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MODULE ENGE 212

(160 notional hours/16 credits)

Word of welcome
Dear Student

Welcome to the first semester course of the academic major (i.e. the choice or elective (E) modules) of your programme.

The code of this module is ENGE 212 that indicates it is an academic module (ENGE), second year (2), first semester (1) and this module lasts for the entire semester (1).

The word student implies academic dedication and self-study. The success of this module depends to a large extent on your active involvement with the course content. In this light it is of cardinal importance that you follow the guidelines and instructions of this study guide. May your active involvement in this module be of great value and worth in your chosen career. Be assured of the full support of your lecturer/lecturers in your attempts toward academic excellence.

Teaching approach
The teaching approach stems form the vision and mission of the North-West University (Potchefstroom Campus). Furthermore, the current emphasis in education and learning theory is taken into account; the lecturer as disseminator of knowledge is far less important while the focus is on the student who takes responsibility for his/her own learning by actively acquiring knowledge and developing skills. The point of departure is that the student should study independently, should pursue problem-solving methods, arrive at synthesis, find and accumulate information and master practical skills.

Module rationale 
The purpose of this study guide and the accompanying workbook is similar to that of a route finder for a traveller – it is a guide or master plan for the student that emphasizes supported self-study and the mastering of skills. This module provides students with the opportunity to acquire further skills and knowledge regarding the value of thematic studies in English and applying this practically to the teaching-learning situation. A variety of relevant themes are incorporated in a theoretical, but mostly practical manner in such a way that you are empowered with the basic knowledge and skills needed by an English teacher.  The approach in this study guide is distinctly outcomes-based and we trust that you will learn not only content in this module, but also a variety of teaching styles, strategies, creative ideas and hints that you will be able to apply in your own classroom one day.  

Module outcomes
After completion of this module, you should be able to:

· demonstrate knowledge and insight regarding the literary genres of poetry, short stories and young adult literature in a variety of Euro- and Afrocentric texts.

· analyse any given poem by applying the studied method of analysis;

· identify, trace and interpret themes in literary genre.

· demonstrate the necessary skills to analyse and critically evaluate literary texts.

· communicate effectively, both individually and in groups, in English in general and specifically regarding all aspects of the teaching-learning situation;

· have the knowledge and skills needed to identify and evaluate the values explored in literary texts.

· demonstrate knowledge of stylistic aspects of literary texts in order to use literature for the teaching of language and grammar skills.

· demonstrate an understanding of didactic skills and approaches and apply this to the teaching of language and literature.

· demonstrate knowledge, skills and values regarding the literature, language and didactics of English as a first and second language throughout the different educational phases;

Module outlay
For this course unit in the programme you accumulate 16 credits. Credits indicate the approximate time needed to spend on your studies. 1 credit represents about 10 hours. 16 credits will therefore, roughly represent 160 hours that you should be busy with this module. 

Time schedule
Having a matriculation certificate or similar qualification as prior learning, you should roughly be able to read 14-20 pages per hour. This means that you need almost 27 hours per study unit. However, some units may need more time and some less. The time for the 3 study units are roughly calculated as follows:

Study Unit 1
South African Poetry
80 hours

Study Section 1.1
An introduction to poetry and poetry analysis

Study Section 1.2
South African Protest Poetry

Study Section 1.3
Universal poems on human suffering and mortality

Study Section 1.4
Poems on the beauty and harshness of Africa

Study section 1.5
Nature - in glory of creation

Study section 1.6
Teaching poetry

Study Unit 2
South African Short Stories
40 hours

Study Section 2.1
An introduction to short stories

Study Section 2.2
The plot structure of a short story

Study Section 2.3
Literary devices in short stories

Study Section 2.4
Teaching short stories
Study Unit 3
South African Young Adult Literature
40 hours

Study Section 3.1
Young Adult Literature Overview

Study Section 3.2
South African Young Adult Literature

Study Section 3.3
Selecting and Evaluating Young Adult Literature

Your Module Planner
A module schedule is subsequently provided. The purpose of this schedule is to provide you with pointers regarding the time to be spent on each unit and to plan your study and monitor your progress in study accordingly.

	
	Planned completion date
	Time allocation
	Actual date of completion
	Level of mastery%

	Study Unit 1
	
	80 hours
	
	

	Study section 1.1
	
	10 hours
	
	

	Study section 1.2
	
	15 hours
	
	

	Study section 1.3
	
	10 hours
	
	

	Study section 1.4
	
	10 hours
	
	

	Study section 1.5
	
	15 hours
	
	

	Study section 1.6
	
	20 hours
	
	

	Study Unit 2
	
	40 hours
	
	

	Study Unit 3
	
	40 hours
	
	

	Study section 3.1
	
	12 hours
	
	

	Study section 3.2
	
	20 hours
	
	

	Study section 3.2
	
	8 hours
	
	


Learning approach
The following method of work is suggested as learning approach. Adapt the learning activities to your own personal circumstances and study style. You should, however, adhere strictly to the due dates.

The approach and explanation of the module is done by firstly providing the expected outcomes for every STUDY UNIT. Take cognisance of these as they will focus your thoughts on the end result, as well as the holistic image of the particular study unit. Subsequently a brief overview or introduction of the study SECTION is provided in order to familiarize yourself with the learning content.  After that a read and study activity follows in which you are expected to master the content. This is done by applying learning strategies that best suit your learning style and circumstances.  After studying the prescribed content you are to complete the individual or group activities in the Workbook. This is an important part of the module as it provides an opportunity to apply practically what you have learnt in order to acquire knowledge and insight. You are advised to complete these in totality. Pay special attention to the identified sections that you must submit as assignments. You are encouraged to form study groups with fellow students in order to complete these assignments. If this is not possible you may complete the activities on your own. 

The prescribed assignments that you are to complete form the most important part of your study. You are urged again to submit these to your lecturer in time. Remember, without having studied the original texts you are lost and similarly, without trying the assignments on YOUR OWN you will not be properly prepared for examinations.  Bear in mind that the study of literature is not like the study of math or science, or even history. While those disciplines are based largely upon fact, the study of literature is based upon interpretation and analysis. There are no clear-cut answers in literature, outside of the factual information about an author's life and the basic information about setting and characterization in a piece of literature. The rest is a highly subjective reading of what an author has written; each person brings a different set of values and a different background to the reading. As a result, no two people see the piece of literature in exactly the same light, and few critics agree on everything about a book or an author. Literature is simply not a black or white situation; instead, there are many grey areas that are open to varying analyses. Your task is to come up with your own analysis that you can logically defend.

Study guidelines
It is your responsibility to follow the module content diligently and according to a well-planned study timetable. The study guidelines in this guide serve as support and scaffolding in order to increase the possibility that you will complete this course successfully. These are simply guidelines and you need to adapt them to your own particular context so that you benefit maximally from this course.

The following study guidelines are provided for your benefit:

· Follow a systematic approach to the study process;

· Plan the study time for every unit according to a planned personal study timetable;

· Note the indicated outcomes in order to form an idea of the expectations;

· Read the relevant material subsequently to form a holistic view;

· IMPORTANT: do additional reading and enrichment from other available sources;

· Complete every activity and assignment fully as prescribed in the guide;

· Make notes, summaries and draw diagrams/illustrations during the study process. Use a workbook for your study activities and design an effective filing and reference system from the beginning, and

· Master all relevant theoretical knowledge that should be applied in practical situations. The module is theoretical in outline, but skills and self-confidence are acquired through creative practical application to the teaching-learning situation.

Prescribed study materials
The PRESCRIBED TEXTS are the following:

· GOSHER, S. & PANNALL, T. 1995. Inside poetry. Pretoria: Kagiso Publishers.

· DE KOCK, L. Identities. ISBN 1 8690 3302 7

· DE VILLIERS, G.E. Attitudes. ISBN 0 7021 5823 2

· HOUGH, B. Dream Chariot. Cape Town: Oxford university Press.

· STEWART, D. Chasing the Wind. Cape Town: Oxford university Press.

· LAZAR, G. 2002. Literature and language teaching: a guide for teachers and trainers. Cape Town: Cambridge University Press

Evaluation
PARTICIPATION MARK AND PROOF OF PARTICIPATION
· Examination entrance is gained on the basis of proof of participation.

· To prove participation in this module you have to:

· submit the compulsory assignments within the time limits set for each assignment (due dates for assignments will be given by the lecturer during contact sessions);

· attend classes because class discussions in groups and individually constitute the greater part of learning and exchanging views;

· prepare for and participate in class discussions;

· attend and participate in group work sessions;

· participate in group feedback and individual feedback sessions; and

· Your participation mark will be calculated, based on assignments, projects and class tests.

· The participation mark constitutes 50% of the module mark.

· A sub minimum of 40% for the participation mark is required to gain entrance to the exam.

· You must attend two thirds of the scheduled contact sessions for this module. A valid, written excuse for all absences must be presented to the lecturer before or after an absence.

EXAMINATION MARK
· One 3 hour examination paper will be written.

· In determining the module mark, your participation mark (as well as your examination mark is taken into account. 

· You need a sub minimum of 40% for the examination mark;

· A second examination opportunity is available for students who could not attend the first examination sitting. 

CALCULATION
The relation is 50:50, where your participation mark weighs 50% and your examination mark 50%.

Participation mark
=   50

Examination mark 
=   50

Module mark
= 100

To be promoted a student must have 50%. 

Action words
The following concepts are provided briefly to explain and clarify what is expected of students. Make sure that you fully understand the meaning of each with regards to this guide.

· Critical analysis

You need to give a critical discussion showing your OWN insight and understanding of the set work. This is done according to the pointers given in the specific outcomes of each unit (e.g. plot, characterization, style etc). 

· Analyse

Identify and analyse parts or elements of a concept.

· Compare

Focus on the similarities and differences between concepts, statements or viewpoints. Follow the instructions/assignment systematically by concentrating on one aspect at a time. It is always more advisable to write comparisons in your own words.

· Criticize

Provide critical commentary by providing an indication of whether you agree with the statement or viewpoint. You must subsequently describe your support or opposition and provide fundamental reasons for it.

· Define

Provide an exact description of the meaning or content of a concept.

· Demonstrate

Provide proof of concept or the dynamics in a process of the execution of a skill. Do so by providing a relevant application of the concept in real life. Include examples with discussions or explanations.

· Describe

Circumscribe the concept, idea or what is asked exactly by providing the characteristics, explication and dynamics in an extensive way. No opinion or viewpoint is expected.

· Discuss

Give extensive commentary in your own words. Often an argumentative approach is needed to distinguish between two perspectives or possibilities. You need to fully discuss the required question, reinforcing your work with QUOTES from the set work, secondary sources that give you different perspectives and form which you then form your OWN conclusion

· Distinguish

Focus on the distinguishing characteristics of the given. The opposing nature of these should be highlighted.

· Summarize

Write a structured overview of the most important (core) aspects of a specific subject. This should be done in your own words.

· Provide an example

A practical illustration or representative example that clearly shows the intended characteristics should be provided.

· Explain

Elucidate the concept systematically to avoid any confusion and give reasons if necessary. The explanation should demonstrate your comprehension of the content. Examples and illustrations may be included.

· Identify

Provide characteristic properties or aspects of what is asked in order to facilitate recognition thereof.

· Illustrate

Constitute a diagram, sketch, model or example that is representative of the phenomenon or idea.

· List

Provide a list of names, facts, characteristics or items as asked. Specific categorization may be needed. No discussion or explanation is required.

· Motivate

An explanation of your preferred reasons or viewpoint is required. The motivation should convince the reader of a certain opinion.

· Name

Mention briefly or point out only the essentials without providing unnecessary details.

· Study

The relevant content should be read with intensive concentration and in a systematic way. An advanced level of knowledge, comprehension and insight should be acquired in order to represent the learning content in a structured manner.

· Read

The relevant learning content should be read attentively. Reading for an overview requires understanding the holistic nature of the content and reading for study purposes implies comprehension, insights and submitting the content to memory.

