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A319 COURSE KIT:  PART I & PART II 

[26 ITEMS] 
 
The following list totalling 26 items shows the learning/teaching materials required 
for A319, Part I & Part II. Make sure that you receive all items upon registering in 
Part I:  
 
I. ONE COURSE GUIDE 
• Course Guide & Course Support Materials [this booklet]   

II. SIX  COURSE BLOCK TEXTS (AOU editions licensed from OU) 
• Block 1: Introduction 
• Block 2: The Impact of Modernism  
• Block 3: Literature and Ideology 
• Block 4: End of Empire 
• Block 5: New Writings in English 
• Block 6: Literature and History 

 
III. ONE COURSE READER (AOU edition licensed from OU) 
• Literature in the Modern World: Critical Essays and Documents, [Edited by 

Dennis Walder (2005)] 
 
IV. TWO COURSE ANTHOLOGIES (AOU editions licensed from OU) 
• The Prose Anthology, [Edited by Sally Dawson and Jessica Davies (2005)] 
• The Poetry and Drama Anthology [Edited by Sally Dawson and Jessica Davies 

(2005)] 
 

V. EIGHT SET BOOKS 
• Virginia Woolf Mrs. Dalloway 
• T.S. Eliot The Waste Land and Other Poems 
• Evelyn Waugh Officers and Gentlemen 
• E.M. Forster A Passage to India 
• Chinua Achebe Things Fall Apart 
• R.K. Narayan The Painter of Signs 
• V.S. Naipaul  In a Free State 
• J.G. Ballard  Empire of the Sun 
 
VI.  SET OF EIGHT CDs  [CD 01 � CD 08] 
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Preface 

Dear Student, 
 
This is an enlarged and updated course guide which you should find quite useful. In 
fact, it is indispensable to you  as it provides you with an overall view of the course. 

The A319 Course Guide is the first thing that you should read very carefully before 
you go to your first tutorial. Of special importance in starting the course is your need 
to be familiar with the Course Learning/Teaching Materials. Please make sure that 
you receive all materials including the eight audio CDs, which are an essential part 
of the course, and are likely to contain materials that will be assessed in assignments. 

As you should know by now, A319: Literature in the Modern World is now offered as 
two independent courses: 
 

� First Course: A319A Literature in the Modern World (I) 
� Second Course: A319B Literature in the Modern World (II) 

However, when you register for A319, you will be given all teaching materials 
required for Part I and Part II. This is because some teaching material is used for the 
two new courses. 

Other aspects of the course that you should know before going to your first tutorial 
are the following: course requirements; course aims; course learning outcomes; 
course structure/organization; and course assessment. Details on all these aspects 
are in this guide (Sections 1-8). 

While pursuing this course you will be expected to have access to a computer in order 
to word process your TMAs and to access the Internet. 

There will be a two-hour tutorial every week. We would like to advise you to take an 
active role in these tutorials. We would also like to advise you to make use of the 
office hours which your tutor will set aside for meeting with you on an individual 
basis to help you with the course, answer your questions, and give you guidance in 
preparing your TMAs.   

It is expected at AOU that you do much of the work for this class independently, 
outside and before tutorial meetings [see Course Study Calendars in Section 17 for 
details.] This way you can participate in course discussions during tutorials, and you 
will also be prepared to ask questions of material that you did not understand.  You 
will find if you get into the practice of preparing in advance for your tutorials and 
going to your tutor�s office hours that your understanding and mastery of the complex 
literary, theoretical and critical ideas in this course will be greatly improved.  You 
will also have a more lasting and enjoyable experience. 
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Finally, we would like to remind you that in marking your TMAs as well as your mid-
term and final exams, a certain percentage of your grade goes to the �content� and 
another percent goes to �language.� This measure sh ould be viewed as a motivation 
for you to improve you English, which will prepare you for your job search after you 
graduate.  Tutorials and office hours provide excellent opportunities for you to listen 
to English and most importantly to speak it. It is your duty, therefore, to practice your 
English and expand your literary horizons while doing so. 

Good luck. 

Angelica DeAngelis 
Course Chair 
 
March 2008  
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1. COURSE DESCRIPTOR 
 
Course No and Title: Literature in the Modern World A319 A & B: Part I and Part II 

The course is divided into two equal courses each allocated 8 credit hours (30 points). 
Furthermore, the course is offered, taught, and assessed as two independent courses. 

1. A319A: Literature in the Modern World Part I 
2. A319B: Literature in the Modern World Part II 

Course Level: A319A and A319B are level-3 courses  

Credit Hours: 16 (8 for each part) 

Course Prerequisites: 
• A319A:  A210A 
• A319B:  A319A 

A319 Literature in the Modern World introduces students to literary studies from the 
1920s to the end of the twentieth century, including the major theoretical and critical 
movements of this period.  The course focuses on the study of aspects of cultural 
change through which ’English Literature’ has become �literature in English�.  With 
representative readings from three genres (prose fiction, poetry and drama) A319 
includes thematic blocks on Modernism, Englishness, literature and ideology, 
language and gender, and literature and history, studied primarily through the 
theoretical lenses of structuralism, Marxism and feminism. 
 
 This course is designed to develop three different critical skills: 

 
• The practice of close reading of texts from all three genres.  For drama, this 

includes learning to recognise the ways in which the words on the page can be 
translated into performance; 

• The identification and analysis of narrative and thematic issues in texts in order to 
make productive comparisons between them; 

• The critical engagement with a range of theoretical studies and the application of 
these to readings of the literary texts. 

 
 
2. COURSE AIMS 
 
The main aim of this third level course is to increase your skill in and enjoyment of 
reading literature, while helping to deepen your understanding of some of the main 
features of the twentieth-century texts we have selected for study. 

 
The broad aims of this course are: 

1. to introduce you to a wide selection of twentieth-century prose fiction, poems 
and plays, written chiefly between 1920 and 1990; 
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2. to increase your understanding of methodological approaches and theoretical 
issues relevant to the study of literature; 

3. to explore a number of key factors responsible for the shift from �English 
literature� to �literature in English�; 

4. to develop your awareness of the relationship between literature and history. 
 

 
3. COURSE DELIVERY  
 
This OU-based course was originally designed to be delivered over one academic 
year.  
 
For practical purposes the course is divided into and delivered as two equal parts, 
each constituting an independent course as follows: 

(i) A319A: Literature in the Modern World Part (I) 
(ii) A319B: Literature in the Modern World Part (II) 

Each course is allocated 8 credit hours and is delivered over one 16-week semester. 
 
Relationship Between A319A & A319B: 
 

1. A319A is a prerequisite for A319B. This means you cannot register in A319B 
unless you have passed A319A. 

2. A319A and A319B are treated as independent courses for purposes of student 
registration. 

3. A319A and A319B are treated as independent courses for purposes of 
assessment. This means that you will be assessed independently for each 
course and that you have to pass each of the two courses. The marks you earn 
in each of A319A and A319B will be entered separately onto your transcript. 
For more details see Section 8 below.  

4. Some of the teaching/learning materials used in A319A will be also used in 
A319B. This means you will receive a complete COURSE KIT upon 
registering in A319A.  See Section 4 below. 

 
 

4. COURSE LEARNING/TEACHING MATERIALS  
 
The following table shows the learning/teaching materials required for A319. The 
table further shows: 
 

i. Materials required for A319A 
ii. Materials required for A319B 
iii. Materials required for both A319A and A319B 
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No Category A319 Materials A319A A319B 
1 Course Guide Course Guide  X X 

Block 1: Introduction X  
Block 2: The Impact of Modernism  X  
Block 3: Literature and Ideology X  
Block 4: End of Empire   X 
Block 5: New Writings in English  X 

2 Course Block  
Texts 

Block 6: Literature and History  X 
3 Course Reader  Critical Essays and Documents  X X 

The Prose Anthology X X 4 Course 
Anthologies The Poetry and Drama Anthology X X 

Virginia Woolf Mrs. Dalloway X  
T.S. Eliot The Waste Land X  
Evelyn Waugh Officers and Gentlemen X  
E.M. Forster:  A Passage to India  X 
Chinua Achebe:  Things Fall Apart   X 
R.K. Narayan:  The Painter of Signs   X 
V.S. Naipaul:  In a Free State  X 

5 Set Books  
 

J.G. Ballard:  Empire of the Sun   X 
6 CDs 8 CDs [CD 01-CD 08] CD 01-04 CD 05-08 

 

5. COURSE STRUCTURE/ORGANIZATION 

The structure of A319 is partly chronological and partly thematic, and the set texts 
represent three kinds of writing � prose fiction, p oetry and drama � beginning in the 
1920s and ending in the 1990s.  The course is divided into six blocks, each organized 
around a theme which is explored through a variety of literary and theoretical texts 
(except Block 1, which serves as an introduction to the course as a whole).  Each 
theme is the focus of a Block Text, which provides guided discussions of the course 
literary and theoretical readings. Further discussion and analysis of course material is 
supplied through the audio CDs.  In addition, you will attend 30 two-hour tutorial 
sessions (15 every semester). 

Divided into thematic blocks, the course is designed to discuss three distinct areas: 
� Set texts representing prose fiction, poetry and/or drama 
� One of the course themes 
� Theoretical and methodological issues relevant to the study of literature 

 
It is important to realise that all of the above three points are an integral part of the 
course.  In the TMAs and the examination you will be asked to apply these 
�approaches� to the texts in order to determine the ir usefulness and explore insights 
they give us into texts. 

The main content of each of the Blocks is described below. 

5.1. A319A 

A319A consists of three blocks: 1, 2, and 3 as described below.  



 

 

10

Block 1:  Introduction presents the formal analysis of prose fiction, poetry and 
drama. This block also introduces some of the major theoretical approaches to be used 
in the course and offers an overview of the course as a whole, primarily structuralism, 
Marxism and European feminism. 
  
Block 2: The Impact of Modernism explores the explosive international cultural 
movement, which brought the European tradition of High Culture to an end and set 
the stage for twentieth-century writing.  This block begins to develop the analytical 
approach to the three forms of writing introduced in Block 1, and begins our 
discussion of two courses themes:  �language and gender� and �literature and 
ideology�. 
  
Block 3: Literature and Ideology:  This block comprising two parts introduces one of 
the central issues in the course; namely the relationship between literature and 
ideology.  Part 1 introduces students to the concept of ideology and discusses a range 
of different definitions of the term.  It then explores one reaction to Modernism 
amongst English writers in the aftermath of the First World War:  the elaboration of a 
potent � often unconscious and contradictory � ideo logy of �Englishness�.  Part 2 
considers the idea of ideology in relation to language and gender, and takes up a 
theme that runs right through the course, the relationship of women to the literary 
canon.  

The relationship between all these components, together with an indicative timetable 
of study, is illustrated in the table in the Course Study Calendar in Section 17.1 at 
the end of this booklet. 

5.2. A319B 

A319B consists of three blocks: 4, 5, and 6 as described below. 

Block 4: End of Empire:  This block explores the reverberations within British 
literary culture of the dissolution of the British Empire through a detailed engagement 
with and analysis of E.M. Forster�s novel A Passage to India (1924), and a selection 
of British poetry, 1950-1980.  Additionally, the block exposes students to the major 
tenets of Edward Said�s study of �Orientalism�.  
  
Block 5:  New Writings in English:  This block aims to explore the richness and 
variety of these �new writings� through three princ ipal means.  First a study of a 
selection of major texts from outside the United Kingdom will demonstrate the 
phenomenal upsurge in literary creativity in English in countries formerly of the 
British Empire.  This will be further revealed through a discussion of certain key 
themes (history, identity, exile, language and the sense of place), and the contribution 
of these �new writings in English� to a redefinitio n of the English literary canon.  
Finally, an exploration of the range of literary forms and voices from several countries 
will show the richness and variety of these �new writings�.   
  
Block 6: Literature and History:  This block involves the study of a number of 
literary texts from the point of view of their relationship to history.  It aims to explore 
the relationship between literature and history, and to develop an understanding of 
this relationship by the study of a selection of texts from two main genres:  poetry and 
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prose fiction.  Furthermore, by foregrounding the relationship between literature and 
history, this block aims to suggest a productive new perspective to the course as a 
whole. 

The relationship between all these components, together with an indicative timetable 
of study, is illustrated in the table in the Course Study Calendar in Section 17.2 at 
the end of this booklet. 

6. COURSE REQUIREMENTS  

You will be expected to have access to a computer in order to word process your 
assignments, and to access supplementary online materials provided for this course.  
You will also need access to a CD player to listen to the audio recordings. 

7.  COURSE LEARNING OUTCOMES 

[extracted from www.open.ac.uk]  

Although A319 is delivered in two administratively independent parts, the learning 
outcomes refer to the totality of what you are expected to attain upon completion of 
Part (II).  Please see details of how learning outcomes are mapped onto the parts of 
the course (Section 14 below).  
 
Upon completing this course, you will be expected to identify, analyse and compare 
narrative and thematic issues in texts as well as to engage critically with a range of 
theoretical studies and to apply these to readings of the literary texts.  

More specifically, the course provides opportunities for you to develop and 
demonstrate the following learning outcomes. 

(A) Knowledge and understanding 
1. Demonstrate a broad knowledge of twentieth-century literary works, most of 

them written in English, in the three major genres (prose fiction, poetry and 
drama � the latter including an awareness of perfor mance as well as text). 

2. Show an appreciation of ’new writings in English’ with their distinctive styles 
and thematic concerns as well as works in English and in translation by 
canonical writers. 

3. Build an understanding of some theoretical issues relevant to the study of 
literature. 

4. Develop an awareness of how the meanings within texts come into being 
through their relation to ideology. 

5. Enhance understanding of the relationship between a literary text and its 
historical contexts. 

  
(B) Cognitive (or thinking) skills 

1. Hone skills in literary analysis as established at Level 2  
2. Expand by learning additional analytical skills as students seek to engage with 

a culture other than their own, remaining sensitive to possible constraints on 
understanding as well as to the �opening up� that c lose analysis produces. 
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3. Develop skills of critical thinking and the ability to engage with and evaluate 
complex arguments (applied in this case to literary criticism and theory as well 
as to literary texts). 

4. Practice ability to engage in comparative argument and to develop a synthesis. 
5. Enlarge awareness of literature and literary criticism as subjects which are, in 

themselves, open to change and bearing the mark of their own cultural 
circumstances. 

 
(C) Key (or transferable) skills  

1. Develop skills that can be used effectively in environments other than literary 
study.  These include the ability to articulate a sophisticated argument and to 
communicate fluently in written English. 

2. Enhance existing strategies for learning through critical reading and listening. 
3. Manage own independent learning effectively and to use feedback in order to 

improve performance. 
  
(D) Practical/professional skills 

1. Develop subject-specific skills such as the ability to offer an independent 
intellectual response to both imaginative and discursive forms of writing. 

2. Be able to analyse, interpret and use highly organized language in a way that 
prepares students for further study. 

3. Understand and respond to a variety of different tasks ranging from one which 
are relatively closed to ones which are complex and open-ended. 

4. Be able to use scholarly conventions in an appropriate and consistent way. 
 

8. COURSE ASSESSMENT  

8.1. A319A Assessment 

A319A has TWO tutor marked assignments (known as TMAs).   

• TMA 01 (related to Blocks 1 and 2 and representing 15 per cent of the overall 
continuous assessment score [OCAS]) will assess your ability to perform a 
close reading using genre-appropriate methodology in the analysis of a 
modernist literary text. 

• TMA 02 (related to Block 3 and representing 15 per cent of the OCAS) will 
assess your skills of critical evaluation and argument through the interrogation 
of the connection of ideology and literature. 

In addition to the two TMAs, there will be: 

1.  One Mid-Term Assessment (MTA), and  
2.   One 3 hour FINAL EXAM at the end of the course. 
 
 

The balance between components of assessment is shown in the following table:  
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Components Form of  Assessment &  Marks % 

TMA01 15 TMAs 

(total =  2)   TMA02 15 

CONTINUOUS ASSESSMENT 

  MTA 20 

50% 

FINAL ASSESSMENT FINAL EXAM 50 50% 

  GRAND TOTAL 100 100% 

 

8.2. A319B Assessment 

A319B has TWO tutor marked assignments (known as TMAs).   

TMA 01 (related to Blocks 4 & 5 and representing 15 per cent of the OCAS) will 
access your ability to situate a discussion of text and theory in a political/cultural 
context. 
TMA 02 (related to Block 6 and representing 15 per cent of the OCAS) will access 
your ability to synthesize theoretical materials, and to (re)evaluate literary texts 
accordingly. 

In addition to the two TMAs, there will be: 

1.  One Mid-Term Assessment (MTA), and  
2.  One 3 hour FINAL EXAM at the end of the course. 

The balance between components of assessment is shown in the following table:  

Components Form of  Assessment &  Marks % 

TMA01 15% 50% TMAs 

(total =  2)   TMA02 15 %  

CONTINUOUS ASSESSMENT 

  MTA 20%  

FINAL ASSESSMENT FINAL EXAM 50% 50% 

  GRAND TOTAL 100% 

 
 
9. COURSE TUTORIALS, TMAs & EXAMS 
 
9.1. Tutorials 
 
For each of A319A & A319B there will be sixteen 2-hour tutorial sessions as 
illustrated in the Course Study Calendars in Section 17 below. 
 
