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OBJECTIVES OF CHAPTER


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

•  To introduce the three areas of exploration and define them

•  To introduce the seven course concepts and define them

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

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

You have probably been reading for just about as long as you can remember. Much of the reading you have done in your early life and through primary or elementary school was likely to have been quite easy to understand. Maybe you are familiar with this very famous poem:
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Twinkle, Twinkle, Little Star

Twinkle, twinkle, little star,

How I wonder what you are!

Up above the world so high,

Like a diamond in the sky.

  5aiWhen the blazing sun is gone,

When he nothing shines upon,

Then you show your little light,

Twinkle, twinkle, all the night.

Then the traveller in the dark

10aiThanks you for your tiny spark,

How could he see where to go,

If you did not twinkle so?

In the dark blue sky you keep,

Often through my curtains peep,

15aiFor you never shut your eye,

Till the sun is in the sky.

As your bright and tiny spark

Lights the traveller in the dark,

Though I know not what you are,

20aiTwinkle, twinkle, little star.

(Jane Taylor)
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Even if you have not encountered this poem by Jane Taylor before, you can read this work very easily. Originally entitled ‘The Star’, ‘Twinkle, Twinkle, Little Star’ has been read for more than 200 years since it was originally published in 1806 (‘First Publication of “Twinkle Twinkle Little Star”’), even though the ideas are simple and the language is easy to understand.

As you get older, however, reading gets more and more difficult and, for some people, less and less fun. Compare this next poem with the one on the previous page:
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Sonnet 44

If the dull substance of my flesh were thought,

Injurious distance should not stop my way;

For then despite of space I would be brought,

From limits far remote where thou dost stay.

  5aiNo matter then although my foot did stand

Upon the farthest earth removed from thee;

For nimble thought can jump both sea and land

As soon as think the place where he would be.

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

10aiTo leap large lengths of miles when thou art gone,

But that so much of earth and water wrought

I must attend time’s leisure with my moan,

Receiving nought by elements so slow

But heavy tears, badges of either’s woe.

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

The poem is William Shakespeare’s ‘Sonnet 44’, the first half of a pair of sonnets that explore an idea about how the speaker’s physical body is a barrier to his ability to be with the person he loves. The two sonnets explore scientific ideas that were common in Shakespeare’s day and which proposed that all matter was made up of four elements: earth, air, fire, and water. In these two sonnets, Shakespeare takes that belief and posits the imaginative alternative that thought is a fifth type of substance. He wishes they were made of the same substance from which thoughts are made, because thoughts can be wherever they want instantaneously.

The content is actually quite intriguing. The idea that we might be able to transport through time and space as if we had no body appeals to anyone who would like to travel all around the world without needing time or transport. That idea is a staple of science fiction, from Star Trek to the 2017 novel The Punch Escrow by Tal M. Klein. If we can read the more difficult poem, then, it gives our imaginations more with which to connect and explore than poems like ‘Twinkle, Twinkle, Little Star’.

But first we have to be able to read it! Your English Literature for the IB Diploma course is all about learning to read the adult literature of the world: the stories, poems and plays that explore provocative and challenging ideas about what it means to be human, both in a physical and in a psychological sense. The course will instruct you on how to engage with any piece of literature as an independent work using your own skills as a reader. It will also teach you to explore the relationship of works to the time and place in which they were written, so that you can understand how the culture of a writer and the historical development of literary works within that culture contribute to the style, form and content of future works. Finally, the English Literature for the IB Diploma course will help you to explore the relationships between and among literary works, so that you can recognize the ways in which new works build from and dovetail with the ideas in other works, and how works from different times and places deal with similar themes.

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

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


•  areas of exploration

•  concepts

•  global issues.



This introductory chapter will take you through each of these elements, define them and explain their role in the course. Before you begin your studies, you will need to understand the nature and terminology of all the required elements of the course.

Areas of exploration

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


•  readers, writers and texts

•  time and space

•  intertextuality: connecting texts.



This book contains one section on each area, and each area will be explored in detail.