Teaching Staff
	STAFF MEMBER
	OFFICE
	TEL.NO
	E-MAIL

	DR E.M. REYNEKE
	207
	X4751
	Maryna.Reyneke@nwu.ac.za

	DR. K. KAISER
	205
	X4747
	Kotie.kaiser@nwu.ac.za


Warning against plagiarism
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ASSIGNMENTS ARE INDIVIDUAL TASKS AND NOT GROUP ACTIVITIES. (UNLESS EXPLICITLY INDICATED AS GROUP ACTIVITIES)

Copying of text from other learners or from other sources (for instance the study guide, prescribed material or directly from the internet) is not allowed – only brief quotations are allowed and then only if indicated as such. 

You should reformulate existing text and use your own words to explain what you have read. It is not acceptable to retype existing text and just acknowledge the source in a footnote – you should be able to relate the idea or concept, without repeating the original author to the letter. 

The aim of the assignments is not the reproduction of existing material, but to ascertain whether you have the ability to integrate existing texts, add your own interpretation and/or critique of the texts and offer a creative solution to existing problems.

Be warned: students who submit copied text will obtain a mark of zero for the assignment and disciplinary steps may be taken by the Faculty and/or University. It is also unacceptable to do somebody else’s work, to lend your work to them or to make your work available to them to copy – be careful and do not make your work available to anyone!
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1 Poetry
Time scheduled for this study unit is approximately 80 hours.

You will have approximately 18 contact sessions.

Study unit contents:

Study section 1.1
An introduction to poetry
3
Study section 1.2
South African Protest Poetry
15
Study section 1.3
African, European, American and Asian Poems on 
Human suffering and Mortality
27
Study section 1.4
Poems on the Beauty and Harshness of Africa
29
Study section 1.5
Poems on Nature – in Glory of Creation
30
Study section 1.6
Teaching Poetry
31
At the end of this study unit you should be able to:

· demonstrate knowledge regarding the distinctive features and the literary terminology of poetry

· write a research report on the context and background of South African Protest Poetry
· trace and discuss several themes in a variety of poems

· analyse a selection of poems according to the following aspects: structure and style, message (theme, intention), imagery, language (diction), emotion (tone, mood and feeling)

· write a critical appraisal of a poem

· critically comment on various teaching strategies and learning activities modelled by the lecturer in the study of poetry 

· interpret the National Curriculum Statement for teaching English First Additional Language in the phase or band that you are specialising in and generate your own ideas concerning lesson planning and presentation for the poetry classroom

THE ORIGIN OF POETRY

It cannot be said exactly when poetic expression began as primitive verse. Verse is inherently emotional and whenever primitive man was under emotional stress (during battle or a hunt), he spontaneously, naturally broke into rhythmic expression, probably song. This is probably why the earliest ballads have song-like qualities and repetitions. Primitive races with no written literature made use of songs and rhythmic dance in their tribal ceremonies to express emotion.

The first poetry was associated with the arts of music and dance: they tried to preserve any great event they experienced in sons and dance.

The nature of poetry is defined as, ’the art of employing words in such a manner as to produce an illusion of the imagination, the art of doing by means of words what the painter does by means of colours’ (Macaulay:) and Keats said that poetry surprises and delights by fine excess. It seems that there are three qualities common in all poetry, namely:

· A particular content; poetry presents the emotions of the poet as they are aroused by some scene of beauty, some experience or attachment;

· A more-or-less particular form regarding rhythm and language, and

· A particular effect; the ultimate aim of poetry is to please, to give pleasure, to involve the reader in a thought process, a feeling, a scene, an argument. 

Poetry is the literary genre in which the poet strips the language of all unnecessary trimmings and leaves the reader with the bare essentials of thought to fill in through connotation and denotation what he will.

1.1 [image: image10.jpg]oy nwur



An introduction to poetry

Time scheduled for this study section is approximately 10 hours.

Study section contents

1.
Poetic devices

2.
Definitions in poetry

3.
Types of poems

4.
The SMILE method of analysis
1.1.1 Poetic devices

Some of the most commonly used poetic devices can be grouped into three categories, namely:

a)
Structural devices

b)
Sound devices, and

c)
Sense devices

a)
Structural devices

· Contrast

This is probably one of the most common of all structural devices, and occurs when we find two completely opposing pictures placed side by side. Contrast can either be immediately obvious or implied. Consider these lines from:

Ozymandias – P.B. Shelley

Round that decay

Of that colossal wreck, boundless and bare

The lone and level sands stretch far away

The huge broken statue is seen against the background of the vast, empty desert. This is an example of direct contrast in which the transitory works of man are contrasted to the timeless endurance of nature.

· Illustration

This is a structural device that normally presents a clear, vivid picture through which the poet may clarify an idea. In Ozymandias the picture illustrates the vanity of human wishes and desires, e.g.

My name is Ozymandias, king of kings

Look on my works, ye Mighty and despair!

In this poem the description is of a broken statute of a cruel and powerful king. This vain, proud king who thought (and wished) that he would be feared and remembered forever had a gigantic statue made of himself in his delusions of grandeur, but the statue is at present nothing more than a colossal wreck in the vast desert; destroyed by time. 

The following lines from The Ancient Mariner by S.T Coleridge paint a very vivid and life-like picture of a very hot day:

All in a hot and copper sky,

The bloody Sun, at noon, 

Right up above the mast did stand,

No bigger than the Moon.

· Repetition

Study these lines from The Ancient Mariner by S.T Coleridge carefully:

Day after day, day after day
repetition

We stuck, nor breath nor motion
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As idle as a painted ship
image

Upon a painted ocean.

Water, water everywhere
repetition

And all the boards did shrink:

Water, water everywhere
repetition

Nor any drop to drink.

We notice that the poet has repeated certain single lines and certain phrases in this poem. Whole stanzas, verses or words can be repeated. This is done when a poet wants the reader to pay attention to something. The repetition of the word ‘water’ emphasizes the vastness of the ocean and assists us in understanding how thirsty the sailors are. Ironically, water is everywhere and at the same time nowhere near for them to use. 

b)
Sound devices

Although these may appear difficult and strange to you, they are not as difficult as they may seem. Most of these devices enhance the musical quality of a poem.

· Alliteration

This refers to repetition of consonants in words. The first stanza of the extract taken from The Ancient Mariner is one of the most obvious examples of alliteration:

The fair breeze blew, the white foam flew

The furrow followed free.

The repetition of the ‘b’ and ‘f’ sounds gives the impression of speed and effortless progress. By comparison the repeated ‘d’ sound in

Day after day, day after day

suggests the monotony and motionless of the ship.

The following example from The Lake Isle of Innesfree by W.B. Yeats is another example of how alliteration serves to create an impression (often a feeling, tone or mood)

I hear lake water lapping with low sounds by the shore.

The alliteration of the ‘l’ sound creates the feeling of tranquility, peacefulness and timelessness.

· Assonance

This refers to the repetition of vowel sounds, preceded by different consonants, as in ‘time’ and ‘mind’, ‘rose’ and ‘goes’. It also occurs when imperfect rhymes like ‘wreck’ and ‘rock’, ‘speak’ and ‘break’ are introduced to prevent a suing-song pattern.

· Onomatopoeia

This occurs in words that imitate sounds and suggest the object described: ‘bang’, ‘buzz’, ‘hiss’, ‘scratch’, ‘roar’, ‘rattle’ etc. The last line of the first stanza of The Lake Isle of Innesfree illustrate this device:

And live alone in the bee-loud glade.
The gentle humming of the honeybees is imitated in the onomatopoeic sound ‘bee-loud’.

In Dover Beach by M. Arnold, we find another example:

Listen, you hear the grating roar

Of pebbles which the waves draw back.

From Bedtime of the Birds comes this example.

The starlings go by

With a whirr of wings

And from Anthem for Doomed Youth by W. Owen

Raindrops pattering on the pane..

…stuttering rifles rapid rattle.

· Rhyme

This often occurs at the end of a line and is called ‘end’ rhyme. It usually consists of words that have the same sound, e.g. ‘night’ and ‘sight’ and these form true rhymes, but ‘right’ and ‘write’ and ‘plain’ and ‘plane’ do not. Rhyme occurring in a line, i.e. two or more rhyming words within a single line is known as ‘internal’ rhyme:

from The Ancient Mariner:

We were the first that ever burst

Into that silent sea.
· Rhythm

This is the most striking of the sound devices. The sounds used follow a set pattern and the poet’s intention is that they must appeal to the ear. The rhythm of a poem should help to convey the poet’s intention and give us some indication of his mood. These lines from The Ancient Mariner indicate how their rhythm matches the speed of the ship:

The fair breeze blew, the white foam flew

When the ship is motionless, the rhythm of the poem changes and the pace of the poem is slower:

Day after day, day after day

We stuck, nor breath nor motion

Rhyme and rhythm contribute to the musical quality of the poem.

· Sense devices

This group of devices consists of similes, metaphors and personification. Similes and metaphors are used to bring unrelated objects or ideas together and very form the imagery of the poem – that is, the creation of an image or picture in the reader’s mind. This is one of the most important distinguishing characteristics of poetry. When analyzing imagery (metaphors and similes) ask yourself what these things that are compared have in common. 

Image: An image is a comparison, either explicit or implicit between things that are unlike. These unlike things have one or more qualities in common. Thus every metaphor and simile contains an image (although imagery need not be confined to metaphors and similes only).

Consider these examples:

In a Station of the Metro by Ezra Pound

The apparition of these faces in the crowd;

Petals of a wet, black bough

(The Metro is an underground railway system).

The faces of all the people who commute by rail and move along so fast seem like flower petals against the background of the fast-moving train; they look like spots of colour (pink petals) against the glistening (wet) black train.

· Simile

This is an expressed or direct comparison, often using the words ‘like’, ‘as’, ‘as if’’ and ‘than’. Consider the following examples:

My love is like a red, red rose

As idle as a painted ship

Like a long-legged fly upon the stream

His mind moves upon the silence.

In each of these extracts our attention is fixed on one object while comparing it with another: The poet’s loved one is compared to a red rose.

· Metaphor

An implied comparison, rather like a simile, omitting explicit words of comparison such as ‘like’, ‘as’ ‘as if’ and ‘than’. A metaphor identifies two things with each other or substitutes one for the other. The poet does not say that one object is like another, he says it IS another, e.g:

My love is a rose

He was a lion in battle

My winged heart

· Personification

This is the figurative use of language in which inanimate objects are given human qualities or feelings, e.g.:

The world speaks

The moon smiled

The sea crawls

The house groaned

Icon 5

SEE p192-205 “Inside Poetry” for a glossary of poetic terms

Activity 1

Complete the following activity and bring your answers to the contact session for discussion:

After you have studied the poetic techniques/devices in the above-mentioned source, attempt the following exercise. 

1.1
Identify (name) the underlined poetic techniques in the following quotes :

1.1.1
A spider's web has caught one ......


Like a suspended criminal hangs he ........


(Last week in October - Thomas Hardy)

1.1.2
The copper leaves fall


And the bare trees shiver

(Winter the huntsman - Osbert Sitwell)

1.1.3
Along the black 


leather strap


of the night


deserted road


swiftly rolls


the freighted bus


(Night Ride - Herbert Read)

1.1.4
A sudden hiss as quenched irons cool


(Phondo's Smithy Transkei - DJ Livingstone)

1.1.5
... as I go back to my love.


My dongas my dust, my people, my death.


(City Johannesburg - M 'W Serote)

1.1.6
My dongas, my dust, my people, my death.

1.2
Name and explain the poetic device(s) that occurs in each of the following quotes:

1.2.1
And what did your dogs do, Lord Randal, my son ?


And what did your dogs do, my handsome young man ?


Oh, they stretched out and died ; mother, make my bed soon,


I'm weary of hunting and fain would lie down.


(Lord Randal - Anonymous)

1.2.2
Already now the clanging chains


Of geese are harnessed to the moon.


(Autumn - Roy Campbell)

1.2.3
Sunset and evening star,


An one clear call for me !


(Crossing the bar - Alfred, Lord Tennyson)

1.2.4
The river glideth at his own sweet will.


(Composed upon Westminster Bridge - William Wordsworth)

1.1.2 Definitions in poetry

You may find the following definitions useful when interpreting poetry:

· Line

A row of words that may be called a verse. Each line, in poetry ends where the rhythm dictates or as the poet intentionally decides to make a point.

· Octave

An octave is the first eight lines of a sonnet. (See 4.5)

· Enjambment 

A line that is not end-stopped but is a run-on-line and which completes its meaning by going into the next line without a pause.