Tutorials are interactive sessions that should not be viewed as traditional lectures.  
The main objective of tutorials may be summed up as follows: 
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1. to provide you with opportunities  to practice your  English and hence upgrade 
your  fluency and improve your  pronunciation and listening capabilities; 

2. to enable course tutors to review teaching materials and activities with you and 
your classmates  [as specified in Course Study Calendar] as well as to answer 
your  queries, ascertaining your mastery of course materials and concepts; 

3. to provide a forum of discussion where you and your colleagues take a central 
role, particularly with regard to complex critical and theoretical readings of 
literature; 

4. to enable you to voice your  opinions with regard to various aspects of the course 
materials and associated activities. 

 
In addition to weekly tutorials, all tutors have certain weekly office hours (posted on 
their office doors) where they can meet you  to answer your  questions or explicate the 
comments they have made on your  TMAs. 
 
9.2. Tutor-Marked Assignments (TMAs) 
 
These assignments are spread out over the duration of course delivery.  In addition to 
gauging student progress of study, they serve to invoke and develop investigative and 
research skills.  TMAs carry 30% of the overall grade of the course.  
 
9.3. Mid-Term Assessment (MTA) 
 
The MTA is viewed to be another contributor to monitoring the progression of 
students’ achievement.  It carries 20% of the overall grade of the course.   Questions 
in MTAs typically require short notes/answers/comments: e.g. definitions; 
exemplification; writing one or two paragraphs, etc.  In other words, they are not of 
the open-ended essay type.   
 
9.4. Final Exams (FEs) 
 
Final exams are typically of the essay type and are divided into three Sections/Parts 
each covering one or two blocks/themes of the course as in the table below. Students 
will be required to answer 3 questions in 3 hours.  
 

Part Questions Notes 
A 1 � ONE compulsory question, but there might be some option 

within this question (e.g. defining seven key terms out of 
10) 

� The question  typically deals with a very important or 
central topic 

B 2 & 3 � This part consists of 2 questions  
� Students answer one question only 
� Each question is meant to test a certain block/theme 

C 4 & 5 � This part consists of 2 questions  
� Students answer one question only  
� Each question is meant to test a certain block/theme 
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9.5. Communication and Language Accuracy 
 
Students majoring in English Language and Literature are expected to possess a 
reasonably high level of proficiency in English.  In writing, they are expected to 
produce well-written and well-developed essays that are error-free in terms of 
language accuracy. Students’ grades will be lowered if they make grammatical and 
vocabulary errors as well as errors in writing mechanics (e.g. punctuation, 
capitalization, spelling) and errors in presentation and paragraphing, etc.  
 
The table below shows that in marking students’ TMAs and other types of written 
work including final exams, a certain percentage of the mark is determined by the 
student’s ability to write well and observe rules of grammar and writing mechanics. 
 

Course 
Level 

Courses Marks Deducted  for Improper/ 
Unacceptable  Language Use 

Level-1 A123A, A123B Up to 20% 
Level-2 A210A, A210B; U210A; 

U210B 
Up to 20% 

Level-3 A319A, A319B; E300A, 
E300B; E303A, E303B 

Up to 30% 

 
 

10. HOW IS THE COURSE OF BENEFIT TO ME? 
 
A319 Literature in the Modern World is a challenging and exciting course that 
examines twentieth-century literature through contemporary theoretical and critical 
approaches.  It serves as a culminating course for previous literary studies undertaken 
at AOU, enabling you to employ previously learned skills (such as literary analysis, 
close reading, critical thinking and writing).  It also stretches your literary and 
academic horizons, introducing you to advanced critical and theoretical writings, and 
challenging you to apply these writings to complex and demanding works of 
literature.  Successful completion of this course should leave you well prepared to 
continue your studies in literature, should you choose to pursue a postgraduate degree. 
 
Because the texts are read within their cultural and historical contexts, the course 
allows students to explore the connection between English literature, history and 
culture, tracing aspects of cultural change through which �English Literature� has 
become a more global �Literature in English�.   
 
The intellectual and scholarly skills learned and honed in this course, including a 
sophisticated knowledge of the English language, will serve any student well, no 
matter what career he or she chooses to practise upon graduating from AOU.   
 
 

11. PREPARING FOR THE COURSE 
 
This course builds on the skills of critical reading and writing that you have been 
developing throughout your studies at AOU.  It assumes that you have the basic skills 
needed to research and produce an academic essay using the conventions of literary 
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studies, and to answer an essay exam question under time constraints.  This course 
also assumes that you can carry out basic literary tasks such as reading for content and 
for meaning, performing close readings of passages, and discussing, synthesizing and 
analyzing course materials.  These are all skills that you have learned during your 
previous studies, and you may want to review some of these basics before you embark 
on this course. 
 
A319 Literature in the Modern World is a demanding course, both in terms of amount 
of material that is covered, and its difficulty.  In addition to very challenging literary 
works, you will also be expanding your knowledge and understanding of theoretical 
works and critical approaches to literary studies, often through the reading and 
analyzing of primary works.  While you are not expected to know any of the 
theoretical or critical materials before the course (although some will be familiar from 
your studies in A210), you are expected to approach them with an open mind, and to 
use them in your analysis and discussion during tutorials and on written assignments.  
Much of the material (including the literature) will require more than one reading, so 
be prepared to make the necessary time commitment in order to succeed in this 
course. 
 
 

12. GENERAL GUIDANCE ON WRITING TMAs 

The notes below give general advice on planning and writing assignments. Some of 
this may be familiar to you if you have previously studied courses in related areas. If 
you have had limited experience in academic writing, you should pay particular 
attention to the advice given here and, if necessary, ask your tutor for help in putting it 
into practice. Similarly, if the question is not clear to you, contact your tutor in the 
first instance. He or she should be able to help you sort out any confusion. 

More specific guidance is given for each TMA can be found in the Assignment 
Booklet. 

12.1 Using the Course Material 

Your assignments are meant to provide evidence that you have read, understood and, 
where appropriate, applied the A319 course materials. You may refer to other relevant 
sources of evidence if you wish, or as called upon by the question, but your 
assignments will be assessed primarily on your knowledge, understanding and 
application of the course materials in addressing the question set. This criterion 
applies to all of the A319 assignments, even those which require you to apply the 
knowledge and skills that you have acquired. Whatever the source of your evidence, 
remember that it is not sufficient simply to reproduce it � you need to use it to 
advance your argument. 

12.2. Structuring and Drafting Your Assignments  

Because A319 is a course designed to help you develop particular skills, you will be 
given clear guidelines on how to approach each assignment. However, it is still 
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important that you draft your work carefully before committing to the final text. Most 
writers change things as they write. 

In all assignments, you need to pay particular attention to the development of your 
argument � drawing on what you have learned about a cademic writing in other 
literature courses at AOU.  Some people find it easier to write the introduction last of 
all, when they know what it is they are introducing. Others prefer to write the 
introduction first, outlining what they are going to do, and then refer back to it when 
writing the rest of their answer. In either case, reread the introduction when you have 
finished writing the assignment to make sure that it does indeed outline the work that 
you have written. 

Structure the main body of your answer carefully, developing ideas and arguments 
systematically. Try to include �signposts� to help your reader. For example, draw 
points together at the end of a section, and then indicate how you are going to follow 
on from these in the next section. Do not be afraid to use subheadings in the final 
version of your TMAs.  While this may be a departure from the writing conventions 
you usually follow, headings can help you to structure your argument and to see more 
clearly where you are in danger of including irrelevant material.  Be sure to use them 
judiciously (don�t overuse!) and do NOT let headings take the place of the 
organization and flow of your argument. 

Finally, remember not to introduce new points in your conclusion. 

12.3. Writing Your Assignments 

You are expected to write your assignments in English of a standard reflecting 
honours-level undergraduate study. Your mark will suffer if your TMA is not written 
in good English (including grammar, vocabulary, spelling, writing techniques, etc.). 
Indeed, the overall standard of your English should be high and this is reflected in the 
course assessment criteria (see below). 

When you have finished your assignment, read it through carefully. Check that it is 
clearly written, that it addresses the question asked, and that it provides a full answer 
to that question. If you are unsure about your writing style, you could ask a friend or 
colleague to read through a draft and tell you of any points that are unclear. At this 
point you should also check aspects of presentation (spelling, punctuation, verb 
tenses, subject/verb agreement, etc.). 

If you feel that you need additional support with academic writing, or if you have any 
specific difficulties (e.g., with spelling), you should discuss this with your tutor early 
on in the course and try to work out a way of minimising any problems. 
 

12.4. Plagiarism 

If you submit an assignment that contains work that is not your own, without 
indicating this to the marker (acknowledging your sources), you are committing 
�plagiarism�. This might occur in an assignment whe n you: 

� use a choice phrase or sentence that you have come across 
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� copy word-for-word directly from a text 
� copy an original idea from another source and present it as your own 
� paraphrase the words from a text very closely 
� use text downloaded from the Internet 
� borrow statistics or assembled facts from another person or source 
� copy or download figures, photographs, pictures or diagrams without 

acknowledging your sources 
� copy from the notes or essays of a fellow student 
� copy from your own notes, on a text, tutorial, video or lecture, which contain 

direct quotations 

Plagiarism may occur inadvertently due to inexperience. So read carefully all the 
course-specific study advice, especially statements concerning plagiarism and how to 
reference your sources.  [See Section 12.5 below] 

Where plagiarised material is included in TMAs, tutors are likely to notice the shifts 
in language competence and style and thus may be aware of the source. Seek their 
advice on this early on in your study. The temptation to plagiarise may arise from lack 
of self-confidence or from a lack of understanding about the aims of the assessment 
and about what is required of you. 

TMAs provide a vehicle for assessing your performance during your course and 
contribute to your overall course result. However, they also assist you in 
understanding your subject and aid your learning on the course. When you attempt to 
use the ideas and terms of the course independently, you learn more thoroughly and 
develop your own writing style. You are likely to perform better in examinations if 
you have learned how to write your own answers to questions in TMAs. By 
submitting work that is not your own, you are denying yourself the benefit of this 
valuable learning strategy. Copying the work of others would be counter-productive 
to your goal of understanding the course work and to real achievement. Most students 
will not wish to take such a negative approach to studying, and the University does 
not tolerate it. 

Although you are encouraged to show the results of your reading by referring to and 
quoting from works on your subject, copying from such sources without 
acknowledgement is deemed to be plagiarism and will not be accepted by the 
University. You are encouraged to collaborate with others in studying, but submitted 
work copied from or written jointly with others is not acceptable, unless collaboration 
is required in the particular assignment. Therefore in the future you will be asked to 
sign a statement to confirm that all assessment work you have submitted is your own. 

Submitting work that has been done by someone else and persistent borrowing of 
other people�s work without citation are obvious instances of plagiarism and are 
regarded as cheating. Paying for work from other sources and submitting it as your 
own is also cheating. It is intellectually dishonest to cheat and thus give one student 
an unfair advantage over others. If a case of plagiarism is proven, this is considered a 
serious offence and the Arab Open University disciplinary procedures will be 
followed.  
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12.5. Referencing Conventions:  MLA Format 

Whether you are quoting directly or simply referring to source material, academic 
convention requires that you should acknowledge where your information has come 
from, that is, its source. Always cite your sources in the body of your text, and give 
references as appropriate at the end. You may find it helpful to take note of the style 
adopted by the course authors, as well as using the guidance on referencing 
conventions provided below. 

The preferred format for TMAs in this course is the Modern Language Association 
(MLA) format.  The MLA format uses in-text citation, and a list of sources used and 
referenced in your essay at the end on the �Works C ited� page.  The best reference for 
MLA formatting is the MLA Handbook for Writers of Research Papers itself; you can 
also use one of the numerous online guides for MLA formatting.  Here are some of 
the basics to get you started. 
 
MLA uses an in-text citation method; that means that the citation materials appear 
within the body of the text (rather than as a footnote or endnote).  The basic 
information needed is the author�s name and the page number where the quote or 
paraphrase originated.  See for example the following quote from a book by Jane Doe: 
 
In a separate study of the novel the critic claims that, �the narrator was not 
omniscient� (Doe 72). 
 
All that is needed is the author�s last name and the number of the page.  Also note the 
correct placement of punctuation, parentheses and quotation marks.  If you were 
citing two authors, then the in-text citation would look like this: 
 
In several studies of the novel critics have claimed that �the narrator was not 
omniscient� (Doe 72; Smith 89; Jones 522). 
 
This is the in-text citation for quotes and paraphrases; you will also need to include 
the citation at the end of your essay on your �Work s Cited� page.  This means exactly 
what it says � you are to include only works actually used and cited (mentioned) in 
the paper � not any book or article you read but did not cit e. 
 
The �Works Cited� page should list your sources in alphabetical order based on the 
last name of the author.   If you have more than one work by the same author, then list 
the works alphabetically by title under that author�s name.  Here are examples of the 
most common kinds of citations that you will be using in A319: 
 

a. Entire Book 
Last name, First name. Title of Book. Place of Publication: Publisher, Year of 

Publication. 
For example: 
Forster, E. M. A Passage to India.  London: Penguin Books, 1924, 1979. 
 
There are two dates here because the novel was originally published in 1924, and then 
republished in this version in 1979.  This could be important information to your 
reader. 
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Proper formatting is an important element of your TMAs at this level of study, and the 
use (or lack) or proper formatting will be reflected in your TMA grade.  Although 
formatting styles are only conventions (they are not rules written in stone), they were 
developed and refined by writers and scholars to serve a particular purpose, and have 
been proven to work over many years of use.  The Purdue OWL online writing guide 
(an excellent writing resource!) explains the importance of MLA citations in the 
following way: 

 
MLA style specifies guidelines for formatting manuscripts and using the English 
language in writing. MLA style also provides writers with a system for referencing 
their sources through parenthetical citation in their essays and Works Cited pages. 
 
Writers who properly use MLA also build their credibility by demonstrating 
accountability to their source material. Most importantly, the use of MLA style can 
protect writers from accusations of plagiarism, which is the purposeful or accidental 
uncredited use of source material by other writers (Purdue OWL). 

 
This is an online source with no known author and no page numbers, so I�ve 
cited it by the title of the website.  The citation at the end of your essay on the 
�Works Cited� page should look like this: 
 

b.  Electronic Sources 

Name of Site. Date of Posting/Revision. Name of institution/organization 
affiliated with the site (sometimes found in copyright statements). Date 
you accessed the site [electronic address]. 

Purdue OWL. "MLA Formatting and Style Guide." The Online Writing Lab at 
Purdue. 26 February 2008. Purdue University Writing Lab. 28 February 
2008 <http://owl.english.purdue.edu/owl/resource/557/01/>. 

c.  Chapters, Articles, or Poems from a Printed Book: 

Last name, First name. "Title of Essay or Short Story or Poem." Title of 
Collection. Ed. Editor’s Name(s). Place of Publication: Publisher, Year. 
Pages.  

London, Jack. �To Build a Fire.� The Art of the Short Story. Ed. Wendy Martin. 
Boston: Houghton Mifflin Company, 2006.  654-64. 

d. Essays or Articles in a Scholarly Journal: 

Author(s). "Title of Article." Title of Journal. Volume. Issue (Year): pages. 

Bouziri, Basma. �EFL Teachers� Attitudes Towards Te aching Listening.�  
International Journal of Arabic-English Studies. 8 (2007): 193-210. 

 
There are many other details that you may need to include, depending on your source 
(for example, is it an edited volume?  Translated?  A second or third edition? Without 
a known author or date of publication? A quotation from another text?).  You should 
refer to one of the MLA sources for answers to these kind of specific questions that 
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will allow you to make your paper as accurate as possible.  Do note, however, that 
once you have familiarized yourself with the basic MLA format you should find it 
clear and easy to use. 
 

12.6. Completing and Submitting Your Assignments 

When writing your assignment: 

� use A4-sized paper 
� put your name, registration number  and the assignment question (brief 

version!) and number at the top of every sheet 
� double space ALL assignments 

As this course requires you to have access to word-processing technology, you should 
ideally word-process your answer in Times new Roman 12 or the equivalent.  If for 
any reason this is not possible, handwrite it as clearly as you can. In either case, make 
sure you leave sufficient space on each page, including wide margins, for your tutor to 
make comments. 

You should hand in your TMA to your tutor by the cut-off date identified in the 
Assignment Booklet. A standard TMA Cover Form is included in your Assignment 
Booklet. Attach one of these to each TMA you submit. Please ensure that you 
complete the TMA Cover Form   correctly. We recommend that you keep a copy of 
each assignment for reference and as a safeguard against the unlikely event that your 
submitted TMA is lost in the post. 

If you think you may be late in submitting an assignment, consult your tutor as soon 
as you can (and, in any case, before the submission date). 

Posting TMAs and/or tutor comments on OU conferences or other means of public 
distribution is not permitted. 

 

12.7. How is Your TMA Marked? 

A319  generic marking criteria 

In all the A319 assignments, and in the examination, your work will be assessed 
according to the following generic marking criteria, which are based on Learning 
Outcomes and the following criteria: 
 

� the relevance of your answer to the specific question set 
 

� the extent to which you display knowledge and understanding of the course 
material 
 

� the extent to which you demonstrate the skills of literary analysis and 
description 
 

� the extent to which you demonstrate critical interpretation and evaluation of 
literary and theoretical evidence 
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� the extent to which you construct a persuasive academic argument, well 
supported by evidence 
 

� the clarity of your expression and your use of academic conventions 
 

� the extent to which you demonstrate the skills of critical reading, thinking and 
writing 

In deciding upon the grade awarded to your assignment, your tutor will make use of 
these generic marking criteria in conjunction with the Marking Grid described 
below.  