The aim of these three areas is for you to consider your reading from the perspective of the immanent, the contextual, and the comparative. Readers, writers and texts relies on the immanent perspective, time and space relies on the contextual perspective, and intertextuality relies on the comparative perspective. Within each area of exploration, we will make connections to the other two important structural elements of the course: concepts and global issues.
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Course concepts

The word ‘concept’ comes from the study of cognition and how people come to understand the world. There is some disagreement among psychologists about the proper way to define ‘concept’ but, for our purposes, we can think of it as an idea that gets formed by generalizing from experience, and people form concepts all the time to help them to organize that experience (Spitzer 36). The concepts included in your literature course are ideas that help to describe important aspects of the way in which readers create meanings from literary works. Here we will outline the seven concepts you are required to investigate during your IB English Literature course. This section is intended as a reference to which you can return over and over, as needed, while you read the rest of the text and throughout your course. You may wish to read it through now to familiarize yourself with the ideas, but there is no need to try to learn everything right now. Bookmark this page, and then you can return here whenever you find a concept connection and need a refresher about what the concept means in detail.
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CONCEPT CONNECTION

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


•  Identity: page 5

•  Culture: page 7

•  Creativity: page 8

•  Communication: page 10

•  Perspective: page 11

•  Transformation: page 12

•  Representation: page 14



Identity

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

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

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

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

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

When we accept the idea of our understanding of an author as a construct, we can appreciate that authors often serve as their own narrators. The communication is still indirect, though, and no single work can provide you with a fully realized portrait of the complex person that the author is in real life.

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

Culture

All works are written in a cultural context. The values and beliefs of that culture will have influenced the author in terms of how they see the world, what he or she wants to write, and the words, images, metaphors and symbols that he or she will use to express their ideas. The more you learn about the culture in which the literary work was created, the better you will understand some of the nuances of that work.
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A twenty-first-century student studying Cyrano de Bergerac, by Edmond Rostand, for example, might be quite perplexed at some of the behaviours they read about. To fully appreciate this play, which was written in 1897 but set in the seventeeth century, one must understand first that Cyrano de Bergerac chose to adhere to a code of chivalry which was the guideline of behaviour expected by a knight primarily in the thirteenth and fourteenth centuries. To the twenty-first-century student, the ideas that honour is more important than love, and self-sacrifice more important than happiness, seem incomprehensible – maybe even a little mad. To appreciate Cyrano’s behaviour and to see him as a sympathetic and admirable character, we have to apply the standards of his time – not ours – and of the middle ages, when knights were seen as the shining examples of virtuous behaviour. To fully appreciate Cyrano’s tragedy, we must further understand that in his day, in the mid-seventeenth century, Cyrano was already something of an anachronism. The values he spent his life upholding would have seemed strange to his contemporaries. We can fully appreciate Rostand’s purpose if we can both empathize with Cyrano and feel the pathos of the fact that the people around him, including his beloved Roxane, would have wished fervently that he had not tried to live by those values. We have to understand both the culture of Cyrano’s idealized world view and of the society in which he lived to be able to feel what Rostand wanted us to feel.

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

Shakespeare was writing plays mostly in blank verse, which means that the predominant meter was iambic pentameter (lines of 10 syllables with a stress on every other syllable) but without a set rhyming pattern. The use of blank verse and of verse in general pre-dated Shakespeare by a long way, even back to the ancient Greeks. Here, for instance, are the opening lines of Oedipus Rex by Sophocles, written in the fifth century BCE:
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Oedipus Rex

My children, latest born to Cadmus old,

Why sit ye here as suppliants, in your hands

Branches of olive filleted with wool?

What means this reek of incense everywhere,

  5DiAnd everywhere laments and litanies?

Children, it were not meet that I should learn

From others, and am hither come, myself,

I, Oedipus, your world-renowned king.

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

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

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

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

Creativity

Every literary work is the result of an act of creation: the author or poet or playwright created the work itself. If the work is fiction, the writer created the characters, the actions, the dialogue and the setting. If the work is non-fiction, the writer still had to create the shape and structure of the piece. He or she had to apply creativity in order to develop metaphors and symbols and other figures of speech. We talk about some writers or works as being particularly creative. JK Rowling, for instance, is renowned for her creativity in imagining the fictional world of the Harry Potter stories, including such features of setting as the Whomping Willow, magic spells such as wingardium leviosa and expecto patronum, and the characters, such as Professor McGonagall, who can transform into a cat. Colson Whitehead, in his novel The Underground Railroad, showed great creativity in making a living symbol – the railroad is an actual railroad that runs underground. (For those who are not familiar with the term ‘underground railroad’, it is the name of the secret chain of people who helped slaves to escape from the American South to states where slavery was not legal.) Shakespeare is famous for the creativity of his language use. Consider, for example, some of his many insults:


