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Bridging work 

Subject: English Literature 

• Tasks to complete prior to the Sixth Form Induction 

 

1. Read the work of well-known writers and journalists with distinctive voices. Make notes on what 

you learn about the writer’s personality and how this develops your understanding of their voice. 

2. Read the extract provided and make notes on the style of the writer’s voice and the different 

perspectives offered. 

3. Research the terms ‘poetry’, ‘prose’ and ‘drama’. Use extracts provided to explore how writers of 

each text type convey the treatment of women and the relative strengths and limitations of 

each. Answer the three reflection questions at the end of the extracts in as much detail as you 

can. 

 

• Content to be covered during the Sixth Form Induction 

 

1. Detailed examination of extracts provided using a range of different focus questions. 

2. Analytical writing task based on one of the extracts analysed. 

 

• Tasks to be completed over the summer holidays   

 

1. Select and read at least three texts from the recommended reading list provided. Create a 

set of notes on each, focusing on: form/genre/key themes, setting/context, what you 

enjoyed about it. 

2. Explore the meaning of the theme of ‘Personal and Social Identity’. Track this theme 

throughout the texts you read. 

 

Further suggestions:  

Explore the online e-magazine we subscribe to. ‘Search’ titles of texts/writers and see what comes up. 

Make notes on anything interesting. 

Research the set texts and their writers: The Handmaid’s Tale by Margaret Atwood, Translations by Brian 
Friel, ‘Feminine Gospels’ by Carol Ann Duffy, The Great Gatsby by F.Scott Fitzgerald, and ‘Othello’ by 
William Shakespeare. 
 
Watch film/TV versions of the set texts – how has the director interpreted the text for the screen? 
 
Create a list of conventions for each genre (novel, play, poetry) – to what extent does each text you 
encounter conform to these conventions?  
 
Read more widely from the reading list (Section 3) – compare the texts and make notes on the differing 
styles of the writers. Can you find any connections between texts? Use the theme of ‘Personal and Social 
Identity’ as a starting point. 
 
Research and create a literary timeline of the main periods in English literature – what is characteristic of 
each period? How and why did things change? 
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1.Welcome  

 

Welcome to the English Literature course! It is a really interesting, enriching course which will 

develop and hone your reading, writing and critical-thinking skills.  You will learn about the 

fascinating ways in which language, structure, context and genre functions, now and in the 

past, to form highly-crafted pieces of literature, and will develop a whole new ‘tool-kit’ of 

concepts to help you engage, interpret and analyse Literature in ways that will allow you to 

understand yourself and others in a much more sophisticated way.  

 
You will read a range of fiction texts, enabling you to explore authorial intent and methods, to 

make connections between themes and contexts, and to develop your own discerning 

judgement as a reader. Developing a historicist approach to reading and understanding texts is 

an essential element of the English Literature course at A-Level; you will be encouraged to 

work from the belief that no text exists in isolation but is a product of the time in which it was 

produced. 

 
Alongside this, you will hone your analytical writing skills through the process of making 

autonomous meaning and will be encouraged to debate and challenge the interpretations of 

other readers as you develop your own informed personal responses. 

 

Link to Specification:  

https://filestore.aqa.org.uk/resources/english/specifications/AQA-7711-7712-SP-2015.PDF  

 

 

So, what will you study? 

https://filestore.aqa.org.uk/resources/english/specifications/AQA-7711-7712-SP-2015.PDF
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Course Outline 
 

Unit Form of assessment You will study 

1. Love Through 

the Ages 

 

 

 

 

40% of A-Level 

Exam (3 hours) 

 

Section A: Shakespeare: 

One passage-based question 

with linked essay 

  

Section B: Unseen Poetry 

Compulsory essay question 

on two unseen poems 

 

Section C: Comparing 

Texts 

One essay question linking 

two texts  

    

 

Othello by W. Shakespeare  

 

The Great Gatsby by F. Scott 

Fitzgerald  

 

AQA Anthology of love poetry 

through the ages (pre-1900 cluster) 

2. Texts in Shared 

Contexts 

  

Option 2B: 

Modern Times: 

Literature from 

1945 to the present 

day 

 

 

 

40% of A-Level  

Exam (2 hours 30 minutes) 

 

Section A: Set texts: 

 One essay question on set 

text 

 

Section B: Contextual 

linking: 

-One compulsory question on 

an unseen extract 

-One essay question linking 

two texts 

 

The Handmaid’s Tale by M. 

Atwood                         

  

Translations by B. Friel 

 

 ‘Feminine Gospels’ by C.A. Duffy  

  

3. Texts Across 

Time 

 

 

20% of A-Level  

NEA (Coursework) 

 

A comparative critical study 

of two texts, at least one of 

which must have been written  

pre-1900 

 

One extended essay (2500 

words) and a bibliography  

A chosen topic (free choice) 

  

Two comparative texts (free 

choice) to discuss in connection 

with your chosen topic 

  

A range of related wider reading 

associated with your chosen topic 

and texts 

 

The course is current, challenging, rewarding and exciting - let’s get started! 

 

2. Getting Started: Preparing for Induction Week 
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Make notes on all of the prompts and questions that follow. Label your notes 

clearly and develop your ideas in detail. I expect you to bring these notes in 

to Induction Week. 

 
‘Voice’ 
 
One of the key concepts of the course is that of ‘voice.’  What do you understand 

by this term? What does it mean when we talk about a writer’s ‘voice’?   
 

• Write down your initial ideas about what this term might mean. Conduct 

some research to support your ideas. 

 
• Read a range of ‘Opinion’ articles. There are loads available online, 

especially at the moment, with writers expressing their views about the 

current situation - but you can read about any topic. Use the links below, 

and feel free to explore other newspapers/publications.  