The following lines from Nod illustrate this definition:

And all the birds that fly in heaven

Flock singing home to sleep.

· Sestet

A sestet is a six-line poem or stanza. This term is often used for the last six lines of the sonnet. 

· Stanza

This term is the name given to a group of lines that are considered as a unit forming a division of a poem.

· Stanza forms

Lines are combined into the pattern of a poem. These patterns or stanzas, have certain distinct characteristics and are usually classified as follows:

· The couplet consists of two lines or matched verse in immediate succession, e.g.:

A little learning is a dangerous thing:

Drink deep, or taste not the Pierian spring.

· The tercet is a stanza of three lines rhyming together, e.g.

Boot, saddle, to horse, and away!

Rescue my castle before the hot day

Brightens to blue from its silvery grey.

· The quatrain is a common stanza form, and consists of four lines rhymed in a variety of ways, e.g.
a-b-c-d


a-b-a-b


a-b-b-a

e.g.

By the rude bridge that arched the flood
a

Their flag to April’s breeze unfurled,
b

Here once the embattled farmers stood
a

And fired the shot heard round the world.
b

Our little systems have their day
a

They have their day and cease to be:
b

They are but broken lights of Thee,
b

And thou, O Lord, are more than they.
a

· The quintet is a five-line stanza variously rhymed.

· The sestet is a six-line stanza (see 3.4).

· The septet is a rather uncommon seven-line stanza

· The octave is an eight-line stanza with many possibilities. It may be composed of two linking quatrains (a-b-a-b c-d-c-d) or two triplets with an intervening pair of rhyming lines (a-a-a-b-c-c-c-b).

· The fourteen-line poem or sonnet has developed into one of the richest patterns in English poetry and is discussed more comprehensively in 4.5.

1.1.3 Types of poems

Some of the commonest types of poems are the following:

· Descriptive poetry

These are poems that describe people, events, experiences and objects but they are also mostly lyrical in nature (i.e. describing a mood or feeling) that is evoked by the scene, e.g. The Zebras by Roy Campbell.

· Narrative poetry

These poems tell a story and are usually longer than other types of poetry. The following are examples of narrative poems: the ballads, My Last Duchess by R. Browning and The Highwayman.

· Reflective poetry

These poems are thoughtful in nature and they have many descriptions leading to commentary by the poet or from which he draws conclusions. These conclusions can either be directly stated or implied and these poems are also often lyrical in nature, e.g. An Irish Airman foresees his Death by W B Yeats.

· Lyrical poetry

These poems are song-like and usually express a mood or a feeling.

· The sonnet

The sonnet is a fixed verse form, having fourteen lines and following a very strict rhyme scheme. Sonnets are usually divided into two parts: the octave (the first eight lines) and the sestet (the last six lines). The Petrarchan (Italian) and Miltonic sonnets follow this division. 

Between the octave and the sestet there is a significant break in meaning and thought; a movement from question to answer, from general statement to an amplified, illustrated, opposite or intensified statement in the sestet.

There are THREE main types of sonnets, namely:

· The Petrarchan (Italian)

· Shakespearean (English), and

· Miltonic sonnets. 

The Miltonic sonnet On His Blindness by John Milton illustrates the strict rhyme scheme found in both the Miltonic and Petrarchan sonnets. The most important difference between these two types of sonnets is that the Petrarchan does not have such a clear distinction between the octave and the sestet as the Miltonic sonnet.

An example of the Miltonic sonnet:

On His Blindness

When I consider how my light is spent, 
a

Ere half my days, in this dark world and wide,
b

And that my one Talent which is death to hide
b

Lodg’d with me useless, though my soul more bent
a

To serve therewith my Maker, and present
a

My true account, lest he returning chide,
b

Doth God exact day-labour, light deny’d
b

I fondly ask: But Patience, to prevent
a

That murmur, soon replies, God doth not need
c

Either man’s work or his own gifts, who best
d

Bear his mild yoke, they serve him best, his State
e

Is kingly. Thousands at his bidding speed
c

And post oe’r Land and Ocean without rest:
d

They also serve who only stand and wait.
e

The rhyme scheme of the Petrarchan sonnet is the strictest, allowing only two rhymes in the octave and not more than three (often two) in the sestet. The octave is rhymed a-b-b-a-a-b-b-a. The sestet allows a variation in the line arrangement, the most popular pattern being either c-d-e-c-d-e or c-d-c-d-c-d. The following is an example of the Petrarchan sonnet:

Rest by C Rosetti

O earth, lie heavily upon her eyes,
a

Seal her sweet eyes weary of watching, Earth;
b

Lie close around her; leave no room for mirth
b

With its harsh laughter, nor for sound of sighs
a

She hath no questions, she hath no replies,
a

Hushed in and curtained with a blessed dearth
b

Of all that irked her from the hour of birth;
b

With stillness that is almost Paradise
a

Darkness more clear than noonday holdeth her,
c

Silence more musical than any song;
d

Even her very heart has ceased to stir:
c

Until the morning of Eternity
e

Her rest shall not begin nor end, but be;
e

And when she wakes she will not think it long.
d

By contrast the Shakespearean sonnet has a much simpler rhyme scheme. Although it also has an octave and sestet, it is really a poem consisting of three stanzas of four lines each (quatrains) and ending with a rhyming couplet. The rhyme pattern is as follows:

a-b-a-b-c-d-c-d-e-f-e-f-g-g

· The Ballad

The ballad is a narrative poem, originally to be sung. Ballads tell stories of murder, romance, jealousy and unrequited love. Folk or popular ballads are mostly anonymous communal creations transmitted orally from one person to another and may subsequently exist in more than one version. Some of the most popular ballads are The Wife of Usher’s Well; Sir Patrick Spens; Edward, Edward; Lord Randall, Get up and Bar the Door.

· Other types

The following types of poetry are less commonly known:

· Elegy: a lament for the dead

· Epitaph: writing that can be placed on a gravestone

· Limerick: a five-line stanza used for making jokes, e.g. Hickory Dickory Dock
· Pastoral poetry: a genre that deals with rustic life, shepherds, meadows, trees and flowers.

1.1.4 The SMILE method of analysis

Writing appreciatively about poetry involves discussing various elements. There are various methods of analysis. One of these methods which you might find very handy is the SMILE method.
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S – structure and style

M – message

I – imagery

L – language

E - emotion
· Structure and style
At its most basic structure refers to rhyme, rhythm and meter.  The pattern of the rhymes, versification (or lack of it), tempo, whether it conforms to a standard form such as a sonnet or an ode and the way that the poem looks on the page (sometimes the shape of the poem is important).

Style is generally key factors which a poet usually uses.  These can be form/ structure or they can be the way in which a poet expresses themselves - eg. short sharp images. Style is generally personal and structure is universally useable.  Style identifies the poet and form identifies the type of poem.
The style of writing poetry differs from person to person; long or short meters, three or four lines to a stanza. But the great thing is, no matter how a poem is written it still holds great emotion. Some techniques used in poetry are onomatopoeia, alliteration, assonance, rhyming, simile and metaphor. 

Onomatopoeia is one of the easiest to learn and use . The definition of onomatopoeia is a word imitating a sound. For example; 'buzz', 'moo' and 'beep'. This can be used in a variety of ways giving the reader a 'hands on' feel. 

One technique that you might be familiar with is alliteration. This procedure is used by starting three or more words with the same consonant sound. An example of this would be 'The crazy crackling crops.' 
The next style is assonance. It is defined as a repetition of vowel sounds within syllables with changing consonants. This is also used in many different circumstances. One would be 'tilting at windmills.' Notice the vowels within each syllable sound the same. 

Rhyming is probably the most well-known technique used. However unlike popular belief, it does not need to be within a poem to make it a poem. It is what it is, a technique. 

As for similes, they are often used within poetry. They are an expression that compares one thing to another. A paradigm of this would be 'The milk tasted like pickles.' This method is used in all forms of poetry and generally has the words 'like' or 'as.' 

The last but not least style is metaphor. A metaphor is a word or phrase used one way to mean another. Metaphors are sometimes hard to spot and take some thinking to figure out, but they give writers more power to express their thoughts about a certain situation. One famous case where a metaphor is used is within 'The Raven' by Edgar Allen Poe. In fact, not only is it found within the story, the story itself is a metaphor of memory and the constant reminder of the narrator's loss. 

These techniques are seen throughout history within both famous and amateur poems alike. To have a full grasp of poetry onomatopoeia, alliteration, assonance, rhyming, simile and metaphor should be household words. 
· Message
The message (theme) is what the poem actually says, in other words, the message you get from the poem? You should state the theme in a single sentence only.

· Imagery
Imagery is the poetic devices that contribute towards creating pictures. Bear in mind that a painter uses paint to create a picture while a poet uses words. So, what does the poet wish the reader to experience/see/feel/smell/ hear when reading or listening to the poem?

We distinguish between the following images:

· Visual
· Aural (sound)
· Olfactory (smell)
· Touch
· Taste
If there are images they should be identified, explained and related to the purpose of the poem, in other words WHY are they used or employed. Every poem will not contain allthe different images. One should explain WHAT is used, HOW it is used and WHY it is used.

· Language
Diction refers to the language of a poem, and how each word is chosen to convey a precise meaning. Poets are very deliberate in choosing each word for its particular effect, so it's important to know the origins and connotations of the words in a poem, not to mention their literal meaning, too.
· Emotion
When reading the poem, you should explore the feelings that accompany the information supplied by the poet. What are the speaker’s/poet’s emotions? Does the speaker succeed in convincing the reader of his emotions? How does the reader respond emotionally?

All poems convey an experience and attempt to rouse certain feelings in the reader or listener. After a close reading of the poem and having given its general and detailed meaning, one must decide what feelings the poet tries to evoke or arouse. One’s interpretation of a poet’s intention is largely an individual matter, as different people are affected differently by the same poem. The important point is base what is said on evidence form the poem.

Does the poet highlight any meaning/ issue in the poem? What did the poet have in mind when he wrote the poem? What feelings does the poet want to arouse and evoke with the reader? What is the reason for writing this poem?
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South African Protest Poetry
Time scheduled for this study section is approximately 15 hours.

At the end of this study section you should be able to:

· conduct multimedia research regarding the origin and distinctive features of protest poetry.

· analyse several poems distinctive of this specific genre.

· write a critical appraisal by applying the SMILE method of analysis Study section contents

Suggested study material on the context and background of South African Poetry:
· SHAVA, P.V. 1989. A people’s voice: black South African writing in the twentieth century. London: Ohio University Press. (820 SHA)

· SOLBERG, R. & HACKSLEY, M. 1996. Reflections: perspectives on writing in post-apartheid South Africa. Port Elizabeth: CADAR. (820 REF)

· ATTRIDGE, D. & JOLLY, R. 1998. Writing South Africa: literature, apartheid and democracy, 1970-1995. Cambridge: Cambridge University Press. (809.8968 WRI)

· CHAPMAN, M. 1996. Southern African Literatures. London: Longman. (809.8968 CHA)

· TRUMP, M. 1990. Rendering things visible: essays on South African literary culture. Johannesburg: Ravan Press. (820 REN)

Valuable websites:

· http://www-sul.stanford.edu/depts/ssrg/africa/southafrica/rsalit.html
· http://reference.allrefer.com/encyclopedia/S/SthAfrlit.html
· www.southafrica.info/ess_info/sa_glance/culture/923835.htm
· www.people.africadatabase.org/people/data/person3487.html
The following article on the role played by Protest Poetry in South Africa was written by Priya Narismulu from the School of Languages and Literature at the University of Durban Westville

priyan@pixie.udw.ac.za

"Our strength comes from poisoned wells"

The literature of self-criticism in the South African resistance struggle 

Abstract: The South African resistance struggle was not only counter-hegemonic but also transformative. Drawing on a powerful oral tradition a range of poets, dramatists and short story composers/writers developed a literature that questioned how people related to each other, and challenged state oppression and aspects of the liberation struggle. They challenged each other to be more critical of their own practices, with some engaging in self-critical satire about their own subject positions. Affirming the primary role of their audiences in the struggle for transformation, these activist artists demonstrate that the forgiveness that the Truth and Reconciliation Commission and Jacques Derrida invoke has to be located within a culture that is sensitive to all the operations of power. 

