person perspective. Formal.

Point of View: Subjective/ English female. Omniscience.

Representation: Proud.

Important points:

Female perspective — gender theory
Period — syntax.

Use of exclamations

Similes

Modality

Paris: Fine French Food - Lonely Planet

Genre: Online travel/food guide

Narrative: Positive view of artisan food trades to be tried and enjoyed
Register: Formal - knowledgeable

Point of View: Distant subjective

Representation: Experts in food and wine. Enthusiastic

Important points:

Superlatives most,

Spatial deixis

Informative

Image/music/sound — sensory

Positive language ‘expert’, ‘premium’, ‘icon’

The Sweet Life in paris: Delicious Adventures in the World’s Most Glorious
and Perplexing City — David Lebovitz and Mole Au Chocolat

Genre: Memories/anecdotal/food and culture writer

Narrative: The unsavoury history of water and Paris

Register: 2nd person ‘you’ and 1st person ‘I’ — humorous, informal

Point of View: Sceptical, opinionated -subjective

Representation: Parisians and little water unfriendly and lacking in facilities or offering poor facilities
- none without purchase. At times impolite - quirky .
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Important points:

Tense

Alliteration

Allusion — Coleridge Ancient Mariner — assumed knowledge
Graphology

Modality -

Stereotypes — unclean French

Exaggeration

Eating in Paris — Isabelle, Mike and Sophia

Genre: Discourse ~ memories

Narrative: Cultural différences

Register: Informal, unplanned :

Representation: Different tastes in cuisine. Reserved tastes of participants in conversation

Important points:
Fillers/gap filling
Agreements
Interruptions .

Natural speech
Unfinished sentences
Multi speaker narrative






Paris Anthology

Assessment Objective

AO1 (15 Marks): Using terminology, applying concepts and methods, expressing and presenting
ideas.

This AO rewards students’ ability to apply concepts and methods from integrated linguistic and
literary study to literary and non-literary material. AO1 also rewards the ability to maintain an
academic style throughout the essay. In addition, students should identify features where relevant
that highlight distinctive ways that places, people and societies are represented so as to meet the
specification content and key terms for this section and provide focuses for AO4 (connections
between texts). As a reminder, the key terms are:

 Genre: a way of grouping texts based on expected shared conventions

* Representation: the portrayal of events, people and circumstances through language and other
meaning-making resources to create a way of seeing the world

* Point of view: the perspective(s) used in a text through which a version of reality is presented
» Register: a variety of language that is associated with a particular situation of use

e Literariness: the degree to which a text displays ‘literary’ qualities along a continuum rather than
being absolutely ‘literary’ or ‘non-literary’

AO3 (15 Marks): Demonstrate understanding of the significance and influence of the contexts in
which texts are produced and received.

This relates to students’ ability to explore the significance and the influence of contextual factors on
the production and reception offered by different genres and text types, and examine why writers
and speakers choose to communicate using various forms.

A04 (10 marks): Explore connections across texts, informed by linguistic and literary concepts and
methods.

This relates to the students’ ability to make connections between texts, exploring their similarities
and differences in the light of how the writers and speakers represent place.

Remembered Places
e Answer Question 1 in this section. Read Text A below, and Text B on page 4

Text A is an extract from Neither Here Nor There: Travels in Europe by Bill Bryson. Text B is an
extract from Rick Steves’ Walking Tour of the Louvre Museum.

0 1 Compare and contrast how the writer of Text A and the speakers of Text B present experiences
of visiting the Louvre. [40 marks]



Text A

Bill Bryson is an American author who has written a number of travel memoirs, as well as popular
books on science and languages. Neither Here Nor There: Travels in Europe tells the story of his
journey through Europe in 1990. The chapter on Paris includes memories of an earlier trip he made
to the city in the 1970s.

Text B

This text is taken from the website of Rick Steves, an American author and TV presenter famous for
his guidebooks, radio and TV shows and podcasts on travelling in Europe. His website offers free
guides and downloads. Along with the podcast transcript are maps produced by Rick Steves to
support his Louvre museum tour.

e 01
Compare and contrast how the writer and speaker of Text A and the writer of Text B express
their ideas about times of social upheaval in Paris.
You should refer to both texts in your answer. [40 marks]

Text A

This is a news report of the Paris riots in 1968, taken from the website of British Pathé, a
news and film archive. The narrator is male and speaks with a Received Pronunciation
accent.

Text B

Helen Maria Williams (1761-1827) was an English writer who supported the principles of
the French Revolution and moved to Paris in 1790. From that time until 1796, she published
a series of letters in support of the revolutionary movement in France. This text contains a
selection of those letters.

510 15 20 25 30 35 Letters Written in France, in the Summer 1790, to a Friend in England.
Containing Various Anecdotes to the French Revolution; and Memoirs of Mons. and
Madame de F — (1790), Letter I

Sample answers
Student exemplar: Remembered Places

In ‘Understanding Chic’, Fraser-Cavassoni has a negative experience of the French because
of the slap she receives. However, we see that her opinion of Paris is very favourable, as
demonstrated by words such as ‘undaunted’, ‘bounced’ and ‘enthusiasm’. This shows
Cavassoni to have a positive view of Paris. These terms have connotations of energy and a
lack of criticism. When talking about the slap, Cavassoni says, ‘A Frenchman not a guard’.
The emphasis on the nationality of the man and that he is working there, and therefore has
no responsibility for the law, indicates that the French are fastidious and not afraid to cause
offence. The indefinite article, ‘a’, suggests that the man can be seen as representative of all
Frenchmen.

This kind of generalisation can be seen in ‘What do you wish someone had told you?’ post,
but they demonstrate a different attitude to those living in Paris. The first post states



‘French people are not cold or rude’. Although this is a positive statement it still describes
the French as one identity. It also suggests through the use of negation that there is a
stereotype of French people being cold and rude. By having to state they ‘are not’ like this,
the author implies an awareness of the cultural stereotype of French people being impolite
that he has to address in order to then dismiss. This correction of a widely held stereotype is
typical of a post such as this, where the audience would be wide and the register mixed.

Fraser-Cavassoni in ‘Understanding Chic’ uses her negative experience, the slap, as a basis
for an analogy for what French People are like. Her generalisations are modified by her
statement that it is ‘unfair’ to suggest all French people are inclined to slap. The disclaimer
is appropriate for the text, which takes the form of a memoir, and therefore self-reflection
is likely to be present. She creates the term ‘slap instinct’ to describe the Parisians’
mentality as well as saying ‘defensive, they had to attack’. These terms are suggestive of
something animalistic within the people living in Paris that Fraser-Cavassoni blames on the
history of sieges in the city. This is an unsubstantiated claim that is really only the personal
opinion, or musing, of the author that is expected in the context of a memoir. The implied
depersonalisation of the Parisians demonstrates that FraserCavassoni feels them to be
somewhat unstable and sometimes dangerous.

Moreover, the memoir is written from a time when she was thirteen, therefore the
perception of the attitude of the Parisians has changed over time, shown through the
phrase ‘in retrospect’. In contrast, the online extracts are likely to be written immediately
after their visit to Paris, therefore the negative attitude is heightened. Furthermore, the
colloquial tone of the online extracts allows the reader to exemplify certain phrases. For
example, the online extract often uses capital letters, whereas the memoir uses capital
letters to indicate clauses that the author wishes to be foregrounded.

Examiner commentary:

Remembered Places

AO1: The student expresses her ideas well and maintains a strong focus on the text at all
times. She uses terminology precisely and accurately (eg ‘the indefinite article’) and
provides a thoughtful and developed interpretation of the texts. Ideas are explored
throughout (eg the developed discussion of the ‘slap instinct’ and the exploration of self-
reflection and personal opinion). There is a good focus on ways of narrating and the use of
narrative voice and particular registers: a great deal of ground is covered in discussing
stereotyping, attitudes to culture, and aspects of implied readership and genre.

AO3: The student makes some clear and well-considered points on the memoir as a
distinctive genre, and how Fraser-Cavassoni’s language choices are typical of this kind of
writing. She is also able to draw on the discourse conventions of message boards in
exploring her ideas. She makes some developed points on the contexts in which the texts
were written (eg on the difference between Fraser-Cavassoni writing retrospectively, and
consequently reflecting on her initial thoughts from a distance, and the traveller probably
writing after a recent trip to Paris).

AO4: There are clear connections made between the texts. The student has thought
carefully about the sections of the texts she wishes to write about (eg identity of the
French, comments on place and culture, reasons for wanting to recount experiences of



travel, audience and register). Her writing draws both on similarities and differences and
these are well signposted through the use of appropriate discourse markers.

Student responses in examination conditions

Student A

In Text A the narrative style is a homodiegetic retrospective account focusing on a past trip
to Paris. The purpose of text A is to mainly entertain the reader as the written style is an
antedote. In text B the narrator is a homodiegetic voice advising the audience who is
anyone looking for advice about Paris using the internet, and the mode is written. Text B is
advising but is also entertaining to hook the audience. Text A presents people as ‘tricky; and
‘defensive’. The adjective ‘tricky’ suggests the Parisians are difficult to try and understand;
not easily pleased. The narrator describes an incident of being slapped by a Frenchman,
which caused her to see that the Parisians had a ‘slap instinct’ mentallity. The declarative
‘defensive, they tend to attack’ implies that Parisians are like animals and become vicious if
they feel threatened. The pronoun to address the Parisians ‘they’ distances the writer from
the French people suggesting she does not see herself as someone like them. This is shown
when she states that ‘the Parisians were different, | quickly registered’, the adverb ‘quickly’
shows that it is apparent straight away that the Parisians act differently to people from
England.

In text B the people are presented as reserved. The advisor states that the ‘French people
are not cold or rude, but they are not bubbly types either’ this declarative tries to
discourage some of the stereotypes people may precieve the French as being. But, also
states that they are not the adjective bubbly either. They described the Parisian culture as
reserved which ‘does not mean they hate you’. They reader is directly spoken to, to make
the text feel personal. The tone used in text A is formal, subjective and uses a mix of high
and low frequency lexis. It is a subjective account due to it being her own opinion and
interpretation of the events in Paris. The fact it is subjective could lead for the anedote
being overexaggerated as she states that she doesn’t remember the slap and is writing
based on other people’s recalled memory. The tone used in text B is informal and
conversational as the writer uses the pronoun ‘you’ to direct the reader. Also, there are a
few grammar mistakes which is seen as an acceptable thing to do as it is only being
published on the internet. The use of the brackets to add extra information is used
repeatedly Informal language used like ‘lo¥’ is used to fit in with the mode of the text.

Overall, Parisians are presented as defensive and reserved in the reterspective accounts.
The writers used tone to convey their ideas of the French people they encountered.

Assessment A1 AO3 A4
Obiective

Comments

Level




"Compare and contrast how the writers of these texts express their ideas about
people living in or visiting Paris."
You should refer to both texts in your answer (40 marks)

AO1 - 15 marks
AQO3 - 15 marks
AO4 - 10 marks

Total marks: 40 marks

What to include:

-Tense (first person, second person, third person) and the pronouns used to signify
this

-Simple and minor sentences

-Attitude towards Parisians

-Discourse structure / conventions and links with these things in the two texts
-Similarities and differences in PURPOSE, AUDIENCE and GENRE of texts
-Distinction between own culture/society and French people

-The representation of place

Theories
CARL THOMPSON DISCOURSES OF TRAVEL:

Literary critic Carl Thompson suggests that all travel narratives have these defining
features:

-A focus on either a COMPLEX OR A SIMPLE JOURNEY. There is always a sense
of moving INTO OR OUT A PHYSICAL SPACE that is at the heart of the narrative

-An account of meeting and interacting with people, places and cultures that are
unknown

- A literal account of the journey or some kind of learning experience/ revelation that
has taken place from that journey

-An additional insight into the ATTITUDES AND BELIEF SYSTEMS OF THE
WRITER/SPEAKERS THEMSELVES as well as their background and culture

GENDER SIMILARITIES HYPOTHESIS:
This theory claims that there are substantially more similarities than there are

differences between male and female language. Janet Hyde who came up with the
theory argues that where there are differences, these may be due to a number of



other variables, such as age, background, status and education.
CULTURE SHOCK:

This has been described by sociologist John Macionis as "personal disorientation
when experiencing another way of life." This can manifest itself in several ways but
often includes negative feelings towards cultural practices and language, feeling
bored and homesick, and in extreme cases feeling anxiety and a sense of danger.
Culture shock occurs in the following stages:

-Honeymoon stage - feeling of excitement and being intrigued by a new culture or
society

-Anxiety stage - beginning to feel a sense of disillusionment, disappointment or fear
about the new culture and society

-Coping stage - developing strategies to deal with the demands of living in a new
culture or society

-Settled in stage - a final stage where the traveller feels comfortable in their new
surroundings

PARIS SYNDROME

This is a particular type of culture shock. It is a disorder where tourists visiting Paris
with expectations fuelled by positive representations of the city and its people in
popular culture are overcome by feelings of immense disappointment.

THE DOUBLE-JOURNEY

This theory focuses on the idea that travel narratives draw on life being understood
metaphorically as a journey, where the journey taken in the travel narrative assumes
additional significance.

Many narratives about travel involve a type of double-journey like this one, where the
writer or speaker is not only relaying the events of a physical journey they have
made but also describing a psychological journey, usually involving some kind of
self-discovery, reinvention of the self or personal quest.

SPACE AND PLACE

Geographers commonly use this distinction to signify the difference between a set of
co-ordinates on a map (space) and a location that is given significance and value
through its use as a site of human activity, filled with interaction with others,
important events and personal memories (place).

Crang suggests that the layering of events and the building of memories around a
physical location gradually result in a "dot on a map,” evolving into a significant part
of someone's life, forever associated with a feeling, emotion, set of events or group
of people.

Spaces becomes places as they become "time-thickened." They have a past and



future that binds people around them.

This theory can only be applied to individuals and not cultures in general.

Quest narratives

Tim Youngs has suggested that the quest narrative is central to the travel genre. The
quest narrative normally involves these features:

-A focus on a search for something or someone unavailable in the hero's present
culture/society

-A narrative that is told almost exclusively from the traveller's perspective and offers
a very subjective way of seeing the world

-Characters and objects within the narrative are seen as obstructions that need to be
overcome or lessons to be learnt

-Readers and/or listeners are positioned to follow the narrative in certain ways so as
to accept a particular point of view - that of the traveller

-The "questers," use the journeys they take for their own purposes as a way of
promoting a certain world-view and often centre round a narrative of self-discovery.
Terminology to use in the exam + other things to mention

-Genre and whether text is typical or atypical of genre; does it follow genre
conventions (introduction)

-Audience / purpose (introduction) (Purpose is production) (Link purpose with core
genre purpose)

-Affordances/ constraints (reception) (CONTEXT)

-Time at which text was written (CONTEXT)

-Gender of the author and how this links to text (CONTEXT)
-How long lasting text is (CONTEXT)

-Noun phrases

-Semantic field (perhaps can be linked with noun phrases)

-Polysyllabic lexis (link to potential audience in exam). Colloquial language can be
juxtaposed with this.

-Flaneur / othering

-Multimodal text (the visual and the written)

-Typographical feature (relating to use of fonts in texts)

-Mode (This is not just whether the text is spoken or written. It could also cover
whether the text is planned or spontaneous, the distance between the text producer

and the receiver, and how long-lasting the text is- key word here is ephemeral.)

-Register (formal or informal)



-Graphology

-Endophoric / exophoric storytelling.

-Triadic structure

-Phonaesthetics (euphonious and cacophonous).

-Zeitgeist (defining spirit or mood of a particular period of time)

-ldiosyncratic (a mode of behavior or thought / a certain writing style which is
individual to oneself). DESCRIBE AS IDIOLECT IF EXTRACT IS SPOKEN.

-The theories
-Mobile narrative (for Rick Steves' walking tour)

-Cartography (study and practice of making maps. Can be applied to The Gare du
Nord text).

SPECIFIC KEY WORDS TO LOOK AT IF EXTRACT IS SPOKEN
-Topic Shift

-Sociolect / idiolect

-Sentence functions

-Phatic talk - Conversational utterances that have no concrete purpose other than to
establish or maintain personal relationships

-Back-channel
-Adjacency pairs / turn -taking

-William Labov order of elements (This includes Abstract, Orientation, Complicating
action, Resolution and Coda.)

-Grice's maxims (Quality, Quantity, Relation and Manner.)
How to decide what to write about
-Compare HOW the texts are presented, not WHY

-Choose similarities / differences that allow you to get to the heart of the text -
essentially the genre, audience, purpose, and how this impacts on the way Paris is
presented

-Comparisons that will enable you to draw on the language levels

Affordances and constraints in relation to genres

An affordance is a term that refers to the properties or characteristics associated with
a particular genre or mode that might dictate how it is used. For example, the



Eurostar advertisement is a text that draws on the conventions associated with
advertising, using visual and aural codes in a format that can be easily viewed and
shared (via YouTube).

A constraint refers to properties or characteristics that limit a text's potential uses. In
the case of the Eurostar advert, a very obvious physical constraint is that a screen
and sound are required to "read,” the text.

INFORMATION TEXT

AFFORDANCES

- Allows audience to have a stronger understanding of Paris and it's history
CONSTRAINTS

-Reader has to have a strong understanding of background context

-Some people may find the information dull

-Zeitgeist - places change

ADVERTISEMENT

AFFORDANCES

-Refer to YouTube example

CONSTRAINTS

-Screen and sound will be required in order to "read," the text

-Need of a schema

-There may be disagreement in what is said

-Zeitgeist

TRAVEL WRITING / MEMOIR

AFFORDANCES

-Allows audience to understand geography of Paris

-Is a very personal opinion of Paris and thus will very impartial

-Use of humour

CONSTRAINTS



-The writer has to try and speak universally

-Pragmatics of travel writing has to be understood

-Writer has to physically travel to locations. As there is only one person travelling and
writing the book then the viewpoint might be quite narrow and closed off, meaning

the overall impression that the reader gets of Paris is limited.

-Linked to someones view of the culture at the time, however places change. Link to
word "Zeitgeist."

SPOKEN DISCOURSE
AFFORDANCES

-Partial point of view from speaker. Therefore view is honest and realistic. Speech is
also representative of normal speech.

CONSTRAINTS

-May be hard to understand, depending on the fluentness of the speaker.
-Need of a transcriber

MEMOIR/ ILLUSTRATED JOURNAL

AFFORDANCES

-Honest and reliable account from writer

-Flaneurs and quest narratives can be more easily identified
CONSTRAINTS

-lllustrated journal means perhaps that not as many ideas can be expressed

-Could attract a younger audience if there are pictures. This could mean a smaller
audience



Imagined Worlds

The Handmaid’s Tale
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Student Introduction and Summary of Skills

Welcome to this study guide for Margaret Atwoaod’s The Handmaid's Tale
for AS and A Level English Language and Literature. It involves a close
analysis of each section of the novel, along with exploration of key themes,
characters and contexts, encouraging you to closely explore the novel from
both a linguistic and literary perspective.

Your teacher may have provided you with this entire guide to work with — in
which case, you have an important revision resource to use when preparing - :
for your exams. You might find it dense to read from cover to cover, but suggest dlpplng in and out to read the
sections on content you find most difficult. See whether you éan reduce some of the introductory information on
the whole text into note form for your revision. You also have some comprehension questions and activities ta
attempt throughout, as well as material towards the end of the guide to help with exams.

How much is the ‘Handmaid’s’ question worth?

For AS, the novel is assessed in Component {paper) 1 and alongside whichever poet you are studying. You will
answer one question worth 35 marks (out of 150 marks for the entire AS —therefore, this question is worth
around 23% of your total marks).

For A Level, the anthology is assessed in Component (paper) 1, alongside the Paris Anthology and poetry option
selected by your centre. There is a choice of two questions, of which you need only answer one. This component is
worth 35 marks (out of 250 marks for the entire A Leve| — — therefore, this quéstion is worth 14% of your total marks).

How can this guide help you?

it hopefully goes without saying that you should have read the novel in its entirety before you begin your studies
in the classroom. Remember that reading the novel to gain an understanding of plot and a preliminary grasp of
character and themes is an essential first step that comes before a more in- depth reading for meaning.

Once you feel that you know the novel well, this guide can help you to:

* find out more about the social, historical and biographical contexts in which the novel was produced, and
learn more about the contexts of reception

e apply the lahguage methods (see the following section) to each section of the novel to improve your ¢close
analysis skills

e use terminology effectively to discuss the novel

e  explore the storyworld that Atwood creates in the novel

» understand what makes a top-grade response and practise writing your own

What skills do you need to demonstrate?

Use of language methods (AO1)

You should be familiar with the language levels already as these are crucial to success for every question when
studying A Level English Language and Literature. They are as follows:

Phonetics, phonology and prosodics: how speech sounds and effects are articulated and analysed

-e.g. p. 13 - ‘the music lingered, a palimpsest of unheard sound, style‘ Llpon style, an undercurrent of drums, a
forlorn wail, cardboard devils’

In this description of what would have taken place in the gymnasium in the past, Atwood uses the semantic field
of a haunted house (‘unheard’, ‘forlorn wail’, “devils’), creating the impression that the ghosts of the past are
tormenting the girls in the Red Centre. Ironically, it is the present that is the nightmare and the past that they
crave and hold on to. The use of the unusual noun ‘palimpsest’ (a text overwritten on top of an earlier work)
compounds this idea that they live among the echoes of the time before, :

The Handmaid's Tale: ‘Imagined Worlds' Study Guide for AS / A Level AQA English Page 5 of 111 © ZigZag Education, 2020




Lexis and semantics: lexis — the vocabulary of English, including social and historical variation; semantics — how
meaning is created through this vocabulary

e.g. p. 177 — 'Subversion, sedition, blasphemy, heresy, all rolled int6 one’

Here Atwood usés sibilance to link all these forbidden words in the list — the low, hissing ‘s’ pattern of sound
sounds like Offred is whispering the words, afraid to speak too loudly and aware of the treacherous impact of
what she and Ofglen are discussing.