Your tutor�s comments on your TMA Cover Form [Section 12.8], together with 
annotations on your script, will supply significant information about your 
performance. When you get your work back, you should read your tutor�s comments 
carefully, taking note (for the benefit of future assignments and examination 
preparation) of what seem to be your strengths and weaknesses. The marking criteria 
chart should help you with this. You should allow yourself the time to reflect on your 
work in the light of the tutor�s comments and to consider whether some of the advice 
can be applied to the next assignment. There may be comments that you do not 
understand or with which you do not agree. In this event, your tutor will be ready to 
discuss these with you. The personalised advice that you receive is likely to be one of 
your most valuable learning resources; do use it. 
 
A319 Marking Grid [Prepared by Angelica DeAngelis, August 2006, adapted from  Najib Al-
Shehabi�s �Marking Grid.�]  

 
 CONTENT LANGUAGE & 

ORGANIZATION 
A 

 
Exceptional response demonstrating 
mastery and wide-ranging knowledge of 
core material, solid understanding of 
relevant theory, and capacity to address 
question in a structured, direct and effective 
way.  Answer demonstrates an 
understanding of the connection between 
literature and theory. Discussion is 
thoughtful and insightful. Examples 
provided are clear and their relevance is 
discussed. Originality of thought or ideas 
from outside the course is an added asset. 

� Introduction defining plan of 
essay (developed thesis) directly 
related to topic. 

� Body divided into several 
paragraphs, each with topic 
sentence, examples/detail 
supporting the thesis. 

� Conclusion summarizes 
thesis/argument, and locates this 
answer within a wider 
literary/theoretical/historical 
framework. 

� Evidence that essay has been 
proof-read and edited. 

� Error-free grammar & register. 
� Wide range of specialized 

terminology. 
B to 
B+ 
 

Very good answer showing solid knowledge 
of course materials. Adopts analytical 
approach and provides relevant discussion 
covering most key issues. Distinguished 
from an �A� answer by being less insightful 
or by showing less comprehensive 
knowledge or mastery of the course. 

� First four criteria above 
maintained. 

� Demonstrates extensive grammar 
control. 

� Terminology specialized but less 
varied. 
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C to 
C+ 
 

Competent answer reflecting adequate 
knowledge of the more directly relevant 
course material and concepts, with 
reasonable structure and adequate coherence 
related to the question set. 

� Introduction and/or conclusion 
short but still satisfactory. 

� Thesis may lack clear relevance; 
presence or discussion of 
examples may be inadequate; 
correlation between literature and 
theory may be missing or faulty. 

� Some evidence of editing. 
� Less grammar control than 

above. 
� Good range of specialized 

terminology. 
D 
 
 

Answer which omits some 
concepts/evidence and/or lacks 
coherence/structure, and/or makes minor 
errors while still demonstrating basic 
understanding. 
 
Or Bare Pass answer which shows 
awareness of some relevant material and 
attempts to relate it to the question. 

� Short and often faulty 
introduction and/or conclusion 
that are/is just acceptable.  

� This may include lack of clarity 
in the introduction/conclusion, an 
undeveloped or missing thesis, 
and/or inadequate summarizing. 

� Body of answer still fair, with 
some use of example and 
detail/discussion. 

� No/little evidence of editing. 
� Grammatical and stylistic errors 

that impede communication. 
� Fair range of specialized 

terminology. 
F 
 

Bare Fail answer which attempts to draw 
upon relevant material but does not reflect 
sufficient knowledge or understanding of 
the course and/or neglects the focus 
required by the question, and/or is 
incomplete in some important aspects whilst 
being acceptable in others. 

� No introduction and/or 
conclusion. 

� Body badly organized or 
irrelevant. 

� Faulty or missing examples and 
discussion to support ideas. 

� Poor grammar control (extremely 
limited range of grammar & 
register). 

� Limited or not specialized range 
of terminology.  
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12.8. TMA Cover Form 

 
FACULTY OF LANGUAGE STUDIES �

TMA COVER FORM: A319 Literature in the Modern World I & II 
Course Part:����������.                                    TMA No: �� �  

 
Part (I): STUDENT INFORMATION (to be completed by student) 
1. Name: 2. Registration No: 

3. Section No: 4. Tel. : 5. E-mail: 
 I confirm that the work presented here is my own and is not copied from any source.   
Student’s signature: 
 
Part (II):  TUTOR’S REMARKS (to be completed by tutor) 
Tutor name: Signature: 
Date TMA received: Date returned: 
TUTOR’S REMARKS: 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Mark 
Allocated  
to TMA 

STUDENT MARK 

for content : a max 
of 15 marks  

marks deducted for lang.  & communication 
errors:   a maximum of 4.5 marks  

Earned Mark)  
15% 
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13.  COURSE MATERIALS   
 

13.1. Course Materials for A319A 
 

COURSE BLOCK TEXTS:  
Block 1: Introduction 
Block 2: The Impact of Modernism 
Block 3: Literature and Ideology 

 
COURSE READER 
Critical Essays and Documents  
 
COURSE ANTHOLOGIES 
The Prose Anthology 
The Poetry and Drama Anthology 
 
SET BOOKS 
Virginia Woolf Mrs. Dalloway:  A major novel by one of the most important English 
novelists of the modernist period, Virginia Woolf, who was an influential experimenter in 
stylistic techniques on narrative, time and gender. 

 
T.S. Eliot The Waste Land and Other Poems: This volume, a landmark of modern English 
poetry, contains major poems by Thomas Stearns Eliot, whose free verse forms and 
individualistic and often obscurely allusive writing have exercised a profound influence on 
modern and younger poets. 
 
Evelyn Waugh Officers and Gentlemen: This novel looks back over the British involvement 
in the Second World War, displaying characteristics of various types of fiction and exploring 
the interweaving of historical and autobiographical narratives. 

 
AUDIO CDs  CDs 01-04 

 
 

13.2.  Course Materials for A319B 
 
COURSE BLOCK TEXTS:  

Block 4: End of Empire Block  
Block 5: New Writings in English  
Block 6: Literature and History 

 
COURSE READER 

Critical Essays and Documents  
 
COURSE ANTHOLOGIES 

The Prose Anthology 
The Poetry and Drama Anthology 

 
SET BOOKS 
E.M. Forster:  A Passage to India:  Forster’s novel, published in 1924, is subtle and rich in 
symbolism, and functions on several levels. On the surface, it is about India�which at the 
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time was a colonial possession of Britain�yet on a deeper level explores relations between 
British and Indian people in that country. 

 
Chinua Achebe:  Things Fall Apart:  Published in 1958, it was Achebe�s first novel.  It  is 
one of the masterpieces of 20th century African fiction. The novel is set in the 1890s, during 
the coming of the white man to Nigeria. 

 
R.K. Narayan:  The Painter of Signs:  This is an enriching and enchanting novel that has 
humanity, irony and a bittersweet charm that make it utterly distinctive.  It is a story of a 
young painter of signboards, a bachelor who glories in his old-fashioned independence. 

 
V.S. Naipaul:  In a Free State:  This novel is one of the great cultural fiction books of the 
last century, locating fictitious characters in real life cultures. The supporting narratives along 
with the main novel provide a thought-provoking reading about global  cultural differences.   
 
J.G. Ballard:  Empire of the Sun:  Though it is essentially fiction, this novel draws 
extensively on Ballard’s experiences in World War II, recounting the story of a young English 
boy, Jim Graham who struggles to survive under Japanese occupation of Shanghai. 
 
AUDIO CDs  CDs 05-08 
 
 
 

14.  COURSE CURRICULUM MAP:  A319A & A319B   
 

Key: T: tutorials; TMA; MTA: mid-term assessment; F: final exams; OH: office hours 
 

 

(A) Knowledge and understanding A319A A319B 
demonstrate a broad knowledge of twentieth-century 
literary works, most of them written in English, in the 
three major genres (prose fiction, poetry and drama � the 
latter including an awareness of performance as well as 
text) 

F F  

show an appreciation of ’new writings in English’ with 
their distinctive styles and thematic concerns as well as 
works in English and in translation by canonical writers 

T, F  T,  F  

develop an understanding of some theoretical issues 
relevant to the study of literature 

TMA02  TMA01, 
TMA02  

develop an awareness of how the meanings within texts 
come into being through their relation to ideology 

TMA02   

develop an understanding of the relationship between a 
literary text and its historical context 

 T, 
TMA02, F 

(B) Cognitive skills   
develop skills in literary analysis as established at Level 2 
(A210) 

TMA01   

develop additional analytical skills as students seek to 
engage with a culture other than their own, remaining 
sensitive to possible constraints on understanding as well 
as to the �opening up� that close analysis produces  

TMA01 TMA01 

develop skills of critical thinking and the ability to engage 
with and evaluate complex arguments (applied in this case 

T, TMA02  T, 
TMA01, 
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to literary criticism and theory as well as to literary texts) TMA02  
develop an ability to engage in comparative argument and 
to develop a synthesis 

 TMA02 

develop an awareness of literature and literary criticism as 
subjects which are, in themselves, open to change and 
bearing the mark of their own cultural circumstances 

T T, TMA01  

(C) Key and practical/professional  skills   
develop skills that can be used effectively in 
environments other than literary study, including  the 
ability to articulate a sophisticated argument and to 
communicate fluently in written English 

T, 
TMA02, 
OH 

T, 
TMA01, 
TMA02, 
OH 

enhance existing strategies for learning through critical 
reading and listening 

T, OH T, OH 

manage own independent learning effectively and use 
feedback in order to improve performance 

TMA01, 
TMA02, 
MTA, OH 

TMA01, 
TMA02, 
MTA, OH 

(D) Practical/professional skills   
develop subject-specific skills such as the ability to offer 
an independent intellectual response to both imaginative 
and discursive forms of writing 

T, TMA02  T, TMA02  

be able to analyse, interpret and use highly organized 
language in a way that prepares students for further study 

T, 
TMA01, 
TMA02,  
F  

T, 
TMA01, 
TMA02, F  

understand and respond to a variety of different tasks 
ranging from ones which are relatively closed to ones 
which are complex and open-ended 

T, F  T, F 

be able to use scholarly conventions in an appropriate and 
consistent way 

TMA01, 
TMA02 

TMA01, 
TMA02 

 
 

15.  SPECIMEN FINAL EXAM PAPERS   
 
15.1. A319A:  Final Exam Sample   

 
A319: Literature in the Modern World I 

                        hours3   :Time Allotted 
 
 

INSTRUCTIONS 
1. There are THREE parts in this exam paper: A, B , and C.  
2. You are required to answer THREE QUESTIONS as follows: the compulsory 

question in Part A, one question from Part B, and one question from Part 
C. 

3. We advise you to devote 10 minutes for reading through the whole paper and 
making the appropriate selection of questions. 
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4. The following table shows the structure of the exam, the marks alloted for 
each part, and the time you are advised to spend on each question 

 
PART Question No Marks Minutes  

A 1 9 60 

2 B 
3 

8 
 

55 
 

4 C 
5 

8 
 

55 

TOTAL  25  
 

5.   At the end of the examination: 
• Make sure that you have answered all required questions   
• Edit your answers paying attention to grammar, punctuation, and 

spelling  
• Cross out any notes you make which you do not want to be considered. 

 
All answers should be in standard essay format:  Start with a thesis, end with a 
conclusion, define all important terms, provide specific and appropriate examples 
from texts, and analyze and discuss the examples. 

 

PART A:  (PERTAINING TO BLOCK 1).  ANSWER THE FOLLOWING 
COMPULSORY QUESTION (QUESTION 1) THROUGH A CLOSE 
READING OF EITHER EXCERPT I (FROM ENDGAME) OR EXCERPT II 
(FROM �KEW GARDENS�). 
 

Question 1:  A structuralist reading requires that close attention be paid to details of 
the structure and language of the text.  Keeping this in mind, analyze the language and 
structure of one of the following excerpts from a modernist text (either Endgame OR 
�Kew Gardens�) with special attention to the concep t of time as well as genre-specific 
considerations. 

 
Excerpt I (from Endgame)  

I�m obliged to you, CLOV. For your services. 
 

HAMM 

[Turning, sharply.] Ah pardon, it�s I am obliged to you. 
 

CLOV 

It�s we are obliged to each other. [Pause. CLOV goes 
towards door.] One thing more. [CLOV halts.] A last 
favour. [Exit CLOV.] Cover me with the sheet. [Long 
pause.] No? Good. [Pause.] Me to play. [Pause. 
Wearily.] Old endgame lost of old, play and lose and 
have done with losing. [Pause. More animated.] Let 
me see. [Pause.] Ah yes! [He tries to move the chair, 
using the gaff as before. Enter CLOV, dressed for the 
road. Panama hat, weed coat, raincoat over his arm, 
umbrella, bag. He halts by the door and stands there, 
impassive and motionless, his eyes fixed on HAMM 
till the end, HAMM gives up.] Good. [Pause.] 

HAMM 
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Discard [He throws away the gaff, makes to throw 
away the dog, thinks better of it.] Take it easy. 
[Pause.] And now? [Pause.] Raise hat. [He raises his 
toque.] Peace to our � arses. [ Pause.] And put on 
again. [He put on his toque.] Deuce. [Pause. He takes 
off his glasses.] Wipe. [He takes out his handkerchief 
and, without unfolding it, wipes his glasses.] And put 
on again. [He puts on his glasses, puts back the 
handkerchief in his pocket.] We�re coming. A few 
more squirms like that and I�ll call. [Pause.] A little 
poetry. [Pause.] You prayed � [ Pause. He corrects 
himself.] You CRIED for night; it comes � [ Pause. 
He corrects himself.] It FALLS: now cry in darkness. 
[He  repeats, chanting.] You cried for night; it falls: 
now cry in darkness. [Pause.] Nicely put, that. 
[Pause.]  And now? [Pause.]  Moments for nothing, 
now as always, time was never and time is over, 
reckoning closed and story ended. [Pause. Narrative 
tone.]  If he could have his child with him �  
[Pause.] It was the moment I was waiting for. 
[Pause.] You don�t want to abandon him? You want 
him to bloom while you are withering? Be there to 
solace your last million last moments? [Pause.]  He 
doesn�t realize, all he knows is hunger, and cold, and 
death to crown it all. But you! You ought to know 
what the earth is like, nowadays. Oh, I put him before 
his responsibilities! [Pause. Normal tone.] Well, 
there we are, there I am, that�s enough. [He raises the 
whistle to his lips, hesitates, drops it. Pause.] Yes, 
truly! [He whistles. Pause. Louder. Pause.] Good. 
[Pause.]  We�re coming. [Pause.]  And to end up 
with? [Pause.]  Discard. [He throws away the dog. 
He tears the whistle from his neck.] With my 
compliments. [He throws whistle towards 
auditorium. Pause. He sniffs. Soft.] CLOV! [Long 
pause.] No? Good. [He takes out the handkerchief.] 
Since that�s the way we�re playing it � [ he unfolds 
handkerchief] � let�s play it that way � [ he unfolds] 
� and speak no more about it � [ he finishes 
unfolding] � speak no more. [ He holds the 
handkerchief spread out before him.] Old stancher! 
[Pause.]  You � remain. [ Pause. He covers his face 
with handkerchief, lowers his arms to armrests, 
remains motionless.]   
[Brief tableau.] 
CURTAIN 
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Excerpt II (from �Kew Gardens�) 
The figures of these men and women straggled past the flower-bed with a curiously 
irregular movement not unlike that of the white and blue butterflies who crossed the 
turf in zig-zag flights from bed to bed. The man was about six inches in front of the 
woman, strolling carelessly, while she bore on with greater purpose, only turning her 
head now and then to see that the children were not too far behind. The man kept this 
distance in front of the women purposely, through perhaps unconsciously, for he 
wanted to go on with his thoughts. 
�Fifteen years ago I came here with Lily,� he thoug ht. �We sat somewhere over there 
by a lake, and I begged her to marry me all through the hot afternoon. How the 
dragon-fly kept circling round us: how clearly I see the dragon-fly and her shoe with 
the square silver buckle at the toe. All the time I spoke I saw her shoe and when it 
moved impatiently I knew without looking up what she was going to say: the whole 
of her seemed to be in her shoe. And my love, my desire, were in the dragon-fly; for 
some reason I thought that if it settled there, on that leaf, the broad one with the red 
flower in the middle of it, if the dragon-fly settled on the leaf she would say �Yes� at 
once. But the dragon-fly went round and round: it never settled anywhere � of course 
not, happily not, or I shouldn�t be walking here with Eleanor and the children � Tell 
me, Eleanor, d�you ever think of the past?� 
�Why do you ask, Simon?� 
�Because I�ve been thinking of the past. I�ve been thinking of Lily, the woman I might 
have married �Well, why are you silent? Do you mind  my thinking of the past?� 
�Why should I mind, Simon? Doesn�t one always think  of the past, in a garden with 
men and women lying under the trees? Aren�t they one�s past, all that remains of it, 
those men and women, those ghosts lying under the trees, � one�s happiness, one�s 
reality?� 

 
 

PART B:   (PERTAINING TO BLOCK 2).  ANSWER ONE OF THE 
FOLLOWING TWO QUESTIONS (EITHER QUESTION 2 OR QUESTION 3). 
Question 2:  Death seems to be a pre-occupation in much of the modernist literature 
we have read this semester.  Discuss, making reference to at least two works from 
different genres.  Use and analyze specific examples from the texts, and place your 
discussion within a cultural and historical context. 