Introduction: the construct of the popular-democratic

The South African resistance struggle was accompanied by the development of a literature that anticipated and worked towards social transformation. Located between history, politics, society and art, popular-democratic South African resistance literature, whether in English or other languages, was in turn important to the development of the culture of resistance, the more so as many other spaces were closed off by the state.

Despite the challenges and obstacles that they faced, the volume, range and depth of the work produced by resistance writers in the 1970s and 1980s has been substantial, but remains largely unacknowledged as a corpus of South African literature. Activist writers and composers used their texts strategically to intervene in various discourses of power and to exert pressure that was otherwise impossible given the conditions of repression. Writers such as Serote (1972; 1978; 1982), Van Wyk (1979), Cronin (1983; 1985; 1988), Malange (1989) and Ndebele (1983; 1988; 1991) attempted to create new speaking places, enabling people who had been marginalised, fragmented, dislocated, excluded or otherwise silenced by apartheid to speak to, for and of each other.

Although the 1972 poetry anthology Cry Rage!, edited by James Matthews and Gladys Thomas, was banned, the genres of poetry, drama and the short story proved very effective in the transmission of resistance culture. This occurred through small literary journals, the longest surviving of which was Staffrider. In 1971 Oswald Mtshali published an anthology of his poetry with Oxford University Press (which was republished in 1972). In 1972 Wally Serote published an anthology with a new local company Ad Donker, which continued until the 1990s to publish a range of anthologies of resistance writing, including three more anthologies by Serote and four by Sipho Sepamla. Frustrated by the censors and the practices of some publishers, James Matthews established Blac Publishing House in 1974 and published a collection of poems that he edited, entitled Black Voices Shout!: An anthology of poetry. Another edition of the anthology was published in 1976 by Troubador Press in Texas. In the 1980s oral poets like Gcina Mhlope, Siphiwe Ngwenya, Alfred Temba Qabula, Nise Malange, Madlizinyoka Ntanzi and Mzwakhe Mbuli depended primarily on performances for the dissemination of their work although some of their poems were published in Staffrider magazine, or by the Culture and Working Life Project at the University of Natal, or the Congress of South African Writers. Some of the poems/songs of Mzwake Mbuli were also distributed by means of audio cassettes that were sold.

The earlier poets found that there was often a disjuncture between their intended audiences of fellow oppressed people and their actual audiences. This was most evident in the reception of their work as "protest", distorted by conservative-liberal editors and academics to signify a literature of complaint written for a sympathetic white audience (Narismulu 1998). The apartheid policy of Bantu education had blighted the educational development of the majority of people, publication in the indigenous languages was subject to even more control than publication in English, and in any event most people could not afford to buy poetry anthologies. To get beyond such problems and to celebrate indigenous traditions poets like Ingoapele Madingoane began to focus on oral performance. By the 1980s there were a range of oral poets who accessed their audiences directly, either at concerts or political or trade union rallies. This meant that they were not bound to use English, to fall in with the dictates of the minders of the canon, or to satisfy the conservative monopolies that tended to dominate publishing in the indigenous languages.2 They were able to switch between languages as the situation required. Neither were they limited to a single genre, as demonstrated by Mzwake Mbuli whose performances included songs, music, poetry and dance. With the rise of the resistance movement there were increased spaces for the use and legitimation of indigenous languages in public performances but English has remained dominant despite the recognition that it is neither politically nor ethnically neutral. 

Self-criticism

The resistance movement was not geared only to achieving counter-hegemonic power. Its intent in the 1970s and 1980s was primarily transformative. The literature of self-criticism was central to such an outcome.

Self-criticism is pivotal to the development of an organisation, a struggle, and a society. The capacity for self-criticism is an indicator of a capacity for transformation. It is part of the process of self-assertion and it indicates the difference between the dominant culture and the incipient counter culture. In the 1970s and 1980s in South Africa it emanated from a strong sense of community and a belief in the necessity for collective struggle.

The ethos of self-criticism in the work of many resistance poets may be traced to the oral tradition, in which poets have been central to the lives of their communities:

The poet and storyteller stood at the centre of th[e oral] tradition, as the community's chroniclers, entertainers, and collective conscience. Their contribution to society was considered of the greatest significance (Jordan 1973:xi).

Poets such as Serote, Gwala and Madingoane took upon themselves the responsibility to raise for public scrutiny issues that could not be addressed in the political arena for they were too sensitive.

Challenging the way people behaved towards each other

The young resistance writers of the late 1960s and early 1970s produced work that was earnest and serious as they tried to discourage people from submissiveness and apathy towards the suffering of people around them. Serote's poem "What's wrong with people" (1972:17) depicts people either as sufferers or onlookers, who do not imagine that they can play a more instrumental role in a crisis:

I saw a man

Come. Walk. Limp,

Fall.

Like a branch being sawn.

His eyes flickered like flame blown by wild wind.

People stood to look.

I was among them.

The poem "Just a Passerby" by Oswald Mtshali (1972:56) uses an interior monologue to convey the response of a township resident to the actions of local thugs:

I saw them clobber him with kieries [sticks]

I heard him scream with pain

like a victim of slaughter;

I smelt fresh blood gush

from his nostrils,

and flow on the street.

I walked into the church,

and knelt in the pew

"Lord! I love you,

I also love my neighbour. Amen."

While the speaker registers the victim's suffering in these two stanzas, his only response is the avoidance of responsibility through prayer. The final stanza in the poem renders the speaker's discovery that the victim is his brother. Through the narrative Mtshali criticises the defensive and hypocritical use of religious platitudes as a substitute for appropriate action.

Mafika Gwala is very critical of the behaviour of people who destroy each other's lives, and particularly the lives of those weaker than themselves. In "Gumba, Gumba, Gumba" (Royston ed. 1973:53-55) Gwala suggests that the social breakdown that occurred is no less destructive than the machinations of the state:

You seen struggle.

If you heard:

Heard a man bugger a woman, old as his mother;

Heard a child giggle at obscene jokes

Heard a mother weep over a dead son

Addressing a similar problem, Serote's "Time Has Run Out" (1982:125-134) is compelling as critique because it takes a shared sense of responsibility as its starting point:

remember

the cruel things we did to each other where, mad we killed each other

in styles that made the sun or moon blink in awe (131)

The poet will not gloss over the social problems:

inside this hour 

many of us have gone mad

some killed with their bare fingers

some soaked their hearts in alcohol forever (133)

The alienation of sections of oppressed communities from each other is addressed by Mtutuzeli Matshoba in "To Kill a Man's Pride" (Mutloatse ed. 1980:103-127), which analyses the thoughtless complicity of township dwellers in the 'ethnic' (more correctly, linguistic) divisions that the state had sown between themselves and hostel dwellers.3

Serote's poem "My Brothers in the Streets" (1972:27) draws its critical power from the deep sense of community that accompanies the disapproval of the behaviour of tsotsis (township gangsters). The speaker interrupts himself twice when the imperative is used in expressions that anticipate the final appeal to fraternity and community. The inverted praise form emphasizes the depth of the criticism, while reinforcing the authority of the censure:

My brothers in the streets,

Who holiday in jails,

Who rest in hospitals, 

Who smile at insults,

Who fear the whites, 

Oh you black boys, 

You horde-waters that sweep over black pastures,

You bloody bodies that dodge bullets,

My brothers in the streets, 

Who booze and listen to records, 

Who've tasted rape of mothers and sisters,

Who take alms from white hands.

Who grab bread from black mouths,

Oh you black boys,

Who spill blood as easy as saying "Voetsek" [get lost, from the Afrikaans]

Listen!

Come my black brothers in the streets,

Listen, 

It's black women who are crying.

As a member of the Black Consciousness movement at the time Serote connects the social role of black intellectuals to the social function of the imbongi (praise poet). "My Brothers in the Streets" is a didactic poem for an audience of fellow black intellectuals, to encourage them to take responsibility for improving their communities. The expressions of solidarity reflect the Black Consciousness philosophy of political unity and action to challenge the divisions that apartheid sought to engender among the oppressed.

Criticism of responses to oppression

Poets like Parenzee, Serote and Matthews show a willingness to examine, in the first person, some of the painful contradictions victims of apartheid have experienced.

During the late 1980s, as a result of the deepening educational and political crises, more and more students began to believe that schooling was pointless. In "Then the children decided" (1985:57) Donald Parenzee, an activist and Peninsula Technikon lecturer, deals with the manner in which education struggles were played out at several institutions. Parenzee uses images of books and bodies to suggest that the most insidious consequence of apartheid education was apparent in the behaviour of some of its young victims. Lacking analytical skills and a political understanding of the situation they responded to the violence of the state with desperate rebellion, destroying whatever was within reach:

Then the children decided that

decades of words 

having covered their pages,

grown from the spines

of decaying texts,

nourished on brain,

singed into skin,

that centuries 

of so much print

would be edited,

censored,

burnt, if necessary

to free the heart 

of the problem, and soon

headless

screaming vowels,

dismembered paragraphs,

the bodies of essays,

whole crusts of theses,

littered the playgrounds, decaying

like the entrails of statues

and rearing

like some statue of liberty,

the heart,

stripped of skin,

pumped its desperate slogans 

into the fetid air.

Serote's early poem, "Waking Up. The Sun. The Body." (1972:35-36), also addresses the pathological effects of oppression on the psyche, and suggests that liberation is not achieved without a struggle against the easier option of hatred:

For what do you do when, again and again, 

Things around you and in you beg you with a painful embrace to hate,

And you respond with a rage and you know,

That you can never hate.

This is roughly the same point with which Derrida concludes his analysis in his talk "Forgiving the Unforgivable" (1998). However, the resistance writers go further because in a society given to extremes the converse is as much of a problem. Serote's speaker in "That's Not My Wish" (1972:41) weighs the diverging impulses of social and political propriety: 

To talk for myself,

I hate to hate,

But how often has it been 

I could not hate enough.

Several poets experimented with satire because the subtlety of the medium of poetry gave them scope to criticise the repressive state without exposing themselves unduly. In Serote's work satire is sometimes used as a form of self-criticism. A playful but ambivalent self-criticism is expressed in Serote's "Anonymous Throbs + A Dream" (1982:69-70). The amusement that the image of the obsequious dog evokes is intended, in a wry, reflexive twist, to shame and sensitise the reader into recognising the inadequacies of response to the hegemonizing power of the dominant:

I did this world great wrong

with my kindness of a dog

my heart like a dog's tongue

licking too many hands, boots and bums 

even after they kicked my arse

voetsek voetsek 

shit. I still wagged my tail 

I ran away still looking back

with eyes saying please

The converse response to apartheid is expressed in the lines "but how can i forgive/ but how can i forgive" in Serote's "Behold Mama, Flowers" (1978:18). Both poems suggest the need for the rejection of the depredations of apartheid. The level of self-confrontation that occurs in these poems may, to a large extent, be attributed to the genre of lyric poetry.

Now that you know more about this specific genre of poetry, you are expected to study the following poems typical from this genre:

· Always A Suspect by Mbuyiseni Oswald Mtshali

· The Night Train by Fhazel Johennesse 

· Shacklands by Chris Mann 

Each of these poems will be discussed during contact sessions. In preparation for the contact sessions you are required to make short analytical notes on Sense and Structure, Message (theme), Imagery, Language (diction) and Emotion (feelings, mood, tone, intention).  Furthermore, you need to conduct your own multimedia research to enhance your understanding and analysis of each poem.

Before you commence with the next study section, first revise each outcome of this section to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.

The following analysis of Shacklands will enable you to come to a better understanding of the poem that deals with the theme of poverty and social tragedy of families being torn apart against the background of the abundance of city life. 

There is irony in the title. In squatter camps people are poor and most families are torn apart because parents have to work somewhere else, so there is no real family as the title is suggesting.

The poem describes the life of a young mother in the poverty-stricken battle for survival in Johannesburg. The devastating effects of urbanization are portrayed in her struggle for survival, holding down a job that barely provides for the bare necessities and exacts impossible demands. The irony in the title is that there is nothing in the poem that suggests the traditional values that are attached to family life, such as intimacy, togetherness, warmth, security, interest in one another etc. 