Grammar, including morphology: the structural patterns and shapes of English at sentence; clause, phrase and
word levels

e.g. the use of asyndetic listing in the above quotation creates a sense of multiple layers of time and space
crowding in on the inhabitants of the gymnasium. It is a complex, extended sentence packed with sensory
information — the length of the description adds to the sense that the past is overwhelming the present.

Discourse: extended stretches of communication occurring in different contexts

é;g. p. 29 — “The war is goihg well, I hear’ she says
‘praise be’ | reply

‘we’ve been sent good weather’

‘which [ receive with joy’

This exchange of phatic talk between Offred and Ofglen appears exceptionally banal. They are reciting the
mantras of the Gileadean regime, almost parrot-like, exactly as they are expected to do. The discourse is littered
with the semantic field of religion (‘praise’, ‘joy’) and the use of the passive voice in ‘we’ve been sent good
weather’ to indicate that higher powers are at work that shape these powerless women’s lives. Offred even
begins to leave out the speaker tags in her retelling, as though it doesn’t matter who says what. This snapshot of
their discourse serves to emphasise the constraints placed upon them and the extent to which they talk without
actually being able to communicate anything much at all:

Pragmatics: the contextual aspects of language use

e.g. the above quotation shows how the women of Gilead are silenced. Their talk is reduced to meaningless set
phrases, characteristic of the propaganda associated with a dystopia. The use of adjacency pairs shows that each
response is autornatic, with little deviation from what is expected of them.

You will need to range across the
language levels in your analysis of the
novel. Hopefully you can see how each

Adjacency pairs — a unit of conversation that consists of one turn each
by two speakers, with the two parts relatéd to each other (question

and answer, statement and response, etc,)

Anadiplosis — a writer’s use of the same word/phrase fo close one
clause and to open the next (e.g. ‘When | give, | give myself.,
Walt Whitman)

Asyndetic listing — listing without the use of conjunctions (usually with
commas or serhicolons in their place)

Passive voice = when the object of the sentence is placed as the
subject in the sentence construction (e.g. ‘the letter was opened by the
official’ or ‘ground was gained during the batile’)

Phatic talk — small talk; conversation that has a social rather than an
informative function

Semantic field — a group of words linked by meaning
Sibilance — a pattern of soft consonant sounds such as 's’, ‘ch’, ‘th’, z, x

Spedker tags — a specker’s name and the speech-related verb after
direct speech (e.g. ‘she said’, ‘the Commander declared’)

of these might contribute to meaning -
from harsh plosive sounds affecting
tone (phonology) to powerful
imperative senténces (grammar). What
examiners want you to be able to
demonstrate is that it is not simply the
waords on the page that help writers
achieve effects; structure, sound,
image and context also contribute to
meaning. For the top grades (Level 4 or
above on the mark scheme), students
are also expected to evaluate patterns
in language — the detailed analysis for
each text will help you consider this.
Patterns can most often be found by
exploring at whole-text/extract level
through examining discourse structure.
However, you could also consider the
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semantic fields in a text or the use of patterning in sentence structures through techniques such as anaphora or

anadiplosis.

Throughout this resource, key terminology will be highlighted for you in italics and defined in text boxes nearby -
see previous page. These are the terms that will demonstrate your ability to explore texts closely and critically.
You may want to add these to an ongoing glossary to help with your revision, A complete linguistic and literary

glossary is available for you at the end of this guide.

Creating an argument (AO1)

AO1 marks are also available for structuring your essay well. The Level 5 band descriptor, for instance, asks that
you ‘Express ideas with sophistication and sustained development.’ As you proofread your analytical writing, this

will involve checking for the following:

¢ Haveyou included a question-focused topic senténce at the start of each paragraph that signposts your

argument and guides the reader?

*  How clear are your ideas? Does your evidence fully support your point, for example?
*  How thorough are your ideas? Do you look at other possibilities/ambiguities in the text? Do you include.

close linguistic analysis before you move on to your next point?

Exploring narrative choices (AO2)
A mistake that weaker candidates often make is to write their res

ponse as though they are discussing real people

and situations (‘Offred shows her fear by..”, ‘Gilead is a world rife with...”). Remember that the novel is a
construction created by its author, Margaret Atwood. You should be using Atwood’s name repeatedly throughout
your response, demonstrating how she makes the choices of how the storyworld appears to us. The AS question
even uses her name explicitly (how does Atwood present...). You need to consider how Atwood crafts her
characters to manipulate the reader to like or dislike them, how she presents places and spaces, and how she
chooses to structure the narrative, The highest mark scheme bands are reserved for students who can evaluate

what is successful about Atwood'’s authorial choices.

Exploring contexts (AO3)

Although there are no AO3 marks explicitly available for the AS
exam, it is often impossible to divorce text from context;
therefore, you may need to include some of the information you
have learnt to fully illuminate the meaning of an extract. For A
Level, thorough discussion of contexts is crucial — more marks are
available for AO3 than for any other assessment objective. You
must acknowledge the significance of whatever focus you are
given in the exam question in the context of the whole novel,
and consider its importance to the fantasy genre as a whole. You
will also need to include specific, relevant and integrated
information on social and historical contexts to the novel.

What does this mean?

Context of production: Where and when
was the text first produced, and héw does
that affect meaning?

Historical context: What was happening
socially, culturally and politically at the
time of production? Although you are not
writing a history essay, knowledge of the
basics (such as the dates of when the Berlin
Wall stood) could prove very useful.

Biographical context: What do you know
about the author/s of the text, and how
does their personal history affect meaning?

Specific information — avoid general statements that could (and do) apply to most novels of the period/genre, e.g.
‘Women were still not equal citizens at the time’ or “When the novel was written, many people disagreéed with
abortion’. Instead, include specific factual information to support these ideas, e.g. ‘The Roe v Wade case had
legalised abortion in the USA in 1973, 11 years before the novel was published.

Relevant information — depending on the focus you are asked to discuss in the question, consider how relevant the

contextual knowledge is that you want to share. Avaid throwing in facts simply to show the examiner that you have
learnt them! For instance, biographical information about Atwood’s life may be wholly irrelevant to an essay on the
significance of the character of Janine, but may be relevant if you are asked to discuss the setting of the wall.

Integrated information — avoid devoting whole paragraphs to observation on historical contexts or thoughts on
genre. These ideas should be integrated and combined with your close language analysis and main essay
argument. You should use contexts to help bolster your ideas, not as separate asides.

Page 7of 111 © ZigZag Education, 2020

The Handmaid's Tale: 'Imagined Worlds' Study Guide for AS / A Level AQA English



Plot Summary

The novel takes place in a dystopian alternative present where a theocracy has taken over from the US
government. Due to a past characterised by pollution, high crime rates (particularly, it is implied, the rape and
murder of women) and extreme sexual liberation leading to widespread production of pornography and sexually
transmitted infections, the country has undergone a paradigm shift. Now, all rights for women are stripped away;
they cannot work or own property or savings, and they are assigned a role in a strict new social hierarchy —either
they are the wives of the new order ‘Commanders’ or they are lower-ranking ‘Econowives’, household servants
termed ‘Marthas’... or, they are Handmaids. Handmaids are walking wombs - the few fertile women left inthe
country. Their job is to act as surrogates for the wealthy wives who cannot bear children. As this new republic of
Gilead values tradition over technology, Handmaids are required to have sex with the wives’ husbands in a ritual
termed the ‘Ceremony’, in order to procreate.

Our narrator is Offred (literally ‘Of Fred’ as she ‘belongs’ to Commander Fred Waterford) whom we meet as she
completes her training for her new role at what she calls the ‘Red Center’. She is evidently traumatised by what
has already happened to her — it becomes clear she was forcibly separated from her husband and daughter and
has no idea where they are, or even if her husband is alive. She introduces us to her new life in which she is
controlled at every moment, able to leave the house anly on shopping trips with a fellow Handmaid (Ofglen),
during which both women are encouraged to watch — and spy on —each other. She spends long periods alone in
her room, contemplating what has happened to her and what may happen next.

Atwood uses an achronological narrative throughout, employing flashbacks through
which readers can learn how the state of Gilead came about. in these reminiscences,

we learn about Offred’s marriage to Luke and the affair that brought them together @
when Luke was previously married. Offred also recalls the child they had together,
who, through her piecemeal account, we learn was coveted in an increasingly infertile : S
society and then taken from her as they attempted to flee Gilead across the Canadian el
border. We also meet Offred’s best friend; Moira, a confident, articulaté and daring
young feminist who later manages to escape the Red Centre throiigh stibterfuge. In
these glimpses of the time before, Offred also recalls how Gilead came about through
a military coup, culminating in the assassination of the president and members of
Congress.

Meanwhile, in the present, we meet Serena Joy, Commander Waterford’s wife and : :
former.evangelical preacher, who displays a cold indifference towards Offred. We hear of the ordeal of the
Ceremony, preceded, of course, by a Bible reading, during which Offred must endure impersonal, awkward sex
(or, as many ¢ritics have alleged, rape) with the Commander while Setena Joy holds her hands. The early part of
the novel emphasises both the monotony of her life, but also the everyday hoiror it contains.

The first shift in routine comes when Offred visits the doctor for
one of hér many reproductive health check-ups and he offers to
) ) ) sleep with her so she will get prégnant. She refuses, but only as
Paradigm shift —a 180-degree tum in the it is too risky (she could be sent to the ‘Colonies’ = where the
opposite direction, where a soclety / an most troublesome féemale dissenters end up - if she is caught).
individual / a group fundamentally changes ‘ : : . )
: . . ;i After the next Ceremony, the Commander sends Nick, the
the very basis of its existence o o T e
household chauffeur, to ask Offred to come to his study that
Th?‘_’"qcy =id SpEien of government night. He begins to give her contraband gifts of perfume and
whereby rulers reign in the name of God magazines, and they spend theéir nights playing Scrabble
together (a forbidden activity as women are no longer allowed
to read or write), At the end of one such meeting, the Commander asks Offred to kiss him and she knows she is
unable to refuse, given all the power is in his hands.

Neologisms ~ newly coined words or
expressions

Meanwhile, Serena Joy orchestrates a plan for Offred to start secretly sleeping with Nick, as both women are
aware that the Commander may be infertile, given that Offred is not yet pregnant. They can then pass the baby
off as the Commander’s. She bribes Offred by offering to find out information about her daughter. During one of
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their shopping trips, Offred discovers that Ofglen is a member of a resistance movement called ‘Mayday’,
determined to undermine and overthrow the regime. Offred starts to feel that the Ceremony is different now —
she cannot remain detached knowing the Commander as she does. She starts to discuss the regime with him and
talk to him about the monster that he and his fellow leaders have created.

One night, the Commander takes Offred out, in disguise, to a club called Jezebel’s, where those in the upper
echelons of the regime mingle with prostitutes. Here, Offred discovers Moira working, whom Offred has not seen
since she escaped the Red Centre. Moira was captured and chose to work there instead of being sent to the
Colonies. For the first time, Offred and the Commander have sex outside the Ceremony, during which she
pretends to feel pleasure and passion, knowing that is what he expects. When Offred returns, Serena takes her to
sleep with Nick and they begin to sleep together frequently.

We continue to see the rites of Gilead, from the ritualistic birth of Janine’s baby to the disturbing ‘Particicution’,
whereby the Handmaids are encouraged to collectively stone a supposed rapist to death. During this ritual, Ofglen
throws the first stone. Offred is shocked but is later told that he was a member of Mayday and Ofglen wanted to
save him from suffering. Offred, however, is preoccupied with her complex new relationship with Nick and fails to
assist Ofglen in gleaning inside information from the Commander. When she next goes shopping, a new ‘Ofglen’
meets Offred and tells her that her friend hanged herself when she saw the secret police coming for her. On
returning home, Serena Joy reveals she has found out about the trip to Jezebel’s and promises punishment. As
Offred waits to see what this will be, she sees a black van approach, the signifier of the ‘Eyes’ (the state secret
police). Nick comes to fetch her but tells her not to worry — it is really Mayday and they are here to save her.
Offred’s narrative ends with her walking out the door, unsure whether she is heading to death or freedom.

The novel closes with an epilogue from 2195, long after Gilead has fallen, termed the ‘Historical Notes’ and
written in the form of a lecture given by Professor Pieixoto at a conférence exploring Gileadean history. Through
the lecture, he reiterates how the regime was created, but from an objective, academic standpoint. He reveals
that Offred’s story turned up on a series of cassette tapes, but no one knows what happened to her. He explains
that it was he who gave the narrative the name of ‘The Handmaid’s Tale’, partly as an allusion to Chaucer, partly

as a dirty joke.

*For further explanation and exploration of the neologisms iri italics, see the ‘Glossary of Gileadean terms’
at the end of this guide*
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The Storyworid

The AQA specification makes repeated reference to the ‘storyworld’, asking that candidates consider how the
author creates the storyworld in their responses. But what does this mean?

Essentially, the storyworld is the fictional world {in Atwood’s novel, the world of Gilead) crafted and shaped by
Atwood, often through her conduit of Offred as narrator.

All of Atwood’s authorial choices help to make the storyworld what it is; therefare, you should be discussing and

considering the following when you consider how it is crafted:

o Itsplace in the genre(s) (fantasy / dystopia / speculative fiction)

e The use of narrative voice and points of view to depict the world

e  Setting and characterisation

e  The use of motifs, tropes and syrmbols

s  The use of linguistic devices from the language methods (from whole-text discourse strategies down to
precise lexical choices)

The following section will offer a whole-text analysis covering the above points to help you get started in your
analysis of Atwood’s storyworld.

Narrative structure

AQA specifies that the novels in the ‘Imagined Worlds’ / ‘Telling Stories” module are ‘characterised by unusual
narratives, narrators and events’. With this definition in mind, let us examine how Offred could be considered an
unusua! narrator and how the dystopic fantasy genre befits this description of unusual events.

Offred’s narration

e  Offred writes mostly in the present tense, unusual in itself in a first-person narrative (e.g. ‘the Commander
sits with his eyes closed... he works long hotirs. He has a lot of responsibilities’ (p. 101}). This lends her
narrative a sensé of immediacy, even urgency at points. We, as readers, feel as though we are living each
moment alongside her, feeling her frustration, despair and joy vicariously. Of course; she is in fact using a
subtly different tense — the historic present (also called the dramatic present) —to make it sound as though
what happened in the past is actually happening in the present. She is not actually speaking as these events
happen, rather recounting them retrdspectively, almost as print journalists write their headlines in the
present tense to depict the news of the day. This difference is impartant to acknowledge when we consider
her (un)reliability and propensity to twist her retelling of events.

e The narrative is achronological — it does not reveal everything in time order. We begin with a disorientating
glimpse into her training as a Handmaid before jumping to the Commander’s house. While events seem to
progress in a relatively linear way, Offred frequently includes flashbacks both to the Red Centre and to the
‘time before’ and her life with Luke and her daughter. Most importantly, these jumps in time and space
result in Offred withhalding information as narrator so that we are tantalised by names without contexts, or
half-told stories that are only completed chapters later. Arguably, this is an important authorial decision ~
Offred is utterly powerless in many respects, but Atwood grants her narrative power over the readers.

s  Offred is a flawed narrator — she does not present herself as a hero
and recognises her own faults. She is honest, often brutally so, about
not only her less laudable actions but also her darkest thoughts. She
presents herself to us as a raw, imperfect specimen.

e Yet, Offred is also an unreliable narrator — confusingly, she may be Genre — a particular type of
honest about herself and her thoughts, but she has a fluid version of | liferature defined by its themes
truth. Often, she will admit that she has made up a story, or part of a and ideas
story, or guessed what she does not know. Sometimes she will retell Historic present — the use of the
the same story again and again, with a differing version each time. In present fense fo depict past
a storyworld where truth has been manipulated and remodelled by events as though they are
the rulers of Gilead, we can perhaps appreciate how our narrator happening os the narrator writes
may also begin to gquestion the nature of absolute truth.

Achronological — ¢ narrative not
arranged in or determined by the
order of time

The Handmaid's Tale: 'Imagined Worlds' Study Guide for AS / A Level AQA English Page 16 of 111 © ZigZag Education, 2020



»  The Historical Notes complicate matters. This difficult section of the noval is sometimes seen by students as
a postscript, but it is in fact an important framing device. it adds authenticity to Offred’s account by adding
the dimension of an academic symposium where Gilead and Offred’s narrative are discussed. This seminar
moves events to the year 2195 and shifts to a heterodiegetic narrative wholly different in style ~ it reads
more like a dense, academic paper. It is in these notes that we discover that Offred never wrote down the
narrative, but recorded it as a series of audiotapes. Moreover, we find out that the title of the novel was
bestowed by a third party, again transforming our view of Offred. These complications also raise questions
about the authority of Offred’s narrative voice and the concept of the novel as her attempt to relay the
uncensored, unedited version of her world.

Genre

NB this section is most relevant for A Level students as discussion of genre will gain you AO3 marks (not available at AS).

The Handmaid’s Tale does not fall easily into any one genre. Despite it winning prizes for novels in the science
fiction genre and often being cited as a ‘feminist dystopia’, Atwood has declared that both of these genre
descriptions are incorrect. A popular story from her lecture circuit recalls one young student, during the final
space for questions, raising her hand to ask whether the novel was a ‘true story’, resulting in lots of laughs from
the audience. Atwood chastised the audience, telling them that they certainly should not be laughing because,
yes, everything that happens in the novel has happened to some woman at some point in history. As a result, she
prefers for the novel to be called ‘speculative fiction’ or ‘fact within fiction’. She argues that it is not science
fiction as 'the science fiction label belongs on books with things in them that we can't yet do, such as going
through a wormhole in space to another tniverse; and speculative fiction means a work that employs the means
already to hand, such as DNA identification and credit cards’. Nonetheless, for the purposes of this guide, let's
explore how the novel befits the genre of a dystopian fantasy, bearing in mind that it is the notion of fantasy in
particular that AQA specifies should be explored.

Dystopian fiction

» The term ‘dystopia’ comes from the Greek for a ‘not-good place’; an
antonym of ‘utopia’, the word coined by Thomas More in his 1516
novel to name a perfect world.

*  Essentially, dystopias are terrible places, characterised as nightmarish
worlds few people would enjoy inhabiting.

*  Dystopias often resemble totalitarian regimes of history and project
our fears for the future. They are not necessarily supposed to be set
in the future {distinguishing them from science fiction) but rather an
alternative time/space to our own, perhaps another concurrent
dimension. Rather than predictions of what will happen, they are
warnings about our current behaviour,

*  Famous classic dystopian novels include George Orwell's 1984 and
Aldous Huxley's Brave New World (although the latter has been
argued to be both a ‘soft dystopia’ and even a utopia — reminding us
that a dystopia is subjective and, as Offred declares, ‘Better never An gnti-Trump protester equates modern
means better for everyone... It always means worse, for some’ UsA to g dystopia
(p. 222)). Recently, in the last couple of decades, there has been a , :
trend for dystopic novels in popular young adult fiction, with series Fun fact: Atwood began writing

such as The Hunger Games performing exceptionally well in the the novel in 1984, the year that
charts and as cinema adaptations. We may argue that the genre is acts as the setting for Orwell’s
particularly suited to young adults with its notions of the outcast 1949 novel {confusing, | know!)

R AR PR S BSATE, R AEMDANT

individual, discontent towards higher powers, heroism and
rebellion.

The Handmaid's Tole: 'Imagined Worlds' Study Guide for AS / A Level AQA English Page 17 of 111 © ZigZag Educatian, 2020



Motifs of a dystopia

Characterisation

e A protagonist who functions as an outsider —
different from the prescribed norms of society.

o Typically the protagonist undergoes a double
journey in the text — there is some literal quest
plot whereby they must complete a challenge
(start a rebellion, disobey a law, win a contest,
etc.) and, alongside this, they undergo
metaphorical growth, often becoming stronger,
smarter or braver as the narrative progresses.

¢ A nefarious, intelligent antagonist acts as foil to
the protagonist. They will usually represent the
establishment/government and will have the goal
of maintaining the regime as it stands.

Setting

* A world in which some past event {famine, natural
disaster, war, etc.} has led to scarcity of resources
and, perhaps despérate measures to prevent it
recurring.

e Astrictly controlled society that assumes the
worst of humankind and, therefore, closely
regulates behaviour —a world inspired by
Hobbesian philosophy.

e  Usually an urban environment, often with
futuristic elements — sometimes alongside
anachronistic references to the past (seemingly
ancient laws, weapons, homes, etc.).

s A world manipulated by propaganda and the
media but where free speech, literature and self-
expression are feared or banned.

Antagonist — the opposition fo the narrative’s
protagonist; a hostile adversary who holds the
protagonist back in their aims/quest (‘ana’ —
up, against, back)

Double journey — when a narrator undergoes
a literal, physical joumey at the same time as
a period of emotional, metaphorical growth

Foil — a character who contrasts with another,
often used as a device to highlight elements of
the other’s characier

Protagonist — the leading character of @
narrative

Quest plot — & journey towards a specific
mission or goal. In folklore, often literal, but
incredsingly in modern literature the goal may
be a more metaphorical aim.