Question 3:  Paul ValØry claims that there is a difference between the language of 
prose and the language of poetry.  As our Block 2 text explains, the language of prose, 
�resembles walking; it is functional, directed towa rds a specific end [while the] 
language of poetry resembles dancing; it has no purpose beyond itself� for according 
to ValØry, �Dancing goes nowhere.� Prose gives �the  illusion of reality� while poetry 
�imposes no such illusion.�  Do you agree?  Use at least two modernist texts from 
different genres in your analysis. 
 
PART C:   (PERTAINING TO BLOCK 3).  ANSWER ONE OF THE 
FOLLOWING TWO QUESTIONS (EITHER QUESTION 4 OR QUESTION 5). 
 
Question 4:  The �naturalized� view of Englishness presented i n our course is 
essentially white, male and middle class.  Discuss how at least two literary texts read 
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in this course represent, challenge and/or subvert this view of Englishness.  Be sure to 
refer to theoretical/critical readings in your discussion. 

Question 5:  The concept of �silence� is dealt with in various  ways in Block 3.  Use 
examples from at least one theoretical and at least two literary texts to explore and 
analyze different aspects of the theme of silence. 

 

 
15.2.   A319B:  Final Exam Sample  
 
A319B:   Literature in the Modern World II 
Time Allotted:  3 hours 
 
 INSTRUCTIONS 

1. There are THREE parts in this exam paper: A, B , and C.  
2. You are required to answer THREE QUESTIONS as follows: the compulsory 

question in Part A, one question from Part B, and one question from Part 
C. 

3. We advise you to devote 10 minutes for reading through the whole paper and 
making the appropriate selection of questions.  

4. The following table shows the structure of the exam, the marks alloted for 
each part, and the time you are advised to spend on each question 

 
PART Question No Marks Minutes 

A 1 9 60 

2 B 
3 

8 
 

55 
 

4 C 
5 

8 
 

55 

TOTAL  25  
 

5.   At the end of the examination: 
• Make sure that you have answered all required questions   
• Edit your answers paying attention to grammar, punctuation, and 

spelling  
• Cross out any notes you make which you do not want to be considered. 

 
All answers should be in standard essay format:  Start with a thesis, end with a 
conclusion, define all important terms, provide specific and appropriate examples 
from texts, and analyze and discuss the examples�

�

PART A:  QUESTION 1 (OBLIGATORY) : 
QUESTION 1: Discuss the relationship between �the Orient� and � the West� 
through a close reading of one of the following excerpts from E.M. Forster�s A 
Passage to India.  Be sure to define your terms, and to pay close attention the text in 
your discussion. 
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Excerpt a:  �The Bridge Party� 
 �Do kindly tell us who these ladies are,� asked Mr s Moore. 
 �You�re superior to them, anyway. Don�t forget tha t. You�re superior to 
everyone in India except one or two of the ranis, and they�re on an equality.� 
 Advancing, she shook hands with the group and said a few words of welcome 
in Urdu.  She had learned the lingo, but only to speak to her servants, so she knew 
none of the politer forms, and of the verbs only the imperative mood. As soon as her 
speech was over, she inquired of her companions, �Is that what you wanted?� 
 �Please tell these ladies that I wish we could speak their language, but we have 
only just come to their country.� 
 �Perhaps we speak yours a little,� one of the ladi es said. 
 �Why, fancy, she understands !� said Mrs Turton. 
 �Eastbourne, Piccadilly, High Park Corner,� said a nother of the ladies. 
 �Oh yes, they�re English-speaking.� 
 �But now we can talk ; how delightful !� cried Ade la, her face lighting up. 
 �She knows Paris also,� called one of the onlooker s. 
 �They pass Paris on the way, no doubt,� said Mrs T urton, as if she were 
describing the movement of migratory birds. Her manner had grown more distant 
since she had discovered that some of the group was westernized, and might apply her 
own standards to her. 
 �The shorter lady, she is my wife, she is Mrs Bhattacharya,� the onlooker 
explained. �The taller lady, she is my sister, she is Mrs Das.� 
 The shorter and the taller ladies both adjusted their saris, and smiled. There 
was a curious uncertainty about their gestures, as if they sought for a new formula 
which neither East nor West could provide. When Mrs. Bhattacharya�s husband 
spoke, she turned away from him, but she did not mind seeing the other men. Indeed, 
all the ladies were uncertain, cowering, recovering, giggling, making tiny gestures of 
atonement or despair at all that was said, and alternately fondling the terrier or 
shrinking from him.  Miss Quested now had her desired opportunity ; friendly Indians 
were before her, and she tried to make them talk, but she failed, she strove in vain 
against the echoing walls of their civility. Whatever she said produced a murmur of 
deprecation, varying into a murmur of concern when she dropped her pocket-
handkerchief.  She tried doing nothing, to see what that produced, and they too did 
nothing. Mrs. Moore was equally unsuccessful. Mrs Turton waited for them with a 
detached expression ; she had known what nonsense it all was from the first (61-63). 
 
Excerpt b:  The End of the Novel 

�Who do you want instead of the English ? The Japanese ?� jeered Fielding, 
drawing rein. 

�No, the Afghans. May own ancestors.� 
�Oh, your Hindu friends will like that, won�t they ?� 
�It will be arranged � a conference of oriental sta tesmen.� 
�It will indeed be arranged.� 
 

* * * 
Still he couldn�t quite fit in Afghans at Mau, and, finding he was in a corner, made his 
horse rear again until he remembered that he had, or ought to have, a mother-land. 
Then he shouted : �India shall be a nation ! No foreigners of any sort ! Hindu and 
Moslem and Sikh and all shall be one ! Hurrah ! Hurrah for India ! Hurrah ! Hurrah !  
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India a nation! What an apotheosis ! Last comer to the drab nineteenth-century 
sisterhood ! Waddling in at this hour of the world to take her seat ! She, whose only 
peer was the Holy Roman Empire, she shall rank with Guatemala and Belgium 
perhaps ! Fielding mocked again. And Aziz in an awful rage danced this way and 
that, not knowing what to do, and cried : �Down with the English anyhow. That�s 
certain. Clear out, you fellows, double quick, I say. We may hate one another, but we 
hate you most. If I don�t make you go, Ahmed will, Karim will, if it�s fifty or five 
hundred years we shall get rid of you, yes, we shall drive every blasted Englishman 
into the sea, and then� � he rode against him furio usly � �and then,� he concluded, half 
kissing him, �you and I shall be friends.� 

�Why can�t we be friends now ?� said the other, hol ding him affectionately. 
�It�s what I want. It�s what you want.�  

But the horses didn�t want it � they swerved apart ; the earth didn�t want it, 
sending up rocks through which riders must pass single-file ; the temples, the tank the 
jail, the palace, the birds, the carrion, the Guest House, that came into view as they 
issued from the gap and saw Mau beneath : they didn�t want it, they said in their 
hundred voices, �No, not yet, �and the sky said, �N o, no there.� (pp. 315-316). 
 

PART B:  ANSWER EITHER QUESTION 2 OR QUESTION 3 
Question 2:  Discuss what�s �new� about New Writings in Englis h through two texts 
of different genres.  Be sure to define your terms and use specific examples from each 
text to support your analysis. 
Question 3: Discuss at least two different literary responses to the �End of Empire� in 
works of two different genres � excluding A Passage to India.  Be sure to provide 
clear and specific examples from texts to support your ideas, and to consider the 
literature in its critical and historical context. 
 

PART C:  ANSWER EITHER QUESTION 4 OR QUESTION 5 
Question 4: One of the �Aims and Objectives� listed at the beg inning of the 
�Literature and History� Block Text is, �to suggest  that by �foregrounding the 
relationship between literature and history a helpful new perspective may be given to 
the course as a whole� (p. v).  Choose one text fro m Block 6, and another from an 
earlier block to (re)consider the relationship between history and literature. 
Question 5: The postcolonial theory read in our course (for example, Said, Fanon, 
and Achebe) focuses on race and ethnicity, paying little attention to other factors such 
as gender, class and national identity.  Using theory introduced in earlier blocks, show 
how considering these other issues (such as gender, class and/or national identity) 
adds to an understanding of two Block 5 texts from different genres. 
 
Notes to Students: The following list is a reminder of the key literary texts 

• Block 4:  End of Empire 
A Passage to India, Philip Larkin�s poetry, Ted Hughes� poetry, Geoff rey Hill�s 
poetry, Sorley MacLean�s poetry 

• Block 5:  New Writings in English 
Things Fall Apart, The Painter of Signs, In a Free State, �The Lonely Londoners� 
excerpt, �Studies in the Park,� Derek Walcott�s poe try, Grace Nichol�s poetry 

• Block 6 Literature and History 
Empire of the Sun, Anna Akhmatova�s poetry, Seamus Heaney�s poetry, Miroslav 
Holub�s Poetry 
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16.  AUDIO GUIDE 
 
The information in this section has been produced by OU and licensed for use by 
AOU. 
 
For its programmes of study, the Arab Open University (AOU) has opted to use high-
quality educational materials produced by The Open University (UK), and originally 
intended for its British and worldwide student body.  

 
However, the AOU finds that there are certain viewpoints contained in these materials 
that it cannot endorse. Therefore, in conformity with Arab traditions and Islamic 
beliefs, the AOU and the OU (UK) have modified these educational materials by way 
of complete deletion of certain statements (or adding appropriate footnotes to them), 
or by including new material.  

 
Despite these modifications, English literature textbooks will unavoidably continue to 
include some Western culture-specific material incompatible with Arab and Islamic 
culture, and the AOU affirms that it neither subscribes to nor endorses such material. 
The AOU uses these textbooks together with their accompanying set books only as 
reading material required for the successful completion of the BA Honours 
Programme in English Language and Literature as licensed by the OU (UK) for the 
AOU.  

 
This book has been adapted by Sally Dawson and Jessica Davies for use by the Arab 
OU and is based on The Audio-Visual Guide (1991). 
 
16.1.  Contents of Audio Guide  
 
Section CD TRACK TITLE 

16.1. -------- -------- Contents of Audio Guide 
16.2. -------- -------- How to Use This Guide 

CD 1                                           Form and Genre 
Track 1 From English Literature to Literatures in English 
Tracks 2-3 Reading Poetry 

16.3. 
 

Tracks 4-5 Reading Narrative Fiction 
           Modernism 
Track 1 Sweeney Agonistes by T.S. Eliot 

16.4. CD 2 

Track 2 The Dreaming of the Bones by W.B. Yeats 
           Literature and Ideology 
Track 1-3 Ideology: Theory and Practice 
Track 4 Literature and Ideology 

16.5. CD 3 

Track 5 Meaning and Interpretation 
           Literature and Ideology: �Englishness� 
Track 1-2 Auden and Betjeman 

16.6. CD 4 

Track 3 Home and Abroad 
           Literature and Ideology: Gender 
Track 1-3 Feminist theory and Practice 

16.7. CD 5 

Track 4-14 The Poetry of Stevie Smith 
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          End of Empire 
Track 1 Indian Views of Forster 
Tracks 2-3 Poetry and the End of Empire: Philip Larkin 
Track 4 Englands of the Mind? 

16.8. CD 6 

Tracks 5-9 Poems by Sorley MacLean 
         New Writings in English 
Track 1 In a Free State: a discussion 

16.9. CD 7 

Track 2 Poetry and History: Anna Akhmatova 
         Course Review 16.10. CD 8 
Tracks 1-6 Review 

 
 

16.2. How to Use This Guide 
 
The audio CDs for Literature in the Modern World form a major and integral part of 
the course. The purposes of this guide are:  

• to provide you with a route through the audio material, relating it to the six-
block teaching structure;  

• to help you to develop your listening strategies;  
• to provide additional teaching material, where appropriate;  
• to provide background information relating to the programmes and CDs.  

 
The audio programmes were originally produced as audio-cassettes. Each cassette had 
two ’sides’ and each side contained a number of ’bands’, i.e. separate discussions or 
separate resources such as poems or extracts. In re-versioning these recordings for 
CD, we have inserted ’tracks’ to help you locate specific resources more easily.  
 
However, you will still find some references on the CDs to ’sides’ and ’bands’, 
references which could not be edited out without affecting the quality of the 
discussions. Therefore, please use this Audio Guide as the definitive guide to locating 
items on each CD.  

 
A key section in the notes for each track is the one headed ’Interconnections’. Many of 
the discussions can be linked not just to several sections within a block but to issues 
arising across blocks, and having all the audio material on CDs certainly makes it 
easier to follow up these links. The suggested ordering here should help you to make 
the most effective initial use of the audio material at the relevant points in the course. 
However, you may well wish to revisit some of the programmes, and the 
’Interconnections’ notes will suggest appropriate points at which to do this.  

 
You will probably gain maximum benefit from the audio material if you prepare for 
each track, using the ’Preparation’ guidance. The ’Discussion’ sections usually include 
questions for you to reflect on, some of which may involve cross-references to other 
elements of the course. So working on, say, a single 25-minute programme might take 
significantly longer than the basic listening-time suggests. But however much time 
you are able to devote to the audio material, the important thing to bear in mind is that 
you should make critical use of this material, just as you do with the printed blocks. 
The ’Discussion’ sections will sometimes encourage this explicitly.  
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16.3.  Audio CD 1:  Form and Genre 
 

Track 1 From English literature to literatures in English 
Aim  
To introduce the course by highlighting some key issues and briefly surveying its 
structure and content.  
 
Interconnections  
The programme connects directly with the account of the course set out in Block 1 
Section 5.  
 
Preparation 
The programme is introduced by the producer, Tony Coe, and consists of a 
conversation between Professor Isobel Armstrong, Birkbeck College, University of 
London, and Professor Graham Martin of The Open University.  
 
Discussion  

1. Isobel Armstrong points out that, even though there is a linear shape to the 
course, it also encourages us to make connections across the blocks. The 
’Interconnections’ information in the notes for each programme will help you 
with this, but you will probably be making your own interconnections as you 
work through the course.  

2. The discussion also reveals that some of the themes gain new meanings after 
the study of later blocks (’Englishness’, for example, in the light of ’End of 
Empire’ or ’New Writings in English’).  

3. Graham Martin emphasises the importance of the technical skills, developed 
in Block 1 and Audio CD 1, being put into practice throughout the course, 
even when the theme of a block seems to suggest that it is primarily about 
ideas. Literary texts can never properly be analysed without reference to their 
form.  

4. Isobel Armstrong suggests that despite the introduction of feminist material 
for Block 3, the course is heavily weighted towards male writers. In particular, 
you may have noticed that there is no female playwright. Do you accept 
Graham Martin’s explanation?  

5. The programme stresses the reader’s role, both in making sense of a text and in 
’writing’ our own interpretation into it, so that ’we read the text and we read the 
self simultaneously’. This anticipates the discussion on Audio CD 3, Track 5, 
’Meaning and interpretation’, which examines the work of two theorists, 
Stanley Fish and Robert Scholes (whose work is represented in the Reader).  

You could usefully pursue this discussion of the course structure and content 
by turning to the fuller account provided in Block 1 Section 5, and especially 
the paragraphs about the place of ’ideology in literary texts’, ’Englishness and 
English literature’ and the issues raised by attention to ’gender’.   
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Tracks 2-3        Reading poetry  
Aim  
The aim of this programme, which is written and presented by Graham Martin, is to 
give you practice in analysing the role of rhythm and rhyme in poetry. Experience has 
shown that students are often uneasy and lacking confidence in their ability to analyse 
poetic rhythms. This CD is intended to offer guidance as well as discussion of why 
such a practice is useful in the analysis of poetry.  
 
Tracks  
This programme comprises two tracks:  

Track 2, ’Discussion of ’Dulce et Decorum Est’, Wilfred Owen’  

Track 3, ’Discussion of ’Prelude I’, T.S. Eliot’  

Interconnections  
Tracks 2-3 are particularly relevant to the preliminary discussion of poetry in Block 1 
Section 3. More generally, the analysis of rhythm and rhyme should be helpful in your 
study of other poetry in the course, including poetry that makes use of other 
’englishes’ (a word coined by Ashcroft, Griffiths and Tiffin in The Empire Writes 
Back to denote non-standard versions of the English language, as used, for example, 
in the Caribbean).  
 
Preparation  
Track 2  
You should have worked through Block 1 Section 3, to include the discussion of 
Wilfred Owen’s ’Dulce et Decorum Est’, the first poem considered on Track 2.  
 
Track 3  
You should also read the discussion of T.S. Eliot’s ’Preludes’, the first part of which is 
considered on Track 3 and contrasted with Owen’s poem.  
 
Discussion  
To help you practise your analysis of poetic rhythm and rhyme, try putting the 
stresses on to the final stanza of ’Dulce et Decorum Est’. Then turn to the other poems 
discussed in Block 1 Section 3. What are the particular effects of their rhythmic and 
rhyming structure? 
 