•  ‘Would thou wert clean enough to spit upon!’ (Timon of Athens Act 4 Scene 3, line 402)

•  ‘The rankest compound of villainous smell that ever offended nostril’ (Merry Wives of Windsor Act 3 Scene 5, line 91)

•  ‘Poisonous bunch-backed toad’ (Richard III Act 1 Scene 3, line 255)

•  ‘I do desire that we may be better strangers’ (As You Like It Act 3 Scene 2, line 263)

•  ‘There’s no more faith in thee than in a stewed prune’ (Henry IV Part 1 Act 3 Scene 3, line 119)



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

So we are quite used to the idea that authors are creative. Perhaps less familiar is the idea that readers have to be creative as well. You have to be creative when you read works of literature because they communicate indirectly. We will investigate this fact in detail in Section 1 of this coursebook. For now, you can understand that authors of literature do not say directly what they mean: they convey ideas through myriad literary strategies, many of which you are no doubt familiar with. Consider this sentence, from the first line of TS Eliot’s The Waste Land:


April is the cruelest month.



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

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

Try it: before you read the next paragraph, imagine at least three possibilities for what Eliot could have meant with this personification of April and write them down.

Probably, once you thought about it, you realized that April, at least in the northern hemisphere where Eliot was writing, is an unpredictable month. Very often it is exactly what we think it is – the month that signifies rebirth. The soil warms, flowers bloom, trees blossom and birds build their nests. But, not infrequently, once that promise of warmth and approaching summer is delivered, snow and ice storms appear, killing the flowers and dragging us back into winter. The cruelty of April, then, lies in the fact that it so often breaks its promises, luring us into feeling hopeful and then smacking us with a powerful reminder that we cannot control nature or count on our expectations to be met.

This is the kind of creative thinking that you must do as a reader of any literary work. You must be alert for anything that might mean more than it seems, and then you must use your imagination to work on the possibilities.
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TOK Links: The nature of creativity

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

Imagination also relies equally on memory. It is almost impossible to imagine something that is completely out of your realm of experience. Try it now: imagine a creature from outer space that has no feature that you have ever seen or experienced before. It is extremely difficult! Your alien creature as a whole will be something you have never seen or experienced, but it will be made up entirely of shapes and colours and physical parts of people and creatures and objects that you have encountered sometime during your life.

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

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

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

American poet Elizabeth Bishop wrote a poem called ‘The Fish’, which contains some symbols that many students around the world would not necessarily recognize. In Christianity, the fish is a symbol of Jesus. You can read the poem without knowing that, and it will make sense as a story about a fisherman reflecting on the significance of catching a fish that many others before had failed to catch. However, you will miss a great deal of the author’s message. If you read the poem as nothing more than a poem about a fish, you might be somewhat confused by the mention, near the end, of a rainbow, which seems to be the thing which makes the fisherman decide to let the fish go. The rainbow is another religious symbol from Christianity, and comes from the story of Noah’s Ark, in which God destroyed all living creatures in a 40-day flood except those which were on the ark that God commanded Noah to build. When the rain dried up, God sent the rainbow as a promise that he would never again send such a flood.

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

You will be learning how to understand the author’s communication throughout your IB English Literature course, and all sections of this coursebook will help you to develop that skill. You will find it helpful to remember, as you work through the course, that the purpose of your study is ultimately communication from the author to you, and that your work is aimed at closing the gap between your knowledge of the world, of literature and its features, and that of the author’s.

Perspective

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

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


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

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

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

The question of how your own perspective shapes your knowledge is an important one in your TOK class. Many factors shape your perspective, from the physical (do you have poor eyesight? Or extra sensitive hearing?) to the mental (what are your habits of mind? Are you quick to process or to jump to conclusions? Are you inclined to take in a lot of data and think slowly before you decide what it means?) to the cultural (do you live in a culture which admires and respects older people? Do you live in a culture in which independence is highly valued? Do you live in a culture which values the good of the community over the good of the individual?).