In detail - Hobbesian philosophy

‘Man is a wolf to man’
Thomas Hobbes (1588—1679) wasa promlnent
polltlcal ph|lo’i pher best known for his book _
Lewathan In thlS treatlse, he com pares a soaety to
a Iewathan a prlmeval monster that is capable of

esonates w1th Aunt Lycha in The Hondmaid’s
\en she explams the dlfference between

Thé Handmaid's Tale: 'imagined Worlds' Study Guide for AS / A Level AQA English

Page 18 of 111 © ZigZag Education, 2020




Whole~text Analysis

Themes and motifs

Power

The novel epitomises the notion that power corrupts (and absolute power corrupts absolutely). A dichotomy is
created between those with power — most of the male figures in the novel and the Aunts — and those without.
Handmaids are one of the lowest-ranking echelons in terms of power; although they are socially above Marthas
or Econowives, they are the most severely restricted in their everyday freedoms of both action and thought. It is
with heavy irony that we hear the doctor tell Offred, after offering to impregnate her, ‘think about it... but it’s
your life” (p, 71). Atwood constantly reminds us that, in being stripped of power, Offred and her ilk are also
robbed of choice. However, Atwood also reveals that power comes in many forms; there is the unlikely power of
the Aunts to enforce and control in a way that intimidates many of their male counterparts, the subversive power
of Mayday, even the Handmaids’ power that comes from their position as objects of sexuality and desire. Offred
is quick to note that “this desire of his. It could be important, it could be a passport’ {p. 154), equating potential
power to freedom, yet in the same breath admits ‘it could be my downfall’ (p. 154}, acknowledging the more
dangerous repercussions of misplaced power. At 6ne point, Offred wonders whether what matters most is not
power but forgiveness: ‘maybe it isn't really about who can own whom, who can do what to whom and get away
with it... maybe it's about who can do what to whom and get forgiven for it’ (p. 145). This interpretation again
places the power back in the hands of the affected, the objects, as opposed to the abusive subjects.

Language

Exploration of language and wordplay is at the very heart of the novel -
and is also linked to power. She/he who has the power to name, or the
power to harness language, has a supreme advantage. Aunt Lydia, for
instance, becomes associated with her frequent aphorisms = ‘where 1 am
is not a prison, but a privilege, said Aunt Lydia’ {p. 18) or ‘Pén Is Envy, Aunt
Lydia would say, quoting another Center motto’ (p. 49) — that mark her
out as knowledgeable but also as able to (re)construct the world as she
sees fit. She names it so and it becomes. Offred, however, has had her name stripped from her and is forbidden to
read or write, instantly robbing her of these privileges. Yet she uses language as a way to soothe herself in her
private thoughts: ‘Rendezvous it says, terraces, the sibilants run up my spine, a shiver as if in fever’ (p. 161). Here
she plays with phonology to create a recurrent soft hush that seems to have a physical effect on her. Throughout,
she also considers the etymology of words, exploring how we link lexis (words} with semantics (meaning) and
how meaning can be ambiguous or change aver time. Linked to language is also the trope of silencing, where we
see women made mute either by the powers that be or by théir own trauma that prevents them from articulating
themselves or fragments their accounts. Silence is connécted to safety and sanctuary while words are linked to
heresy and danger. Yet they tread a precarious balance; when meeting a group of Japanese tourists, for instance,
Offred acknowledges that ‘There is a silence. But sometimes it’s as dangerous not to speak. “Yes, we are very
happy,” | murmur.’ (p. 39). It is a double bind where they seem damned if they do or damned if they don’t.

Truth and lies

Connected to language is the concept of truth; language can deceive. Offred’s narrative itself could be regarded
as a manipulation of the reader’s emotions, playing with us as it plays with language. She is an utterly unreliable
narrator, even admitting herself that she has told us lies earlier in her tale or embellished a story to suit her own
purposes. Pieixoto’s lecture in the Historical Notes anly serves to emphasise that we cannot rely on the veracity of
what we have read. Again, truth is portrayed as dangerous, lies as an often-comforting illusion. The reality of
Gilead is something Offred cannot fully confront {she begins to ignore Ofglen’s pleas for help and doesn’t want to
look at the hanged bodies on the wall - ‘I don’t want to look at something that determines me so completely’

p. 73)) as in doing so she must accept her own hopeless situation and the likely demise of her daughter and
husband. The structure of the novel allows the alternate ‘Night’ sections to thus act as places of respite, where
she can retreat into her imagination and memories, away from nightmarish reality.
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Men and women
We are presented with a succession of conflicting notions of gender and the ideal relationship between the

genders, from Offred’s maverick mother who believes that ‘a man is just a women’s strategy for making other
women’ (p. 131) to the inverse notion in Gilead that women'’s sole purpose is procreation. In the patriarchal
structure of Gilead, we see the worst gender inequalities and injustices put into practice; women are devoid of
any rights or privileges and do not belong in the upper echelons of society. Sex, too, is rarely represented
positively. With the Commander in the Ceremonies, it is disturbing and unnatural.
With Nick it is shrouded by darkness and fraught with insecurity and unceftainty.
Even in Offred’s memories of Luke, there is a sense of sordid guilt as she recalls
their hotel liaisons while he was married. Atwood draws on common
misconceptions that women should not enjoy sex, recounting an ‘old joke’ on

pp. 233-234:

‘Is anything wrong, dear?

No, why?

You moved.

Just don’t move.” This joke —and its more sinister basis in reality — highlights the
role of women as the passive partner, objectified and acted upon.

Aside from the connections between men and women, much of the novel’s important relationships are between
women. Mostly, women are suspicious of each other, as is encouraged by Gilead to deter any possible solidarity
or connection that may become subversive. While Aunt Lydia dreams of a future where they will live ‘in harmony
together’, with the Handmaids like daughters, all women ‘united for a common end! {p. 171), this seems
laughable in a present where the Wives regard the Handmaids with contempt and the Handmaids see the Wives
as cruel and cold. Even among the Handmaids, paranoia reigns. Offred and Ofglen do not find out their shared
views for some time, for fear the other is an informer. Offred’s closest connections seem either confined to the
past (with Moira) or imagined (with her ‘predecessorin this room, my friend with the freckles and the good laugh’

(p. 107), who acts as her doppelgénger, both haunting and comforting her).
Activity 42: Active learning @

Naming and the power of names are crucial themes in the novel. Look at the following quotes about naming:

‘Fear of a name increases fear of the thing itself.’ — J K Rowling

‘A rose by any other name would smell as sweet’ - Shakespeare

‘The beginning of wisdom is to call things by their correct names’ — proverb
“Tigers die and leave their skins; people die and leave their names’ — proverb
| can point fingers and name names!’ - Jack Sparrow, Pirates of the Caribbean

‘Names, once they are in common use, quickly become mere sounds, their etymology being buried, like
so many of the earth's marvels, beneath the dust of habit.” — Salman Rushdie

‘Naming things, breaking through taboos and denial is the most dangerous, terrifying, and crucial work.’
— Eve Ensler

‘Names are everything. | never quarrel with actions. My one quarrel is with words. The man who could
call a spade a spade should be compelled to use one. It is the only thing he is fit for.” — Oscar Wilde

‘The precision of naming takes away from the uniqueness of seeing.’ — Pierre Bonnard

s Select two quotations you particularly agree with, and, for each, explain why you selected it.

e Select a quotation that you believe sums up how Atwood uses the process of naming in the novel, and
explain why you selected it.

e  Selecta quotation that might explain why having a name is so important, and explain why you selected it.

e Select a quotation that indicates how the process of naming might be manipulated in a dystopia, and
explain why you selected it.
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Motifs

The colour red

This is analogous with the Handmaids, chosen, we find out in the Historical Notes, carefully by Commander Judd
in order to best represent them. It is a sensual colour, once associated with passion and seduction, but also linked
to bloodshed (and, therefore, menstruation and fertility). It also marks them out, for both ideological purposes
(akin to Hawthorne's scarlet letter) and practical ones (‘red is so visible’ (p. 305), Offred bemoans, when
contemplating how she might escape).

Flowers

Flowers represent fragility, vulnerability and the passing of time
(significant in the context of Serena Joy’s garden, where she grows
them as a substitute for the child she is unable to nurture) but also
femininity. Offred jokes that they are ‘so female in shape it was a
surprise they’d not long since been rooted out’ {p. 152). Of course,
as with any living organism, flowers also represent the possibility
for fertility and growth, so are used symbolically in Gilead to show
these are virtues prized by the regimie.

Doubles/doppelgéngers

In a world where Offred struggles to find connections to others, she strives to invent them. Variously, throughout
the novel, she likens herself to other characters, particularly other Handmaids as they form their indistinguishable
pairs to shop, but even Serena Joy, as they are replicated in the glass on the staircase as each other’s reflection,
and Nick, as they stare at each other as he catches her out of bed: ‘for the moment we’re mirrors’ {p. 109).
Mirrors, echoes, duplications, ghosts and reflections feature prominently throughout.

Eyes

Eyes, of course, signify insight and clarity. Offred often describes the eyes
of other characters carefully to us, but also observes imagery of eyes
elsewhere too (e.g. ‘under the plaster eyeé of my ceiling’ (p. 47)). This
accentuates the disturbing notion that she is constantly under
surveillance. In addition, ‘Eyes’ is the name given to undercover Gileadean
government enforcers planted in the community as spies. Thus, the
recurrence of eye imagery emphasises the idea of Gilead as a panopticon,
where those in charge see one’s every move.

Analegous — comparable in respects that
make the nature of each thing clearer

Dichotomy — a division of two things

Panopticon — an all-seeing institution
(literally, a circular prison arranged
around o central well, ensuring prisoners
are visible at all times)
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Characterisation and relationships
Offred

Offred is our window into the world; she has narrative power in the sense
that she shapes our own judgements and perceptions. Yet she also forces
us to recognise her own unreliahility in her fragmented and often revised
versions of events. She is also flawed, often cruel and judgemental of
others (particularly the younger Guardians employed by the state to do
their job, who she seenis to taunt at the checkpoints, and of Janine, a
highly vulnerable individual). She is also increasingly filled with rage and
inclinéd to violence as the novel progresses; her narrative is rife with
fantasies of destruction (for instance, she imagines she might remove a
weapon from the toilet — in the same way as Moira —and attack the Commander, ‘drive the sharp end into him
between his ribs’ {p. 232). Throughout, we also sense a death drive haunting her narrative. Motifs of death
surround her, from ‘the wreath, on the ceiling’ to curtains ‘hanging like drowned white hair’ (p. 60), until it seems
she is on the verge of suicide in the final pages. We don’t know Offred’s real name, but she gives us various clues
(e.g. ‘no mooning and June-ing around here girls’ (p. 232)) that it may be June, notably the month that follows

May/Mayday.

The Commander

Anonymous to the extent Pieixoto struggles to identify him in his dcademic research, the Commander is symbolic
of all thase in power in Gilead. He is the leader of the household Offred is assigned to, and the one she is
compelled to have sex with in order to conceive a child for the couple. Offred tells us that ‘he works long hours.
He has a lot of responsibilities’ {p. 101), in an ambiguous tone that seems part-sardonic, part-understanding. He
talks in tired idioms {‘can’t make an omelette without breaking a few eggs’ (p. 222)) that seem to suggest only a
superficial loyalty to the aims of Gilead. Ultimately, he is a hypocrite, indulging in the depravities of Jezebel's and
coveting items from the past. He uses Offred to fuel his own desires, which she recognises but accepts as there is
a benefit for her in this bargain. She gets the material goods she craves, plus the delicious excitement of the
forbidden in their Scrabble games and clandestine meetings (‘this is conspiracy’ she says on p. 149). Yet she warns
both us readers and herself, stating that, ‘for him, | must remember, 1 am only a whim’ {p. 168). Her use of the
subordinate clause here shows how she is forcing herself to think logically and strategically, not letting emotion
take over. The noun ‘whim’ also sums up the Commander’s casually privileged position in which he can indulge
himself in passing fancies with seeming impunity.

Serena joy
As with the Commander, we see his wife, Serena Joy, only through the conduit of Offred’s thoughts and

perceptions, so must remember that we may be being manipulated to view her particularly harshly. Her
appearance is derided as old, wrinkled and visibly barren: ‘her face is sinking in on itself, and | think of towns built
on underground rivers, where houses or whole streets disappear
overnight’ {p. 56). Here, Offred also hints at the way Serena Joy is Allegotical — containing an allegary (a
destroying herself with her bitterness and jealousy. Once a hidden meaning there for a reader to
successful televangelist, she has, ironically, been subsumed by the | interpret)

pa;rlar.chal theolcr,acy s}h.e once advocated. -Offredluses hendiadys Hendiadys — ‘one through fwo’; the

to depict her as ‘a malicious and veng_eful_woman (p. 170}, 7 expression of a single idea through two
showing her as someone who has no qualms about putting Offred | 5rds connected with an *and’

in danger or disobeying the moral/legal rule of Gilead if it serves '
her purposes (such as encouraging her liaisons with Nick), but also
someone who doesn’t forget any perceived slight against her. The
antagonism between Serena Joy and Offred is emblematic of the
wider tensions between women, Aunt Lydia tells the Handmaids
it's the wives not the husbands they need to watch out for.

Prescient — having or showing knowledge
of events before they take place

Subordinate clause — a clause in @
complex sentence that is dependent on the
main clause to make sense
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Moira
Offred’s charismatic and confident friend, Moira, was with her at the Red Centre but managed to escape. Later,

she reappears as a prastitute in Jezebel's, somewhat defeatéd by Gilead and resigned to her role. Yet Offred
heaps praise on her friend; she is “a skilful borrower’ (p. 255) able to manipulate others, and has an ‘audacity’
which is ‘what we liked’ {p. 143). Offred views her as a role model and an icon; she does what Offred only
fantasies about doing. Even Aunt Lydia’s hendiadys — ‘she is a cunning and dangerous woman’ (p. 141) —
demonstrates her prowess and power to defy authority.

Ofglen

Offred’s shopping partner, Ofglen, is a rebel within Gilead who introduces
Offred to the existence of Mayday and asks for her help in discovering
more about her Commander. Her first, brave attempt to reach Offred,
asking ‘do you think God listens’ (p. 177) as they stand in front of Soul
Scrolls, shows her strength of character in her questioning what they are
indoctrinated ~ or coerced —irito believing. Yet while Offred calls them
‘Siamese twins’, she lacks Ofglen’s courage or heroism. Offred ignores her
pleas to help gather information and is shocked — even a little appalled -
at her mercy beating of the condemned informer. Ofglen commits suicide
as the van arrives for her, something Offred is ultimately unable to do. Ofglen represents another figure of female
friendship whom Offred both admires and envies, who has characteristics Offred seems to aspire to, even as she
notes that they lead to the owner’s doom.

Janine

Avulnerable Handmaid who is with Offred and Moira at the Red Centre and seems to disintegrate mentally in her
time there, until her grip on reality loosens. She is publicly humiliated in rituals whére the group chant that it is her
fault she was gang-raped. She is so stripped of dignity that she becomes a lackey for the Aunts, described by Offred
as ‘like a puppy that’s been kicked too often, by too many people, at random: she’d roll over for anyone, she’d tell
anything, just for a moment of approbation’ (p. 139). This eagerness to please, in her new role as Ofwarren, leads
her to an illegal encounter with a doctor to ensure she gets pregnant. She becomes ‘inflated but reduced’ (p. 126) in
Offred’s eyes, physically blooming but devoid of any sense of selfhood. Offred witnesses'the birth of Janine’s baby
but later finds out it was a ‘shredder’ or an ‘unbaby’ that did not survive, so Janine was reposted.

Nick

A mysterious ‘man made of darkness’ (p. 73), he is the reclusive chauffeur
who works in the Commander’s household. He and Offred start a form of
relationship after being forced together by Serena Joy in the hope he can
impregnate her. She visits him under cover of night and few of their
conversations are relayed to us. We are never sure if he is indeed a rebel
or an Eye. It is implied Offred is carrying his baby by the end of the novel,
and, in the Historical Notes, Pieixoto argues that this is why Nick helps her
escape — ‘the possibility of fatherhood, so redolent of status, so highly
prized’ (p. 323).

Aunt Lydia

Described as ‘angular and without flesh’ (p. 153), Aunt Lydia is the Aunt in charge of the Red Centre-and thus in
control of the Handmaids. She is brutal in her methods and unflinching in her authority, yet also infantilises the
‘eirls’ in her care to the extent that she becomes a disturbing version of a surrogate mother to them. She loads
them with aphorisms and advicé because ‘we make her salivate morally’ {p. 124). By imbuing her metaphors and
allusions with violence {‘sometimes she had a graphic way of putting things’ (p. 74)), she gets the Handmaids to
fear the world they've left behind and feel that the present offers a better alternative.
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Offred’'s mother

Offred’s mother represents the second-wave feminism that readers may be familiar with and associate with their
own past or present. She is rebellious and empowered in the past, flatteringly described by Moira as ‘neat... she’s
got pizazz... she’s cute’ (p. 265). After Gilead comes into existence, she is exiled to the Colonies, where Moira sees
her in a re-education film she is forced to watch, clearing up radioactive waste. Along with Luke and Offred’s
daughter, Offred’s mother represents the past that Offred has been torn away from yet cannot bear to relinquish:
4've mourned for her already. But | will do it again, and again’ (p. 265) she says, emphasising how, although her
mother is not physically present in the novel, she appears as a ghost in Offred’s thoughts and memories.

Activity 43: Discussion

1. s Offred a hero(ine)? Traditionally, literary heroes must conform to a specific set of prescribed
characteristics. We may argue that Offred does not meet this criterion.

2. Consider the list below of characteristics of a hero, taken from Joseph Campbell’s book The Hero’s Journey
(New World Library, 1990). Discuss in pairs/groups:
a) Which of these criteria does Offred meet?
b) Is this list outdated?
¢) Isthis list gender-biased?
d) Canwe use thislist more metaphorically to describe Offred’s experiences?
e) Does this list assume an idealised hero rather than an imperfect, human one?

The hero is naive and inexperienced.

The hero meets monsteis or monstrous men.

The hero has a wise being as mentor.

The hero yearns for a beautiful lady who is often his inspiration.

The hero must go on a journey, learn a lesson and return home.

The hero crosses a bridge or a body of water.

The origins of the hero are mysterious or they lose their parents at a young age.

The hero returns to the land of their birth in disguise or as an unknown.

The hero is one-of-a-kind and often represents a whole people or nation.

10. The hero struggles for something valuable and impottant.

11. The hero has hélp from divine or su_pernatural forces.

12. The hero goes through a rité of passage or an initiation that changes their understanding of
the world.

13. The hero undergoes a ritual or ceremony after initiation.

14. The hero makes a stirring speech to his companions.

15. The hero engages in tests or contests of strength that show his excellence.

16. The hero suffers from an unhealable wound from which they never recover.

CENOVREBN P
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Exam-style Essay Questions

All of the following questions are in the style of the exam questions for the AQA English Language and Literature

AS and A Level exams. You may also wish to adapt the AS questions for A Level by ensuring you refer to the whole

AS

novel in your responses.

Read the extract beginning on p. 60 with the line ‘In the afternoons, when Luke was still in flight from his
wife’ and ending on p. 61 with the line ‘an impossible thing, now, like something you'd make up’. Examine
how Atwood presents Offred’s past in this extract.

Read the extract beginning on p. 36 with the line ‘As we wait in our double line’ and ending on p. 37 with the
line ‘the pinkish tip of her nose’. Examine how Atwood presents relationships between the Handmaids in this
extract.

Read the extract beginning on p. 196 with the line ‘I print the phrase carefully’ and ending on p. 197 with the
line ‘to play children’s word games with him’. Examine how Atwood presents the Commander in this extract.

Read the extract beginning on p. 291 with the line ‘Aunt Lydia waits a moment’ and ending on p. 292 with
the line ‘he has become an it'. Examine how Atwood presents the Particicution in this extract.

Read the extract beginning on p. 31 with the line “We produce our passes’ and ending on p. 32 with the line
‘our retreating shapes’. Examine how Atwood presents power in this extract.

A Level

1.

Read the extract on p. 149 beginning with the line ‘we play two games’ and ending with the line ‘this is
conspiracy’. This is from the section of the novel where Offred and the Commander play Scrabble. Explore
the significance of language and communication in the novel. You should consider:

» the presentation of language and communication in the extract and throughout the novel

¢ the use of fantasy elements in constructing a fictional world

Read the extract on p. 186 beginning with the line ‘but [ could see out into the corridor’ and ending with the
line ‘made us feel we deserved it?’. This is from the section of the novel where Offred describes the moment
when she discovered shé had lost her job. Explore the significance of Offred’s memories of the past in the
novel. You should consider:

« the presentation of the past in the extract and throughout the novel

»  the use of fantasy elements in constructing a fictional world

Read the extract on p. 273 beginning with the line ‘he steps back and aside to let me past’ and ending with
the line ‘l knew it might only be once’. This is from the section of the novel where Offred describes the first
time she sleeps with Nick. Explore the significance of the character of Nick in the novel. You should consider:
« the presentation of Nick in the extract and throughout the novel

«  the use of fantasy elements in constructing a fictional world

Read the extract on p. 89 beginning with the line ‘the sitting room would once have been called a drawing
room’ and ending with the line ‘the glint of brass on the box beside it’. This is from the section of the novel
where Offred describes the Commander’s house. Explore the significance of the domestic setting in the
novel. You should consider:

«  the presentation of the house in the extract and throughout the novel

o the use of fantasy elements in constructing a fictional world
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Sample Essay Responses

Essay 1~ an AS top grade response to the following question:

Read the extract beginning on p. 31 with the line ‘We produce our passes’ and ending on p. 32 with the line ‘our
retreating shapes’. Examine how Atwood presents power in this extract.