English poetry depends, for its rhythmic structure, upon the interplay of accentuated 
and unaccentuated, or lightly accentuated syllables. When you come to look at poetry 
in translation later on in the course (Sorley MacLean in Block 4; Anna Akhmatova in 
Block 6) you will perhaps see how different languages and different cultures use 
different rhythmic structures. English poetry can vary the number of syllables in the 
line, and vary the degree of accentuation on those syllables that the pattern requires to 
be stressed. One of Macbeth’s soliloquies contains these lines:   

Tomorrow and tomorrow and tomorrow  
Creeps in this petty pace from day to day 
To the last syllable of recorded time.  
 

The first line has eleven syllables, the second has ten, and the third eleven. How do 
the stresses fall? (stresses marked in bold) 

 



 

 

38

 
Tomorrow and tomorrow and tomorrow 
creeps in this petty pace from day to day 
To the last syllable of recorded time.  
 

Only the second line has five fully stressed syllables. The first has three, the other two 
required to make up the basic five-stress pattern are hardly present at all, since the two 
intervening ’and’ syllables couldn’t be heavily accentuated without a ludicrous effect. 
(Try reading it that way and you’ll see what I mean.) In the third line, ’of’ is similarly 
accentuated. The Latin term for this kind of line is pentameter, literally ’five 
measures’, which implies a regularity not at all characteristic of English poetry in this 
vein. Owen’s poem, for example, sticks fairly closely to the rule of ten syllables to a 
line, though you’ll find one or two exceptions. It also keeps to a pattern of five main 
stresses, but some lines have extra stresses. Like Shakespeare’s lines, Owen’s poem 
cultivates variation against an established pattern to give a particular emphasis to 
aspects of his subject. 
 
If you look at the first two syllables of the Macbeth soliloquy you’ll see that it has the 
rhythmic shape which I describe as di-dum, a lightly stressed syllable followed by a 
strongly stressed syllable. The Latin name for this rhythmic unit is an iambus or iamb. 
The five-stress line is thus often called an iambic pentameter. The Latin name for the 
reverse pattern, dum-di, is trochee; two stressed syllables in succession (’Men 
marched’) is spondee; and one stressed syllable followed by two lightly stressed 
(’Creeps in this’) is dactyl. Another way of describing the difference between the di-
dum and dum-di patterns is to call the first ’rising rhythm’ and the second ’falling 
rhythm’. In the lines from Macbeth, the first illustrates ’falling rhythm’, and so does 
the first half of the second line, but the second half shifts to ’rising rhythm’, which is 
also held to in the third line. This helps emphasise the inevitability and relentlessness 
of the passage of time - it is not worth holding your breath; tomorrow will come. 

 
It is worth noting that this kind of analysis is not an exact science. Sometimes we may 
differ amongst ourselves as to where the stresses should go in a particular line. Even 
though, on Track 2 of the CD, Graham Martin encourages you to check your version 
against his, it is nevertheless possible that you had one or two very viable alternatives. 
In lines 1 and 5, for example, I think the stress comes on ’you’ to differentiate the 
reader, who has not seen this awful spectacle, from the poet who has. This kind of 
variation does not, I think, negate the value of the practice we have been introducing 
here; rather, it encourages us to explore the different ways in which the form of a 
poem (which includes its metrical form) influences the possible meanings of the 
poem. 
 
For the last section of Owen’s poem, here is Graham Martin’s version of the stress 
pattern (marked in bold): 

line 1    If in some smothering dreams, you too could pace  

line 2    Behind the wagon that we flung him in,  

line 3    And watch the white eyes writhing in his face,  

line 4    His hanging face, like a devil’s sick of sin;  

line 5    If you could hear, at every jolt, the blood  

line 6    Come gargling from the froth-corrupted lungs,  
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line 7    Obscene as cancer, bitter as the cud  

line 8    Of vile, incurable sores on innocent tongues,  

line 9     My friend, you would not tell with such high zest,  
line 10   To children ardent for some desperate glory,  

line 11   The old lie: dulce et decorum est  
line 12    Pro patria mori.  

 

The seventh line has only four full stresses, though ten syllables: ’as’ cannot be 
strongly accentuated. So, too, in the tenth line, the last syllable of ’desperate’ remains 
unaccentuated. A point worth noting about the ninth line is the way in which the 
succession of monosyllables makes for a slower pace. Indeed, if you take into account 
the controlled anger of the line, it could easily be spoken with a stress on each word as 
a form of indignant emphasis. And this, again, points towards possible variations of 
the analysis. 

 
Why is analysis of rhythm so important? We have already seen how variations in a 
rhythmic pattern influence the potential meaning of a poem. When you come to the 
’New Writings’ in Block 5, you will see how a variety of englishes provide their own 
stresses to give a sense of the authentic spoken language. This also enables poets to 
break away from the rhythms that may be said to connect English exclusively with 
England.  
 
Credits: This programme was produced by G.D. Jayalakshmi; readings are by John 
Rye.  
 
Tracks 4-5    Reading narrative fiction  
Aim  
This programme is presented by Dennis Walder and will help you explore and 
understand the question of ’point of view’, a term frequently, but often confusingly, 
used to analyse and discuss narrative fiction.  

 
Tracks  
This programme comprises two tracks:  

Track 4, ’Point of view’  

Track 5, ’Who speaks? Who sees?’  

Interconnections  
Although the material on these tracks is specifically related to the discussions in 
Blocks 1 and 2, it is intended, as the discussion on the CD makes clear, to set up 
critical tools, which you should then use throughout your study of literary texts.  
 
Background  
Track 4 shows how to apply the term ’point of view’ when analysing Modernist 
narrative such as Virginia Woolf’s, and suggests that a more subtle distinction is 
needed than the usual one between ’omniscient’ and ’first-person’ narrators. 
Recognising that analysis of narrative is a delicate business, the CD underlines the 
role played by pronouns, tense, shifts in tone, and competing voices in the creation of 
narrative.  
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Drawing on recent narratology, a further distinction is proposed on Track 5 - between 
’voice’ (the source and authority for telling a story) and ’focaliser’ (the perspective 
from which things are seen, understood and evaluated). Dennis Walder articulates this 
distinction in terms of two questions - ’who speaks?’ and ’who sees?’.  

 
Track 4 also introduces the term ’free indirect speech’ to describe the kind of narrative 
that hovers between the voice and perspective of the narrator and a character. Dennis 
Walder suggests that there are other terms (though he treats ’stream of consciousness’ 
with caution), and the course material certainly uses ’external report’ and ’internal 
monologue’. All of these terms are useful to help you define with precision the way in 
which the narrative is being handled. Another useful term introduced is ’deictics’, 
which refers to those elements of language that have a specifically orientating 
function, for example, ’this’, ’here’, ’now’, ’then’, ’tomorrow’.  
 
This CD will be of most benefit to you if you have read both Mrs Dalloway and the 
discussion of the novel in Block 2 However, it is also very pertinent to the discussion 
of genre in Block 1 and the analysis of prose fiction in particular. 
 
All the background information is available in Block 2 to which Tracks 4-5 
specifically relate.  
 
The extracts that are used for the exercises on this CD are all taken from Virginia 
Woolf’s Mrs Dalloway:  

1. the first four paragraphs;  

2. pp. 88-90, from ’Could it be that he ...’ to ’Here he was at the crossing’; and  

3. pp. 90-2, from ’A sound interrupted him ...’ to ’Oh, poor old wretch  

she said, waiting to cross’.  

Discussion  
The questions that Dennis Walder asks you to consider in relation to the first passage 
are the following:  

1. From what point of view or perspective is the story being told? Omniscient or 
first person?   

2. What clues/words in the passage help you to identify the point of view?  

3. Are there difficulties in answering these questions precisely? 

The last section of Track 4 is a continuation of the reading by Anna Massey. It would 
be helpful for you to practise applying some of the ideas about reading narrative 
fiction to this final section. Keep in mind (1) the ’point of view’ as discussed in the 
programme, (2) the speaker(s) involved, and (3) the shifts of ’focalisation’ in the 
passage.  

 
Credits: This programme was produced by G.D. Jayalakshmi; readings are by Anna 
Massey. 
 
16.4.  Audio CD 2:   Modernism 
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Track 1    Sweeney Agonistes by T.S. Eliot  
Aim  
To provide a performance of Sweeney Agonistes by T.S. Eliot as part of the study of 
Modernism in Block 2, and to continue the general study of drama ’in performance’.  
 
Interconnections  
The programme connects with the discussion of modernist drama in Block 2, and with 
the study guide to The Waste Land by T.S. Eliot.  
 
Preparation  
You should read the text of Sweeney Agonistes, reprinted in The Poetry and Drama 
Anthology.  
 
Background and key facts  
Eliot started writing the play in 1923-24, but in the following year abandoned any 
effort to complete it. Parts were published in The Criterion in October 1926 and 
January 1927, and the full text in 1938. Eliot included it in his Collected Poems, 
1909-1935 (1936) in a section headed ’Unfinished Poems’. 
 
It has normally been suggested that Sweeney Agonistes is a jazz play - making use of 
the beats and rhythms of American jazz music of the 1920s. However, recent research 
suggests that a much more potent musical influence on the play was that of the British 
music hall, the Gilbert and Sullivan Savoy operas and, above all, the US minstrel 
show. 
 
There are two specific pieces of evidence for the last point. The first is that the song 
�Under the Bamboo Tree’ actually exists. It was sung by Judy Garland in the film 
Meet Me in St Louis in 1944 and several recorded instrumental versions exist, though 
none precisely fit Eliot’s adapted lyrics. The original song has been identified as part 
of the programme of a nineteenth-century minstrel show. The minstrel shows were 
often performed by white people dressed up as black people. The entertainment 
consisted of close-harmony (barber shop) songs, novelty turns (whistlers, tap 
dancers), and comic interludes involving a white ’Mr Interlocuter’, the straight man, 
and two naively clever funny black men - Mr Tambo and Mr Bones (so-called 
because they punctuated the punch lines and jokes by playing the tambourine and the 
bones). 
 
If you look at the stage directions of the play you’ll find the second piece of evidence 
for the minstrel show connection. The minstrel song ’Under the Bamboo Tree’ is 
performed by ’Wauchope and Horsfall, Swarts as Tambo, Snow as Bones’ (our italics). 
The following song, ’My Little Island Girl’, is sung by ’Klipstein, Krumpacker, and 
Snow and Swarts as before’ (that is, as Tambo and Bones), hence our decision to set 
that as a sort of a cappella minstrel close-harmony song.  
 
The words of the final musical number, ’When You’re Alone ...’, are like a medley of 
Gilbertian lyrics - though in sentiment they most resemble the ’Nightmare Song’ from 
Iolanthe. They do not fit Sullivan’s music, however, hence our specially composed 
tune in the Sullivan style. The song from the 1920s, ’What’ll I Do’, sung by Walter 
Pidgeon, was intended to be our own ironic comment on what follows.  
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Discussion  

1. What similarities/differences do you notice between the literary techniques 
used in the play and those used in the poem The Waste Land ?  

2. As a piece of drama, it is useful to compare Sweeney Agonistes with Endgame. 
Is Eliot also interested in the idea of drama as pure play?  

Comment  
1. The play uses allusion in the manner of The Waste Land, and a swift inter-

cutting of brief conversations and songs, leaving us to work out the 
connections for ourselves. But unlike The Waste Land, the language is in large 
part colloquial, immediately accessible, while the ’learned’ character of the 
poem appears only in the play’s two epigraphs and title. The play also uses 
’popular culture’, but much more extensively than the poem.  

2. You may well have picked up on some or all of the following elements, which 
highlight the idea of the text as a play: the chiming, rhyming dialogue; the use 
of repetition; the performative nature of the speeches; the non-realistic feel of 
the play; the way actors provide the sound effects in rather ’stagey’ ways; the 
use of the cards to interpret characters; the focus on stories; the slightly 
alienating effect of the songs. 

You might like to explore the contrast between Eliot and Beckett more fully, perhaps 
examining the way in which both writers resist plot and the straightforward 
uncovering of meaning.  

 
Credits  
Cast  
DORIS     Joely Richardson 
DUSTY     Hilary Cromie 
SWEENEY     Brian Cox 
HORSFALL/KLIPSTEIN/SWARTZ  Matt Devitt 
WAUCHOPE/KRUMPACKER/SNOW Kraig Thornber 
Produced by Tony Coe. 
 
Special thanks to Donald Burrows, Professor of Music at The Open University, who 
composed the music for ’My Little Island Girl’ and ’When You’re Alone ...’, for which 
he also played the piano.  
 
Track 2    The Dreaming of the Bones by W.B. Yeats  
Aim  
To provide a performance of The Dreaming of the Bones by W.B. Yeats as material 
for further study of Modernism and drama in performance.  
 
 
 
Interconnections  
The programme connects directly with Block 2 Section 9 ’Modernist drama’, and with 
the discussion of Yeats’s poem ’Easter 1916’ in Block 2. In its discussion of Yeats’s 
play as a drama, the programme examines ideas already introduced in Block 1. The 
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link with ’Easter 1916’ suggests connections with ideology and with history, the 
themes of Block 3 and Block 6 respectively.  
 
Preparation  
You should read the text of the play, reprinted in The Poetry and Drama Anthology.  
 
Background and key facts  
For details of the play’s composition, see the Notes in The Poetry and Drama 
Anthology.  
 
Discussion  

1. What connection do you notice between the play and ’Easter 1916’? Does the 
play side with the Young Man or with the two lovers? Does it support their 
plea for forgiveness, or the Young Man’s conviction they will ’never be 
forgiven’?  

2. Do you find this play as self-conscious as Eliot’s?  

3. Consider how you might stage a performance of this play.  

4. Try to think of ways in which this play engages with some of the 
preoccupations of Modernist texts, and also ways in which you perhaps feel it 
does not.  

Comment  
1. See the comments in Block 2, Section 9.  

2. As drama, this is clearly a different kind of play from Sweeney Agonistes, even 
though both are Modernist and, in their own ways, anti-naturalistic. Consider 
Yeats’s use of repetition, music, story. You might also look at the use of 
masks, the visible divisions between musicians, the man from the modern 
world and the characters from myth, or the ritualised or bardic quality of much 
of the verse.  

3. You may have noted how the performance on tape uses realistic sound effects 
(compare Sweeney Agonistes) to give a naturalistic setting to an essentially un-
naturalistic play. Why do you think this is? Is it important that this encounter 
with characters from myth should be assumed to take place in the ’real’ world?  

4    Clearly, time and the meeting of different times is a theme, though perhaps not 
a structuring device as it is in Mrs Dalloway. The backward glance from a 
crisis-ridden modern world to a more stable world of myth and legend is also a 
Modernist preoccupation (as in the The Waste Land or James Joyce’s Ulysses). 
However, you might wish to point out that in this play, the mythical world 
itself is in crisis. We have already looked at the non-naturalistic status of 
language in this play, and certainly it demonstrates something of Modernism’s 
formal self-consciousness.  

 
Credits  
Cast  
YOUNG MAN   John Lynch  
STRANGER    Mark Lambert  
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YOUNG GIRL   Marcella Riordan  
MUSICIAN    Dermot Crowley  
Produced by Amanda Willett.  
The music for this programme is taken from Music of Japan, Kumkami/Yanagisawa.  
 
16.5.  Audio CD 3: Literature and Ideology 

 
Tracks 1-3    Ideology: theory and practice  
Aims  
In this round-table discussion, members of the course team and A319 tutors review 
some of the major ideas emerging from the theoretical extracts associated with Block 
3 and explore some specific examples of ideology at work in texts. You are invited to 
take a critical approach to the interpretations that emerge; the aim of the discussion is 
not to suggest definitive readings of texts but to illustrate ways of talking about 
literature and ideology. In the course of the discussion further questions are raised 
about the importance and usefulness of the approaches to literature developed in 
Block 3, and about the historical and cultural contexts within which theorists such as 
Sartre and Macherey developed their ideas.  
 
Tracks  
This programme comprises three tracks:  

Track 1, ’What is ideology?’  

Track 2, ’Macherey and "Englishness"’  

Track 3, ’Adorno and "Commitment"’  

Interconnections  
Tracks 1-3 draw mainly on material from the first part of Block 3, but Track 4, 
’Literature and ideology’ is also an important reference point. The discussion on Audio 
CD 5, Tracks 1-3, on the feminist theories addressed in Block 3, offers further 
examples of ideology at work in literary texts.  
 
Preparation  
If you have not yet managed to complete your reading for Block 3, this discussion 
will work as a lively and accessible introduction to the theory and practices of this 
block. It will, however, draw quite heavily on the material discussed in the first part of 
Block 3. It would be helpful to look briefly at the extracts by Sartre, Macherey and 
Barthes in Part Two, Section III of the Reader, along with the earlier pieces by 
LukÆcs, ’The Ideology of Modernism’ and Adorno, ’Commitment’. You will find 
Philip Larkin’s poem ’MCMXIV’, which is briefly referred to in the programme, in 
The Poetry and Drama Anthology.  
 
 
Discussion  
Focusing on any one, familiar, literary text discussed in the programme, critically 
examine the inferences drawn about that text in the course of the discussion. What 
further evidence would you marshal to support or to challenge such a reading?  
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Credits  
Contributors to the audio programme: Katie Gramich, Lynda Morgan, Steve Padley, 
Lynda Prescott. Producer: Wilf Eynon.  
 
Track 4    Literature and ideology  
Aim  
This programme explores, in an introductory way, the meaning of the concept 
’ideology’. It raises the question of the general need for  the term and its usefulness in 
relation to literature. In the programme, Stuart Hall, formerly Professor of Sociology 
at The Open University, articulates his definition of ideology as ’the frameworks of 
meaning and interpretation which we use to make sense of the world around us’.  
 