The first tercet describes the char job that she has at a café in a semi-urbanized suburb ('peri-urban'). She is domestic help and she scrubs the floors on her knees. This job is probably the only one she can find, as she is unskilled for any other task. It is midnight and the poet uses the poetic device of apostrophe (starting immediately with a verb in line 1) to involve the reader directly in the experience and make him part of the argument. The harsh sounds of 'scrubbing' also stress the menial and hard task that he is involved in. The colours that are portrayed are gaudy and glaring, e.g. 'yellow' and 'orange'. These colours link with the artificiality of the city - they are used for purposes of advertising and to get peoples' attention. The tiles are linoleum (or plastic) and again the poet stresses the artificial beauty of the city. In spite of this depressing scene, there is some note of wholesomeness in the scene, as the young mother cleans and scrubs away the dirt of the day. At least in this task she has control - she can see the difference that she makes.

The second tercet develops this idea of wholesomeness and she is described as young and the soap bubbles glisten on her arms. This image is, however, sharply contrasted to the next one and he describes what 'home' is to her. She leaves in the early morning ('dawn') and her progress is slow and weary ('tramped'). She shares communal dwellings with many other women in a similar situation. This dormitory (not even a house but simply a large room that the women share) is flimsy and holds no security or permanence (like the city?), as it is made of mud. The city often offers temporary solutions, while it holds promises of wealth and prosperity, but these promises are empty and artificial. The next two lines describe the pathos of her attempts to secure her few possessions in a locked tin trunk. These women have so little that they will steal from one another - a radio or packets of powered milk for their babies. This is the sum total of what she has and she jealously guards them. The savings book points towards the fact that she does try to save a little money - perhaps to secure a better future for her child or to send some money home to rural areas. Again the mother is linked with laudable and admirable attempts to make something of her life in the city. The spare packets of powdered milk indicate her concern for the young life she is responsible for.

Line 7 starts with the word 'scoops' and the almost careless movement indicates the youth of the mother, but Mann also succeeds in conveying the dehumanizing process of this kind of life. The baby is not a person but a 'bundle' that is 'scooped up - an object among others that are similar ('shapes'). The babies have no cribs or beds, but sleep together on a sleeping-mat; bundles and shapes that are totally dependent on their mothers' efforts to be cared for. When the baby feeds, his rebellion against their desperate situation is reflected in his anger as he beats his fists against her breast. This may also be linked to the aggression that is found in the image of the father in combat dress and may indicate the violence that lies just beneath the surface in the city streets. 

The father is working away from ‘home’ in the city. The ’neon flickering lights’ of the city is in sharp contrast to the ‘mud-walled dormitory’ where the woman lives. Clear evidences of contrast between the shacklands and the city are found e.g.

- 
mud-walled dormitory versus bridal shop

- 
powder milk versus cream doughnuts and chocolate eclairs

- 
yellow apron versus wedding gowns

- 
lamp-lit versus neon flickering lights

- 
tin-trunk versus domes of plastic.

The neon lights perpetuate the idea of falseness and glittering superficiality. The lights seem to be attractive from afar, but are glaring and gaudy from close by. The father's attire suggests that he has a job as a security guard (also a job that requires almost no skills as they are associated with education). He is far across the city; away from his child and wife and there is little or no contact with them This in itself may bring many of the associated problems of the disrupted, dysfunctional and unstable life they are leading, such as infidelity, insecurity and loneliness. The 'red-striped' pay booth is suggestive of the rule of the city; attract customers and have them pay. The father searches underneath the cars with a long-handled mirror to search underneath the cars. This may be a search for stolen goods or terrorist weapons; in either case it points to the danger that ever-present in the city and the lack of trust, dignity and goodwill in this impersonal, dog-eat-dog environment.

The last contrasting images of the street children gambling in front of the bridal shop is one of the most powerful and disturbing images of the poem. The children have been abandoned (is this what is perhaps in store for the baby?) because the parents can no longer support them in this hellhole of poverty and misery. They should not be involved in gambling at their age (the initiation into unlawful and risky ways of survival), but should be safely at school. Their current fate foretells of a lifestyle that will simply generate the same existence of poverty and crime. They do not get an education and they have no chance of improving their destiny in the long run. They will soon be caught in the spiral of glue sniffing, theft and loneliness. The bridal shop behind them forms an ironic accusation against and reflection of the society adults promote - they are supposed to buy the idea of marriage as the beginning of a fairytale existence, promising all the rewards they see nothing of. The dolls are dressed in white dresses (symbolizing purity), but there is nothing pure in the city. Family values have become distorted and are undermined by the very structure of the materialistic society we have created. The superficiality and artificiality of this advertising stunt is reflected in the plastic dolls, the dust that lies on the plastic flowers and the tulle of their wedding gowns that looks like foam ('froth'). This image is particularly depressing; the dolls are thin (the idealized and media-created idea of true beauty, whereas very few women look like that), stiff (unnatural and contrived) and Mann masterfully conveys the idea that, like the city and the wealth it promises, they are phony imitations of the ideal. 

The second last image leaves the reader with the impression of how impossible it is for these street children to ever get to the promise of glamour and wealth that the city holds: the chocolate eclairs and doughnuts are behind domes of plastic glass, untouchable, unreachable, inviting, tempting and beautiful. Yet a closer inspection of the delicacies will reveal that they have absolutely no nutritional value; they are indeed air-filled empty shells filled with cream and chocolate that do not truly nourish, but only tempt and mislead the senses into thinking that they are beneficial to the body. No-one can grow strong and healthy on a diet of eclairs and in the long run they will harm the body. Likewise the city holds no good for the many rural people who flock to it in the hope of fun, happiness and wealth.

The last line of the poem is in stark contrast to the previous images and Mann leaves us with a note of hope: at least for now the child is loved, protected and secure as the mother's arms fold protectively around it. The choice of what will happen to it lies with her and him - perhaps, just perhaps, he can escape this.
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1.3 African, European, American and Asian Poems on Human suffering and Mortality
Time scheduled for this study section is approximately 10 hours.

At the end of this study section you should be able to:

· trace and discuss the universal themes of human suffering and mortality in African, European, American and Asian poems 

· analyse a selection of international poems according to the following aspects: structure and style, message, imagery, language and emotion.
The first three poems will be discussed during contact sessions. In preparation for the contact sessions you are required to make short analytical notes on Sense and Structure, Message (theme), Imagery, Language (diction) and Emotion (feelings, mood, tone, intention).  The final two poems are for self-study.  You need to conduct your own multimedia research to enhance your understanding and analysis of each of the five poems.

Before you commence with the next study section, first revise each outcome of this section to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.

When you study “The Hermit”, you should focus on the following themes:

· Disillusionment with reality.

· The fear of reality.

The following discussion notes  will assist you in your analysis of the poem:

The first superficial reading of THE HERMIT may create the impression that the protagonist is unfeeling and emotionally detached from his fellows. Can the opposite be the truth - is he not too involved in failing to bear responsibility for all the ills of mankind? 

Faced with the nigh impossible task of improving the fate of many (if any) South Africans, a country burdened by brutalities of an almost unspeakable nature; some inherited from an infamous past, some born from the present dangerous proximity to barbarian paganism, superstition and ignorance, the hermit decides it is better to lock himself away from any contact. The Albatross of withdrawal into a world of no knowledge and presumably no pain sits on his shoulder. The isolation is adamantly planned ('barred') and executed. He admits to being old and afraid - a metaphor too familiar in this country where the frail are so often the victims of a decadent society.

The irony is that his isolation does not take away the awareness of those in need of his involvement or the pain he tries to protect himself from. He refers to the 'poor souls' (line 5) and he remains acutely aware of their suffering in the cold and rain. The cold and rain may also refer to individual and/or collective deprivations that many South Africans suffer and suffered in the past - being left in the political barrenness under Apartheid or marginalized in some way or another. This may be the case, especially in the light of Paton's protest against the Apartheid system. 

Images of death and fear permeate the poem and the tone is oppressing and stifling. The agonizing attempts to hide seem almost worse than the actual confrontation with reality. The unbearable sights of the maimed, sick and tortured and their pleas for help have succeeded only in driving him into hiding and refuting all responsibility with the worn out excuse that he cannot help them be whole. This may be an indictment against many of the Whites who found excuses for remaining apathetic towards the struggle of the Blacks. 

In denying others his involvement in their fate, he ironically denies himself life as well (cf. Activity 1 - 'No man is an island'). No shaft of sunlight finds him, no joy, no sight, no sound (l 20 - 'I am deaf, I am blind'); he is in all respects dead to life, except physically (l 24 ' he is dead'). This is the supreme irony and reminds one of the themes in OUR TOWN and WIT. Risking to live, means risking hurt and involvement. 

The protagonist's hiding also brings him scant relief; he definitely doesn’t feel better because of it - on the contrary his agony and agitation seem to increase as demonstrated by the repetitive agonizing in lines 21-23. A powerful image is evoked of the agitated state of the hermit as he repeatedly begs for someone to release him from the appeal of his fellows. This appeal to be released may indeed be from his own guilt.

In the penultimate stanza he admits that he doesn't succeed from blotting out his humanity as his fellow men still knock at the door of his hiding place - his conscience. The tone of the poem now becomes subdued and the weariness of the hermit is demonstrated in the repetition of lines 3 and 4. The long vowels slow the rhythm and the poem and the reader is left with the impression of a weary, defeated, desperately unhappy and pathetic figure who attempts to disclaim his involvement from the rest of mankind.

The last irony of the poem is found in the last stanza in which he forcefully defends his decision not to become involved in the fate of mankind, because he will lose peace of mind. The foregoing image of the hermit vividly demonstrates that he has lost that peace when he withdrew from mankind.

Paton is famous for the uncompromising and unapologetic manner is which he launches his appeal towards the reader. He forcefully thrusts the accusation forwards that man tends to withdraw, sullenly guarding only his own interests in interpersonal relationships and that explains the moral decay of the world we live in.
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1.4 Poems on the Beauty and Harshness of Africa
Time scheduled for this study section is approximately 10 hours.

At the end of this study section you should be able to:

· trace and discuss the theme of the beauty and harshness of Africa. 

· analyse a selection of South African poems according to the following aspects: structure and style, message, imagery, language and emotion.
These South African poems all have one theme in common and that is the harshness and beauty of Africa. When you study these poems, you are required to make brief analytical notes on Sense and Structure, Message (theme), Imagery, Language (diction) and Emotion (feelings, mood, tone, intention).  You need to conduct your own multimedia research to enhance your understanding and analysis of each of these poems.
Before you commence with the next study section, first revise each outcome of this section to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.
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1.5 Poems on Nature – in Glory of Creation
Time scheduled for this study section is approximately 15 hours.

At the end of this study section you should be able to:

· trace and discuss the theme of admiration of nature and creation. 

· analyse a selection of European and American poems according to the following aspects: structure and style, message, imagery, language and emotion.
These poems all have one theme in common and that is admiration and gratitude for nature and creation. When you study these poems, you are required to make brief analytical notes on Sense and Structure, Message (theme), Imagery, Language (diction) and Emotion (feelings, mood, tone, intention).  You need to conduct your own multimedia research to enhance your understanding and analysis of each of these poems.
Before you commence with the next study section, first revise each outcome of this section to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.
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Teaching Poetry
Time scheduled for this study section is approximately 20 hours.

At the end of this study section you should be able to:

· Critically explain why poetry should be used with the language learner.

· Interpret the National Curriculum Statement for teaching English First Additional Language in the phase or band that you are specialising in and generate your own ideas concerning lesson planning and presentation for the poetry classroom

The next section will focus on the practical application of the skills you have acquired so far to the teaching-learning situation.

Study the following learning material and at each section, complete the indicated activities. Bring your answers to the contact session for discussion:

· LAZAR, G. 2002. Literature and language teaching. Chapter 6 pp 109-132

1.6.1 Why use poetry with the language learner?

Study p 99-101 in “Literature and Language Teaching” (LAZAR, G.)

1.6.2 Teaching poetry in the intermediate and senior phases

1.6.3 Study p 109-116 in “Literature and Language Teaching” (LAZAR, G.)

1.6.4 Teaching poetry in the FET band

1.6.5 Study p 121-127 in “Literature and Language Teaching” (LAZAR, G.)

1.6.6 Anticipating student problems

1.6.7 Study p 127-129 in “Literature and Language Teaching” (LAZAR, G.)
1.6.8 Interpreting the NCS

Study the Assessment Standards concerning the study of poetry in the NCS for your phase/band.