This extract comes from the second section of the novel, where Atwood is still working to establish her
storyworld and reveal the dystopic elements of Gilead. Consequently, this extract (s vife with dystopic motifs in
its exploration of power imbalance as Offred and Ofglen pass through a Guardians' checkpoint. Interestingly
however, as the extract progresses, diffevent forms of power are explored. While the young Guardians hold
obvious institutional power, by virtue of their gender and position, we see the women's own subversive power,
held in what they withheld — the forbidden desire they ignite in these men. Offred calls it the ‘power of a dog
bone, passive but there' — a metaphor which highlights that her power lies in the temptation her mere
presence creates. However, the metaphor is complicated by the fact it also reminds us that Gilead — and these
men who répresent its values — see her as no more than a fetishised body. She is so ‘passive’ she is likened to

an inanimate object.

The power of the state is demonstrated in the opening of the extract through the semantic field of
bureaucracy. Verbs such as ‘inspected’ and ‘stamped’, and nouns such as ‘pass’ and ‘pillbox’, and the
intimidating -sounding neologism ‘Compucheck’ create a sense of a storyworld where every minutiae of life is
carefully vegulated and individual liberty is severely constricted. Even on this innocent, chaperoned visit to the
shops, Offred has to pass through this intimidating checkpoint. The verbs also carry an undercurrent of
violence as the authority figures check theiv identity passes; ‘stamped’ and ‘punch’ in particular are also
synongms for physical attacks. This highlights how Offred feels these measures of control are an assault on her
identity and freedom.

Offred also contemplates how Gilead’s power (s created by uncertainty and concealwient. The palpable threat
of the ‘black painted van' (perhaps an echo of the ‘Black Ravens' in Stalinist Russia that transported dissenters
to the Gulags) is exacerbated by the fact you cannot see inside the ‘dark-tinted windows’ and that the men in
the front seat wear ‘dark glasses'. This symbolism connotes ominous blindness and moval darkness and evil.
Offred also uses plosive sounds in this description — harsh ‘d’ and t' stop consonants — to reflect her unease.

Yet Offred’s — and the reader’s — notion of institutional power is complicated with her realisation that these
men too are lackeys of the state. She muses on how they are conditioned to suppress their own desires: ‘if they
think of a kiss, they must then think immediately of the floodlights going on, the rifle shots. They think instead
of doing their duty’. Atwood uses anaphora of ‘they think’ here at the beginning of each clause to juxtapose the
natural and uanatural, impulsive and conditioned thought processes. This highlights how brainwashing is used
in dystopic society to convince its followers to act in the interests of the ruling party. These men’s desires are
subsumed by the conviction they cannot succeed if they give in to them, not to mention the threat of
retribution (obliquely referved to with suggestion of exposure in ‘the Floodlights' and the consequences of the
‘rifle shots’).

Offred goes on to explain how she reasserts her own power in the situation, wriggling her hips as she walks
away. We readers may judge her for her deliberate provocation here, especially as she adwmits these are young
men who plaged no part in her enslavement. Indeed, she admits, with characteristic narrative honesty, that
she is ‘ashamed’ of herself for doing so, reminding us of her fallibility — and relatability — as a human
narvator. Atwood depicts hier as almost outright cruel in her fantasies here, as she states, t hope they get hard
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at the sight of us and have to rub themselves against the painted bavriers, surreptitiously’. This graphic
veference to erection shows Offred has normalised her role as a sexual object, while also vindictively imagining
the irony of the young wen, forbidden by the state from acting on their desives, relieving that same desire by

copulating with the ‘painted barrier’, a symbol of the state.

Ultimately, Atwood emphasises that it is the power of Gilead that is all-encompassing. The extract is literally
framed by it — both the beginning and end of the passage is an image of the roadblock, impenetrable and
absolute. Offred ends the passage with a melancholy asyndetic [ist, reminding the reader that in this
storyworld there are ‘o outlets now... no more magazines, no more films, no more substitutes. She frames
her world not by what exists but by this extensive list of what is lost. While these young Guardians might have
a vestige of authority bequeathed to them, and while she has the irrevocable power of untouchability, these

powers are petty in the face of the might of Gilead.

Sample examiner’s comments: . :
AO1 — this is a detailed and confident essay that clearly focuses on the theme of power in all its ambiguities, alpng
with the significance of power in the narrative. The student thoroughly discusses narrative voice and authorial :
creation of the storyworld. Apt comments on genre (aithough some contextual information cannot be awarded
marks here as it falls under the remit of AO3). A well-structured argument that provides a thorough, often :
perceptive, analysis. The student’s use of terminology is accurate and wide-ranging. Total - 18 marks

AO2 - the close analysis of language ranges across the language levels, including some useful exploration of
phonology (in discussion of plosive sounds) and discourse {in touching on the framing within the extract). The
student often explores at word level effectively. Throughout, multiple meanings and significances are intuited.

it A ekt RIS PRSEE PR ESERLEETELLL SERTE SEES S SEEE Sttt E bbbttt
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Essay 2 ~ an A Level top grade response to the following question:

Read the extract on p. 89 beginning with the line ‘the sitting room would once have been called a drawing room’ and
ending with the line ‘the glint of brass on the box beside it’. This is from the section of the novel where Offred
describes the Commander’s house. Explore the significance of the domestic setting in the novel. You should consider:
*  the presentation of the house in the extract and throughout the novel

*  the use of fantasy elements in constructing a fictional world

The Commander’s house is the setting for much of the novel; even when action takes p(ace elsewhere, it (s
punctuated by a return to this space. Thus, the domestic space appears inescapable and claustrophobic, a
prison not a sanctuary for Offred. She might briefly escape to shop, visit the doctor or attend one of Gilead’s
wany rituals, but, as we might expect from a dystopic society, her place is firmly in the home. Despite it often
being represented in banal, everyday terms, the house also becomes menacing. In the storyworld, Gilead is a
panopticon from which there is no escape and nowhere to hide; she is being watched and judged éven behind
these closed doors. As we progress through the novel, domesticity becomes more and more dangerous — Offred
intones that the world is ‘full of weapows if you look for them’ — and everyday ftems like ‘knitting needles’ and

‘garden shears' take on a new-found menace.

The house is represented as a territory where each rooim is vuled by a different faction of the household; there
is no unity between the inhabitants of the house. Cora and Rita, for example, control the kitchen; Serena Joy
the garden. Unsurprisingly, most of the spaces are under the Commander’s power. Atwood effectively
therefore represents the house as a wmicrocosm of the outer world, where men contvol the spaces that influence
and are seen by the public, while women (namely the Aunts in Gilead) work behind the scenes to keep ordey.
In this extract, Offred describes the sitting room. She begins by exploring the semantic shift frow ‘drawing
voom’ to ‘h'v{ng room’ to ‘sitting room', considering how this is no longer a space where action happens
(‘drawing’) or where communal [ife Flourishes (‘living’). The use of the modifier ‘sitting’ instead connotes
passivity and inaction — a space where they simply wait for something to happen. She also considers the past
epithet of ‘parlour’, alluding to Mary Howitt’s poem in saying ‘the kind with spiders and flies’. This refevence
to Howitt’s moralistic poem veminds the reader of her entrapment and sense of victimhood as we can consider
it an aflegory For her own situation. Yet in citing this veference, she seems to be admitting that she is

knowingly entering the spider's trap.

The sitting room setting also echoes the wider storyworld in other respects. Pain and suffering colour their
surroundings. ‘Minor discomforts are instructive', intones Offred as she notes the hardness of her seat, using an
aphorism that sounds both sardonic and resigned in tone. Alternatively, we might see this as evidenze of the
extent of her indoctrination as she almost takes on Aunt Lydia’s voice here, echoing the phrases she was taught
at the Red Centre. Atwood. also uses phonology — in the sibilant subdued, symmetrical — to highlight the way
that order and modesty are prized in Gileadean society. Yet the insidious hissing sound created reflects Offred’s
discomfort with these surroundings. Offred also uses the metaphorical description of the room taking the ‘shapes
money takes when it freezes', hinting at corruption in the society that has funded such a lifestyle.

The room is evidently a masculine space in which Offred is an intruder. Atwood uses synaesthesia — the sight is
presented ‘mutely’ — as a veminder of her enforced silencing at the hands of the patriarchy. The semantic field
of silence runs throughout the passage — even the leather chair is described using the unsettling, macabre noun
phrase ‘cow’s tongue husi'. The room’s masculinity is also highlighted through its hard edges and coldness;
Atwood uses hendiadys — ‘crusting and hardening' — to compare it to the formation of underground caves,
suggesting an insidious, gradual process that's made this world what it is.

In contrast, Offred’s room lacks the grandeur and prestige of this communal space. It has the illusion of
privacy, although she is not allowed a lock on the door. Despite the novel's structure ensuring every other
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section (the ‘Night' chapters) are spent in this room, she is reluctant to call it hers; to do so, it is implied,
would mean that she resigns herself to this fate and adwmits she belongs to this world. Yet we return to it
again and again — there is a sense of relentlessness in the novel’s structure, alongside the obvious negative
connotations of ‘wight' that are associated with the room. It is first described in the opening to Chapter I,
with an asyndetic list (‘a chair, a table, a lamp'") that portrays it as monastic in its simplicity. It is also
somewhat military, conforming to the dystopic trope of regimented order (Aunt Lydia suggests they ‘think of
it like being in the army’). The simplicity of the room, with its ‘single mattress medium hard’ and ‘archaic’ art
also echoes what contemporary readers would have thought of as a communist style and values; this is
particularly pertinent considering Atwood wrote the novel in the shadow of the Berlin Wall, which was not
demolished until 19849, Called the ‘Wall of Shame' by Western powers, the wall divided a world of modernity
and Forward momentum from a world they perceived as stuck in the past. Thanks to the intensity of Offred’s
homodiegetic narrative voice, we also begin to sense that the room harbours death. She imbues her description
with haunting mtifs of death — she spies a ‘wreath’ in the ceiling, notes the ‘shatterproof glass and remarks
that they have “removed anything you could tie a rope to’. Thus it truly becomes a prison she cannot escape

from, even with suicide.

An interesting dowestic space is Serena Joy's garden; it is both her one dowain in the house and her surrogate
child. Unable to conceive, she instead breeds new [ife in her flowers. Gardens have an important significance,
particularly in colonial literature, of taming and controlling the wildernéss and carving one’s own territory out of
such spaces. This links closely to Sevena Joy's former life as a famous preacher (whom Atwood seems to model on
the televangelists that enjoyed a surge of popularity in 1970s America, drawing on contemporary fears of woral
decline to preach their sermons to millions). She sees her job as transforming and taming the chaos around her;
yet here it is on a pathetically small scale. lrony survounds her — she enthusiastically preached that a woman's
place is in the home, and got her wish to the extent she too no longer has a role. Her garden too, is ironic —
Offred describes it almost as if it is mocking her: the tulips along the border are redder than ever, opening, no
longer winecups but chalices'. The comparative adjective ‘redder and the verb ‘opening' imply menstruation,
along with the imagery of ‘chalices’ echoing the womb. The trope of flowers throughout the novel represents
vulnerability, Frailty and transience. Just as the Commander is reflected in the house, thus Serena Joy is
embodied in the garden. Even Offred’s first descriptions of the garden are closely followed by her memory of
Aunt Lydia's denunciation ‘all flesh is grass’, a biblical allusion reminding us of the transience of human life. Like
the state of Gilead, Serevia Joy's garden seems doowed to fall back into symbolic disrepair.

Finally, we must consider the Commander’s study, the ‘oasis of the forbiddew’. Offred’s description is
problematic and reflects her ambigquity towards it. It is both an ‘oasis’ (a place of respite and. velief in the
metaphorical desert of Gilead; (the storyworld is often linked to images of the desert — consider the epigraph
in the desert there is no sign that says ‘thou shalt not eat stones’ and the desert’s connection to the central
theme of barrenness) and a place of danger and temptation. We might consider this description an allusion to
the Garden of Eden — paradise in the midst of a wasteland, but rife with deadly temptation. The study, like
Jezebel's, also represents the hypocrisy of Gilead. The Commander’s retreat is packed full of illegaf literature
and illicit reminders of the past; these are all of the things he should have eschewed in his supposed role as a
Commander of the Faithful. Offced’s anaphora betrays her shock as she notes there are ‘no locks, no boxes' but
this array of prohibited material out in audacious plain sight. In some respects, it also bears the hallmarks of 4
stage set — Offred notes the fiveless fiveplace’ and his ‘studied pose’ as she enters — it is a thinly veiled facade

we veaders ave being encouraged to see through as soon as possible.
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The domestic space is thus both divided and dangerous — to transgress into another’s space means having to
conform to their rules and to risk their hostility. It is a house, not a home, and can instead be interpreted as a

microcosm of the entire storyworld. Like Gilead, it is rotten at the core, hypocritical and ultimately unstable.

' Sample exaiminer's comments:

AO1 —thisis a thorough and often perceptive interpretation of the domestic setting that offers a wide range of
evidence to support ideas. Authorial intentions are taken into account and the argument is convincing. The
student uses terminology from across the language levels, including some more complex concepts (‘hendiadys’ or
‘anaphord’) to frame their ideas. Total — 9 marks

AQ2 — The close analysis supports ideas and is often precise and perceptive. Word level analysis is used
throughout, including some alternative readings, although this could be further developed. Sophisticated
interpretations and valid exploring of meanings. Total - 8 marks

setting in the storyworld and using several sections of the narrative to shape their response. Good understanding

AO3 - The candidate offers a very comprehensive look at the whole novel, considering the rofe of the particular
of genre is evidenced throughout. Historical context is explored via references to the Berlin Wall and
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Literary and Linguistic Glossary

Abstract noun

Achrbnologlcal

a noun denoting something intangible (a quality, a state, an idea, a belief, etc.), e.g.
confusion, terror, death, challenge

a narrative not arranged inor determmed by the order of time

Adjacency pair

a unit of conversation that consists of one turn each by two speakers with the two
parts related to each other (question and answer, statement and response, etc.)

Adverb a word that qualifies a verb (e.g. ‘slowly’, ‘eventually’)
Allegorical _containing an allegory (a hldden meamng there for a reader to interpret)
Allegory a short story with a moral meanmg and message

Anachrgnistic

seeming to belongto a period other than that which is being portrayed

Anadiplosis a writer’s use of the same word/phrase to close one clause and to open the next (e.g.
v_’When I give, | grve myself’ Walt Whitman) ‘

Analogous comparable in respects that make the nature of each thmg clearer

Analogy a comparison between two things for the purpose of clarification or explanation

Ariephora repeating the same word at the beginning of consecutive sentences or clauses for
rhetorical effect o _ -

Antagonist the opposition to the narrative’s protagonist, a hostile edversary who holds the
protagonist back in their aims/quest (‘ana’ up, against, back)

Antithetical directly opposed or contrasted; mutually incompatible

Aphorism a pithy observation which contains a general truth

Asyndetic listing

listing without the use of conjunctions (Lisuallyﬂwith commas or semicolons in their place)

Bathetic producing an anticlimax

Blazoning in literature, a technique whereby a person is represented by a body part / body parts
(common in odes and metaphysical poetry)

Catharsis/cathartic  the process of releasing bpentéu'p emotions, bringing a sense of relief as a result

Chiaroscuro refers to the interplay and balance of light and shade, often in artworks, in order to
represent character or setting

Cliché an overused phrase or expression

Comparative adverbs using the suffix -er or the word ‘more’ to designate a comparison (e.g. ‘faster,

adverbs ‘mare quickly’)

Continuous present

use of -ing verbs to denote something ongoing in the present tense (e.g. walking to the

tense shops, eating quickly)

Declarative a sentence in the form of a statement

Determiner a modlfylng word that determines the kind of reference a noun has, e.g. ‘the’, 'that’ ‘our’
—Dichotomy a division of two things represented as opposite

Diminutive a lexical choice or grammatical form denoting smallness (e.g. ‘little’, ‘tiny’, ’-let’)—_ .

Direct speech

a report of the exact words said, using speech marks and, often, a speaker tag (e.g.
“It's about time we got going”, he said’)

Double journey

when a narrator undergoes a literal, physical journey at the same time as a period of
emotional, metaphorical growth

Dramatic irony

when the reader is aware of somethlng that the narrator is not

Dynamic verbs

verbs that denote a progressnve action with a fime span (e. g walked’ 'talked' Tied’ )

Epizeuxis

immediate repetition of a word for emphasis (e.g. ‘location, location, location’ )

The Handmaid'’s Tale: 'Imagined Worlds' Study Guide far AS / A Level AQA English

Page 96 of 111 © ZigZag Education, 2020



Etymology the study of word origins
Expository intended to introduce, explain or describe
Foil a character who contrasts with another, often used as a device to highlight elements of

Foreshadowing

the other’s character

a literary device where something acts as a warning or indication of what is to come in
the chapter/novel

Genre a particular typé of literature defined by its themes and ideas

Gerund i a verb form in continuous present tense that often functions as a noun __ _
Graphology the appearance of the text on the page, including layout, font, kerning, colour, etc.
Hendiadys ‘one through two’; the expression of a single idea through two words connected with

an ‘and’

Historic present

the use of'{he present tense to depict past events as if they are happening as the

narrator writes

Homodiegetic
narrator

a first-person narrator who is a part of the same story that they are telling

Hyperbolic language

an exaggebrated or m‘elodramatvic style

Hypophora a rhetorical technique whereby the narrator/speaker asks a question then immediately
answers it. Often used by politicians (e.g. ‘How can we solve this issue? By tackling it at
sourcel’)

Idiom a set expression with a meaning not necessarily clear from the words themselves (e.g.
‘give up the ghost’ or ‘over the moon’)

imperative a senténce fronted by a verb that commands (e.g. ‘listen’, ‘watch’)

In media res

Latin for ‘in the middle of thin}lg‘s’; béginning a story in the middle of the narrative,
without context or exposition

Inclusive pronoun

a pronoun replaces a noun in a sentence; ‘we’ and ‘us’ are inclusive proncuns,
indicating a group

Interjection

an ‘abrup’f remark used as an aside/interruption, often at the beginning of a
sentence/paragraph

Interrogative

a sentence that uses the grammatical form of a question

Irony

a situation that is opposite to what one would expect

Juxtaposition

two images or ideas placed close together for cbntrééﬁng effect

Lacunas

narrative gaps in space/time, where part of the story is left unspoken

Latinate 7

words of Latin origin, usUaIly creating a more formal register and indicating knowledge
and prestige for the speaker

Lexical borrowing

words taken from other languages, used as part of the English lexicon {e.g. fiancée,
bungalow, amok)

generational change in the choice of a word to signify something (e.g. ‘pictures’

Lexical shift
becomes ‘flicks’ becomes ‘movies’)
Liminal a state océdpying both sides — or the threshold of — two states of existence

Low-frequency lexis

words used less often by the average speaker and seen more rarely in written or
spoken discourse

Maxim a short statement expressing a general rule

Metaphor a non-literal comparison used to create imagery, build atmosphere or help a reader
picture the unfamiliar (e.g. the wind is a ghost)

Metatextual the quality of being self-referential, reminding you that you are reading a book, or

‘breaking the fourth wall’ by talking directly to the reader
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Minor sentence

a sentence without a main verb/subject {i.e. an incomplete sentence without an
independent clause)

Monologue

an extended speech by one character where others listen on

Neologisms

newly coined words or expressions

Noun phrase .

a word / group of words containing 2 head noun and functioning together in a sentence
to act as the subject or object

Panopticon

an all-seeing institution (literally, a circular prison arranged around a central well,
ensuring prisoners are visible at all times)

Paradigm shift

a 180-degree turn in the opposite direction, where a society / anindividual /[ agroup ‘
fundamentally changes the very basis of its existence

Passive voice

when the object of the sentence is placed as the subject in the sentence construction
(e.g. ‘the letter was opened by the official’ or ‘ground was gained during the battle’)

a sudden reversal of fortune or change of circumstances in a narrative

Peripeteia
Phatic talk _ small talk; conversation that has a social rather than an informative function
Fosives hard stop consonant sounds {(e.g. p, t, d, b)
Polysyliabic a word with more than one syrllvable'
Portrianteau a word blending the sounds and meanings of two others, e.g. ‘brunch’ (‘breakfast’ and
‘lunch’) or ‘Brexit’ ('Britain” and ‘exit’)
Prescient having or showing knowledge of events before they take place )
Pronoun a word class of words tﬁavt'repviace‘ nouns as subjects/objects in a sentence (e.g. ‘I', ‘he’,

‘they’)

Protagonist

the leading character of a narrative

Quest plot

a journey towards a specific mission or goal. In folklore, often literal, but increasingly in
modern literature the g_p‘azl_ may be a more metaphor__ica'l aim

Reflexive verb .

averb where the direct o:bje,c"tv'is the same as the subject (e.g. | wash myself)

Refrain aline thatis repeated in a pattern throughout a song, poem or story

Reported speech a reported version of what someone said that may be approximated/paraphrased (e.g.
‘he declared that we should jeave’)

Rhetorical a sentence constructed as a qUéstion not meant to be ariswered

interrogative

Sartorial language

lexis assqciated with clothin_g

Satire

mocking an institution or a belief for serious purposes — ideally to effect change

Semantic field

a group of words finked by meaning

Sibilance a pattern of soft consonant sounds such as ‘'s’, 'ch’, ‘th’, z, x

Sibilants soft consonant sounds such as ‘s’, ‘ch’, ‘th’, z, x. Alliteration with these sounds is called
sibilance.