Interconnections  
The programme relates to, and supports, the discussion of ideology and Englishness in 
Block 3. It also has relevance to the discussion of Modernism which, as both LukÆcs 
and Adorno (both in the Reader) have suggested, cannot operate apart from ideology. 
Because literature depends upon language, says Hall, ideology must be present. The 
discussion also draws on ideas about interpretation discussed in Track 5. Hall talks 
about the relationship between author, text and reader as being a continually dynamic 
one. The relationship between language and ideology will be discussed again in the 
context of gender in Block 3 and empire and postcolonialism in Blocks 4 and 5.  
 
Preparation  
You should have read through Section 1 of Block 3 before listening to the 
programme. If you are reasonably confident of your understanding of that section and 
keen to pursue the ideas further, you might also read through the essay in the Reader 
by Terry Eagleton (’Marxist Criticism’) and that by Etienne Balibar and Pierre 
Macherey (’On Literature as an Ideological Form’).  
 
Discussion  
Make brief notes on the following questions.  

1. What fundamental usefulness does Stuart Hall claim for ideology?  

2. Why should we be suspicious of the notion of a ’dominant ideology’?  

3. What particular connections does Stuart Hall make between literature in 
English and ideology?  

Comment  
1. Ideology enables us to think about language, reminding us that it is not 

’innocent’, and gives us a framework that enables us to link everyday speech, 
as well as literary texts, with issues of power.  

2. Stuart Hall argues that it is not helpful to think in terms of a single simple 
ideology that the dominant social group in society can impose on all others. 
Rather one should think in terms of ideologies interacting in a dynamic way; 
our analyses are then likely to open up the contradictions within ideologies 
and negotiations between competing ideologies.  

3. Stuart Hall sees all literature in English, including those texts written from 
outside the British Isles, as somehow marked by accumulated notions of 



 

 

46

Englishness. He also sees the study of literary texts in English as a particularly 
valuable way of exploring the competing ideologies existing at particular 
times; the canon of texts that are seen as having authorised value also tells us 
about the ideologies operating at a particular historical time.  

Credits  
In this programme, Stuart Hall was interviewed by Richard Allen. The Producer was 
Beth Martin.  
 
Track 5    Meaning and interpretation  
Aim  
This programme complements sections on meaning and interpretation in Block 3 and 
the Reader. It is designed to draw out some of the implications of the ideas in the 
writings of Stanley Fish and Robert Scholes to be found in Part One, Section III of the 
Reader. It also considers how these ideas can be applied to texts in Block 3.  
 
Interconnections  
Although the arguments put forward by Fish and Scholes are discussed in this 
programme in relation to two of the texts featured in Block 3, the intention is that 
these ideas can also be applied to earlier and later texts in the course. For example, the 
status of the text is an idea that could be explored in an interestingly different way in a 
dramatic work such as Endgame. 
 
The discussion of Endgame in Block 1 included information about Beckett’s very 
prescriptive attitude to performances of his works and his deliberate attempts to stop 
audiences ascribing over-defined meanings to them. Nevertheless, you could argue 
that interpretation is inevitable and that each viewer/reader will necessarily try to 
make sense of a play in his, or her, own way - even if this means accepting it as ’just 
play’. 
 
There are also links with other items in Part One, Section II of the Reader - for 
example, the extract from E.D. Hirsch, Jr., ’The Babel of Interpretations’.  
 
Preparation  
You could usefully refresh your memory of the ideas of Fish and Scholes by rereading 
the extracts in the Reader and looking again at the discussion in Block 3. Make sure 
you have a copy of Charlotte Mew’s poem ’The Farmer’s Bride’ in front of you (in The 
Poetry and Drama Anthology).  
 
Background  
The two extracts from P.G. Wodehouse’s short stories discussed on this track are from 
’The Ordeal of Young Tuppy’ and ’Indian Summer of an Uncle’. 
 
All the background to this programme is to be found in the discussion in Block 3 and 
the introduction to Part One, Section III on ’Interpretation’ in the Reader.  
 
Discussion  
Note that, from the first, Peter Faulkner highlights a distinction between meaning (or 
the raw material on which one bases one’s interpretation) and interpretation itself. He 
acknowledges that Stanley Fish does not make this distinction. 
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During the programme Peter Faulkner refers to himself as a ’male reader’ and talks of 
’gendered reading’ (a question also discussed on Audio CD 5). ’Masculinity’ is, it may 
be argued, culturally created; ’maleness’ is a biological attribute dependent on 
chromosomes. The question of gender is, as Dinah Birch points out, ’a complicated 
social structure’, not unrelated to biological fact but not synonymous either. 
 
You could usefully spend some time considering how the ideas discussed in the 
programme have modified the way in which you read the texts in Block 3. You might 
also think of other texts in the course in this light. Has the programme changed the 
way in which you think about Mrs Dalloway, for example? If it has, what are the 
differences you can detect?  
 
You might like to think about the possibly competing interpretations of a variety of 
potential interpretive communities, perhaps with regard to a poem such as Charlotte 
Mew’s ’The Farmer’s Bride’. It is well worth considering ’the extent to which a text 
may be said to guide or offer resistance to the things one makes of it’ (Peter Faulkner 
quoting Robert Scholes).  
 
Credits  
The audio programme is presented by Roger Day and Peter Faulkner, Reader in 
English at the University of Exeter, and was produced by Mags Noble. The readings 
are by Martin Jarvis.  

 

16.6.  Audio CD 4: Literature and Ideology: ’Englishness’   
 

Tracks 1-2    Auden and Betjeman  
Aims  
The aims of these tracks are to:  

1. enable you to hear poets reading their own work;  

2. discuss how the two poets understood their role as writers differently;  

3. consider how each writer contributes to an idea of ’Englishness’.  

Tracks  
This programme comprises two tracks: 

Track 1, ’Auden: poetry in the world’ 

Track 2, ’Betjeman: poetry as entertainment’  
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Interconnections  
Tracks 1-2 connect with the theme of ’Englishness’ in Block 3. You might find it 
helpful to listen to the tracks before starting work on the appropriate sections of the 
block since they can function as an introduction to the work of the two poets. The 
discussion begins with the voice of John Betjeman describing his way of working.  
 
Preparation  
Track 1 includes a recording of Auden reading his own poetry, and Track 2 features 
Betjeman reading his poetry. Both are linked by a commentary developing points 2-3 
above. As you listen, think about the ways Auden’s view of his role as a poet could be 
said to be ’moral’? Is there more to Betjeman’s poetry than the role of ’court jester’? If 
he has serious concerns, what are they?  
 
Background and key facts  
The interview extracts used are: 
• John Betjeman (from a recording of a conversation with schoolchildren who are 

not heard in this extract) talking on the Light Programme on 10 August 1962. 
(BBC Sound Archives) 

• Auden talking about his own work. (BBC Sound Archives) 
 
All of the poems discussed are reprinted in The Poetry and Drama Anthology. They 
are:  
• Auden reading ’A Bride in the 30s’, BBC Sound Archives (2’ 00"). Betjeman 

reading ’A Subaltern’s Love Song’ from the LP ’The Golden Treasury of John 
Betjeman’, Spoken Arts Inc (2’ 45"). 

• Betjeman reading ’Hunter Trials’ from the LP ’The Golden Treasury of John 
Betjeman’, Spoken Arts Inc (1’ 22"). 

• Betjeman reading ’How to Get On in Society’ from the LP ’The World of Sir John 
Betjeman’, Argo (0’ 42"). Betjeman reading ’Mortality’ from the LP ’Back to 
Back’, Polydor (1’ 09").  

 
Discussion  

1. On Track 2 you are asked to consider the relationship between a poet’s voice 
and the way he or she writes. Did you come to any conclusions on this point?  

2. At one point in the CD you are asked to listen to ’A Bride in the 30s’ a second 
time, looking out for references to public events rather than listening to it as a 
love poem. Does one of these take precedence over  the other in your  view? 
What is the balance between them?  

Credits: The audio programme is presented by Roger Day and was produced by Beth 
Martin. The readings are by W.H. Auden and Sir John Betjeman. The music was 
composed by Jim Parker.  
 
Track 3    Home and abroad  
Aims  
This discussion is centred on Evelyn Waugh’s Officers and Gentlemen. However, it 
also refers to Waugh’s contemporary, Graham Greene, a fellow writer who shared 
Waugh’s enthusiasm for travel and had a similar religious outlook. Both writers 
published stories, novels and essays based on their travels. 
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The main aims of the programme are:  

1. to discuss the Block 3 theme of ’Englishness’ in the contrasting context of 
foreign travel;  

2. to consider how religious commitment featured in the life and work of Waugh 
compared with his contemporary, Greene.  

Interconnections  
The programme begins with an extract from The Ascent of F6, a play by W.H. Auden 
and Christopher Isherwood. It argues that in the decade of the 1930s, commitment of 
some kind was inevitable. However, it focuses upon commitment of a different nature 
from the political. You may find it interesting to consider  these very English accounts 
of the ’foreign’ in the light of your later study of orientalism and imperialism in Block 
4.  
 
Preparation  
It would be helpful if you read Officers and Gentlemen before you listen to the 
programme, even if you have not studied the course material in�Block 3.  
 
Background and key facts  
The ’Eucharistic congress’ referred to at the end of the programme is an occasional 
international meeting held by the Roman Catholic Church to ’foster devotion among 
the faithful to the Blessed Sacrament’ (Catholic Dictionary definition).  
 
As the programme makes clear, Greene and Waugh were both converted to the 
Catholic faith in the 1930s, though their political points of view were far from similar. 
Generally speaking, Greene was more politically aware than Waugh and maintained 
his interest in world movements until his death in 1990.  

 
Discussion  
Roger Day explores the way in which Englishness is often defined in opposition to 
foreignness. You might also like to consider whether the immensely popular turning 
towards ’abroad’, as detailed in this programme, may also indicate an awareness that 
Englishness as a sustaining identity is inadequate, that it needs either  to be 
supplemented by whatever ’abroad’ has to offer, or  to be re-defined through a contrast 
with the foreign. 
 
Try exploring in more detail the possible connections between religious commitment 
and political views. It would also be useful to compare the texts from this programme 
with Modernist texts such as Mrs Dalloway or Sweeney Agonistes, which do not seem 
to engage specifically with commitment. Consider George LukÆcs’s reading of ’The 
Ideology of Modernism’ (Reader) in this light.  
 
Credits  
The audio programme was written and presented by Roger Day, and produced by 
Betty Talks. The readings are by Sean Barrett.   

 
 

 



 

 

50

16.7.  Audio CD 5:   Literature and Ideology: Gender 
 
Tracks 1-3    Feminist theory and practice  
Aims  
This informal discussion, involving members of the course team and A319 tutors, 
focuses on some of the major debates in feminist theory and practice, following up on 
the Block 3 course materials and the associated Reader extracts. We aim to clarify 
aspects of the historical development of feminist theory from the 1920s to the 1980s 
and to spotlight the importance and usefulness of feminist approaches to literature, by 
reference to some of the set texts in this and other blocks of the course.  
 
Tracks  
This programme comprises three tracks:  

Track 1, ’Virginia Woolf and Simone de Beauvoir’  

Track 2, ’Feminism and language’  

Track 3’, ’Women writers and feminism’  

 
Interconnections  
The programme draws mainly on material from Block 3, but there are references back 
to Block 2 and to Block 5. The discussion builds on that to be found on Audio CD 3, 
exploring the relationship between literature and ideology, as addressed in the first 
part of Block 3, pursuing the distinction between conscious commitment and ’a lived 
ideology’ and offering further examples of ideology at work in literary texts.  
 
Preparation  
You should have completed your reading for Block 3, as well as the following 
extracts from the Reader: ’To Cambridge Women’ by Virginia Woolf; ’Woman and 
the Other’ by Simone de Beauvoir; ’Women Poets’ by Sandra Gilbert and Susan 
Gubar; and ’Language and Gender’ by Cora Kaplan.  
 
Credits  
Contributors to the audio programme were: Katie Gramich, Lynda Prescott, Lynda 
Morgan, Steve Padley. Producer: Wilf Eynon.  

 

Tracks 4-14 the poetry of Stevie Smith  
Aim: 
The aim of these tracks is to illuminate the texts, which are read aloud either by the 
author or by Kate Binchy. A particular aim is to show that this writer’s work is not as 
simple or as easily definable as it may first appear 
 
Tracks  
This programme comprises eleven tracks, each of which includes a reading of a Stevie 
Smith poem. They are:  

Track 4, ’Discussion of "The Bereaved Swan"’  

Track 5, ’The Bereaved Swan’  

Track 6, ’Not Waving But Drowning’  

Track 7, ’The Frog Prince’  
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Track 8, ’Mrs Blow and Her Animals’  

Track 9, ’Our Bog Is Dood’  

Track 10, ’Tenuous and Precarious’  

Track 11, ’The Jungle Husband’  

Track 12, ’Emily Writes Such a Good Letter’  

Track 13, ’Pug’  

Track 14, ’The Galloping Cat’  

 
Interconnections  
These tracks are intended to be used with Block 3, Part 2, ’Language and Gender’. 
You may play it before or while working on the poetry section of that block. Note that 
the discussion of the interpretation of Smith’s poems takes us back to the debate over 
meaning and interpretation in the work of Fish and Scholes, discussed on Audio CD 3 
Track 5. The poems may be found in The Poetry and Drama Anthology.  
 
Preparation  
The two points discussed on these tracks are (1) ambiguity and (2) gender. You are 
asked to watch out for different ways of interpreting the poems; one poem is 
examined in detail, and then others are read through, often with the poet’s own 
introductions. You should listen carefully to these, as Stevie Smith often sets up the 
way in which she wishes you to receive the poem: this is not necessarily the way in 
which you would yourself have understood the text on the page. Is ’Not Waving but 
Drowning’, for example, a sad poem about real problems of suffering people, or is it, 
as John Purkis suggests, a humorous poem (people have been known to crease their 
lips into a smile while reading it)? Or is there some other way of reading/receiving 
this poem?  

 
Secondly, you should consider whether the fact that you know that the poet is a 
woman (and, of course, the poems are read by female voices on the CD) prejudices 
your reaction. Do you, for example, see this poet as exploiting a ’little-girl’, false 
naivety (as hostile critics have said) or do you hear a strong female voice challenging 
male authority? 

 
In the course of listening you are asked:  

1. to look at ’The Bereaved Swan’ (in The Poetry and Drama Anthology) as a 
piece of typography. What does this show us?  

2. to read ’The Frog Prince’ (in The Poetry and Drama Anthology) before 
listening to the reading and to think about the meaning of the story. What do 
you think it is about?  

3. how you would pronounce the final word in the title of Stevie Smith’s ’Our 
Bog is Dood’ (in �The Poetry and Drama Anthology)?  

Background and key facts  
The following poems are read:  
• ’The Bereaved Swan’, read by Kate Binchy  
• ’The Frog Prince’; introduction and reading from an archive recording of Stevie 

Smith at The Freemasons Hall, Edinburgh, 27 August 1965 
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• ’Mrs Blow and her Animals’; introduction and reading from archive studio 
recording of Stevie Smith, 21 November 1968  

• ’Tenuous and Precarious’; introduction from archive studio recording of Stevie 
Smith, 10 June 1963; read by Kate Binchy  

• ’The Galloping Cat’; introduction and poem from archive studio recording of 
Stevie Smith, 21 November 1968.  

 
A number of allusions are made to poems and novels other than those by Stevie 
Smith. These allusions are to:  

1. establish that even apparently naive and simple poems are still in some sense 
inter-textual - that is, they are not isolated literary productions but implicitly 
refer back to the author’s and the reader’s previous experience of literature. 
You may remember that T.S. Eliot felt that this kind of cultural memory was 
absolutely vital to any poet who wanted to be of his time and for all time: ’a 
feeling that the whole of the literature of Europe from Homer and within it the 
whole of the literature of his own country has a simultaneous existence and 
composes a simultaneous order’ (’Tradition and the Individual Talent’, quoted 
in Block 2);  

2. point out that humour, in particular, often depends upon an element of 
burlesque or parody. The reader’s response depends upon the fact that another, 
usually more serious, text is in the background. But, curiously, you don’t 
necessarily have to know exactly what is referred to.  

The following are referred to on the CD in this order:  
• Geoffrey Hill (whose poetry you will study in Block 4)  
• The Mad Hatter in Lewis Carroll’s Alice’s Adventures in Wonderland, Chapter 7 
• Mrs Leo Hunter’s ’Ode to an expiring Frog’ in Charles Dickens’s Pickwick Papers, 

Chapter 15  
• ’Lasciate ogni speranza voi ch’entrate’: literally ’Abandon all hope, you who 

enter’, from Dante’s Inferno, iii. 4.  
• Alfred, Lord Tennyson. ’The Dying Swan’ is among his juvenilia.�There are other 

well-known references, e.g. ’And after many a summer dies the swan’, Tennyson, 
’Tithonus’, 1.4. According to many legends, the swan only sings or speaks 
immediately before dying; the word ’saith’ may imply this. 

• William Blake. The main reference is to his Songs of Innocence and Songs of 
Experience  

• S.T. Coleridge’s The Ancient Mariner uses 4-line, 5-line and 6-line stanzas. For 
example:  

O happy living things! no tongue  
Their beauty might declare:  
A spring of love gushed from my heart  
And I blessed them unaware;  
Sure my kind saint took pity on me, 
And I blessed them unaware. 
 