Before you commence with the next study section, first revise each outcome of this section to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.
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2 Teaching short stories

\
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The time scheduled for this study unit is approximately 40 hours.

You will have approximately 9 contact sessions for this study unit.
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This study unit is based on:

· Identities. ISBN 1 8690 3302 7

· Attitudes. ISBN 0 7021 5823 2

· Lazar, G. 1993. Materials design and lesson planning: Novels and short stories. In Lazar, G. Literature and language teaching. A guide for teachers and trainers. Cambridge: Cambridge University Press. ISBN 0 521 40651 X
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At the end of this study unit you should be able to:

· discuss the characteristics and components of a short story;

· anticipate learner problems with short stories;

· plan lessons for use with a short story;

· analyse selected short stories by applying the characteristics and components of the short story;

· design materials for use with the selected prescribed short stories.

Study unit contents

Study section 2.1
Introduction to the Short story
35
Study section 2.2
Plot structure of a short story
37
Study section 2.3
Literary devices
39
Study section 2.4
Application
46
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Scan the entire study unit in order to get an overview of the content related to teaching the short story.
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Introduction to the Short story
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The short story is a concise form of narrative prose that is usually simpler and more direct compared to longer works of fiction such as novels.  Therefore, because of their short length, short stories rely on many forms of literary devices to convey the idea of a uniform theme seen throughout the script.  This theme is illustrated by using characteristics that are developed throughout the story such as, plot, setting and characters. The three main components are developed throughout the story in order to guide the reader to the underlying theme, which is necessary as a short story lacking a theme also lacks meaning or purpose. 
The length of the short story is usually not more than 30 pages (otherwise it is called a novella). The short story is short and can usually be read in one sitting. It tends to concentrate on experience rather than development, and it rarely allows pause for thought (e.g., like the chapters in a novel). 

The information in the short story is concise and is relevant to the tale being told. This is unlike a novel, where the story can diverge from the main plot. The short story usually tries to leave behind a single impression or effect. Short stories are usually, though not always, built around one character, place, idea or act. Because they are concise, writers depend on the reader bringing personal experiences and prior knowledge to the story.

In longer forms of fiction, stories tend to contain certain core elements of dramatic structure: exposition (the introduction of setting, situation and main characters); complication (the event of the story that introduces the conflict); rising action, crisis (the decisive moment for the protagonist and their commitment to a course of action); climax (the point of highest interest in terms of the conflict and the point of the story with the most action); resolution (the point of the story when the conflict is resolved); and moral.

Because of their short length, short stories may or may not follow this pattern. Some do not follow patterns at all. For example, modern short stories only occasionally have an exposition. More typical, though, is an abrupt beginning, with the story starting in the middle of the action. As with longer stories, plots of short stories also have a climax, crisis, or turning-point. However, the endings of many short stories are abrupt and open and may or may not have a moral or practical lesson.

The four major components of a short story are, therefore:

· Setting

· Characters

· Theme

· Plot

SETTING

The background against which the incidents of the story take place. Not merely a place, it includes the place where, the time when, and social conditions under which the story moves along. This can include atmosphere, the tone and feeling of a story (i.e., gloomy, cheery, etc.) In one form or another, setting is essential to the story. Often, the relevance of the story is lost in another setting.

CHARACTERS

There must be living beings in the story that think or act in order to keep the story going. They must seem like living and feeling individuals in order for us to feel strongly about them. The worst thing that could happen for the writer is that you feel indifferent toward the characters. 

Methods of presenting a character

· Actions or thoughts of the character

· Conversations the character engages in.

· Conversations of other characters about a third character.

· Author’s own opinion. This may be overt, or may be implied.

Points of view: Presentation of a story (Narrator)

· Author omniscient (all knowing, all seeing). This is a third person point of view. The omniscient author, writing in the third person, sees whatever he wants to see, inside or outside his character, in privacy or public, and interprets as he chooses.

· Author participant (first person). The author may be the main character, or could be a secondary character.

· Author as an observer (third person). Involves objective treatment, as though the story teller had no inner sight into the character’s thinking or behaviour.

· Multiple story tellers (third person).

THEME

This refers to the total meaning of the story. It does not have to be tied up in a simple moral. Without it, the story lacks meaning or purpose. Sometimes the theme is stated, sometimes it is only implied. In other stories, the theme may be a direct refutation of a traditional theme.
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Plot structure of a short story

Plot is the literary element that describes the structure of a story.  A plot diagram is an organizational tool, which is used to map the significant events in a story. By placing the most significant events from a story on the plot diagram, you can visualize the key features of the story. 
In addition, you can note that some stories follow a circular or episodic plot, and hypertextual stories can be different every time they’re read, as the reader chooses the direction that the story takes. If a story that students are working on does not fit into the triangle structure, think about why the author would choose a different story structure and how the structure has changed. 
The most basic and traditional form of a plot is the pyramid-shaped structure.  This structure has been described in more detail by Aristotle and Gustav Freytag.  In 350 BC Aristotle defined plot as comprised of three parts: beginning, middle, and end. When all the parts of a story follow naturally from one to the next in a connected way, Aristotle called the narrative structure a unified plot. The parts of a unified plot are linear, leading from one to the next in a cause and effect chain.  This type of plot diagram could be illustrated in the following manner:
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In 1863, Gustav Freytag modified Aristotle’s system by adding a rising action (or complication) and a falling action to the structure. Freytag’s structure begins with the introduction of a conflict or problem (exposition). At this point, background information is established.  Next, the plot moves to rising action, as the conflict or problem is established fully. The mid-point of Freytag’s structure is the climax, the point in the story when there is a crisis or turning point. After the climax, the plot turns to falling action, when the events caused by the decision or crisis of the climax unfold. Finally, the story ends as the events are tied together (resolution). This final stage is also called the dénouement.
Freytag’s pyramid looks as follows:
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The elements of the plot structure could therefore be described as follows:

Exposition: The mood and conditions existing at the beginning of the story. The setting is identified. The main characters with their positions, circumstances and relationships to one another are established. The exciting force or initial conflict is introduced. Sometimes called the “Narrative HOOK” this begins the conflict that continues throughout the story.
Rising Action: The series of events, conflicts, and crises in the story that lead up to the climax, providing the progressive intensity, and complicate the conflict.
Climax: The turning point of the story. A crucial event takes place and from this point forward, the protagonist moves toward his inevitable end. The event may be either an action or a mental decision that the protagonist makes.
Falling Action: The events occurring from the time of the climax to the end of the story. The main character may encounter more conflicts in this part of the story, but the end is inevitable.
Resolution/Denouement: The tying up of loose ends and all of the threads in the story. The conclusion. The hero character either emerges triumphantly or is defeated at this point.
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Literary devices
The term “literary devices” refers to specific aspects of literature, in the sense of its universal function as an art form which expresses ideas through language, which we can recognize, identify, interpret and/or analyze. Literary devices collectively comprise the art form’s components; the means by which authors create meaning through language, and by which readers gain understanding of and appreciation for their works. They also provide a conceptual framework for comparing individual literary works to others, both within and across genres. Both literary elements and literary techniques can rightly be called literary devices.

 
The term “literary elements” refers to particular identifiable characteristics of a whole text. They are not “used,” per se, by authors; they represent the elements of storytelling which are common to all literary and narrative forms. For example, every story has a theme, every story has a setting, every story has a conflict, every story is written from a particular point-of-view, etc. In order to be discussed legitimately as part of a textual analysis, literary elements must be specifically identified for that particular text. 

 
“Literary terms” refers to the words themselves with which we identify and designate literary devices and elements.  A list of these terms are briefly defined in the table below:

	
	Term
	Definition
	Example

	1.
	Allegory
	Where every aspect of a story is representative, usually symbolic, of something else, usually a larger abstract concept or important historical/geopolitical event.
	Animal Farm provides a compelling allegory of human nature, illustrating the corrupting influence of power.

	2.
	Alliteration
	The repetition of consonant sounds within close proximity, usually in consecutive words within the same sentence or line.
	Dancing Dolphins
By Paul McCann 
Those tidal thoroughbreds that tango through the turquoise tide.
Their taut tails thrashing they twist in tribute 
to the titans. 
They twirl through the trek
tumbling towards the tide . 
Throwing themselves towards those theatrical thespians.

	3.
	Antagonist
	Counterpart to the main character and source of a story’s main conflict. The person may not be “bad” or “evil” by any conventional moral standard, but he/she opposes the protagonist in a significant way. (Although it is technically a literary element, the term is only useful for identification, as part of a discussion or analysis of character; it cannot generally be analyzed by itself
	The character of Jack is the antagonist in Lord of the Flies.

	4.
	Anthropo-morphism
	Where animals or inanimate objects are portrayed in a story as people, such as by walking, talking, or being given arms, legs, facial features, human locomotion or other anthropoid form (This is also a form of personification.)
	The King and Queen of Hearts and their playing-card courtiers comprise only one example of Carroll’s extensive use of anthropomorphism in Alice’s Adventures in Wonderland.


	5.
	Blank verse
	Non-rhyming poetry, usually written in iambic pentameter
	Most of Shakespeare’s dialogue is written in blank verse, though it does occasionally rhyme.

	6.
	Characterisation
	The author’s means of conveying to the reader a character’s personality, life history, values, physical attributes, etc. Also refers directly to a description thereof.
	In To Kill a Mockingbird, Atticus is characterised as an almost impossibly virtuous man, always doing what is right and imparting impeccable moral values to his children.

	7.
	Climax
	The turning point in a story, at which the end result becomes inevitable, usually where something suddenly goes terribly wrong; the “dramatic high point” of a story. (Although it is technically a literary element, the term is only useful for identification, as part of a discussion or analysis of structure; it cannot generally be analyzed by itself.)
	In Romeo and Juliet the drama reaches its climax in Act III, when Mercutio and Tybalt are killed and Romeo is banished from Verona.



	8.
	Conflict
	A struggle between opposing forces which is the driving force of a story. The outcome of any story provides a resolution of the conflict(s); this is what keeps the reader reading. 
	In Lord of the Flies Jack’s priorities are in conflict with those of Ralph and Piggy, which causes him to break away from the group. 



	9.
	Context
	Conditions, including facts, social/historical background, time and place, etc., surrounding a given situation
	In To Kill a Mockingbird, it is not surprising that the jury finds Tom Robinson guilty in the context of the racial prejudice associated with deep South.

	10.
	Dramatic irony
	Where the audience or reader is aware of something important, of which the characters in the story are not aware.
	Macbeth responds with disbelief when the weird sisters call him Thane of Cawdor; ironically, unbeknownst to him, he had been granted that title by king Duncan in the previous scene.

	11.
	Exposition
	Where an author interrupts a story in order to explain something, usually to provide important background information.
	The first chapter of To Kill a Mockingbird consists mostly of exposition, running down the family’s history and describing their living conditions.

	12.
	Figurative language
	Any use of language where the intended meaning differs from the actual literal meaning of the words themselves. 
	In the poem Zebras, Roy Campbell makes extensive use of figurative language, presenting the speaker’s feelings as colors, sounds and flavors.

	13.
	Foreshadowing
	Where future events in a story, or perhaps the outcome, are suggested by the author before they happen. Foreshadowing can take many forms and be accomplished in many ways, with varying degrees of subtlety. However, if the outcome is deliberately and explicitly revealed early in a story (such as by the use of a narrator or flashback structure), such information does not constitute foreshadowing.
	Bob Ewell spits Atticus in the face in To Kill a Mockingbird.  This incident foreshadows the Halloween night where he attacks Jem and Scout.

	14.
	Hyperbole
	A description which exaggerates, usually employing extremes and/or superlatives to convey a positive or negative attribute; “hype.”
	The author uses hyperbole to describe Mr. Smith, calling him “the greatest human being ever to walk the earth.”

	15.
	Iambic pentameter
	A poetic meter wherein each line contains ten syllables, as five repetitions of a two-syllable pattern in which the pronunciation emphasis is on the second syllable
	Shakespeare wrote most of his dialogue in iambic pentameter, often having to adjust the order and nature of words to fit the syllable pattern, thus endowing the language with even greater meaning.