Simile a non-literal comparison made using ‘like’ or ‘as’

Soliloquy an extended speech by one character where it is implied that the only listener is the

reader/viewer

Spatial discourse
markers

words used to organise discourse into segments by marking out space (often
prepositions or adverbs such as ‘under’, ‘beyond’, ‘past’)

Speaker tags

a speaker’s name and the speéch-réiafed verb after direct speech (e.g. ‘she said’, ‘the
Commander declared’)

Stream of
consciousness

a narrative style where the narrator’s thoughts and reactions appear as an uncensored
flow

Subordinate clause  a clause in a complex sentence that is dependent on the main clause to make sense
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Synaesthesia

a literary device whereby writers present something to appeal to mare than one sense,
or mix up the senses (e.g. a red scream’, ‘a musical smile’)

Syndetic listing

listing with conjunctions to join elements in the list

Syndetic pair

two words (often descriptive) connected by an ‘and’

Synecdoche

a figure of speech where a part is used to represent the wholé (e.g. talking about your
‘wheels’ to refer to your ca )

Tableau

Tag question

a group of motionless figures representing a story

using a short interrogative on the end of a declarative statement, usually to gain
confirmation of what one has said or to reinforce one’s own belief in what was said

{e.g. ‘it's a lovely day, isn't it?’)

a system of government where rulers reign in the name of God

Theocracy

Tricolon a rhetorical term for three parallel déuses/phrases/words that come in guick
succession without interruption

Trope _ a significant, repeated theme

Vernacular the language of ordinary people

Zoomorphism when humans are given animalistic qualifiés (the antonym of anthropomorphism)
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Glossary of Gileadean terms

Listed here you will find all of the neologisms that Atwood coins in the novel, along with a brief explanation of

their significance.

All Flesh the butcher’s shops in Gilead, named after the hiblical verse ‘All Flesh is Grass’
[tsaiah 40:6], a reminder of the transitory nature of human existence

Angels the soldiers/guards working for the Gilead regime

Angels of the Gilead soldiers fighting in the overseas wars, with a name that denotes holy purpose and

Apocalypse suggests they have God'’s judgement behind them

Aunts female senior figures in Gilead who are tasked with controlling and re-educating the other
women, primarily the Handmaids. Their familial title belies their sadism and cruelty,
although they also act as patromsmg schoolteachers on occasion, infantilising their subjects.

Birthmobile the van that transports Handmaids to a hirth so that it becomes a collective and communal
experience where they unite to help their fellow Handmaid bring the child into the world

Children of Ham a2 biblical allusion to any nation with dark skin [Genesis 10:6] o

Colonies places outside Gilead that have become infected with radloactlvxty and dangerous
pollutants. They are used as a threat among women as anyone who is deéemed too old,
sterile or dangerous for the reglme is sent there to clear them up.

Commanders in full “Commanders of the Faithful’ — the male elite wha represent the upper echelons of
Gileadean society

Compuchek a kind of barcode scanner that reads identity cards

Complicount a version of a credit card

Compudoc a computer used in medical centres in Gilead to check identity and patient records

Econowives the working-class women who dress in multicoloured stripes and do not have the privilege
of a Handmaid or Marthas to help in their households

Emerge van a cross between ‘emergency’ and the concept of a child emergmg’ from the woman’s -

body. These vans, with trained male doctors, park outside the house during labour, and
the dpctors only enter in the event of a medical emergency.

Feels on Wheels
vans

" indication of the moral depravity that existed

in the time before,vthé'se were mobhile brothels, used by those in charge in Gilead as an

‘Gender treachery homosexual acts

Gilead in the Old Testament, Gilead was a rich and idyllic region north-east of the Dead Sea,
known for its bucolic beauty arid agrlcultural bounty

Identipasses ID cards all citizens of Gilead are compelled to carry

Jezebel’s the large-scale brothel that Commanders and trade delegations use; it is the ultimate mark
of hypocrisy. Jezebel was the wicked wife of Ahab, Israel's king. She attempted to worship
false idols and was eventually devoured by dogs.

Martha Marthas are the housekeeperé who work for the Commanders. The more Marthas a

Commander has, the higher their status. Martha in the Bible is a housekeeper who works
hard to welcome Christ into her home, but then fails to take advantage of his teachings
[Luke 10:38-42].

Particicution

a group execution, where the condemned person is attacked by a large cluster of
Handmaids who are free to attack them however they wish

Pornomarts

distributors of pornography in the time before.

Prayvaganzas

large-scale public meetings where groups (divided by gender) pray together and are able
to publicly demonstrate their devotion to both God and Gilead
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Red Center an acronym for ‘Re-education Center’, where the Handmaids are sent to be taught the
ways of Gilead and learn what is expected of them in their new roles

Salvagings ultimately, a euphemism for executions. Pieixoto suggests it is a term borrowed from
other cultures, where religious language associated with saving souls is used to cover up

state brutalities.

Soul Scrolis an automated unstaffed print shop that exists in every town in Gllead It produces reams
of prayers ordered by wealthy families, perhaps in the hope of salvation, perhaps simply to
showcase their devotion in a visible way.

Unbaby a baby that is stillborn or born deformed; also called a ‘Shredder’. Offred tells us that one
in four children is born this way in Gilead.

Underground operated by Mayday, the route by which women are smuggled to Canada. Atwood draws

Femaleroad on the underground railroads that transported slaves to free Northern states. in the

Historical Notes, Pieixoto jokes that it is also known by academics as the ‘Frailroad’ —a
reference to both the instability / varied success of the line and a pun on women as the
weaker sex (a possible allusion to Hamlet's damning line ‘Frailty, thy name is woman’}.

Unwoman a woman stripped of her womanhood and sent to the Colonies; perhaps a Handmaid who
has failed to conceive, a dissenter, someone from a religious sect who has refused to
convert, or simply an elderly female who is of no use elsewhere

The Handmaid’s Tale: 'imagined Worlds' Study Guide for AS / A Level AQA English Page 101 of 111 © ZigZag Education, 2020



Further Reading

Other novels by Atwood
The Testaments [Chatto & Windus, 2019]
The Booker-Prize-winning, compelling sequel to The Handmaid’s Tale, with three narrative voices, including

Aunt Lydia, detailing the eventual collapse of Gilead.

The Blind Assassin [McClelland & Stewart, 2000]
A clever, multiframe feminist narrative {a book within a book within a book) that merges romance, politics

and humour.

The Heart Goes Last [McClelland & Stewart, 2015]
A more recent Atwood novel that posits a dystopia where couples, enticed by the promise of economic security,
volunteer to be prisoners and guards for alternate months.

Oryx and Crake [McClelland & Stewart, 2003]
Set in a post-apocalyptic wasteland, this novel is particularly topical in its exploration of environmental issues

and ecocriticism,

Other dystopic novels

Brave New World [Aldous Huxley: Chatto & Windus, 1932]

A more complex ‘soft’ dystopia, where citizens are divided into five social classes and are grown in laboratories to
perfectly fit the characteristics of their class, with happiness the highest priority.

1984 [George Orwell: Secker & Warburg, 1949]

The original dystopic nightmare; a society ruling with an iron fist, controlling every inch of its citizens lives under
the panopticon of ‘Big Brother’.

Fahrenheit 451 [Ray Bradbury: Harper Collins, 1953]

Named after the temperature at which paper burns, this dystopia bans all forms of reading and is told from the
perspective of a firefighter whose job is not to quell fires but to start them.

The Power [Naomi Alderman: Viking, 2016]
An interesting modern take on dystopias where women discover they have the power to give dangerous electric
shocks at will and begin asserting themselves as the dominant sex.

Vox [Christina Dalcher: Harper Collins, 2018]
Another modern feminist dystopia - here, women are forbidden to speak more than 200 words a day and are

thus excluded from mainstream society and community.

Non-fiction '
The Mother of All Questions [Rebecca Solnit: Haymarket, 2017]
A series of essays on ‘future feminisms’, including a compelling exploration of women'’s silence and speech and

the power of women’s testimony.

Moving Targets: Writing with Intent [Margaret Atwood: House of Anansi, 2004]

A collection of essays, book reviews and cultural commentary that gives an increased insight into Atwood’s
philosophy and social views.

Violence, Silence and Anger: Women's Writing as Transgression [Deirdre Lashgari: Virginia, 1995}

Exploring key feminist themes across women’s writing, including the role of rage in the novel and the relationship
between silence and emotion.

it is also worth reading some of Atwood's interviews, of which there are many, discussing both the original
novel and, more recently, its sequel and her creation of the world of Gilead. The articles linked below may be

useful places to start: _
https://www.theguardian.com/books/201 9/sep/20/margaret-atwood-moving-away-from-gilead-testaments
https://www.newstatesman. com/margaret-atwood-interview-the-testaments-h andmaids-tale-sequel
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Poetic Voices

Seamus Heaney






Seamus Heaney

Digging
Blackberry Picking
Mid-Term Break
Night Drive
Broagh
Punishment
The Otter
Hailstones
Death of a Naturalist
Follower
Personal Helicon
Bogland
The Tollund Man
Strange Fruit
The Skunk

Poem themes
Family — Digging, Follower, Mid-Term break

Childhood — Digging, Follower, Death of a Naturalist, Blackberry Picking, Mid-Term Break
and Personal Helicon.

Growing up/loss of innocence — Follower, Death of a Naturalist, Blackberry Picking, Mid-
Term Break

Country Life/ rural influence — Digging, Follower, Death of a Naturalist, Blackberry Picking
Guilt — Digging, Follower, Death of a Naturalist, Punishment

Creative inspiration — Digging, Personal Helicon

Love/relationships — Night drive, The Skunk, The Otter, Follower, Digging, Mid-Term Break
Married Life — Night drive, The Skunk, The Otter

Bog Poems — Bogland, The Tollund Man, Punishment, Strange Fruit

Violence — The Bog Poems

Ireland’s Troubles — Bog poems

Death — Bog poems and Mid- Term Break




Metaphorical (Death of the self) — Death of a naturalist, Digging, Follower
Sense of place— Broagh links to identity

Identity —all 15

In the exam

- Pick out key word from question
- Quick highlighting of key quotes — you should know where these are!

Essay plan
- Quick intro

How does Poem 1 link to question?
How does Poem 2 link to question?
SHORT + SHARP — JUST TELL, DON’T STORY-TELL!

- Structure
What title tell us?
What narrative? What tell us?
Is there a regular stanza structure? Why?
Is there a rhyme scheme? Why?

This should be done on the first page of your answer —the rest ...............

- language devices / methods — this should be at least 60% - at least 3 pages
What method?
Connect to anywhere else?
What show?

Does this connect to other poem? This = new
Quote — what we learn. sentence

This ShOWS .ccovevvvererr e This conveys............
This demonstrates ............... This portrays ......cccveeerneennes
From this we learn .........

- Quick conclusion — BRIEF sentence to link both poems again — can be 1 line!




1 — Mid-Term Break

Key Idea

A poem that deals with emotional themes is 'Mid-Term Break' written by Irish poet, Seamus
Heaney. The poem describes the aftermath of the death of Heaney's infant brother
(Christopher) and how people (including himself) reacted to this.

Structure
7 stanzas — tercets — three lined stanzas
One line stanza at the end

Title — Usually relate mid-term to going home and spending time with family, creates a sad,
slow emotional feel

End of poem —clear/year this rhyme gives the death a sense of finality

Language

Stanza l

Assonance — ‘bells’ and ‘knelling’ the repeated vowel sound, mimics the sound of bell and
things ending

Sibilance- ‘classes to a close’ emphasis on everything stopping

Alliteration mimics the sound of the bell

Stanza 2

Use of verb ‘crying’ — First time we see his father showing any weakness. Father is
embarrassed and worried- contrast to the way he is presented in other poems.

Adjective describing what his father is doing ‘taken funerals in his stride’ — this reminds us of
his father on the farm, destroying of the normal behaviour of his father.

Another man feeling the same way ‘And Big Jim Evans saying it was a hard blow’ —shows
how he is also embarrassed and his image is being destroyed through this event.

Pun ‘hard blow’- loss of brother, blow of brother

Stanza 3

‘baby cooed and laughed’ — shows innocence of the baby and he’s unaware of what’s going
on around him.

‘the pram’ links to the cot at the end of the poem

Stanza 4
Colloquial language and euphemism ‘sorry for my trouble’ — sense of community because
they're all around to help at the sad time

Stanza 5

Emotive language ‘angry tearless sighs’. Shows a strange image of grief, he’s unable to
expose it properly- Heaney feels exposed.

‘Corpse’- brother has become ‘a thing’, not alive anymore.




Stanza 6

Calm imagery ‘snowdrops’ ‘candles soothed’ — under these circumstances how could it be
calm?

Past tense ‘I saw him’ — his brother has become a memory

Stanza 7/8

Connotations of remembrance ‘poppy bruise’

Simile ‘lay in the four foot box as in his cot’ poignant, reminds poet of his brother as a baby
Repetition ‘four foot box’ for emphasis to show shock and sadness

Rhyme ‘clear’ and ‘year’ gives a sense of finality, death is very final




2 — Digging

Key Idea

Heaney appeals to sense of sound. In this poem, Heaney is taken back in memory to 20yrs
previous, when he remembers his father digging. He focuses initially on his hand holding his
squat pen, the symbolic tool of his trade to be. Compared with the elegance of the spades
used by his father and grandfather, this pen is unglamorously short and stubby. Heaney
lends the pen a small-arms image, warm and reassuring in his grasp, “snug as a gun”.
Designed to fire bullets.

Structure:

Title —the title “digging” becomes an extended metaphor for finding memories and
reminiscing — roots become extended metaphor.

Free verse — shows his thought process as he is writing —no plan

1%t person — shows what he is talking about is personal

Enjambment — stanza 2-3 — the stanza is carrying on to the next.

Caesura —stanza 2 — stops the line halfway through.

Rhyming couplet — not continued — alliteration creates rhythm.

9 stanza of varying length from 2 to 5 lines

End-of-line rhymes disappear, after starting formally aabbb the poem moves into free verse
with the exception of a distant rhyme in v6 “day.......away” assonant effects provide mid and
end-line rhymes, rhythm/digging; repetition of old man; chain provides echo akin to rhyme:
“edge/head/them;

Language

Simile — “snug as a gun” - used as a weapon — weapon= famine, one crop law.
Onomatopoeia — “clean rasping sound” — depict act of digging.

Onomatopoeia — “squelch/slap/soggy

Harsh sound — “spade sinks”

Personification — “the flowerbeds bend low” + “coarse boot nestled on the lug”

Assonance — “rooted” “cool” — repeated vowel sound “00”s

Contrast — “new” + “old”

Colloquial - “By God”

Alliteration — “buried the bright” “squat/snug” “nestled/shaft/against “ —groups of
consonant sounds; voiced alveolar “gravelly ground”

In repeating of the first phrase in the final stanza Heaney confirms his freedom to probe, his
preparedness to work hard in pursuit of the linguistic “good turf”; the amendment from
“snug as a gun” to “V'll dig with it” also betrays an intention to say what he feels without
pulling punches

Vigorous verbs, alliterations, enjambed lines and assertive diction placed strategically at the
end of lines for emphasis

Rapid succession of images of decay....burdened rhythm,,,monosyllables
predominate....accretions of alliteration and assonance




3 — Broagh

Key Idea:

e The poem gives a sense of place

e About the English not being able to pronounce the gaelic language.

e The poem expresses Heaneys interests in the language from his roots, a language that
can never be England’s, even if they take over Ireland.

e He celebrates aspect of culture that is really truly theirs — only Irish are bonded by it.
Symbol of their unity. Can’t be taken over or belong to English invaders.

Structure:

e Title- ‘Broagh’= Irish word meaning riverbank — Bruach
e Form- four quatrains
e The word ‘broagh’ is in English and Irish showing importance of both languages.

Language:

‘Docken’- old English word, Plural for dock leaves.

“Boortree” — suggests boorishness — rudeness, popular myth that Irish are drunkards
and stupid

‘your’- personal pronoun suggests intimacy

‘O’- Is from the place name which is associated with Gaelic

‘tatoo’- sign of identity. Shows identity and language can’t be erased. Tatoos-tribal
‘bootrees’- dialect/ slang for the elder trees.

‘Last’- enjambment suggests lyrical nature of Gaelic nature.

‘Bruised’- suggests violence.

Tries to capture meaning, essence of word in a word picture

“heelmark” —woman’s heelmark making imprint in damp soil which is then filled
with rain — reminds poet of shape on the riverbank and “0” sound

Vowels are feminine

Idea of oral tradition, spoken word of country exists by word of mouth- story telling
Celebration of peoples culture and history




4 — Blackberry Picking

Key Idea

¢ Childhood memory.

o Metaphorically about the loss of innocence.

e Account of picking blackberries in late summer.

e Description is vivid and sensuous.

o The picking of blackberries and the inevitable process of decay becomes a metaphor for
other experiences.

Structure

e Broken into 2 sections.

o Change of tome during 2" section through the contrasting language in this part
of the poem.

¢ The sensuous description language in the first section “a glossy purple clot/its
flesh was sweet.” Changes imagery conveying revolution and disgust at “a rat-
grey fungus.”

o Onomatopoeic verbs = “glutting” and “stinking” continue this sense of
repulsion. :

¢ lambic pentameter couplets using rhyme and enjambment- shows rhythm and
a reflective tone.

Language

e Conveys obvious enjoyment of speaker in initial section of poem- sensuous
imagery to describer blackberry picking; there are references to different colours,
to the taste “sweet like thickened wine”

e “round hayfields, cornfields and potato-drills/we trekked and picked until the cans
were filled” : The characteristics use the countryside imagery sets the scene as the
speaker shows the children’s enthusiasm by describing how far they wander as
they search.

e Throughout the poem however, the speaker could be foreshadowing
disappointment and the pain with the use of more violent imagery. From the
beginning of the poem, words such as “clot” and “blood” may suggest this. The
children’s hands are described as being “sticky as bluebeards”, another simile
referring to the character of bluebeard, he murdered his wives, and had blood on
his hands.

e The speakers tone changes and this is shown through the contrasting imagery and
language. The blackberries decay and the speaker finds “a fur, a rat-grey-fungus”
and describes how, “the juices were stinking too.” The flesh, described as “sweet”
earlier in the poem now becomes, “sour” and “the lovely canfuls smell of rot”.




5 — Death of a Naturalist

LA OF U8 VAl

A youngster blessed with 3 vivid imaginalion is open to'dislurbing draams: Flooding the text with sansa-tiata, Heaney dascrbes haw an garly enthusiasm for ralura within his Insh townland
was tumed inta 8 nightmansh evant ganerated by 2 youngstar's gullty percepbon of cime-committad and a foreboding of potential punsshment The poar’s malure. adult eye recalls himsalf
as-a hoy . growing up

Heariey deyoles ths first ine and a hall lines 16 a natural process. The language i rich in alliterative and assonanl effects [ flax-dam festered ... heavy-headed) with a vocabulary of
fermantation (festered ... rotting -.. sweltered ... smeli). [nitially none of the unpleasant odours disiract his obsarvation; |ater hawever they will contriblte to tha pereeived thraat 1o his well-

teing

He is recolinling 31 All year flax-process and the natural phenomena thal accémpany i gases are grien off. bubbles gargled deficately: insect life abounds: bluebottles/ wove & strong
gauze of sound .../ dragon-fles, spotied burierfiles.

The boy goas on fo faveal an mpadant annual event for him (skarting in March or Apiil) and his todisd interest in whal transpired the warm, thick slohberf of frogspawn ... like clottad
water, Tha innocent and UnisUspacting collector In him would fill jsmpotfuls of tha jellled/ Spacks for the classroom and for homa 5o 83 lo observe a second natural process: wait and

watch antil/ The fattening dots burst into nimbla-/ Swimming tadpolas.

The poet mimics the voiea of the Primary feachar, her Inshnass somehaw revealed in the lotal usage of mammy: having explamed the Biclogy in. the sjmple Way thal a young class might
require for Urdesstanding sha ventires beyond science adding an cld-wives® le; You could tell the weather by frogs too! For they were yellow In the sun and brown! In rain.

The boy's nightmare took shage one hot day when the flelds were rankl With cowdung, His enhanced awareness of unpleasant odours achs as a tngger: both the flax-dam and his
xmagrnauah are myaded by targar-than-lifs angry frogs ... coarse croaking that | had not heard! Before, causing the boy 1o laks eover (1 ducked). The yoluma of sounds (The alr ... thick
with @ bass chorus] pérsuadss him that pe is miitarily outnumbarad. The frogs are bid (gross-bellied). canfident {cockad/ On sods}and use all their natural defancas fo scare: their loose
';_"i_ecks pulsed fike snails”.

5

ii'he boy feels incrazsingly threafened by their potential aggressian: The slap and plop were obscene threats. Some sat/ Polsed fiks mud grenudea,their'blum heads farting. He joses
Eourage and is routed: | sickened, tumed and ran.

Ei’he crime he sensed was to hiave deprived the frogs of their young and summaned them in search of retribution: The great slime kings! Were gathered there for veng: The i
fpam;-alist'tha! he was. was na more. leaving him in no mind 1o repeat fhe act 1 knew/ That if | dipped my hand the spawn would clutch it.

AR

® 'snails" an alert student pointed out that, unfike the Faber re-print of 2006 that | was using as a basis for the commentary, other editions including the ‘Opened Ground’
inthology (suppotted by Heaney's own recitation of the peem) printed the word as ‘sails". The image of the spinnaker sail of a racing yacht bulging and contracting in the wind
arovides 2 much more compelling comparison with the bloated throat of the frag swelling and shrinking tike a beating pulse than Uinks to the snail Family. Thank you Paul (DF}

i
!