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

The concept of transformation refers to the variety of ways in which works are transformed from one thing into another. One widespread and important way in which this transformation takes place is in the development of intertextuality, the reference in one work to an earlier one. Sometimes that kind of intertextuality takes the shape of an allusion, an explicit reference to another work. Returning to Elizabeth Bishop’s poem ‘The Fish’, for example, we saw an allusion to the Biblical story of Noah’s Ark.

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

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

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

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


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

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

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

•  sentence word order that differs from language to language

•  symbols that do not mean the same thing in different languages

•  idioms which are different in different languages.



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

One example of why word length and line length matter is that of Boris Pasternak’s translations of Shakespeare’s plays into Russian. The average English word is 1.22 syllables long, while the average Russian word is 2.44 syllables long – double the length of an English word (France). That length difference matters when we consider that Shakespeare wrote predominantly in lines of 10 syllables. If Pasternak wished to retain the 10-syllable line, he would need roughly twice the number of lines for the same content. For Hamlet, that would have meant increasing the line length from just over 4000 lines (Open Source Shakespeare) to something over 8000 lines. Kenneth Branagh filmed a complete-text version of Hamlet in 1996; it runs 4 hours 2 minutes. That is already an extraordinary amount of time to expect an audience to sit still; imagine the effect of trying to stage an 8-hour performance.

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

Representation

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

An interesting aspect of representation in literary works is that the degree of realism will vary wildly. Some works are highly realistic in their detail and descriptions. Consider, for example, this passage from the opening paragraph of Middlemarch by George Eliot:


[image: ]

Miss Brooke had that kind of beauty which seems to be thrown into relief by poor dress. Her hand and

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

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

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

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

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

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

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

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

10aisister shared. The pride of being ladies had something to do with it: the Brooke connections, though

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

two, you would not find any yard-measuring or parcel-tying forefathers – anything lower than an

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

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

15aiproprietor of a respectable family estate. Young women of such birth, living in a quiet country-house,

and attending a village church hardly larger than a parlor, naturally regarded frippery as the ambition

of a huckster’s daughter. Then there was well-bred economy, which in those days made show in dress

the first item to be deducted from, when any margin was required for expenses more distinctive of

rank. Such reasons would have been enough to account for plain dress, quite apart from religious

20aifeeling; but in Miss Brooke’s case, religion alone would have determined it; and Celia mildly acquiesced

in all her sister’s sentiments, only infusing them with that common-sense which is able to accept

momentous doctrines without any eccentric agitation.

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

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

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

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

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

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

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

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

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

joy. And the girl was amazed and reached out with both hands to take the lovely toy; but the

10aiwide-pathed earth yawned there in the plain of Nysa, and the lord, Host of Many, with his immortal horses

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

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

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

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

The arts as a whole, including all other media besides literature, span the whole range from highly realistic to extremely abstract. One of the central questions about how we make meaning in art revolves around the question of the function of realism. Early art is highly realistic, but as the centuries have passed, the boundaries for what constitutes acceptable art have expanded dramatically, so that we now accept works that are so far removed from depicting the world in a representational way they have virtually no connection at all. A good question for you to pursue is that of what we gain either from clear representational techniques or from the rejection of those techniques and the adopting of such modes as expressionism or cubism or abstract art.
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Representation, then, is a concept which draws our attention to the relationship between literature and reality. In a broader sense, however, the concept of representation can be understood as helping us to explore the ways in which all ideas are represented in texts, and the techniques that authors use in order to achieve that representation. As you study the various works of literature that you read during your course, you will frequently be seeking to recognize the ways in which the authors have chosen to represent their ideas as well as the degree to which the work represents reality.

We will explore all of these concepts in all three sections of this book, so that you can see how various works of literature help you to see these processes at work, and how these processes help you to understand the various works of literature. You may find it helpful to refer back to this section whenever you come across a concept connection, to help you understand the ways that the concepts relate to the works that you read.

Global issues


[image: ]

GLOBAL ISSUES

Global issues and ideas for further reading will be inside these boxes throughout.
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The seven concepts that we have just identified for your English Literature for the IB Diploma course are mandated by the IB curriculum. The global issues, on the other hand, are not as specifically defined. You are required to consider the literary works you read in terms of what they might reveal about global issues, and one of your assessments will require you to discuss two works in terms of a global issue. You will have some freedom as to what global issue you choose, and it does not have to be one of those suggested in the curriculum guide.