• Similarly, Lewis Carroll’s ’The Walrus and the Carpenter’, from Through the 
Looking Glass, Chapter 4, uses a six-line stanza: 

’I weep for you,’ the Walrus said:  
’I deeply sympathize.’ With sobs and tears he sorted out  
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Those of the largest size,  
Holding his pocket-handkerchief  
Before his streaming eyes.  
 

• Robert Graves’s I, Claudius is a novel about the early Roman emperors. 
Augustus’s wife, Livia, seems to have poisoned most of her relatives. 

• Tartuffe, the main character in MoliŁre’s Le Tartuffe, is a hypocrite.  
 

Credits  
The programme was written and presented by John Purkis, formerly Staff Tutor in 
Literature at The Open University, and produced by Mags Noble.  

 

16.8.  Audio  CD 6 : End of Empire   
 
Track 1    Indian views of Forster  
Aim:  
The programme gives you the opportunity to hear the views of three Indian readers 
and critics on A Passage to India, and to reflect on the question of how national 
identity and imperialism relate to our reading of literary texts.  
 
Interconnections  
The programme relates particularly to Block 4. Mention is made of Orientalism by 
Edward Said, which is discussed in the block, and an extract of which is reprinted in 
the Reader. It is appropriate to consider A Passage to India and readers’ responses to 
it in terms of the discussion of ideology and interpretive communities in Block 3. It is 
also worth considering Stuart Hall’s comments on Audio CD 3 Track 4 about the 
impossibility of standing outside ideology, however sensitive and liberal we may 
think ourselves. As Dr Tharu argues, ’There’s no way of breaking with it simply by 
deciding to do so.’  
 
Preparation  
You will need to be well into your reading of A Passage to India before listening to 
the programme if you are to engage with the comments of the speakers. You may find 
it helpful when listening to the programme to try to make notes under the following 
headings: (1) Forster’s portrayal of India, (2) Orientalism, (3) A Passage to India and 
the canon.  
 
Background and key facts  
G.K. Das is Professor of English Literature at the University of Delhi, and author of 
E.M. Forster and India. R.K. Narayan (1906-2001) was one of India’s most famous 
novelists. His works include the Malgudi series of novels and The Painter of Signs, 
one of the set texts for Block 5. Dr Susie Tharu is Lecturer at the Central Institute for 
English and Foreign Languages, Hyderabad, India.  
 
Apart from Forster’s work there are also references in the programme to:  
• Edward Thompson (1886-1946): he was born in England and spent much of his 

time lecturing in Indian Studies at Oxford, but he lived for some years in India at 
the time of the First World War. His love of India is reflected in his novels (for 
example, An Indian Day, 1927). He was strongly critical of British rule (see, for 
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example, The Other Side of the Medal, 1925) and came into contact with Forster 
in this context. 

• ’Rushdie’s book’: a reference to Salman Rushdie’s The Satanic Verses (1988). 
Muslims took great exception to the presentation of Islam in this book and a death 
sentence was passed on Rushdie by the Ayatollah Khomeni in Iran.  

 
Discussion  
To help fix the programme in your mind, make notes on the following questions:  

1. How important is a sense of Forster’s own character to an understanding of the 
novel?  

2. How do the speakers see Forster’s own class position bearing on the novel?  

3. What arguments are advanced against the notion that Forster is ’orientalist’ in 
the novel? How convincing do you find those arguments? (For a persuasive 
analysis of Forster’s orientalism in A Passage to India, you might like to read 
Edward Said’s discussion of the novel in Culture and Imperialism: 1993.)  

4. How, on the basis of this programme, can A Passage to India be seen as a part 
of the canon?  

Comment  
1. Professor Das’s view of the novel is partly informed by his meetings with 

Forster. He believes that because Forster’s own character was kind and 
because he was genuinely interested in India, these elements are to be found in 
the novel. Such a view has considerable power and authority but plainly poses 
questions for other readers who may wish to take different positions. It 
requires us first of all to establish a distinction between the author and the text 
and to create a framework that can allow for different meanings without 
descending entirely into subjectivity.  

2. Dr Tharu sees Forster’s class position as a strength when the book was 
published, since the critique of the British establishment contained in the book 
gained power by coming from within the establishment rather than from 
outside. R.K. Narayan suggests, however, that Forster’s position as an ’insider’ 
prevented him from getting to know a very wide range of Indians, so that his 
presentation of India in the novel is narrow. Dr Tharu supports this from an 
Indian and feminist position, and sees Forster’s Indian characters as 
conventional images.  

3. Professor Das takes issue with the notion that Forster writes from an orientalist 
(in Said’s sense) perspective, although he would accept, probably, that he 
conformed to the older definition of the term. He argues in the programme that 
Forster does genuinely catch a sense of the unseen, which is at the heart of 
Hinduism, and that Hinduism is so complex that no one can have a 
comprehensive view of it. On the other hand, Dr Tharu does see Forster as 
orientalist in Said’s sense, but sees this as an inevitable aspect of writing in an 
imperial culture; everyone, even Indians, writing about India in this culture 
writes from this perspective because it is the only one available. In this respect 
we touch on one of the crucial aspects of Said’s theory, namely how far 
orientalism, in his sense, can be a matter of conscious choice for the author.  
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4. A Passage to India can be seen as part of the canon in two respects. First the 
continuous attention that it has received in English studies in Indian 
universities and the quality attributed to the work itself  make it part of the 
canon of English literature. However, the second sense in which the novel may 
be seen as part of the canon requires us first to redefine what we mean by that 
term, particularly so as to take into account the notion that literatures are 
involved with national cultures. A Passage to India would be part of a canon 
of works written in English that arise from the interactions between English 
literature (something specifically belonging to England, or perhaps Britain) 
and India during a period marked by imperialism. If you feel more attached to 
one or another of these definitions you should be aware that this may say 
something about your own ideas of English literature and the extent to which, 
on the one hand, it is involved with politics, or on the other, it transcends such 
concerns.  

Credits : Taking part in this programme are R.K. Narayan, G.K. Das and Susie 
Tharu. It is presented by Richard Allen, and was produced by G.D. Jayalakshmi.  
 

Tracks 2-3    Poetry and the end of Empire: Philip Larkin  
Aim  
The aim of this programme is to enable you to hear two distinguished critics and 
poets, Donald Davie and Tom Paulin, discuss the relationship of the poetry of Philip 
Larkin (one of the five poets you will study in Block 4) to the block theme - end of 
Empire - with detailed reference to specific poems.  

 
Tracks  
This programme comprises two readings of poems by Philip Larkin: 

Track 2, ’At Grass’  

Track 3, ’Homage to a Government’  

Interconnections  
The relationship between literature and politics and between literature and ideology is 
the subject of Block 3. More specifically, the idea of whether poetry can ever be truly 
apolitical or untouched by ideology is addressed in the essays by LukÆcs and Adorno 
in the Reader. Tom Paulin refers to the ’British male national character’, which 
develops an idea introduced in Block 3. 
 
This programme is closely linked to Track 4, ’Englands of the mind?’. In order to 
make full use of this programme, you should make sure you follow it up by listening 
to Track 4.  
 
Preparation  
The programme takes the form of readings by Larkin himself of two poems, followed 
by discussions of them. It begins with a detailed study on Track 2 of Larkin’s poem 
’At Grass’ (1950; in The Poetry and Drama Anthology). It is essential for you to read 
this poem carefully several times� before the programme. The poem read and 
discussed on Track 3, which you should also read before the programme, is ’Homage 
to a Government’ (1969; in The Poetry and Drama Anthology).  
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Background and key facts  
Donald Davie (1922-1995) was a poet and critic who held academic posts at several 
universities including Dublin, Cambridge, Essex and Stanford. He was the author of 
many critical works and memoirs. The Shires (Routledge, Kegan Paul, 1974), referred 
to by Heaney in his essay ’Englands of the Mind’, relates in interesting ways to the 
block theme. 
 
Tom Paulin (b.1949) is a poet, playwright and critic. He is the G.M. Young Lecturer 
in English at the University of Oxford. 

 
The following notes explain the references you’ll hear in the poems and discussions: 
• ’Attlee’: Clement Attlee (1883-1967), Labour Party politician and Prime Minister 

from 1945-51.  
• The Aeneid: Latin epic by Virgil (70-19  BCE). In Book VI of The Aeneid, Aeneas 

goes down to the underworld and encounters the shades of history and myth. 
• ’The Anglo-Irish ascendancy’: the Anglo-Irish ruling class, which held power from 

the seventeenth century to 1921.  
• ’The Movement’: a title used to describe the work of English poets of the mid-

1950s including Davie (for detailed discussion f the term and the group, see Block 
4).  

• ’The Labour government’s withdrawal from East of Suez, from Aden’: this took 
place in November 1967. 

• ’Macmillan’: Harold Macmillan (1894-1986), Conservative Party politician and 
Prime Minister from 1957-63. 

• ’Wind of change’: in an address to the South African parliament in Cape Town in 
1960, Macmillan said ’the wind of change is blowing through the continent’. 

• ’Crusoe’: the eponymous hero of Robinson Crusoe (1719), a novel by Daniel 
Defoe (1660-1731).  

 
Discussion  
Consider the following questions:  
1. The most important thing for you to be able to do is to distinguish between the 

two different interpretations (or readings) of ’At Grass’ offered by Donald Davie 
and Tom Paulin. With this in mind, summarise in your own words how each of 
them interprets the poem. 

2. Some important general points about the way in which literature mediates 
historical events, such as the end of Empire, are made. What do you think Donald 
Davie means when he says that ’to say that the end of Empire conditioned us all 
[is] quite different from saying it determined us, determined what we would write 
about ... there seems to be a crucial distinction there ...’? What do you think Tom 
Paulin means when he says that the political and historical significance of Larkin’s 
poetry is ’something that is released obviously as society changes’?  

3. In what ways is ’the British male national character’ evident in Larkin’s poems, 
according to Tom Paulin?  

You will find a detailed discussion of ’At Grass’, which refers you back to this 
programme, in Block 4. You may find this helpful in thinking back to the answers you 
gave to the questions above.  
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1. You will find a summary of the difference between their interpretations in Block 
4.  

2. The clue to Donald Davie’s preference for  the word ’conditioned’ rather  than 
’determined’ to describe the way that historical events have an impact on literature 
lies in his comments prior to the passage cited in the question. He argues that he, 
and other poets of the Movement, ’really believed that our poetry and writing 
careers were ... apolitical’, but is quite prepared to admit that ’in retrospect ... the 
end of Empire ... altered the mentality and the sensibility of the England we were 
living in, including our own sensibilities, but we didn’t know that at the time’ 
(italics added). Davie’s point is that, although with hindsight a particular set of 
historical events may appear to have influenced the themes and preoccupations of 
a series of literary texts, the authors of those texts did not consciously register 
such events in their writing at the time. 

Block 6 develops the discussion of the relationship between literature and history. 
But it is worth noting now that you can probably think of some texts in A319 that 
confirm Davie’s view, and others that challenge it.  
 
While Tom Paulin is less inhibited than Davie about asserting the impact of 
historical processes and events on literary texts, he too argues that the significance 
of particular events and situations may not be immediately apparent: ’when you’re 
inside a historical event, or political event, it’s hard to understand it’. Like Davie, 
he sees the relationship between literature and history as constantly shifting, rather 
than fixed and determined. The significance of a particular text, and therefore 
interpretations of it, will change as social awareness and public consciousness 
change. 
 

3. In Larkin’s poetry, Paulin sees the issues of gender and Englishness as linked with 
wider national myths and constructs, bequeathed to some extent from Defoe’s 
novel Robinson Crusoe:  

���what Larkin is really talking about under the guise of personal loneliness, 
lyric loneliness, is something that I guess is deep in the British male national 
character ... and that is this extraordinary sense of privacy. It is the end result, 
you could say, of Protestant individualism and of Empire. It is Crusoe on his 
island, which is the enduring myth within British society which all sorts of 
things can be explained under. 

 
Paulin goes on to suggest that there are signs in Larkin’s poetry of a desire to cast off 
such cultural conditioning, and do away with socially reinforced inhibitions. In order 
to be fully convinced of this view, you will need to read more of Larkin’s poems than 
are represented in The Poetry and Drama Anthology. Paulin ends by saying that ’At 
Grass’ is symptomatic of a characteristically English historical sensibility, where the 
image of the past that is inherited is more secure than the uncertain identity that 
awaits the country in the future.  

 
Credits: Taking part in this programme are Donald Davie and Tom Paulin. It is 
presented by Michael Rossington and was produced by Mags Noble. 
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Track 4    Englands of the mind?  
Aim  
The aim of this programme is to help you to understand and consider the argument of 
Seamus Heaney’s essay, ’Englands of the Mind’, which links the poetry of Larkin, 
Hughes and Hill directly with the theme of Block 4, End of Empire. Donald Davie 
and Tom Paulin (whom you heard on Tracks 2 and 3) now go on to discuss Heaney’s 
essay and consider other manifestations of the theme of the end of Empire in the work 
of Larkin, Hughes and Hill.  
 
Interconnections  
This programme takes up the theme of national identity discussed in Block 3 and the 
ideology of imperialism discussed in relation to Kipling’s ’A Sahibs’ War’. Paulin’s 
comments on the masculine violence associated with the idea of Empire invites more 
discussion of the relationship between gender and national identity (see Woolf’s 
essay, ’Woman and Nationalism’, in the Reader).  
 
Preparation  
You should read the abridged version of Heaney’s essay ’Englands of the Mind’ in the 
Reader, paying particular attention to the opening section and the concluding 
paragraph. You should also read Larkin’s ’The Whitsun Weddings’ (completed in 1958 
and published in The Whitsun Weddings, Faber, 1964) in The Poetry and Drama 
Anthology, the last verse of which Tom Paulin discusses. Make sure that you have 
listened to Tracks 2-3.  
 
Background and key facts  
For details of the contributors, see the notes for Tracks 2-3.  
 
The following notes explain the references you’ll hear in the poems and discussions: 
• Kipling’s line is in fact, ’And what should they know of England who only 

England know’ (from his poem, ’The English Flag’, 1891) - Donald Davie was 
quoting from memory. The phrase blood-boltered means clotted or clogged with 
blood, especially having the hair matted with blood (OED) (cf. Macbeth, IV. i. 
139, ’the blood- boltered Banquo smiles upon me’).  

• ’Horatian poetry’: The Latin poet Horace (65-8 BCE) has been an important model 
for some of the pastoral traditions of English poetry, especially in the seventeenth 
and eighteenth centuries.  

• ’Michael Foot’: during the Falkland Islands debate in the House of Commons on 3 
April 1982 to which Tom Paulin refers, Edward du Cann, Conservative MP for 
Taunton, praised Michael Foot, Leader of the Labour Party from 1979-83 in the 
following terms: ’The Leader of the Opposition spoke for us all. He did this nation 
a service ...’ (Hansard, p. 642). Tom Paulin’s reference to this speech, quoted from 
memory, differs slightly from the exact wording as recorded in Hansard.  

• ’autochthonous’: from the Greek meaning, literally, ’sprung from the land itself’ 
(OED).  

• ’omphalos’: from the Greek meaning ’navel’, ’boss’, ’centre’, ’hub’; conical stone at 
Delphi supposed to be the central point of the earth (OED).  

• ’Kipling’: Tom Paulin says that ’Kipling spoke for Britain, not for England’, 
whereas Donald Davie talks of Kipling in the context of the line from ’The English 
Flag’ cited above. But both Tom Paulin and Donald Davie seem to agree that 
Kipling’s view of Empire is far from the insularity of the ’Little England’ mentality 
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of Larkin and the Movement; more an acknowledgement of the diversity of 
cultures over which the British Empire ruled.  
 

Discussion  
1. Using Heaney’s essay, and Donald Davie’s and Tom Paulin’s comments upon it, 

how would you describe the ways in which the legacy of Empire and its demise 
are manifested in the work of the three poets?  

Note that Davie’s definition of the imperial imagination is unusual in that he takes 
it to mean appreciating the cultures and races over which Britain had dominion 
(hence his praise of Kipling), whereas the normal definition of imperialism is of 
one race or culture imposing its rule over another.  
 

2. Why does Donald Davie think that violence plays such a prominent role in the 
poetry of Hughes and Hill, whereas it is largely absent from the poetry of Larkin?  

3. Which recent poet or poets have extended the English language in their verse, 
according to Tom Paulin, and in what ways? Do you think that the poetry of Tony 
Harrison (who is not discussed directly by either Davie or Paulin) also exemplifies 
such linguistic innovation?  

Comment  
1. You will find a summary answer to this question in Block 4.  

2. Davie seems to argue that what differentiates himself and Larkin from Hughes and 
Hill is the fact that the former lived through the experience of the Second World 
War as young adults. Davie served in the forces and therefore had direct 
experience of war; although Larkin did not serve, and his poetry hardly registers 
the war’s effects directly, his two novels, Jill and A Girl in Winter, show his 
awareness of the impact of the war on civilian life. Of Hughes and Hill, Davie 
comments:  

Both in Hughes and in Hill, I’m not alone in noting what certainly looks like a 
certain nostalgia for the licensed violence of warfare, particularly clear I think in 
Hughes, who was too young to serve, and in certain of his poems seems to regret 
the fact that he was shut out from what sometimes seems to be the carnival of 
violence and warfare ... and again plenty of people have noted that Geoffrey Hill’s 
vision of English history is very blood- boltered.  
 