» The posm is divided info 2 extansive sactions: the first of 21 lines describes & Seq of avents; in the second section (13 fines} iniagmation takes over,

* fines largely based on 10 syliables with & s:ngle exceplion: their g fas with enjambed lines offers ways of delivenng emphasis and pace [0 ihe lext; there is no
formal thyme scheme,

+ Jtcan be fun to explore the possibilities the poem offers lo the reader as a piece of music to the ear; magipe background sounds fhat enfrartce e content. wootwind and strngs
might cefiect the sensifiity of the Iyrical descriptions. the hmelass aspects of & chid's existence. fempered samehow i the score by the rancid smalis that wit ster conlrbute fo tha
nighimace, once the fearsels 7. however the mood changes. lends rfseli to use of brass insb I and 2 do feading to a sohe panyng the boy’s flight.

the end- piece needs a musical sound (o reflect the surreal idea of vegetation grabbing the thief's wiist so that the frogs cen get b

+ allerations i pairs or sefs: voicaless lebio-dental [f] in flax/ festered; sibilant fs] in sods/ sweltered! punishing/ sun/ sound smell/ slobberedffrogspawn/ loose/ pulsed/ snails/
grose/ frogs/ sods; inter-labial (] walt/ walch: voicad alveolar fd3] Jampots/ jellled; voiceless veiar ploswve k] coarse croaking;

assonant effects: {e} heavy/ headed; fo] watch/ dots;ft]} nimble/ swimming; [o] one/ hot; [} rank/ angry/ flaxdam; fo] frogs/ cacked/ sods;

. buiary of unpl L f o/ rotted/ shmel sweltered/ smell/ rank/ dung/ farted;

use of a biple verb phrase each shorter thas the p(awous to describe the buikd-up oh,‘bgm,, sickened, tumned ... ran;

all the senses represented: sound, smed (taste is never fer away from smeil). touth. sight all actvaled;

use of synaesthesia weaves foueh {the fexturs of gauze) with hearing: 3 gauze of sound; synaesthesia describes one of the sensas using vocabulary associated with another (2.0. 2
foud ba}

Y

-

The poem prasents a sensual evovation of Humandy's violation of Neture (Michael Parker Seamus Heaney, The Making of a Poet p 57}
this and the next poem expose the dark undsrside of childhood (ibid p.38}

¥+ g fall from innocence inlo expenence (ibid p.8;

E .+ "a code of ethics stirs within a youngsier;

;" » the poem ends with an explicit of new knowledge acquired during the incidents described (Nefl Corcoran The Postry of Seamus Heaney p.6);

%+ the poem contains the terible knowledge of the threat impliit in apparently benign natural forms (ibid p.6}.... in fanfasy;

!? t.,re:ferring to mud grenades {above)Heaney suggests now easy it 1s for the reader 1o visit sociclagical motives on what. for Heaney, was an entirely phonatic prompt, & kind of sonic

< chain ... the connaclion hetween the Ui sounds of thumb’ and snug”and ‘gun’ that are at the heart cf the poelic matfer rather. perhaps. than containmg some kind of saxual pirt in
% them just waiting to be puffed (Dennis O"Driscoll Stapping Stoner 83);




6 — Personal Helicon

Key Idea
Personal helicon is a poem showing the progression of a child’s mind-set and how they viewed life.
The ‘wells’ represented a certain goal of view, something that changes slightly but its overall way
that you see it, that it changes completely.
Structure
Title — illuminate negative aspects of life.
Helicon in the traditional sense is a large spiral based tuba that rest on the shoulders.
Helicon also refers to a mountain in Greek mythology that was said to be said to be a source
of poetic inspiration.
ABAB Rhyme Scheme — represents him walking through the wells. Repetitive frequency of memories
5 stanza — quatrains

Language

Stanza 1

‘As a child’ — recount (memory)

‘Wells’ — references to the helicon

‘And old pumps’ — past tense. Rites of a passage

‘Loved’ - positive

‘Dark drop’- alliteration

‘The trapped sky’ — oxymoron, personification, alliteration

‘Of waterweed, fungus and dank moss’ - tripling. Emphasises description
‘Moss’ — pungent, earthly smells. Attracted to them

Stanza 2

‘Rotted’ — negative, ambiguous

‘Savoured the rich crash’ - metaphor ‘savouring innocence’

‘End of the rope’ — life line

‘So deep you saw no reflection in it’ — shows importance of seeing a reflection
‘Reflection’ — sense of identity

Stanza 3

‘Dry stone ditch’ — alliteration

‘Fructified like an aquarium’ - Simile

‘Out long roots from the soft mulch’ — assonance of ‘0’
‘Mulch’ — decomposed

‘Roots’ —family heritage

‘White faced’” - ghostly, impersonal

‘Hovered’ — poltergeist

Stanza 4

‘Echoes’ — sounds bouncing memories

“Your own call’ — personal pronoun voice. Finding your own voice

‘Scaresome’ — childish

‘A rat slapped across my reflection’ — personification, onomatopoeia, imagery
‘Slapped’ — Aggression

Stanza 5
‘Finger slime’ — erotic. Rites of passage, sexual discovery
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‘Narcissus’ — relation to a Greek figure

‘Some spring’ — alliteration

‘Is beneath all adult dignity’ — adult poet is fascinated by childhood thoughts

To see myself’ —self-discavery.

‘Darkness’ —ignorance

‘Echoing’ — echo gives a sense of liveliness, and being alive. He wants to ignite another being to

convey his emotions, bring back memories.
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Key Idea

7 — Follower

e Speaker expresses his admiration towards his hard working father + his farming skills
e We see a contrast between the skilled father + clumsy young son
e End shows a role reversal as time passes + son becomes more in control

Structure

e Title — ‘Follower’ — shows connection between Father + son — will also link to role reversal

e Form=

quatrains throughout + steady ABAB rhyme scheme — shows steadiness in their

relationship + reflects the inevitable passing of time
o First person narrative — from point of view/perspective of son — shows his changing views

over time
» Role reversal — contrast from beginning — Father is in charge + strong — end son is more

in charge as father has grown older

Language

e Description of Father
- ‘Shoulders globed’ — repeated ‘o’ sound shows width of body + size — ‘globed’
shows size

e Father’s strength / control

Sailing imagery — show Father can control animals way sailor control boat
‘like a full sail strung’ — simile — show the Father’s control

‘sod rolled over without breaking’ — continued lexical field of sailing

‘clicking tongue’ — onomatopoeia sound — shows small action to control large
animal

‘An expert’ — short sentence — heightens his admiration of Father

Verbs — ‘narrowed’ ‘angled’ ‘mapping’ ‘exactly’ — shows his skill + expertise +
control

e Contrast Father + son

Contrast with precise verbs above

‘stumbled’ — repeated — show son’s lack of control

‘fell sometimes’ — verb — clumsiness

‘tripping, falling, yapping’ — triplet + enjambment shows the son’s lack of control

e Son’s view of Father

‘I wanted to grow up’ — ‘wanted’ shows his desire + wish to be like Father
‘All I ever did was follow’ — ‘ever’ shows desperation + want to be like him
‘broad shadow’ - dual meaning — literal shadow reflect size + metaphorically
doesn’t feel ever as good as father — overshadowing him

e Role reversal

‘But today’ — Caesura — shows how quickly + abruptly time has passed

‘Father stumbling’ — verb repeated — show father’s age means lost control — KEY
PART OF ROLE REVERSAL - VERB USED EARILER FOR SON

‘behind me’ — role reversal as now Father is following him — son in control like
Father earlier

11




8 — Bogland

Key Idea:

- The Bogland about the Irish landscape the main general history of the Irish landscape.

- The lost identity of the rest of Ireland, which also portrays the feelings of Heaney himself,
however the Bogland can never been lost.

- portrays the ‘troubles’ and the affect that it has on the country as the identity of the
cultural and scene if Ireland is at the heart of the crisis

- The Bogland shows nationalistic and about the essence of Ireland and which links to he’s
origins in digging (metaphor).

Structure:

- 7 stanzas, 4 lines per stanzas

- Free verse

- No rhyme or rhythm

-reflects the bog and how it is unpredictable

- Amazed at how large and powerful the bog is

- There’s limited punctuation, allowing the poem to flow and run easily

- Between the first and second stanzas there is enjambment this gives the idea that the peat
has and endless softness

Language:

- Prairies — Irelands answer to the American Myth to the land of opportunity — prairies land
of opportunities and freedom symbolised by miles and miles of stretching land

Language of land dependant on agriculture, Heaney is looking at the pre-Christian myth.

- The language creates interesting images in the reader’s mind, ‘To slice a bug sun at
evening’

- Language is easy to understand with reference to Ireland and its heritage.

- The speaker use personal pronouns this relates to just the speaker or a small group but for
everyone in Ireland.

- ‘butter sunk under’ shows the repetition of the ‘u’ sound which shows the mellow and
softness of the Bogland

- Metaphor — “to slice a big sun”

- Personification — “Is wooed into the Cyclops’ eye”

- “Our unfenced country” — narrative voice — unrestricted

- “Peat” —boggy ground

- “Melting and opening” ing verbs — long sounding verbs — link to the sound of the bog

- Enjambment at 5% stanza — never find coal all there is, is bog

- “Only” — no hope to find anything else

- “Only the waterlogged trunks Of great firs, soft as pulp” — metaphor everything is
decomposed and soft in the bog

- “Inwards and downwards” —bog is never ending

- “Every layer they strip seems camped on before” —link to the history of Ireland, the
memory of the land

- “the bogholes might be the Atlantic seepage” — links to the power of nature —the world is
preserving

12




9 — The Tollund Man

Key Idea

- Heaney is speaking about the famous ‘Tollund Man’ found in Denmark. Which was a well
preserved body found in the bogland.

- It is relevant to Seamus Heaney as he has worked on bogs for a great portion of his life,
and he was witnessed many bog bodies.

- Itis as if Heaney wants to pay his respects to the Tollund Man, and speaks of him as if he
holds history.

- Seamus feels so far from life, yet at the same time, he feels at home. As he knows the
bogs.

Structure

Quatrains

- The poem is structured into stanzas of four lines, but each stanza represents a chapter
from a novel. It is almost as if this poem is being told as a story. This is important, as it
conveys the way Heaney feels about the Tollund Man. A mummified corpse which holds
history and has its own story.

Language

-Throughout Heaney’s ‘The Tollund Man’. There is a lot of linguistic techniques used to
convey how he feels and his ideas about the Tollund Man. It shows passion and connection
to the bogs as he has grown up working in them.

- ‘Someday ! will go to Aarhus’. This shows a promise of a pilgrimage. Referring back to
Seamus Heany’s deep, and somewhat spiritual connection to the bog lands.

- ‘His last gruel of winter seeds. Caked in his stomach’. This is Heany’s way of telling us that
the Tollund Man has become one with the Earth, and that this is possibly the fate of us all.
- ‘Naked except for the Cap, Noose and Girdle’. Not only does this show a gruesome death,
but also one which appears to be ritualistic. He was likely sacrificed to a goddess. This is
furthermore backed up with the use of ‘Bridegroom’ which suggests that the bog is the
goddess, and that the Tollund man was sacrificed to it. The Earth.

- ‘She tightened her torc on him’. Heaney is presenting the bog to be a living thing through
language. There are sexual references and it suggests that the ground is ready for male
fertilisation. It is almost as if the bog and the Tollund man are married through ritual,
connected forever.
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é”-'l'dly_gd Man

e Tollund Man' in Ballydavid in Kerry at Easter In 1970, Marle and | had gone there for holldays regularly .." (DOD124};

Arrhus: Danlsh town on the east coast of the Jutland peninsula close to which the bog bodies were disinterred by PV Glob;
mild: not exaggerated;

ped: elongated swelling 5eed vessel of plant or vegetable;
grucl thin naﬁneal soup;.

noase: loop of knotted rope lise to hang/strangufate;

girdle: belt worn sround the body;

goddess: female delty; § J

torc: neck onament of twisted metal worn in ancient times;

fen: low. marshy ground; =

saint's kept hudy‘ the miracle of his preservation in the peat somehow makes him a 'refigious’ celic;
trove; found treasure, treasure hoard;

ﬁan-ynombed warkings: patterns made by peat diggers’ spades resembling abee’s huney;tore

stained: dls:oluurad by peat water;
noneyccmneu WOTKIngs: patterns mace Dy peat Qiggers’ spades resemning a bee s honey store

stained: discoloured by peat water;

.

25 ins In 4 fine Jangth Sand8 A“ g:

the bolonce b nes and gul the breath groups of oral daiivery.

* verb Ién:es:ﬁxture of promise mada/ intention; past kanse of body refriaval by PV Glob, present tense of things currenz;

oseudo-sciantific references based an the biokogy: preservation, limitad non-meat diet;
" opposites. mild’, pointed’;
* nature of the Nerthas cult suggested os sexudi: Yorc, ; fer, Juices”: relationship appears to offer status "saint’s kent body;

* amission: {treasure-f trove’ stresses the preciovs noture of oathropologicol discovery

., ound ac and compound nous for of words; |

. b ris eurf-:pade' riif andbeerfoﬁds_tam,j

time: Some day . How®
¢ for ofiiteration and assonance see belovw;

€
-

;"i-leaney's empathy for these ancient victims of tribal superstition and ignorance quickly acquired a religious intensity'(MPo1}.
¥
Heaney establishes a parallel of suffering and sacrifice between Tollund man and victims of atracity in Iveland.

His reverence for the pagan bog bady Is dangerous ground for a poet with a Catholic background: he could risk blasphamy were he to declare the excavatlon a sacred slte
»;(Consecrate the cauldron bog /Our holy ground) or petition God [Him) to make whole {make garminate) the victims of beutal acts in 1920s Ireland: ambush {The
'Scattered, ambushed Flash of labouraers}; retribution Stockinged carpses/ Laid out in the farmyards (see note below).

bl - =
Heaney has seen harrowing evidence of the extracrdinary brutality exerclsed on the victims: Tell-tale skin and teeth/ Flecking the steapers/ Of four young brothers,
tnllad [ For miles along the line .

&
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the ’Stclckinged corpses / teld out in the farmyards’ that appear In ‘The Tallund Man® 1 saw first In a photograph in’ Tom Barry’s book Guerllla Doys in Ireland. ‘It was ofa
armefs family who had been shot in reprisals by the Black snd Tans, left lying on their backs beside thelr open door” [DODlSS)

= blasphemy: profane, unchristian tatk:

cansecrate; formally declared sacred;
cauldron; large receptacle, large metal cooking pat; site of strong feefings;
stockinged corpses: ‘an yndident from the 1920s provided ilustration of the barbarity to which the some of the ‘Christian’ Inhabitants of the isiand have sunk - “Part of the folklore of whara i

graw up’, concams four Catholic br 05 °7 by p itaries”. Thele bodies *had been traied along the railway lines, over the sleepers a5 a kind gfml.iwwm.‘ (frnm a Faber
Poztry cossatte uf.:wsZ) An antire generation from ane family —os at hest 2 major part of it — had bean wiped sut. Whereas ihe Tnlluﬁd Man was forewamed of his death, perhaps accepted its
justification, and was Igftphyﬁcaﬂylmact by his ‘executors’, the young brathars vrere ‘amt 1, slaugh d far o e good” (MP107);

» tell-tale: giveaway;

« flack: speck, smalt pateh;

sleepars: durable 3rectar‘»gles of wood that support raﬂway tracks;
+ 3 quatruins fn a single sentance; line-length 4-7 sy!!gb!es} unchymed;

* balance bty jambed iines and p it fatzs the breath groups of oral delivesy;

'risk blasphemy’: sugpestion thot use of foul jonguage in respons= to an gutrage act Is beyond the spenkéfspdmlpks:

* ‘maka germinote (ke French construction Talre faire'); someone else dous the job; here God perform a miratle;

parafiel: }ron“is a deep, dork receptacls; it and the bog ore p d as ogents of

vocobulary of vislent, sadistic paramilitary exscution; forensic oe'mil;

.

the music of the piece builds te an angry fortissime;

Poet and Tollund Man have sad freedom In common. At the wheel of hls car {driving) Heaney reflects on the iroriy of Tollund man's sad freedom en route to the place of
‘his execution {As he rode the tumbril).
£

fl:ack of Danish enhances the poet’s sense of dislocation as he seeks directions to the Danish sies that figure in the stary (Tn"und, Grabaulle, Nebelgard]; whilst
‘appreciating gesticulstions of support (the polnting hands) he cannot understand their replies Not knowirg thefr tangue.

Heaney s struck by a tragicirony: when one day he arrives Out therein Jutland, areas where men were once slaughtered In the name of some pagan belief or other {In the
‘old man-killing parishes) will mirror what is happening routinely on the se-called ‘christian’ streets of Ulster; | will feef lost,/ Unhappy and at home.

#use of the word 'home’ {...} goes beyond Irony and sadness into tragedy (.. } is utterly comfortless and desolating {NC33-7).

Yo

tumbril: apen cart {iconic pre-gulllotine vehicle ofthe French Revolution;
Tollund, Grauballe, Nebelgard: sites {fens/ villages) assoclated with the recovery of bodies from the peat;
man—klllmg parishes: small administrative districts usually centred around a church;

at home: In one’s home; by extension in & familiar spot, a plece ene is used to, in one’s comfort zoae;

+ 3 quatroing in 2 senkencer; unrhymed fines of 4-5 syllcbles,

+ the bolance b bed fines and 0 the breoth groups of oraf detiveny;

paradox bordzring on oXymoren: '.'sadfrudom’:

* use of present porliciple - Ing's

modal ‘shauld’ expressas hope rather thon moral dimension;

transpartation in keeping with mament; wictim’s ‘tumbril, poet’s cor;

Banish place nomes incfude sitas of similar anthropalogical intarest;

» “tongue’for Tanguage”:

commaon Irish fConish land divisions ‘parishes”will suit the poet's intention;
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+ adjectival campound ‘man-kiling’ sconemicalln the s2nse of ploces Where imen gre dilled -
« ol ticiuse 32t at lhe end for defiterats affect; mon varb hos 3 compiensents the fist 2 5 the third In emphatic potition; mest owerful and a streng ndictmeat ef Ulstar sectarianism: 6t

oo

* ot home. both back [A Uister and feeling oecapted in'on ored of Danmark wherz bod'es ore reiovered,

* Heonzy s oimeticulous craftsman using binations of vows=! and tto form a_pa_'em thit s something o be lia'r&n:xe:_l_‘ to:

+ the music of the poem: twelve assonant strands are wavan into t.‘ie text; Hmrreypface: them grouped within speﬁﬂc areds ro create fntema! rhymes . orreprises ]
them at intervals of. threads them thraugh the text. :

+ alliterative effects nH‘uw pulses ur beots nrsuafhmgs ar hxssa‘ng.l or frimons nj cansonant sound to mod;fy the nasurnmt msfodfes* ==
+ the first lines of (i), for example, brfng !ogetherb#abfal {w' ond a cluster o}'pfnsh-es. al‘veo!ar{t}fﬂ b}labfaf {p] [b} ond velar [k} interspersed un'th naml'{n] and [m]:
« it is well worth teasing out the sound clusters for yourself to admire the poet's sonic engineering: -

i Cor-sunants [w:th thelr phanetic 5ymbois] can be ciassed 3LCO rd‘an to where ln the mnuth thav oreur

. Ffaﬂl-of-mwlb sounds mk‘eless biabial ;ﬂcswe g‘p} vgic=d .bi-kbhlpbm' [b]: vnlre!m lablo-dzi Wﬂfﬂﬂm’f f.-'} Wﬂ-‘!ﬂ' ‘ﬂbiﬂ'ﬂ"ﬂfﬂ'fﬁmﬂm f“}- ﬂ‘f‘fﬂbh“mfflﬂl bilobial continuant .fo

5, Bth!n:l ibt-!ufﬁ sounds va.fceiess alveolor plasMe ,M voiced ur‘vea!ar p.‘osfue I d], voiceless nh'eofar frl'w!!ve asin f:hurgh mateh [4]; mfced' a!wafnr ﬁ'}cun‘&'e asin
jug‘ge age [d3]; voiceless dentnf fricative [8] osin rhm pmh vo.n:rn‘ dental fricative as In_this other [d]; voiceless, aﬁreaiar frfmt-‘ve [s] s voliced ::!vea-‘or f.rimtwe fz,'_,
continuant [h] ahveolornosal [i n} alvealor ap_umﬂ‘mcmt ffj’, alvealar trill [r} dental m as.in zer

. Rmn—af-mourh xmma‘s voiceless velar plosive [k] volced velar plosive fal: va!:efess poar‘ohrnfﬂr fricative [f] a5 In ship
p-’easure; polotal nascifq} as In rin _q/ gaaer, s

_ure, valeed past- nhrepfq_r _{rfmﬂv;_ {3]' asin

* \Foge from Prehi tark ."‘ Hundman, di offers some ba:kground datal! Tollund Man is probably the best preserved bodv Frurn prE-hLi‘tuﬁc times fn the world, The

hea-.'i was maedlngiv well: presenred The ayes wiera ck:sedand 50 was the. mouth -the look on his far.e was ca{m snd solemr as if he wasiust sleeplng Gir

...on Mondsy Mw 8th, 1950 the pu1lce in Silkeborg recelved an aFarmIng message:On the pravious Saturdaya bodv had been d:.icuvered inabog close tn :
E}ﬂ!dsknvda! an area located ar approxi ely 10 kilometres wast of Sll'kebcrg ﬁuorrﬂngiv the body was discovered on Mayﬁtl'!. 1950, o F

+ Tollund Man was alive dunngthz first part uf thzirun 8ge, 300-800 years B.C. at a time when almast everybody w-asTrimlved in farm work (i’bfdl

+ Tha Tallund Man was discovered with a rope around his neck. Questions followed: had the rope been used for hanging him or nrang!lng him, was this a sacrificlal
nfferlng’ ‘Was he gullty of a crime for which hie had to bs purished? Was he a low-ife In soclety that people wanted to get rld of? Or was he'a slave or parhaps 3 well
razpected man who was 5ar.riﬁ:ed in order to appease the godsof the bng’ {Ibld}