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


•  It has significance on a wide/large scale.

•  It is transnational.

•  Its impact is felt in everyday local contexts.



For example, an abstract issue such as primogeniture, the practice of passing a monarchy along through the lines of sons, would not, therefore, count as a global issue. It might occur in several countries, but it is difficult to argue that this is a widespread problem, as it affects so few people, and it certainly does not affect everyday people in very significant ways.

The guide suggests the following examples of areas of inquiry from which you can formulate global issues:


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

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

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

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

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

(International Baccalaureate 55–56)



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

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

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

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

How to use this book

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

Each chapter provides you with examples of how to use particular tools and concepts to interpret literary works. Each chapter also provides you with some activities to do in order to practise using the tools yourself. There are notes on the activities at the end of the book, but you should remember that these commentaries do not provide ‘correct’ answers. A variety of answers is possible, so if you did not think of the particular interpretation the notes provide, that does not necessarily mean that your interpretation is wrong. If you can justify your response using lines from the work of literature as support, then you can feel confident about your interpretation of the example. If your interpretation seems to have been way off, however, and you cannot really justify it using the language from the passage in support, then that simply means that you will need to keep practising! Learning to read literature effectively is a skill that takes time to develop; do not expect that you will necessarily get everything right on your very first try. Activities marked as ‘Discussion’ or ‘Check for understaning’ can be done both individually or in pairs/groups and are designed for you to consolidate the learning you need to understand the guiding questions. These are more open-ended questions so may not have ‘answers’ at the end of the book.
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ACTIVITY

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

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

In most cases, we have chosen to let the words remain as they originally appear, so you can consider for yourself the effects of how they are used. This is central to understanding the themes of identity and human behaviour at the heart of this book. Any works that include such content will be prefixed with a sensitive-content box.
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SENSITIVE CONTENT

Caution: this book contains extracts that use offensive and derogatory language.
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You will find a useful glossary on page 414 of this book, which you can refer to throughout each chapter. Note that glossary terms are in purple the first time they appear in the text, so if you are unsure of the meaning of a word that is not in purple, it may be that it is a repetition of a word and is still in the glossary for you to look up.

Using QR codes

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

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


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

All three areas of exploration, along with the concepts and global issues, are required to be investigated over the course of your two-year programme, but the course curriculum does not dictate to teachers the order in which each element is to be presented. Since we cannot write a book and organize it in several different ways, we have chosen to use the three areas of exploration as a starting point. Your teachers, however, may not have chosen to organize the course using those areas of exploration, so it will be important for you to attend to your teacher’s instructions about which chapters to read and in what order.

Even if your course is organized around the three areas of exploration, you will ideally be considering all of the literature you study from all three perspectives, so from time to time, each section will point out some connections between the other areas of exploration. You may find it useful to refer to different chapters in the book as a refresher on how to use those tools on whichever literary work you are studying.

Finally, you should be aware that because the of the wide range of choices available to your teachers for selecting literary works for you to study, you are unlikely to encounter works in this book that you are studying in class. Therefore, you should not necessarily write about the works you learn from this book directly in your exams and other assessments. Your IB assessments require you to use works that you have studied in your course. Instead, this book will help you to learn how to read any work of literature you are given, because it will show you from a conceptual stance what is required of any reader approaching any work.
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This diagram shows the relationships that we will investigate over the course of this book. The writer creates the literary work with which you, the reader, engage. The dotted lines show that the purpose of the exercise is for you to engage with the writer, but you cannot do that directly; your means of communication is through the written work. Once you understand the nature of your relationship to authors, how it is possible for you to communicate in this indirect fashion, and how authors expect you to approach that communicative task, it will be much easier for you to engage with any literary work.

Once you understand the nature of literary works themselves, and once you have the tools to interpret them, you will be able to read any novel, short story, play, poem, or work of non-fiction you encounter equally well, because you will know what to look for and what to do with it when you find it. Reading this book will not help you to become experts at reading particular literary works; it will help you to become literary experts. Enjoy!
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