	16.
	Imagery
	Language which describes something in detail, using words to substitute for and create sensory stimulation, including visual imagery and sound imagery. Also refers to specific and recurring types of images, such as food imagery and nature imagery. 
	In Lord of the Flies the author’s use of visual imagery is impressive; the reader is able to see the island in all its lush, colorful splendor by reading Golding’s detailed descriptions.


	17.
	Irony
	Where an event occurs which is unexpected, in the sense that it is somehow in absurd or mocking opposition to what would be expected or appropriate. Mere coincidence is generally not ironic; neither is mere surprise, nor are any random or arbitrary occurrences.
	In To Kill a Mockingbird Jem and Scout are saved by Boo Radley, who had ironically been an object of fear and suspicion to them at the beginning of the novel.


	18.
	Metaphor
	A direct relationship where one thing or idea substitutes for another.
	In Romeo and Juliet, Shakespeare often uses light as a metaphor for Juliet; Romeo refers to her as the sun, as “a rich jewel in an Ethiop’s ear,” and as a solitary dove among crows.

	19.
	Mood
	The atmosphere or emotional condition created by the piece, within the setting. Mood refers to the general sense or feeling which the reader is supposed to get from the text; it does not, as a literary element, refer to the author’s or characters’ state of mind. (Note that mood is a literary element, not a technique; the mood must therefore be described or identified. It would be incorrect to simply state, “The author uses mood.”)
	The mood of Macbeth is dark, murky and mysterious, creating a sense of fear and uncertainty.


	20.
	Onomatopoeia
	Where sounds are spelled out as words; or, when words describing sounds actually sound like the sounds they describe.
	In All Quiet on the Western Front Remarque uses onomatopoeia to suggest the dying soldier’s agony, his last gasp described as a “gurgling rattle.”

	21.
	Oxymoron
	A contradiction in terms.
	Romeo describes love using several oxymorons, such as “cold fire,” “feather of lead” and “sick health,” to suggest its contradictory nature.

	22.
	Paradox
	Where a situation is created which cannot possibly exist, because different elements of it cancel each other out.
	In 1984, “doublethink” refers to the paradox where history is changed, and then claimed to have never been changed. 
 
A Tale of Two Cities opens with the famous paradox, “It was the best of times, it was the worst of times.”

	23.
	Personification
	Where inanimate objects or abstract concepts are seemingly endowed with human self-awareness; where human thoughts, actions, perceptions and emotions are directly attributed to inanimate objects or abstract ideas. Where an abstract concept, such as a particular human behavior or a force of nature, is represented as a person.
	The Greeks personified natural forces as gods; for example, the god Poseidon was the personification of the sea and its power over man.


	24.
	Plot
	Sequence of events in a story. Most literary essay tasks will instruct the writer to “avoid plot summary;” the term is therefore rarely useful for response or critical analysis. When discussing plot, it is generally more useful to consider and analyse its structure, rather than simply recapitulate “what happens.”
	Freytag based his pyramid shaped plot diagram on Aristotle’s initial analysis of the plot structure of a text.

	25.
	Point-of-view
	The identity of the narrative voice; the person or entity through whom the reader experiences the story. May be third-person (no narrator; abstract narrative voice, omniscient or limited) or first-person (narrated by a character in the story or a direct observer). Point-of-view is a commonly misused term; it does not refer to the author’s or characters’ feelings, opinions, perspectives, biases, etc.
	Though it is written in third-person, Animal Farm is told from the limited point-of-view of the common animals, unaware of what is really happening as the pigs gradually and secretively take over the farm.


	26.
	Protagonist
	The main character in a story, the one with whom the reader is meant to identify. The person is not necessarily “good” by any conventional moral standard, but he/she is the person in whose plight the reader is most invested. (Although it is technically a literary element, the term is only useful for identification, as part of a discussion or analysis of character; it cannot generally be analyzed by itself.)
	In Lord of the Flies, the character of Ralph is the protagonist.

	27.
	Repetition
	Where a specific word, phrase, or structure is repeated several times, usually in close proximity, to emphasize a particular idea.
	The repetition of the words “What if…” at the beginning of each line reinforces the speaker’s confusion and fear.

	28.
	Setting
	The time and place where a story occurs. The setting can be specific (e.g., New York City in 1930) or ambiguous (e.g., a large urban city during economic hard times). Also refers directly to a description thereof. When discussing or analysing setting, it is generally insufficient to merely identify the time and place; an analysis of setting should include a discussion of its overall impact on the story and characters.
	To Kill a Mockingbird is set in the South during the racially turbulent 1930’s, when blacks were treated unfairly by the courts.
 
In Lord of the Flies Golding creates a pristine, isolated and uncorrupted setting, in order to show that the boys’ actions result from their own essential nature rather than their environment.

	29.
	Simile
	An indirect relationship where one thing or idea is described as being similar to another. Similes usually contain the words “like” or “as,” but not always.
	The simile in line 10 describes the lunar eclipse: “The moon appeared crimson, like a drop of blood hanging in the sky.”
 
The character’s gait is described in the simile: “She hunched and struggled her way down the path, the way an old beggar woman might wander about.”

	30.
	Speaker
	The “voice” of a poem; not to be confused with the poet him/herself. Analogous to the narrator in prose fiction.
	Even though the poet is male, he portrays a female speaker in the poem.

	31.
	Structure
	The manner in which the various elements of a story are assembled.
	The play follows the traditional Shakespearean five-act plot structure, with exposition in Act I, development in Act II, the climax or turning point in Act III, falling action in Act IV, and resolution in Act V. 

	32.
	Symbolism
	The use of specific objects or images to represent abstract ideas. This term is commonly misused, describing any and all representational relationships, which in fact are more often metaphorical than symbolic. A symbol must be something tangible or visible, while the idea it symbolizes must be something abstract or universal. (In other words, a symbol must be something you can hold in your hand or draw a picture of, while the idea it symbolizes must be something you can’t hold in your hand or draw a picture of.)
	In Lord of the Flies Golding uses symbols to represent the various aspects of human nature and civilization as they are revealed in the novel. The conch symbolizes order and authority, while its gradual deterioration and ultimate destruction metaphorically represent the boys’ collective downfall.


	33.
	Theme
	The main idea or message conveyed by the piece. A theme should generally be expressed as a complete sentence; an idea expressed by a single word or fragmentary phrase is usually a motif.
	Animal Farm’s theme is that absolute power corrupts absolutely.


	34.
	Tone
	The apparent emotional state, or “attitude,” of the speaker / narrator / narrative voice, as conveyed through the language of the piece. Tone refers only to the narrative voice; not to the author or characters. It must be described or identified in order to be analysed properly; it would be incorrect to simply state, “The author uses tone.”
	The poem has a bitter and sardonic tone, revealing the speaker’s anger and resentment.


	35.
	Tragic hero / tragic figure
	A protagonist who comes to a bad end as a result of his own behavior, usually cased by a specific personality disorder or character flaw. (Although it is technically a literary element, the term is only useful for identification, as part of a discussion or analysis of character; it cannot generally be analysed by itself.)
	Macbeth, Othello and Hamlet are tragic heroes.

	36.
	Tragic flaw
	The single characteristic (usually negative) or personality disorder which causes the downfall of the protagonist.
	Othello’s tragic flaw is his jealousy, which consumes him so thoroughly that he is driven to murder his wife rather than accept, let alone confirm, her infidelity. (Although it is technically a literary element, the term is only useful for identification, as part of a discussion or analysis of character; it cannot generally be analyzed by itself.)

	37.
	Verbal irony
	Where the meaning of a specific expression is, or is intended to be, the exact opposite of what the words literally mean. (Sarcasm is a tone of voice that often accompanies verbal irony, but they are not the same thing.)
	In 1984 Orwell gives the torture and brainwashing facility the ironic title, “Ministry of Love.”
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This section is based on chapter five in: Lazar, G. 1993. Materials design and lesson planning: Novels and short stories. In Lazar, G. Literature and language teaching. A guide for teachers and trainers. Cambridge: Cambridge University Press. ISBN 0 521 40651 X

Anticipating student problems when using a short story

The main aim of this section is to help you anticipate problems your students are likely to experience while reading short stories.  As a student you will probably not have much experience in this regard.  As you have probably gathered from your own analyses of short stories so far, the most common difficulties experienced while reading short stories are: 

· Following the plot

· Lack of motivation

· Understanding the language

· Function of the narrator

However, learners might also experience other problems while reading short stories.  In Lazar (1993:76) you will find a mindmap of problems that experienced teachers found learners to have while reading short stories.  These include:

· Inadequate reading strategies

· Making interpretations

· Understanding the cultural background, setting or context of the story

· Identifying and appreciating the style in which the story was written

These problems need to be kept in mind and you will need to consider these problems while teaching short stories.  Your planning should, therefore, include ways in which to address these problems during different stages of the lesson.

Planning a lesson for use with a short story

The aim of this section is to suggest further tasks and activities for use with short stories. In addition, these activities are classified into three groups: pre-reading, while-reading and post-reading activities.

Use the following information to organise your ideas:

Pre-reading activities

· Helping learners with cultural background

· Stimulating learner interest in the story

· Pre-teaching vocabulary

While-reading activities

Helping learners to/with:

· Understand the plot

· Understand the characters

· Difficult vocabulary
· Style and language
Post-reading activities

· Helping learners to make interpretations of the text

· Understanding narrative point of view

· Follow-up writing activities

· Follow-up fluency activities
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3 South African young adult literature

Time scheduled for this study unit is approximately 40 hours.

You will have approximately 9 contact sessions.

Study Unit Contents:

Study section 3.1
Young adult literature overview
51
Study section 3.2
South African young adult literature
55
Study section 3.3
Selecting and evaluating young adult literature
58
At the end of this study unit you should be able to:

· demonstrate knowledge regarding the target audience of young adult literature;

· demonstrate knowledge regarding the distinctive features and relevance of young adult literature;

· select and evaluate young adult literature according to specific criteria;

· Interpret the National Curriculum Statement for teaching English First Additional Language in the phase or band that you are specialising in and generate your own ideas concerning lesson planning and presentation for the literature classroom

Study material for this unit:

· Dream Chariot by Barrie Hough

· Chasing the Wind by Dianne Stewart

· Literature and Language Teaching: A guide for teachers and trainers by Gillian Lazar – CHAPTER 3, pp. 48-56

“If books could be more, could show more, could own more, this book would have smells…If books could be more and own more and give more, this book would have sound…And finally if books could be more, give more, show more, this book would have light…If books could have more, give more, be more, show more, they would still need readers, who bring to them sound and smell and light and all the rest that can't be in books. The book needs you.”

Paulsen, Gary. The Winter Room. New York: Dell Publishing, 1989.
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Young adult literature overview

Time scheduled for this study section is approximately 12 hours.

At the end of this study section you should be able to:

· identify the basic needs, interests (reading, viewing and listening), problems and issues of young adults; 

· apply factual and interpretive information on adolescent psychology, growth and development in planning for teaching materials for young adults;

· do research regarding the distinctive features, literary elements and relevance of young adult literature;

· identify and demonstrate ways to stimulate young adults to read books;

“Without books, history is silent, literature dumb, science crippled, thought and speculation at a standstill. Without books, the development of civilization would have been impossible. They are engines of change, windows on the world, and lighthouses erected in the sea of time. They are companions, teachers, magicians, bankers of the treasures of the mind.”

Barbara Tuchman, The Book

"Of all passages, coming of age, or reaching adolescence, is the purest, in that it is the loneliest. In birth one is not truly conscious; in marriage one has a partner; even death is faced with a life's experience by one's side." 

David Van Biema, 1991

Read the following information carefully as an introduction to the concept of young adult literature:

YOUNG ADULT LITERATURE

Young adult literature is often thought of as a great abyss between the wonderfully exciting and engaging materials for children and those for adults--just as young adults are often ignored in planning library facilities and services. There is, however, a wealth of fiction created especially for teens that deals with the possibilities and problems of contemporary life as experienced by this age group. These contemporary problem novels reflect the troubled times in which young readers are coming of age, but young people also need to laugh at themselves and at their world and to escape that world in flights of fancy.