+ The famaous |rish poet and Nobel Prize winnerSeamus Heaney wrots an extract of his famous poem “Tha Tnlh.md Man In the guast book for Sllkeborg Masaum In
1973, (7bid)

+ Seamus Heanzy gave a talk at Silkeborg Museum In 1996, where he described his childhood memories of the Img ‘When I was a child and &n adalesr.ent. I fived
among peat-diggers and | also worked In the peat bog | mysek. | laved the structure the peat hank revealed after thz spada had worked Jts way through the surface of
the peat. | loved the mystery and sl1encne of the pface when the work was done at the zm.{ of the day 2nd | would stand there slone while the larks bel:arne quiet and
the lapwings started calling, while a snipe woulr.l suddenty Lake m'f and d]sappear o -

. Heanev waslnﬂuenced by Danish anthropulugr:t PV Glob's book, The Bog People’ [195?}’ which shcwed phatographs ufgradua! rembv..! of badies frum thiz bog; the
‘poet viewsltas ‘reblrth”and the body becomes an fcon; [Fde}

+ The hls:nm.nland pohtu:al thames in Wimerfng Out are carried, in 3 number onaems in Part One, by parumla: Imngined or recalled human figures (’the Tollur:d

- man'} ... In both parts of the book, many of the evukzd figures suffer some kind of human drrnlnlshmanl.lsolathn, repression, disznchimment, exploftation or
hetrayai' (NE30); -

- That theTollund man has 2 slﬁnlﬂ:ance for Heaney :'om'paﬁ!h['z ta that of the other figures of the book is made .piah:i in an interview in which he says that when he
first saw the man’s photograph In PV Glab's baok, The Bog People, he "seemed l!lte an ancestor almost, one of my old Uncles, one of those moustached archalc faces
yau used to maet all' over the Irish ccuntr',-side .{Heaney) is beginning, here, to discaver that suggastive analogy betwean G!ob's bog-bodies and the victims of
Irish political violence which culminates In the axtanded mythologlzing of the ‘bog poems' of Narth **(NC33);

+ "Wherg Heangy did discover ‘common ground’ In 1963 was In'an archiagological study of ron Age lutiard, BV, Glob’s The Eag People: The minute ['saw the
phmngfaph {of :he‘fa[lund Man) and the re\riaws 1sent for | ft's he writes The book embra:ed the ma]unw ofhis deepﬂst concerns —landscape, m!ig!nn, sexuallty,
violence, hisrory myth —a ‘knotof ohsess!nns which would precccupy him In hls next two yolumes, |t provided an tistorical perspective enabling him 1:0 ‘cope with’
and confrant the cantemporary Troubles”, and created 3 sense nf:ontinu}ty kinship, affirmation at a time of sacial and political dlslntegrazion paL);

» “Tha most accumpl:shad poem resuhlng from Heanay's search during the early 19705 rdrimages and sy bals adeg to our predi t is without doubt 'The
Tollund Man', Apntent combination of hlslurlcal analogy and myth and Intenze emption, [t exhibits the depth of Heaney's rtlixiuus nature. He speaks of itas an
nﬁﬁring' In it he articulates @ per:ept!on not only of the pastness. of the past; but of its presence”, "2 sense of the timeless as well as of the temporal and of the
tirn_eless and pf the temporal together *. Compesing from a sense u_f ravaren_._:a for a victlm frgrn_ the distant past tame mare g3slly to him than respending to the
all-too-immediate horror of the present’ (MPLos-s);
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10 — Strange Fruit

Key Idea Strange Fruit is part of a Heaney series referred to as ‘The Bog Poems’. These
poem are inspired by several dead bodies Heaney came across in Northern Denmark. They
were the result of ritualistic murders during which the bodies were carefully preserved and
given as an offering to villages in hopes of a fruitful harvest.

Structure

e Written in free verse — unrhymed sonnet with almost unbroken 10 syllable lines
e Form, traditionally used for love poetry, indicates the reverence that the speaker has
for the lead.

Language

- All the language that Heaney includes reflects an overall solemn, gloomy, and disgusted
tone.

- Simile: ‘Like_an_exhumed gourd’, ‘dark as a turf clod’. — Compares the head to a rotting
fruit; her death was futile, just as the rotting fruit is useless

- Imagery & assonance: ‘her eye holes blank’= Poet paints the image of total nothingness.

- Present tense: ‘Here is the girl’s head...’= this gives a sense of immediacy and involvement.
- Metaphor: ‘Prune-skinned, prune-stones for teeth’= Heaney presents the image of an
undesirable fruit in comparison to a human that one filled with life. This repetitive image
offers an ‘overall’ feel for the audience; this corpse had reduced entirely to a rotting fruit.

- Oxymoron: ‘Pash of tallow’ = the tribe’s phrase for something undesirable as a dead body,
or animal fat, further demonstrates the author’s disgust of the bog people and their
behaviours. The animal fat is treasurable, which is an oxymoron as it contrasts to the ‘turf
clod’.

— Pluperfect form of verb: ‘had’ indicates it no longer happens

- Symbolism: ‘her hair’ nameless people responsible for her death. This relates to baby Jesus
symbolising religion being taken away.

- With the help of the allusion to Diodorus Siculus, Heaney expresses his outstanding fear for
the Irish people in the final lines.
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11 - Punishment

Key Idea

Looking at a bog body, he can image how it would have been/having watched it.
Addresses her, in pity, and tells her he would not have stopped it (did not speak
when Catholic girls were tarred for seeing British soldiers.

Inspired by the discovery of a dead body of a young girl who was believed to be
killed on the charge of adultery.

This discovery is taken as an ancient example of brutality and links it with the
modern form of brutality.

Brutality is at the centre of the poem and it links past and present.

Title — ‘Punishment’- Creates a negative tone

Structure
e 11 stanzas, 4 short lines
e Enjambment — disrupts rhythm
e Norhyme
e Tone - First 4 stanzas have a gentle sadness (3™ person)

Mood — Opening is peaceful, 5! stanza is violent, uncertain, confused and helpless

Language

15t 2nd 314 stanzas — sympathetic imagination describes the way the girl was
punished. Creates picture of a weak/fragile girl and seems to suffer her pain.

1%,2" stanzas — language is visual and anatomical, images are natural

Double alliteration — ‘halter...nape...her neck...her naked...her nipples’

Alliteration — ‘body...bog’ , ‘stones of silence’, ‘shaved...stubble’, ‘blindfold bandage’
Metaphor — ‘the frail rigging of her ribs’, ‘she was a barked sapling’, ‘her blindfold a
soiled bandage’, ‘her noose a ring/to store/the memories of love’, ‘your brain’s
exposed/and darkened combs’, ‘your muscles’ webbing’
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= Heaney measures his sense of injustice against a stone- -age community’s brutal intolerance of rules perceived to have been violated. He illustrates the
utroubllng irony. stoneaga justice thal puts an aduitaress to death is not so far.removed from contemporary Ulster society that meles ouf punishment when
¥ sectarian rules are seen to be breached. Conficting foyalties. p:ty and guilf, pnvate and colfective.-supply ‘Punishment’ with its emotional chargs.. Heaney Is
=fooking for  tenable position (MP p 137)

LThEi first parson speaker attends the stages teading to the execution of a young woman accused of aduttery. He senses the tug of the haiter at the nape of
! her neck as sheis pulled o the execution site; her upper body has been stripped of clolhmg the chill wind exaggarates the shape and colour of her nipples
} _tglwm to amber beads sending shivers through her frame: the frall rigging of her ribs.

gl_'-'jrom\feel to see. He irflagines the executed girt dispased of: her drowned body In the bog, weighted down and held in place with rods and boughs; her

. survival was as impossible as that of a barked sapling.

-Her retrieved, dug up, body has survived the centuries, its bones as enduring s the strongest tree {oak-borey), its skull a durable container (brain firkin).
“The speaker notes the detail: the head shaven befure the event, its short hair sml evident likea stubble of hlack com; the biindfold thaf passes judgement
r-on the execution; a soiled bandage; the noose with which she was strangled a metaphor for a locket of keepsakes: a ring! to store the memorles of love;
: the crime that led to her death-sentence: Little adulteress.

. Hoaney porirays the girl that was: from fhe Viking north {flaxen-haired; undernourished as hunter-gatherers generally were); the bqg-stained tar-black face
Ywas beautiful. £

‘He exprésses affection and admiration for a girl who bore the sins of the whole community: poor scapegoat; but his conscignce stops him short [ almost
Iove you confessing that he would have cast .../ the stones of snlence connived with injustice and by not condemning it appeared to condone barbanty

E”-’

,’Tb& narratot‘s peeping Tom’ rdle makes plm the artful voyeur; bis artfulness couched in his poetic talent for description: her brain’s exposed! and

arkened combs, the softer tissue of her muscles’ webbing / and all your numbered bones (whether biblica! reference or museum coding systam).

£ &

: in the previous piece description of the fate of the bog body is replaced by the grim exposure of contemporary events in Northern trefand. The poet
quesﬂons his own conscience: empathetic towards the bog-girt and addressing her directly he confesses he has remained a sitent observer in the ases of
Irish women bemg humiliated: | have stood dumb when, seen as betraying sisters for consortmg with British soldiers, they were publicly humiiated, cauled
r and feathered.

ney'’s inner confiict stams from paradox: he finds it difficult to balance the civllised outrage ganerated within him as a minority Catholic himself against

E‘; understandmg of roat factors: the exact/ and tribal intlmate revengs
= =

g TFarring and fealhenng was a vehicle of rough justice; hot tar was poured onto a parson’s skin of scalp and feathers thrown in; once cold the tar became
§ lmmense}y difficutt to remove and acted as a long-term reminder of punishment;

3 = halter: originally a rope for leading a horse;

+ barked sapling: the bark is the tough outer profective sheath of the tres: to ‘bark’ & tree is 1o strip the bark from it, any tree that has a complete ring of
bark removed will die; sapling is a young free;

» firkin: a small cask; 4 firkins would make 1 barrel; used here to indicate something cask-shaped and ‘head sized’;
- scapegoat: goat sent into the wildemess on the Day of Atonement, symbolic bearer of the sins of the people;

+ combs: probabla reference to tha internal struciure of the honeycomb;

» cauled: eary 14c.. “close-fitting cap worn by women,” from Fr_ eafe *cep.”

- & body retrieved from a peat bog in North Germany in 1952 was chrstened ‘Windeby Gir": The powerfut impact of Heaney's poem should nol be
diminished by the fact that DNA analysis was later to prove that ‘Windeby Gisf' was in fact a boy!

« 11 qualrains; lines Vary in lsngth betwsen 2 and 8 syllables;
« 7 sentence structure with plentiful use of enjambed fines. No rhyme scheme;

« assopant effects in stanzas (1) and (2): Heaney retains the [} of the title in tug/ fromt; a pair of [i;] feels/ ngds/ later see; foi] nape/ naked/ shakes;
[t] wind/ nipples/ rigging/ ribs; nasal consonant fn] is repeated alongside bilabisl pfosives [b] and [p]:

« stanza (3) offers a weave of variant vows! (o) seunds [au] drowned/ boughé; [o] body/ bog/ rods: feu] sione/ floating; bilabial [b] is heard:
- stanza (4) reverts to [a] Under/ dug up; feu} is refained: oak-bone; [3:} first/ firkin;
+ [} emerges and camies into (5) :av/ sapling/ that/ black bandage; aliiterative effacts are achieved using labio-dental fricative [f] bifabial plosive [b} the
latter joining sibifant [s} in {5) and {(6): (6) intenweaves [a.] Store/ hefore and [A] love/ adufteress/ punished;:
§

« (7} (8 and (9) retain assonant [a] undernourished/ love/ muscles’/ numbered/ dumb also exploring the variant sounds of vowel (a): (ei] braln/
b= shaved face/ scape [a:f tar/ cast/ artful/ darkened; [e&] flaxen/ biack and so on; [su] goat/ know/ stones / expased/ combs/ bones;
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the 7] naf 8 lmes mix a sotind cocktail around (4] (stood)/ dumb/ understand [ei] betraying/ railings/ outrage fai} connive/ civilized tribal [if civi) civillzod/
intlma [e] when/ betraying; alliteralive effects are achieved using voiced and voiceless alveolar plosives [d} and [if:

7T :11

the use of powerful language accompanies the graphic images of humiliation published in the British media: betraying/ cauled in tar/ connive/
age/ wribal/ revenge;:

P’

3 From The Paris Review No 75 in conversation with Henri Cole” But there was always a real personal lnvolvament—-in a poem like “Punishment,” for
example it's a poem ebout standing by as the IRA tar and feather these young women in Ulster. But it's also about standing by as the Brifish torture

S peop!e in barracks and interrogation centers in Belfast. About standing hetwean those two farms of affront. So there’s that element of self-aceusation,
whlch makes the poem personal in a fairfy acute way. Its concemns are immediate and cantemporam buit for some reason | couldn’t bring army barracks

Eor police barracks or Bogside street fife into the language and topography of the poem. | found it more convineing o write about the bodies in the bog

é d the vision of Jron Ags punishment Prassure seemad (o drain away from the writing if | shifted my focus from those zmeges

¥ biblical references: the adulferess in Jobn 8 saved by Jesus from stoning: Jesus pointed out that her would-be axecutionsrs were also sinners (‘He that

P

é%’s without sin ... NCp73):

the ‘scapagoat’ in the Bible's Leviticus carried the sins of the tribe out into the wildemess (ibid);

\"I" hey have numbered all a1y bones’ appears in Psalm2{ of the Catholic Bible (ibid);

&
B
o
¥

3 ‘religions" are present: the fertlity vegetation rites of Nerthus; Irish republicanisn; Christianity.

b
Gogl
¢ the poem reminds us of the persistence of atavistic emotions and responses in any poet born into the community of Northern lrish Catholicism who
Elvishes to tell the truth about it (NC):

£

i NC spols a duality: creativity and connivance; intrusion i the rame of Art .. inherent scopophilia {synorymous with ‘voyeurnsm’).
B ‘ 5 e

& eaney's's dominaat emotion: empathetic pity for the victims (NC74).

£

v Nc sees itas an almost-love poem because Heaney is questioning his own integrity.

é fines, regarded as ambiguuus sparked off intense debate about Heaney's stance in refation to events; NC quotes Conor Cruise O'Brien: | have
] fmany passimistic analyses of NI but none that has the bleak conctisiveness of these poems (1975);
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12 — Hailstones

Key Idea: Violence relates to the troubles in Ireland. Shows violence will always return.
Being hit by hailstones, pain doesn’t last forever.

Structure:
o There are three chapters- different time periods of his life
e Tercets in each stanza.
o There is enjambment could symbolise the hailstones not stopping.
e Lexical fields: 1 for hailstones and 1 for memory.
e Chronological order.
e First person narrative
¢ Epic Poem- because it has chapters in it about remembering a memory
¢ Sense of place - Ireland

Language:
e Repetition - ‘hit and hit’

Onomatopoeia - ‘pelted and bounced’.

Personification - ‘burning water running from my hand’

Onomatopoeia - ‘rattling the classroom window’

Juxtaposition - ‘the sting of hailstones’

Sexual imagery - ‘nipple and hive, bite-lumps’

Sexual imagery - ‘foraging in the nettles’ looking for food survive and reproduce.

Extended metaphor — hailstones are seen as the stinging pain, you can get through

the pain

Metaphor — ‘Hailstones’ — title

e Symbolism —violence - relates to the Troubles in Ireland, shows violence will always
return.
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13 — The Otter

Key Idea:
¢ The use of an extended metaphor and opposition expresses the importance of love
and the freedom it can bring.

Structure:
¢ No rhyme scheme
e Quatrains — each stanza has four lines
e Meter —no observable pattern
e The ‘otter’ is revealed to be a person, not an animal
e The woman becomes a metaphor: in stanza 5, she is swimming within him; he is her

pool, her infinity/she is his, he is hers
Enjambment
e Symbolism — “freshened pelt” — stanza 7

Language:

e Personification — “the light of Tuscany wavered and swung through the pool” —this is
'imagery and shows it has become unsteady, the light refers to the way the water
bends in
Assonance — “wet head”

Onomatopoeia — “smashing crawl” — perhaps this describes the otter

Sibilance — use of ‘s’ sound in stanza 2 — lyrical, flows off tongue

Opposition — “dry-throated” — contrasts to “wet head” and “pool” —and “warm

stones” is in contrast to the cool water

e Personification — “grape-deep air” — also imagery

e Tone shift — “when | hold you now, we are close” — from past to present

e Simile — “we are close and deep as the atmosphere on water” — the way the
atmosphere and water are close, so are Heaney and the woman

e Metaphor — “otter of memory in the pool of the moment” — compares her to an

otter

Opposition — otter and lithe, palpable and memory

Repetition — “light” mentioned again to show significance

Repetition of letter ‘t’ — “out”, “intent” —harshness

Metaphor — “freshened pelt” —to otter

Opposition — “heavy and frisky” — contrast to lithe

Comparison — “printing the stones” — compares her to an artist
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14 - The Skunk

Key Idea: romantic poem of his wife, written in California, also a memory of
how aroused he was by his wife removing her night dress reminding him of
the skunk ad how aroused he was by it.

Structure: six quatrains (4 line stanzas)

Language read essay

The poem opens with Heaney in California. He is missing his wife and, for the first time in
eleven years, he is writing her love letters. Naturally, he would not have to do so if he were
living at home. It seems strange to him to write the word ‘wife’ and he compares the word to
a cask of wine that has been stored away but is now about to be opened and savoured. This
is an image of their marriage: something self-contained and precious. Heaney focuses on the
word ‘wife’ itself — its strangeness highlighted by the inverted commas around it — and

reflects on the sound of it, almost as if he had never really heard it before.

California, of course, was at that time associated with a freedom of expression that would not
have been the norm in Ireland. Heaney said many times that his time there opened up new
poetic avenues for him and imbued him with a sense of freedom he would have been unlikely

to achieve in Ireland in the early seventies.

The beautiful smell of the eucalyptus tree reminds him of his wife, as does the aftertaste of
wine. The euphony in ‘beautiful, useless / Tang of eucalyptus’ reflects both the loveliness of
the tree’s scent and the poet’s wife’s loveliness. He remembers inhaling his wife’s scent ‘off a

cold pillow’: the word ‘cold’ evoking a sense of loss and emptiness.

As Heaney sits at his desk each night, looking out the window, he is aware of the silence of
the house. The intermittent noises the fridge makes seem unusually loud, like the whinny of
a horse. Note Heaney’s use of the word ‘refrigerator’ rather than ‘fridge’. This American
usage emphasises how far from home Heaney is. He is in a place where even the ordinary

appears strange and exotic to him.

The only light is that on his desk, and it illuminates the verandah and orange trees outside.
The language in the poem is intensely sensual, as befits the theme. The visual imagery is
particularly striking. The harsh glow of the lamp light is softer by the time it reaches the
verandah, and the oranges take on a dramatic aspect, looming in the trees. This sense of
drama is heightened by the arrival of the skunk, parading around in all its glamorous

mystery.
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The skunk appears each evening, ‘snuffing’ around the verandah. The word ‘snuffing’ is part
of the ordinariness of the skunk. Its showy tail is so much in evidence that it appears to lead
the skunk: ‘the skunk’s tail / Paraded the skunk’. The tail appears ‘damasked’, which simply
means shiny and patterned. It reminds Heaney of the vestment a priest would wear at a

funeral mass. This reference to church links the skunk to the sacred and the mysterious.

The skunk is confident as it walks around the garden, intent on its own business and
unaware of or uninterested in the poet. To an Irishman like Heaney, the skunk is quite an
exotic and ‘glamorous’ creature, although it would be a common sight in California. The
contradictory or paradoxical language here again shows how, to Heaney, the commonplace
has taken on special meaning for the poet. It also epitomises a lasting marriage in that it
must be both ordinary and mysterious if it is to survive. On a practical level, people become
familiar with one another and go about their everyday lives together, but they must also

retain a sense of the mythology an mystery that are a part of romantic and sexual love.

The nightly ritual of the skunk’s appearance leads to the poet becoming tense and excited as
he wonders if she will appear his night. He says that the thrill he gets from watching the
skunk is almost like the thrill a voyeur would experience as he secretly watched a woman.
This tension and excitement, along with his admiration of the skunk’s beauty and confidence
makes Heaney long for his wife. This feeling is exacerbated by his loneliness and sexual

frustration.

The last stanza returns us to Heaney’s present. He is back home, some years after his stay in
California. He and his wife are getting ready for bed and he hears the sensual, gentle
‘sootfall’ of her clothes as she undresses. The word ‘sootfall’ is a most evocative one. As her
clothes hit the floor they make a soft sound similar to soot falling down a chimney. Heis
‘stirred’ by this, and as she bends down to get her nightdress from the bottom drawer, he is
reminded of the skunk ‘snuffing’ around the verandah. The sexual tension he felt then is

linked to his arousal now.

It is worth taking a moment to look closely at the word ‘sootfall’. Like the skunk itself, it
seems a strange image to connect to a loved one and to sexual desire. Soot, after all, is dirty.
is aroused or ‘stirred’ by the sound. However, one critic said that if we think about it
practically, clothes taken off at the end of the day and let fall to the floor are dirty too, and
Heaney's reaction is part of the ‘ordinary mysteriousness’ of marriage. You may disagree,
and may think that Heaney compared the clothes to soot in order to continue the link to the
colour black. (The skunk, the chasuble, soot, the nightdress...)