It would be interesting to consider this comment in the context of writers of the 
1930s who might also be considered to have missed the ’carnival of violence and 
warfare’ that was the first world war. Their version of Englishness might also be 
said to reflect nostalgia for a violent rite of passage that they had been too young 
to undergo.  
 

3. Paulin argues that Hughes succeeds in extending the English language by bringing 
in new words, many derived from, or influenced by, American poets such as 
Emily Dickinson. Similarly, black British poets bring in new voices and new 
accents to extend and reshape the language. Harrison can be seen to perform a 
similar function by introducing the diction and pronunciation of his own region 
into conventional forms such as the sonnet. Is it significant, do you think, that 
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apart from the reference to Emily Dickinson, this is an all-male cast of poetic 
voices?  

Credits: Taking part in this programme are Donald Davie and Tom Paulin. It is 
presented by Michael Rossington and was produced by Mags Noble.  
 
Tracks 5-9    Poems by Sorley MacLean  
Aims  
The aim of this CD is to enable you to hear the English translations of some of Sorley 
MacLean’s poems read with the intonation and accent proper to the Scottish voice.  
 
Tracks  
This programme comprises five readings of poems by Sorley MacLean.  They are:  

Track 5, ’Kinloch Ainort’  

Track 6, ’Heroes’  

Track 7, ’Death Valley’  

Track 8, ’She to Whom I Gave ...’  

Track 9, ’A Spring’  

Interconnections  
In Block 4 the difference in accent and metrical structure contrasts with the English 
poetry analysed in Block 1 and on Audio CD 1 Track 2. It also has relevance for the 
discussion of a ’new-accented’ English to be discussed with reference to the ’new 
writings’ in Block 5.  
 
Preparation  
Your reading in Block 4 has already prepared you to some extent, but please read the 
texts of the poems in The Poetry and Drama Anthology and then listen to the CD.  
 
Background and key facts  
Sorley MacLean (1911-1998) is now regarded as one of the greatest Scottish poets of 
the twentieth century. Until the 1970s, his verse was known by very few people. In 
that decade, publication of English translations and the impact of his public readings 
established him in the eyes of poetry lovers in Scotland, Ireland and England, as well 
as further afield, as a major poet.  

 
Yet, curiously, this impact depended on work that mostly derived, as is mentioned in 
Block 4, from a very specific conjunction of personal and political factors in the 
1930s and 40s. A contemporary of Auden, of the major French Communist poets 
Éluard and Aragon, and of the great Chilean Communi st, Pablo Neruda, MacLean 
somehow vaulted the generations to speak compellingly (in particular) to young 
Scots, mostly non-Gaelic-speakers, preoccupied with questions of home rule and 
nationalism in the era of Heath, Wilson, Callaghan and Thatcher. A passionate anti-
imperialist of the 1940s made sense to Scottish patriots in the 1970s.  
 
Attempts have been made to present MacLean as pre-eminently the author of the 
poems addressed to an idealised ’Eimhir’, a mythical Celtic beauty - a great poet of 
love whose politics were merely accidental and sentimental. This will not do.  
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MacLean’s feeling for his own people, their culture, and the landscape of his 
childhood; his unhappy, frustrated love affairs in the late 1930s with two women, one 
Irish, one Scots; and his passionate hatred of Fascism, capitalism and imperialism, 
formed one nexus of intense feeling. MacLean’s cardinal political heroes were the 
Edinburgh-born Marxist,�James Connolly, commemorated so powerfully by Yeats as 
a hero of Dublin’s Easter Rising of 1916, and his fellow-clansman John MacLean, the 
Glasgow schoolteacher whose Marxist evening classes influenced many workers in 
the years of the so-called ’Red Clyde’ (1915-19), who was hailed by Lenin as a great 
ally, and who was preaching for  the cause of an independent Scottish Workers 
Republic before he died, in his prime, in 1923.  
 
The crux of MacLean’s crisis in the late 1930s was this: because he felt compelled to 
earn money for his family as a teacher, he could not obey his impulse to fight for the 
Republican side in Spain against Fascism. Iain Crichton-Smith has argued, regarding 
MacLean’s work of this period, that ’there is a sense in which the Spanish Civil War 
does not form the background to these poems, but is the protagonist. The test of 
whether or not to go to Spain was a deep test of who he was, and therefore a test of 
the quality of his love’ (Ross, R.J. and Hendry, J. eds, 1986, Sorley MacLean: Critical 
Essays, Scottish Academic Press, p. 49).  

 
Credits  
The programme was produced by G.D. Jayalakshmi.  

 

16.9. Audio CD 7: New Writings in English   
 

Track 1    In a Free State: a discussion  
Aim  
To discuss, with reference to specific scenes in the main story of the novel, how far 
V.S. Naipaul’s In a Free State engages with colonial or postcolonial viewpoints.  
 
Interconnections  
The discussion in Block 5 about the search for wholeness and community relates to 
the postcolonial condition but also to ideas such as nationhood and identity which are 
addressed in Block 3 and Block 4 particularly. How does the postcolonial state, and 
within it the postcolonial subject, retrieve or create a coherent sense of identity, and, 
by the same token, in the face of such assertions, how is the colonialist to retain his 
own sense of identity? This complex dilemma relates to some of the issues connected 
to ’Englishness’ in Block 3. Walcott and Naipaul are interesting writers to compare. A 
complex inheritance that Walcott considers gives him access to everything, Naipaul 
seems to dismiss as furnishing nothing but chaos. In the discussion of Bobby’s 
deliberate ’Othering’ of the African man, a term is employed that has already been 
used in Block 3 to describe the ways in which women are ’produced’ as ’others’ - the 
opposite of what men want themselves to be.  
 
Preparation  
You should have read the novel and the discussion in Block 5.  
 
Background and key facts  



 

 

62

Taking part in this programme are: Dr Abdulrazak Gurnah, a novelist and Lecturer in 
English at the University of Kent; Lyn Innes, Professor of English at the University of 
Kent; and Kole Omotoso, a Nigerian writer and Professor of Literature at the 
University of the Western Cape, South Africa.  
 
The programme opens with V.S. Naipaul reading an extract from his novel, The 
Enigma of Arrival (1987).  
 
Discussion  
1. How would you describe the voice of the narrator in In a Free State?  

2. What is your view of the incident at the filling-station, discussed in the 
programme? How are we to view Bobby’s action?  

3. Is the story ’In a Free State’ a critique of white expatriate behaviour or an 
exploration of ’differing states of mind’?  

4. Is the novel as a whole offering a ’debate about the capacity for people to form 
communities’ in the postcolonial world? Or do you find some other central 
organising theme running though it?  

5. The programme refers throughout to the book as a novel. Do you find this an 
appropriate description? Consider  the form of this text. Is it an attempt to provide 
coherence in the face of diversity and chaos (the ’one’ out of the ’many’), or is it 
intended to foreground division and incoherence?  

Credits : The programme was produced by Jenny Bardwell.  
 

Track 2    Poetry and history: Anna Akhmatova  
Aim  
The aim of the programme is for  you to hear the context and language of Requiem 
discussed by an acknowledged expert on twentieth-century Russian poetry, Edwin 
Morgan, Visiting Professor at University College of Wales, Aberystwyth, who is 
interviewed by Michael Rossington.  
 
Interconnections   
This programme is related most obviously to the discussion of Akhmatova in Block 6 
and the first section on ’Poetry and history’, and to some of the thematic concerns of 
the sections on Heaney and Holub in Section 2. Akhmatova’s poetry may also be 
looked at in terms of the relationship between art and ideology, discussed in Block 3, 
and in terms of gender, particularly in the context of constructed images of femininity 
and women’s poetic voice. 
 
Preparation  
You should have read the whole of Requiem in The Poetry and Drama Anthology, 
including the notes, as well as the discussion in the block, and the sub-section on 
’Poetry and History’. Joseph Brodsky’s essay, ’The Keening Muse’ in the Reader is 
also relevant, particularly Brodsky’s view that ’at certain periods of history it is only 
poetry that is capable of dealing with reality by condensing it into something 
graspable, something that otherwise couldn’t be retained by the mind’.  
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In addition you should prepare to follow in detail the readings in the programme of 
the following sections: the Epigraph, ’Instead of a Preface’, Section 10 ’Crucifixion’, 
Section 7 ’The Sentence’, Section 2 (untitled), and Part II of the Epilogue.  
 

Background and key facts  
The recording of Anna Akhmatova reading Requiem in Russian, which you hear at the 
beginning of the programme, was made by the BBC in 1965, and part of it was 
broadcast on Radio 3 on 24 January 1989. Akhmatova can be heard first reading the 
title and the Epigraph, and the first few lines of the first section of the poem.  
 
The epigraph to Section 10 ’Crucifixion’ is, as your notes in The Poetry and Drama 
Anthology inform you, from the Russian Orthodox Matins for Easter Sunday. It has 
been pointed out recently that the words are inexactly quoted by Akhmatova. The 
correct quotation is ’Do not weep for me, Mother,/ As you gaze upon the tomb’ (see 
The Complete Poems of �Anna Akhmatova, edited by Roberta Reeder and translated 
by Judith Hemschemeyer, in two volumes, Zephyr Press, 1990, ii, p.749). Reeder and 
Hemschemeyer also emphasise that the dates and circumstances of each of the two 
poems in ’Crucifixion’ are quite distinct: the first is signed ’1940/Fountain House’ 
(where Akhmatova lived in Leningrad) and the second ’1943/Tashkent’ (Reeder, 1990, 
pp. 109-11).  
 
In the recent edition published by Reeder and Hemschemeyer (referred to above), 
Section 7 ’The Sentence’ is dated more exactly than in the text of the poem in The 
Poetry and Drama Anthology as ’June 22, 1939/ Fountain House’ (Reeder, 1990, ii, p. 
105). The significance of this date is pointed out by Richard McKane in his edition: 
’the poem is dated the day of Lev Gumilyov’s sentence to labour camp’ (Anna 
Akhmatova: Selected Poems, trans. Richard McKane, 1989, Bloodaxe, p. 332).  
 
The phrase ’Remembrance hour’ in the first line of the second section of the Epilogue 
refers to the fact that ’a memorial service is held on the anniversary of the death of a 
member of the Russian Orthodox church’ (Reeder and Hemschemeyer, ii, p. 749). 
 
Edwin Morgan is correct that the full text of Requiem was published in the Soviet 
Union for the first time in April 1987 (in the journal Novy mir).  

 
Discussion  
1. Bearing in mind what Edwin Morgan says at the beginning of the programme, in 

what ways does the title of the poem contribute to its structure and influence the 
sense of history which emerges in the text?  

2. Why do you think Edwin Morgan feels that Section 10 ’Crucifixion’ ’stands out ... 
rather too much’ from the rest of the poem? What significance do you think this 
section has, and how is the gender of the principal protagonists of this section 
used by Akhmatova to comment on the poem’s themes?  

3. With reference to Section 2 of Requiem, Edwin Morgan points out how the 
translation in The Poetry and Drama Anthology, however commendable in many 
respects, can distort the effect of reading the poem in the original. What effect did 
hearing the poem read in the original have on you?  
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Comment  
1. The title places the poem’s sense of history within an explicitly religious 

framework (a framework that, as Edwin Morgan points out, is wider  than that of 
the Russian Orthodox Church). In the way the poem is structured, it not only 
recalls the liturgical function of the Requiem in the Roman Catholic Church as a 
Mass for the dead, but also its musical forms in famous works by Mozart and 
FaurØ, among others. Edwin Morgan mentions that ’she may have had some kind 
of musical analogy at the back of her mind where an actual requiem in our sense 
of the term (that is, as a piece of music) would have a number of sections and they 
would probably be sung or played in different ways’. This influences the sense of 
history that emerges in the text by emphasising cyclical themes. With this in mind, 
you will notice that although the sections of the poem are discussed in the 
programme in the opposite order to their sequence in the text, various features are 
repeated - for example, the image of the stone.  

2. Edwin Morgan says that Section 10 ’Crucifixion’ is ’more explicitly religious than 
the rest of the poem seems to make us want to see’, referring to the fact that the 
rest of the poem is notable for the subtlety with which the religious allegory is 
handled. But by his own admission, the explicit nature of this section is crucial to 
the poem as a whole. First its title contains an irony in that implicit in the 
Crucifixion, in orthodox Christian teaching, is the Resurrection that follows. The 
explicit reference to the Easter service in the epigraph, and to Christ’s words on 
the cross in the last two lines of the first poem, makes it clear that we are being 
referred to a specific episode in the Bible (recounted in John: 19, 20 and 
elsewhere).  

3. But in the second poem Akhmatova can also be seen to be making an important 
comment on her own situation as a woman, through alluding to the contrasting 
reactions of Mary Magdalene and Mary, Mother of Christ to the Crucifixion. Each 
expresses an aspect of Akhmatova’s response to her own son’s imprisonment, and 
of the other women whose children are imprisoned. In the poem, John is 
paralysed, unable to express anything: ’His dear disciple, stone-faced, stared’ (the 
significance of stone imagery is discussed in detail by Edwin Morgan in relation 
to Section 7 and other parts of the poem). Equally, Mary, Mother of Christ, is 
detached and quiet: ’His mother stood apart’ (Edwin Morgan makes the important 
point that in the original Russian text this line refers to the fact that she is silent 
too). However, instead of being silent, or silenced, Akhmatova herself uses the 
power of poetry in Requiem to express the grief of those women she represents. In 
this respect, the last two lines of this section are significant in the power they 
accord to the figure of Mary, symbol of maternal solidarity: ’No other looked/ into 
her secret eyes. Nobody dared’.  

4. I expect that if you don’t read or understand Russian, you were as surprised to 
find, as I was when I first heard Akhmatova’s reading of Requiem in the original, 
that it was entirely recognisable as poetry. That is, its formal features, its rhythm 
and rhyme, shone through a language of which many of us know no words at all. 
A couple of paragraphs from Judith Hemschemeyer’s preface to her translation 
illustrate the rich resources of rhyme and prosody in Russian which Akhmatova 
used:  
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Because the Russian language has six cases, it is extremely rich in full rhymes, while 
English is extremely poor. To illustrate: how many words in English rhyme with 
father? The word father in Russian is, depending on its case, pronounced ot-yets, ot-
sa, ot- su, ot-se or ot-som. The plural endings present another set of rhyming 
possibilities. Thus, in Russian almost any noun can be made to rhyme with any other 
noun. Adjectives, too, are declined - even the numbers - and verbs are conjugated; this 
enriches the chance for rhyming as well. Word order in the English sentence is fairly 
rigid, but the case endings in Russian allow for all sorts of flexibility, hence still more 
rhyming possibilities. 

 
As for rhythm - the Russian language has a wealth of magnificent polysyllabic words 
and since each word gets only one accent, the good poet can command a healthy 
variation of metrical feet in the line. Akhmatova was a master of prosody. She used an 
exceptionally high number of amphibrachs - an unaccented syllable, an accented 
syllable, then another unaccented syllable - with the effect of suggesting rising and 
falling, tension and release (Reeder and Hemschemeyer,  1990,  i,  p.17). 

 
It seems to me that examples of both of these features - rhyme and rhythm - are 
evident in Akhmatova’s reading, which you hear in this programme.  
 
Credits: In this programme the readings are by Penelope Wilton. It was produced by 
G.D. Jayalakshmi.  
 
Acknowledgements are due to Antony Lentin, Professor of History at The Open 
University, for his help in making this programme.  
 
16.10.  Audio CD 8: Course Review   
 

Tracks 1-6    Review  
Aims  
This CD offers an overview of the course, emphasising the fact there are many 
different ways of approaching literary texts. The presenter, Stephen Regan, suggests 
that the block titles can be seen as offering overlapping, inter-related and sometimes 
conflicting perspectives. Likening these critical approaches to lenses, he demonstrates 
the usefulness of looking at literary texts through more than one lens at a time.  

 
Tracks  
This programme comprises six tracks:  

Track 1, ’Introduction’  

Track 2, ’Extract 1: "Odour of Chrysanthemums", D.H.Lawrence’  

Track 3, ’Extract 2: "Odour of Chrysanthemums", D.H.Lawrence  

Track 4, ’Modernism and Endgame’  

Track 5, ’Literature and history’  

Track 6, ’A reading of "Culture and Anarchy", by Adrienne Rich’  

 
Interconnections  
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As you would expect in a review programme, there are connections with all parts of 
the course. Block 1, ’Course themes’ offers another kind of general overview, and it 
would be worth returning to this.  
 
Preparation  
The programme uses examples and readings from texts in all three genres, and you 
may find it helpful to look back in the course anthologies at D.H. Lawrence’s short 
story, ’Odour of Chrysanthemums’ (in The Prose Anthology), Beckett’s Endgame (in 
The Poetry and Drama Anthology), and Adrienne Rich’s ’Culture and Anarchy’ (in 
The Poetry and Drama Anthology). In the course of the programme references will be 
made to extracts in the Reader, including Georg LukÆcs’s ’The Ideology of 
Modernism’, and to particular sections of some of the blocks, including Block 2 
(’Symbolism’) and Block 5 (’History and New Writings’).  

 

Credits: The programme is presented by Stephen Regan and was produced by Tony 

Coe.  
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