With greater freedom in both content and form, young adult literature is moving into a closer connection with adult literature, and fluent readers in this age group may read primarily adult books. Societal changes and the mass media have, in some ways, pushed young people to an earlier maturity, or at least a facade of maturity. What might once have been thought appropriate for a fourteen-year-old is now appropriate for a considerably younger reader. Often, however, what is perceived as knowledge or maturity is only at a surface level, and young readers need a great deal of time for the distancing and reflection possible through literature. Nicole St. John wrote about teenagers as "inexperienced adults," and literature provides a safe haven to accrue experience.

Through story a reader can confirm one's own life experiences, illuminate and gain insight into those experiences, and vicariously expand and extend them. Although each of us must walk alone, authenticate our experiences, and make our own meanings and sense of truth in the world we know; there is always that tension between the uniqueness of the person and the commonalties of the human condition. This tension is evident in everyday life but revealed most fully in story. Story has always been a very powerful way of venturing beyond the scenes we know to connect with people, places, ideas, and events beyond our normal range.

Kay E. Vandergrift, The State University of New Jersey

http://www.scils.rutgers.edu/~kvander/YoungAdult/index.html
DEFINITION OF YOUNG ADULT (YA) LITERATURE

Definition of Young Adult 

The Young Adult Service Division of the American Library Association defines the age range of an adolescent or young adult as ages 10-19. 

Early adolescence (Elementary or Middle School or grades 5, 6, 7)

Middle adolescence (Junior High or grades 8, 9, 10)

Later adolescence (High school or grades 11, 12)

Definition of a Young Adult Literature: Literature written for and marketed to young adults. Young adult literature is usually given the birth date of 1968 with the advent of S.E. Hinton's The Outsiders. Other forms of literature prior to this date may have had young adult protagonists (such as Huck Finn), but it was usually intended for an adult audience. Characteristics of a young adult novel usually include several of the following:

(1) a teenage (or young adult) protagonist 

(2) first-person perspective

(3) adult characters in the background

(4) a limited number of characters

(5) a compressed time span and familiar setting

(6) current slang

(7) detailed descriptions of appearance and dress

(8) positive resolution

(9) few, if any, subplots

(10) an approximate length of 125 to 250 pages

What Is Not Young Adult (YA) Literature:

While young adults will read 'classics' with teen protagonists--such as Mark Twain's Huckleberry Finn or Louisa May Alcott's Little Women or even William Golding's Lord of the Flies--such novels are not strictly considered YA literature. Similarly, contemporary novels popular with adults and young people, such as those written by Danielle Steel, Tom Clancy, and Stephen King, are also not in the category of YA literature." (Christenbury, Leila. Making the Journey: Being and Becoming a Teacher of English Language Arts. Portsmouth, New Hampshire: Heinemann, 1994.)

The "classics" mentioned above do not fit into the young adult literature category because they were intended for adult audiences. The popular fiction of Steele, Clancy, and King usually have adult characters. Remember the two-part definition for young adult literature: written for and marketed to young adults.

Donna Niday, Iowa State University

http://www.public.iastate.edu/~dniday/394syllabuss99.html
ARTICLES:

· GILL, D.S. 1998. John Noell Moore’s Interpreting Young Adult Literature. The ALAN Review. 25 (2:44). 

[Web:] http://scholar.lib.vt.edu/ejournals/ALAN/winter99/gill.html [Date of access: 1 May 2004]

· KAISER, M. 1995. The young adult literature course: young readers teach prospective teachers about reading interests and reader response. The ALAN Review. 22 (2).  [Web:] http://scholar.lib.vt.edu/ejournals/ALAN/winter95/Kaiser.html
[Date of access: 1 May 2004]

· OWEN, M. 2003. Developing a love of reading: why young adult literature is important Orana. 39 (1), March.  

[Web:] http://www.alia.org.au/publishing/orana/39.1/owen.html [Date of access: 1 May 2004]

· SEELINGER TRITES, R. 2001. The Harry Potter novels as a test case for adolescent literature. Style. Fall. 

[Web:] http://www.findarticles.com/cf_dls/m2342/3_35/97074159/p1/article.jhtml [Date of access: 1 May 2004]

· STALLWORTH, B. Jean. 1998. The young adult literature course: facilitating the integration of YAL into the high school English curriculum. The ALAN Review, 26 (1:2). [Web:] http://scholar.lib.vt.edu/ejournals/ALAN/fall98/stallworth.html
[Date of access: 1 May 2004]

· STOEHR, S. 1997. Controversial issues in the lives of contemporary young adults. The ALAN Review. 24 (2:3-5). [Web:] 

http://scholar.lib.vt.edu/ejournals/ALAN/winter97/w97-02-Stoehr.html
[Date of access: 1 May 2004]

· ZITLOW, C.S. 2000. Young adult literature, young people, and their stories: some words from the president about the 2000 ALAN workshop. The ALAN Review. 28 (1:5-6). [Web:] http://scholar.lib.vt.edu/ejournals/ALAN/v28n1/zitlow.html
[Date of access: 1 May 2004]

You now have an idea of the target audience for young adult literature, but the real challenge lies in stimulating young adults to read.  As a prospective English teacher, you will have to motivate your learners to read, not just to help them understand themselves better, but also to help them improve their English proficiency and motivate them to form a life-long habit of reading and inquiry.
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South African young adult literature

The time scheduled for this study section is approximately 20 hours.

At the end of this study section you should be able to:

· identify, analyse and explain the literary elements of young adult literature;

· apply the literary elements to Dream Chariot by Barrie Hough and Chasing the Wind by Dianne Stewart;

· gather ideas on how to teach the literary elements using young adult literature and use the ideas to develop teaching materials;

· discuss the aspects of plot, conflict and character as portrayed in Dream Chariot by Barrie Hough and Chasing the Wind by Dianne Stewart;

· write a book report on Dream Chariot by Barrie Hough and Chasing the Wind by Dianne Stewart.

The literary elements of young adult literature are the following:

1.
Plot and conflict

2.
Theme

3.
Characters

4.
Point-of-view

5.
Tone

6.
Setting

7.
Style

If you are still unclear about some of the concepts mentioned above, you will find further explanations in any of the following texts, which are on permanent reserve in the library:  

NB:
These are also good reference for other concepts that you might have difficulty understanding later on in the semester.

R801.9014 HAW
Hawthorn, Jeremy. 
A concise glossary of contemporary literary theory / Jeremy Hawthorn. 
London : Arnold, 1992

R803 ABR
Abrams, M. H. (Meyer Howard), 1912- 
A glossary of literary terms / M.H. Abrams. 

Fort Worth : Holt, Rinehart and Winston, c1988. 5th ed.
R803 CUD
Cuddon, J. A. (John Anthony), 1928- 
The Penguin dictionary of literary terms and literary theory / J.A. Cuddon. 
London : Penguin, 1992. 3rd ed.

The following websites also contain definitions of literary terms:
http://www.uncp.edu/home/canada/work/allam/general/glossary.htm
http://www.bedfordstmartins.com/literature/bedlit/glossary_a.htm
http://www.virtualsalt.com/litterms.htm
You now have a general overview of the 7 literary elements of young adult literature that can be used to analyse the text in the classroom.  We will now focus on plot, conflict and character as examples of how to analyse literary elements in young adult literature:

Read the following information regarding plot, conflict and character:

Plot and Conflict
In Language Arts- Content and Teaching Strategies, Tompkins and Hoskisson (1991, pp. 316-318) provide a succinct definition of plot and conflict:

Plot is the sequence of events involving characters in conflict situations.  A story’s plot is based on the goals of one or more characters and the processes they go through to attain these goals.  The main characters want to achieve a goal, and other characters or events are introduced to oppose or prevent the main characters from being successful.  The story events are put in motion by characters as they attempt to overcome conflict, reach their goals, and solve their problems.

Conflict is the tension or opposition between forces in the plot, and it is introduced to interest readers enough to continue reading the story.  Conflict usually takes one of four forms:

1.
Conflict between a character and nature

2.
Conflict between a character and society

3.
Conflict between characters

4.
Conflict within a character

Authors develop plot through the introduction, development, and resolution of conflict.  Plot development can be broken into four steps:

1.
A problem that introduces conflict is presented at the beginning of the story.

2.
Characters face obstacles in attempting to solve the problem.

3.
The high point in the action occurs when the problem is about to be solved; this high point separates the middle and end of the story.

4.
The problem is solved and obstacles are overcome at the end of the story. 

The problem is introduced at the beginning of the story, and the main character is faced with trying to solve it.  The problem determines the conflict.  After the major problem of a story has been introduced, authors use conflicts to complicate the path to an easy solution.  As characters overcome obstacles, logical interactions between characters and outcomes from previous actions often lead to additional conflicts which further thwart the characters.  Postponing solutions by introducing new and unresolved conflicts is the core of plot development.  

Character:

An author of fiction develops a character by showing:  

1.
how the character acts and speaks, 

2.
a physical description of the character, 

3.
the personality of the character in the sense of ideas or thoughts (psychological), 

4.
how other characters react to and think about the character, and 

5.
how the writer feels about the character by directly commenting on the character.

The first four methods are done indirectly requiring the reader to draw his or her own conclusions about the nature of the characters in a particular piece of literature.  The fifth method is done directly through the author directly stating his or her own ideas about the character.  Sometimes interesting tensions can be created by having a story narrator directly state opinions about a character which come into conflict with information about the character provided through other means.

Characters can also be static or dynamic.  Static characters remain the same throughout the story and do not change.  Dynamic characters change and realize things about life and how they relate to it and the world.

Larry Mikulecky
http://www.indiana.edu/~l535/Unit5.html
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Selecting and evaluating young adult literature

Time scheduled for this study section is approximately 8 hours.

At the end of this study section you should be able to:

· determine and discuss criteria for selecting and evaluating young adult literature;

· select and evaluate young adult literature according to specific criteria;

· motivate why Dream Chariot and Chasing the Wind are examples of good young adult literature.

Here follows a set of criteria according to which the quality of YA literature can be evaluated:

EVALUATING YA LITERATURE by Ernie Bond

http://faculty.ssu.edu/~elbond/yawk2.html
What criteria do we use? 

· Pleasure 

· Quality 

· Appropriateness 

Pleasure: 

Will young adults enjoy reading this book? There are many reasons why readers enjoy particular books and this is often hard to predict but you can look for a wide variety of books that YA do enjoy.

· Did you enjoy reading the book? 

· Does a book share traits with other books YAs have enjoyed? 

· Does the book have themes that might be of interest to young adults? 

· Is the book well written? 

Quality: 

Many elements go into creating a quality narrative including: 

· authenticity of voice style 

· character development 

· plot 

· theme 

· tone 

· point of view 

· mood 

· pace 

· design 

· accuracy 

· a believable setting.

But remember these elements are culturally and contextually conditioned to some extent. 

Appropriateness: 

· Is this the right book for the context? 

· Will it appeal to this individual or group? 

· Will it provide a pleasurable and/or educational experience? 

· Are the topics or language too difficult/simple/banal so that it becomes frustrating?

The same books are not always appropriate at the same time for any two YA in a particular class or age group.
Study Chapter 3.1 and 3.2 pp 48-56 in “Literature and Language Teaching” by Gillian Lazar.
You need to revise each outcome of this unit to make sure you have achieved what is expected from you. Remember that these outcomes and activities give you an indication of what you can expect in the exam.

Here is a list of websites consulted in this study unit and that you could also utilise in your preparation for contact sessions and/or when you complete the assignments:

http://www.indiana.edu/~l535/
http://www.scils.rutgers.edu/~kvander/YoungAdult/index.html
http://scholar.lib.vt.edu/ejournals/ALAN/
http://www.childlit.org.za/SAChildLit.html
http://falcon.jmu.edu/~ramseyil/yalit.htm

http://yahelp.suffolk.lib.ny.us/yalit.html

http://www.readingonline.org/electronic/yalitww.html 

http://theliterarylink.com/yalink.html 

http://library.webster.edu/childlit.html 

http://www.cloudnet.com/~edrbsass/edadolescentlit.htm

http://www.reading.org/focus/literature.html 

http://www.richmond.k12.va.us/readamillion/youngadultreadingres.htm
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