The poem ends on a happy note. From the ‘cold pillow’ of his time alone in California and

the funereal image of the priest’s chasuble, we move to the shared marriage bed at home in
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Ireland. The black chasuble is replaced by the black, ‘plunge-line’ nightdress. The poet
longed for his wife at the beginning of the poem, and he longs for her now. This time, the

longing is more like anticipation, though, as she is about to join him in bed.

Themes:

Love and marriage

This poem shows how a couple can retain their love and desire for one another even after
eleven years of marriage. Heaney misses his wife deeply during his time in California, and is

reminded of her by sensual pleasures such as the scent of eucalyptus or the taste of wine.

The separation forces Heaney to look at his relationship anew and he is once again like a

besotted suitor, charming the object of his affections with carefully written love letters.

The poem is also a celebration of the erotic love that exists in marriage. Atthe end of the
poem, Heaney is still ‘stirred’ by the mere sound of his wife’s clothes falling to the floor, even

though they have now been together for many years.
Memo

The poem shows just how intense and powerful memory can be. At the start of the poem
Heaney remembers his wife when he tastes wine, smells eucalyptus and even when he finds
himself anticipating the nightly visit of the skunk. Back in Ireland, his wife reminds him of
the skunk by her ‘tail-up’ search for her nightdress in a bottom drawer, and this in turn

reminds him of how much he missed her and longed for her during his stay in America.
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15 — Night Drive

Key Idea:
e Getting to France to be with his wife
¢ Theme of married life & love and relationships

Structure
e Cyclical structure and repetition of ordinariness
e Half rhymes to convey the sleepiness the driver is feeling, un-fulfilment, state of
mind
e The repletion “bookends” the poem bringing us back to the original idea.
¢ The scheme is not clear or always consistent reflecting persona’s
lost/sleepy/unfulfilled of state of mind.

Language:
e 1tstanza-—
o Familiar smells from the farm. The sense of smell brings the setting to life,
Heaney is good at using the senses.
o The setting is in France (a journey).
o Freedom and comfort “warm”.
e 2" stanza-—
o Headlights hit signposts repetition and lists.
o Sense of disappointment adverb “relentlessly”.
o Is the fulfilment a sense of strangers, and not knowing?
e 3"stanza-
o Personification of the combine —tired, working late.
o “Bled” —suffering in its work — “light” highlights the seeds.
o Negativity: groaning, bled, smouldered, out, shut
e 4% stanza-—
o Ishe talking about a woman or place?
Closeness of Italy to France — close relationship to a person/place?
A renewal of beauty in being ordinary. Is this a compliment?
‘Loin’ — sexual imagery, waiting to see his wife
‘Your ordinariness was renewed there’ — sense of promise when he gets to
the end.

O
o
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o
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Heaney Poems Digging and the Follower are two of Seamus Heaney’s poems from his
collection of poems Death ofa Naturalist published in 1966. Both poems are written in the 1st
person point of view which is clearfrom the use of “I”, “my”, “me”. The poems share a
common theme which is the persona’s relationship with his father. Another theme they share
is aging and its effects or, in other words, the effects of the change in time. The title of the
Follower shows the theme because of the relationship with the father is following one
another. The title of Digging is related to the theme because the father and even the
grandfather are the heritage of the persona or, simply, the “roots” of him which can be found
by digging the soil. The theme is very clear in both of the poems, but there are three levels to
understand it in a deeper manner: understanding the structure, the characters and the use of
language. The structure is important because it affects how the reader sees the poem in
overall as well as demonstrating changes in characters in time. In the Follower, there are 6
quatrains. The rhyme scheme is abab and it is different for each quatrain. This adds a thythm
to the poem, making it more memorable and easy-to-read. There are 4 main sections in the
poem which are created by shifts which bring out the change in time, aging, and effects of
changing. From line 1 to 12, there is a flashback to the persona’s childhood, where he is
talking about his father’s success and his own actions. From line 12 to 22, the persona is
talking only about himself as a child and how unskilled he is. It is still a flashback. From line
22to 24, there is shift in time. Reader never finds out what happened in those years he doesn’t
mention but he/she finds out that the persona is not the follower anymore; the father is. So
there is also a shift in the roles of the characters. Although it is not made clear, this change
may be because of the father’s age. In this section, he is talking in present tense which is
made clear from his time reference to “today”. In the second half of the last line, there is a
final shift in time which is future: “will not go away.” The persona is saying that he will
continue being successful but the father will keep failing and following him. On the other
hand, in Digging, there is no specific thyme scheme but it is possible to find rhyme. For
example the first and second lines thyme: “thumb” and “gun”. The third, fourth and the fifth
lines rhyme as well: “sound”, “ground” and “down”. Therefore, the effect is partial thythm.
The structure is not strictly organized which rather confuses the reader instead of helping.
The order is as follows: rhyming couplet, 3-line-stanza, quatrain, 5-line-stanza, couplet, 8-
line-stanza, quatrain and a 3-line-stanza. Just like in the Follower, in Digging, there are
different sections created by shifts which, again, bring out the change in time, aging and its
effects. The first section is from line 1 to 7 which talks about the present. Then, from lines 8
to 15, there is a flashback to 20 years earlier than the present day: “comes up twenty years
away” (7). The person is talking mainly about his father, father’s success and what himself
was doing at that time as a child. From line 16 to 26, the persona goes to even more past by
talking about his grandfather which is made clear in line 17. He compares his father to his
grandfather and the reader realizes that as time passes, the newer generations are less skilled.
This is made clear from his grandfather’s success: “My grandfather could cut more turf in a
day/Than any other man on Toner’s bog.” (17-18). The next section is from line 27 to 30
where the persona is back to the present and he compares his job, a poet, to what his father
and grandfather did. The last line of the poem is referring tot he future where the persona says
in a determined voice that he will “dig with it”. The structures of the poems, in general, are
similar in the sense that they both mention the past, the present and future where the personas
compare themselves to their ancestors. Another similarity in the structure of these poems is
the use of enjambment—a very popular technique used by Heaney. For example, in Digging,
a sentence starts in the middle of line 20 and goes on until the middle of the line24. A similar
thing happens in the Follower: a sentence starts in the middle of line 10 and continues until



the end of the stanza which is line 12. The effect of enjambment is that it increases the flow
of the poems and makes them story-like. It brings out important words and phrases. The next
aspect to discuss is the characters of the poems because they have the major roles in the
themes. In the Follower, there are two characters that are described with the heavy use of
visual, auditory and tactile sensory details. These sensory details help the reader envision the
characters and understand them better. The father is a farmer which is clear from his actions
and the terminology used by the persona to describe him. The first line makes this very clear:
“My father worked with a horse-plough”. The father is very skilled and he is an expert at his
profession. In line 4, the reader is given an example of skill of controlling the horses by only
“clicking” his tongue. This is an auditory detail. Another example is in line 7 where he rolls
the sod without breaking it. The person makes the final statement about the father’s skills
with a short sentence in line 5: “an expert”. The short sentence puts emphasis on the word
“expert” which suggests that the father character is very good at his work. From lines 8 t010,
the reader gets an idea of the leadership skills of the father who can control an entire “team”
(9) of horses “with a single pluck” (8). The persona always talks about his father working
which suggests that the father is a hard-working character. Or, this may just be what gets the
persona’s attention. In line 20,the persona talks about a “broad shadow” of the father which is
both physically on the farm and persona and emotionally on the persona. This is a hyperbole
and it is used to show the control the father had over the entire farm. From lines 22 to 24, the
reader finds out that the father is not skillful anymore and he changed roles with his son, the
persona. The next character to talk about in the Follower is the persona, himself. The poem is
generally a flashback to his childhood and a recalling of his memories. In the beginning of
the poem, the reader gets a sense of this character being and observer. He watches every
move of his father very carefully as presented in lines 10 to 12: “His eye narrowed and
angled at the ground/Mapping the furrow exactly. *This is a very precise observation of what
his father was doing. It is also a visual detail. Lines 13 and 14prove that he is a child and he is
not talented. This is clear from the words such as “stumble” and “fell”. These lines suggest
that the persona falls down even on surfaces that are easy to walk on: “polished sod”. It is an
irony, tactile sensory detail and a visual sensory detail. In line 17, the reader finds out about
the inner feelings of the persona. He admires his father and he is determined to be like him. In
line 19, there is evidence of regret and acceptance that he will never be like his father which
gets carried on to lines 21 to 22 where there is evidence of low self-esteem. In the last 3 lines,
it sounds as if he wants to take revenge on his father. This is the effect of the tone here which
is very harsh and shows evidence of irritation. In Digging, there are 3 characters: the persona,
persona’s father and the persona’s grandfather. The persona is a poet because he keeps on
mentioning a “squat pen” with which he will make his life with. The father character is a
farmer, just like in the Follower. The father character’s skills are not touched on as much as
they were in the Follower but what he does as a farmer is described in detail in comparison to
what the persona does. The difference between the father and the persona is the difference
between their professions in Digging. However, in the Follower, it was both the profession
and the level of skills they had in farming. Unlike in the Follower, where the persona almost
hates his father because of the difference of level of skills between them, in Digging, the
persona is proud of his father and the grandfather as evident in lines 15 and 16. The third
character in Digging is the grandfather who has the most skills among the three of them. With
this third character, the Digging poem gains the idea of level of skills just like in the
Follower—each generation is less skilled. ‘The final area to discuss is the use of language,
because it affects the meaning of the words, phrases and sentences. There are many sensory
details in both of the poems which emphasize certain concepts and/or help bring out details
about characters, actions and themes. For example, “rasping sound” (3),“coarse boot” (10),
and “the cold smell of potato mold” (25) in Digging. In the Follower, the examples of sensory



details are as follows: “dipping and rising to his plod” (16), and “yapping” (22). In both of
the poems, the terminology is related to farming and what the people living the countryside
use. For example, “shafts”, and “headrig” in the Follower and “spade” and “digging” in
Digging. The effect of use of such terminology is that it makes it more clear what the
profession of the fathers and the grandfather is. There is heavy repetition in both poems. For
example, in Digging, the word “spade” is repeated many times. In this case, the repetition
brings out a symbol. Spade symbolizes a connection between the three generations. The word
“digging” is repeated too, which again is a symbol of heritage and finding your own roots.
The word “pen” is repeated too. It symbolizes the profession of the persona and it is
connected to “spade” in sense of digging with it. It means that with the pen, the persona will
make his own life just like with the spade, his father and grandfather did. In the Follower, the
repetition is not as heavy and it isn’t used in order to bring out symbols. It shows change in
time and characters. The word “plough” is repeated in lines 1 and 17 and it helps comparing
the two characters. The word “furrow” is repeated in line 3 and 12. It brings out the theme of
following. In both poems, there are some interesting choices of words. For example in line 6
in the Follower, the word “team” is used instead of just saying “group of horses” or anything
similar. It shows that the father has a team and he is the leader which, then, shows his power.
In line 16 in the Follower, “dipping and rising” points out the father’s power compared to the
persona’s own power. It may also show how strongly the persona felt the actions of his
father. In line 4 in Digging, “sink” is interesting. The persona could have said “dig” in order
to describe how the spade was being moved. In line 24 in Digging, the word “turf” is used.
The reason of this word being used is that it grows in the soil and it is related to the symbol of
roots. So, in conclusion, the effect of these different uses of language is that it connects
structure to character and both of these to the main theme(s). In conclusion, the themes of
aging and change in time, effects of aging and most importantly, the father-son relationship is
shown through how the structures were presented, the use of language and its effects and the
detailed character descriptions. The themes are the biggest connection of the two poems
besides the fact that Seamus Heaney wrote both of them. The techniques and characters were
similar in both poems but they were not the same entirely. This is why the approach to the
main theme was different in both poems. However, at the end, it is very easy to connect these
poems together and it is very likely that Heaney was the persona himself because he is a poet
and his father was a farmer in Ireland.



Read ‘Follower' and ‘Mid-Term Break’ printed below and on page 13. Compare and contrast how
childhood is presented in these poems.

Assessment objective(s) covered:
AO1 (15 marks)
AO2 (15 marks)
AO4 (10 marks)

Total marks available: 40

Student response (1)

Heaney presents the struggles of childhood in his poems ‘Follower’ and ‘Mid-Term Break’. Whilst in
‘Mid-Term Break’ this is explored through the traumatic death of the speaker’s brother, ‘Follower’
explores this through the speaker’s desperation to follow in his father's footsteps as a farmer. Both
poems present the speaker looking retrospectively at their own childhood. This view of childhood
from an adult perspective creates a sense of remorse and regret, in both poems as the speaker
reflects upon their struggles as a child. Arguably, in ‘Mid-Term Break’ this is explored in a more
traumatic tone making this reflection more poignant.

Heaney creates a sense of distance between the speaker and their family in both poems. In
‘Follower’ this distancing is explored through the semantic field of sailing. Imagery associated with
sailing is used in order to explore a rift between the speaker and their father; phrases like “a full sail
strung” and “Mapping the furrow” allude to sailing. Heaney cleverly juxtaposes the father's job as a
farmer on land to sailing and the sea. Perhaps, subtly Heaney is exploring the idea that during
childhood father and son have become estranged: one on land the other on sea. This distance
created between the protagonists of the poem creates a tone of loss. This damaged relationship
between parent and child is further explored by the use of half rhyme throughout the poem. The
use of half rhyme creates a sense of disunity and struggle as the speaker desperately tries to

follow his father maintaining the relationship between them. In the last line the use of the
preposition “behind” suggests father and son remain distanced even after childhood. It seems, -
Heaney here, presents the relationship between father and son as futile due to irreparable damage
created during childhood.

Similarly, in ‘Mid-Term Break’ following the death of the speaker's brother Heaney seems to
present the speaker’s detachment and distancing from his brother. This idea is explored through
the noun ‘corpse’. The use of ‘corpse’ dehumanises his brother as a mere dead body. Moreover
this idea is reinforced through the use of colioquial term ‘box’ devaluing the death of his brother.
Heahey presents the speaker's disregard for his brother creating distance and animosity. However,
on other hand, it could be argued that Heaney subtly presents the speaker’s grief over the death of
his brother in the final stanza. The use of the pronoun ‘he’, and ‘his’ gives the ‘corpse’ described in
the fourth stanza an owner. This acknowledgement of his brother is perhaps a sign of the
speaker’s grief. Structurally, as this idea is introduced the final stanza of poem is suggests that
only in adulthood where the speaker has reached the emotional maturity to comprehend his
brother's death has the speaker felt this grief. During childhood the speaker was not able to
understand as Heaney presents the speaker as absent, shifting between school ‘in the college sick
bay’ and the ‘funeral’. In addition, it could be argued that the ‘bells’ described in the first stanza
could allude to both church bells and school! bells. This lack of distinction between the two shows
the speaker’s childhoad confusion concerning the death of his brother. Therefore, it seems that



whilst in ‘Follower’ the distance between the speaker and his father is presented as futile due to a
rift created between them during childhood, in ‘Mid-Term Break' this distance has closed as an
adult perspective has provided hope for the relationship after death. This after death experience is
further explored through the reference to flowers ‘poppy’, the image of a flower symbolises new life
after death. This new life it could be argued is perhaps blossoming from a reconciled relationship
between the siblings.

In both poems, Heaney presents the temporary nature of childhood. In ‘Follower’ this is presented
through a shift in verbs. Heaney describes the speaker of the poem using the verbs ‘tripping’ and
‘falling’. These verbs have connotations associated with instability and uncertainty. Perhaps here,
Heaney is presenting the speaker’s instability moving into adulthood and away from childhood.
Moreover, on the following line Heaney describes the speaker’s father as ‘stumbling’. This idea that
he is ‘stumbling’ suggests that the speaker’s father is now elderly and perhaps physically impaired.
Consequently, this suggests that the poem is written in retrospect as the speaker is looking back
upon his childhood. This abrupt shift in time in the poem suggests childhood is also abruptly
ended. Writing in retrospect, Heaney presents childhood as a distant memory highlighting its
impermanence and temporary nature. Presenting childhood as a temporary period of uncertainty
Heaney creates a sombre, nostalgic tone as the speaker mourns the end of this period in his life.
Contrastingly, in ‘Mid-Term Break’ childhood is presented as a tormenting period in life. The use of
metonymy through the noun ‘whispers’ suggests the speaker feels tormented by the gossip
surrounding his brother’'s death. This idea of gossip is further explored through ‘Big Jim Evans’
saying ‘it was a hard blow’. Here the adults of the poem are presented as insensitive ‘it was a hard
blow' metaphorically could suggest the trauma and pain the speaker and his family are suffering.
However physically this could allude to the speaker’s brother’s death as a car ran him over. This
light-hearted use of pun creates an unsettling tone as it surrounds the death of a child. In
presenting the speaker’s recognition of this Heaney cleverly deconstructs the idea of a childhood
ignorance. Instead the speaker is very much aware of the ‘talk’ surrounding him. Therefore, whilst
in ‘Follower’ childhood is presented as a temporal period of uncertainty, in ‘Mid-Term Break’ it is

presented as an extremely difficult, challenging period in life.

To conclude, Heaney presents childhood as an extremely difficult phase in life. Both in ‘Mid-Term
Break’ and ‘Follower children’s relationships with their families seem to have deteriorated during
childhood. However whilst in ‘Follower’ this damage seems irreparable in ‘In Mid-Term Break’ it
could be argued there is hope for a reconciliation after death. Furthermore, in ‘Follower’ childhood
is presented as a fleeting faded memory whereas in ‘Mid-Term Break’ it is a much more vivid
period in the speaker's life. Perhaps this is due to the speaker’s loss of childhood ignorance in
‘Mid-Term Break’ after the death of a loved one childhood is no longer such a passing moment but
instead an extremely poignant part of the speaker’s life.



Student response (2) _

The corrupting nature of harsh realities on childhood ideals is explored in both ‘Follower’ and ‘Mid-
Term Break'. This evidences the elusive quality to childhood and Heaney, through the increasing
cynical tone clear in each poem, seems to comment on the damaging effect of time on ones
visionary perspective of the world as a child. However, whilst a child's relationship with his father is
depicted in ‘Follower’, a wider range of interaction and foci stems from the incorporation of different
characters and settings in ‘Mid- Term Break’, perhaps alluding to the effect of a traumatic event
on childhood: a loss of optimism and therefore an increase in awareness and perception.

Heaney's shifting of verbs in each poem aids him in crafting an increasingly pragmatic tone which
strongly communicates the fleeting nature of childhood. In ‘Follower’ such physical verbs as ‘work’,’
globed' and ‘strained’ used in the first stanza, illustrate the forceful power and size of the father
through the narrators eyes. This hyperbolic language aids the poet in depicting the utter admiration
of the Son for his father and a child’s habit of exaggeration. This conirasts the use of clumsy verbs
in the last stanza such as ‘tripping’, falling’ and ‘stumbling’ as the initial skill of the Father is
undermined. The directly opposing verbs effectively present the sheer difference in mindset of a
child and an adult and the speed at which this changes.

Similarly, in ‘Mid- Term Break’ the verb ‘counting’, often associated with childhood, is used in the
first stanza compared to the common verbs such as ‘went’ and ‘lay’ seen nearing the end of the
poem. The shift from playful to common verbs could represent the loss of childhood; however, the
more obvious child-like verbs such as ‘cooed’, ‘laughed’ and ‘rocked’ in the third stanza could
allude to the narrator’s an awareness of the naivety of ‘the baby’. This seems emphasised through
Heaney's use of iambic pentameter as the rhythm in this line is bouncy and emphatic highlighting
the ignorance of the baby compared to the understated emotional response of the narrator. Whilst
the narrator’s innocent perspective appears one dimensional in ‘follower’, Heaney presents a more
complex depiction of childhood in ‘Mid- Term Break® as the narrator is both aware of the reality of
the ‘four foot box’ but still ‘held hands’ with his mother.

Although in both poems Heaney depicts childhood as fleeting and alludes to the realisation of
growing up, different techniques are used to craft this sense of time. In ‘Follower’ this is achieved
through a shift in tenses as the use of past tense throughout the first five stanzas aids the poet in
highlighting the retrospective tone of the poem and such lines as ‘wanted to plough’ depict a
represented form of childhood from an adult perspective. This aids the poet in presenting a naive

tone which is then disrupted with the monosyllabic ‘but’ which emphasises the Volta and Heaney's
shifts from a childlike register to a more mature voice. The older voice is evident in the cynicism
that arises from the use of the negative adverb ‘not’ in ‘and will not go away’. The loss of childhood
is strongly conveyed to the reader through this technique and childhood is depicted as something
temparary that should be treasured as the optimistic voice of the child is neglected.

However, in ‘Mid-Term Break’, the foregrounding of time evident in such phrases as ‘all morning’,
‘ten o'clock’ and ‘next morning’ alludes to a vivid awareness of the surroundings suggesting the
narrator, although recalling events retrospectively, had a grasp on the reality of the death of his
brother, suggesting that childhood is not lost quickly, rather it is corrupted slowly by ones
experience of suffering. This seems further highlighted by the haunting yet subtle pun ‘it was a
hard blow’ which is later conveyed explicitly in the line ‘the bumper knocked him clear’. The direct
linking of these phrases through the use of active verbs emphasises a gradual understanding and
realisation of the situation showing childhood to be more daunting and less idealistic than in
‘Follower’.

Ultimately, Heaney allows his adult narrative voice to prevail in the last lines of each poem: ‘A four
foot box, a foot for every year.' and ‘behind me and will hot go away’. This suggests that the
memories of childhood cannot remain completely unadulterated by one’s adult pessimism. Whilst
childhood, although brief, appears fo be an ideal in ‘Follower’, Heaney explores the true awareness
of a child through his narrative voice in ‘Mid-Term Break’ suggesting the similarities between adult
and child mentality when faced with pain and sorrow.