 

• Make a set of notes on each article… 

 
Twitter is also a great place to find strong opinions and distinctive voices! 
 
https://www.theguardian.com/uk/commentisfree 
 
https://www.independent.co.uk/voices 
 
https://www.telegraph.co.uk/women/columnists/ 
 

Read the work of well-known writers with distinctive literary voices. For prose, 

try Virginia Woolf’s Mrs Dalloway or Vladimir Nabokov’s Lolita; for poetry 

have a look at Seamus Heaney’s Digging or Sylvia Plath’s Ariel; and for drama 

why not explore Tennessee Williams’ The Glass Menagerie or Arthur Miller’s 

The Crucible. See below for free online links to each text: 

 

Mrs Dalloway:  
http://books.ebooklibrary.org/members.2/women_writers_collection/mrs_dalloway.pdf 

 

Lolita: 
https://archive.org/stream/in.ernet.dli.2015.68292/2015.68292.Lolita_djvu.txt 

 Digging: 
https://www.poetryfoundation.org/poems/47555/digging 

 

https://www.theguardian.com/uk/commentisfree
https://www.independent.co.uk/voices
https://www.telegraph.co.uk/women/columnists/
http://books.ebooklibrary.org/members.2/women_writers_collection/mrs_dalloway.pdf
https://archive.org/stream/in.ernet.dli.2015.68292/2015.68292.Lolita_djvu.txt
https://www.poetryfoundation.org/poems/47555/digging
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Ariel: 
https://www.poetryfoundation.org/poems/49001/ariel 

 

The Glass Menagerie: 
https://www.pval.org/cms/lib/NY19000481/Centricity/Domain/105/the_glass_menagerie_messy_fu
ll_text.pdf 

 

The Crucible: 
https://archive.org/stream/TheCrucibleFullText/The+Crucible+full+text_djvu.txt 

 

You could also read the work of well-known journalists with distinctive voices, 

such as: Charlie Brooker, Caitlyn Moran, Afua Hirsch, Piers Morgan. 

 
• Try following them on social media; this will help you to distinguish 

between their writing styles, views and voices.  

 

 
• Consistently read the work of the same writers so that you get to ‘know’ 

them. Make notes on what you read. Each time, reflect on what you learn 

about the writer’s personality - then think about how this develops your 

understanding of their voice. 

 

• Create your own definition and explanation of ‘voice,’ incorporating 

examples from what you have read and researched. 

  
Reflect … How can a voice be created? Is voice the same as ‘personality’? How 

might the notion of voice be linked to identity? What does your ‘voice’ sound 

like? 

 

 

• Read the extract on the next page- what type of text do you think it is from? 

What clues are there? What is the writer’s voice like? What perspectives 

do they offer? Look up any unfamiliar words/references. 

 

 

 
 

There’s a whole generation of people who’ve confused “feminism” with 
“anything to do with women.” “Feminism” is seen as absolutely 

https://www.poetryfoundation.org/poems/49001/ariel
https://www.pval.org/cms/lib/NY19000481/Centricity/Domain/105/the_glass_menagerie_messy_full_text.pdf
https://www.pval.org/cms/lib/NY19000481/Centricity/Domain/105/the_glass_menagerie_messy_full_text.pdf
https://archive.org/stream/TheCrucibleFullText/The+Crucible+full+text_djvu.txt
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interchangeable with “modern women” — on one hand, a cheering reminder 
of what feminism has done, but on the other, a political, lexical and 
grammatical mess. Over the last few years, I’ve seen feminism — to remind 
ourselves: the liberation of women — blamed for the following: eating 
disorders, female depression, rising divorce rates, childhood obesity, male 
depression, women leaving it too late to conceive, the rise in abortion, female 
binge drinking and rises in female crime. But these are all things that have 
simply INVOLVED WOMEN and have nothing to do with the political movement 
“feminism.” 
In the most ironic twist of all, feminism is often used as the stick — actually, a 
stick is inappropriately phallocentric — to stop women behaving as freely, 
normally and unselfconsciously as men. Even — in some extreme cases —
 suggesting that acting as freely, normally and unselfconsciously as men is 
destroying other women. 

Like with bitching. There is currently this idea that feminists aren’t supposed to 
bitch about each other. 
“That’s not very feminist of you,” people will say if I slag off another woman. 
“What about the sisterhood?” people cry when Julie Burchill lays into Camille 
Paglia, or Germaine Greer has a pop at Suzanne Moore. 
Well, personally, I believe that feminism will get you so far — and then you 
have to start bitching. When did feminism become confused with Buddhism? 
Why on earth have I, because I’m a woman, got to be nice to everyone? And 
why have women — on top of everything else — got to be particularly careful 
to be “lovely” and “supportive” to each other at all times? This idea of the 
“sisterhood” I find, frankly, illogical; I don’t build in a 20 percent “Genital 
Similarity Regard Bonus” if I meet someone else wearing a bra. If someone’s an 
arsehole, someone’s an arsehole — regardless of whether we’re both standing 
in the longer bathroom queue at concerts or not. 

When people suggest that what, all along, has been holding women back is 
other women bitching about each other, I think they’re severely 
overestimating the power of a catty zinger during a cigarette break. We have 
to remember that snidely saying, “Her hair’s a bit limp on top” isn’t what’s 
keeping womankind from closing the 30 percent pay gap and a place on the 
board of directors. I think that’s more likely to be down to tens of thousands of 
years of ingrained social, political and economic misogyny and the patriarchy, 
tbh [to be honest]. That’s just got slightly more leverage than a gag about 
someone’s bad trousers. 
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I have a rule of thumb that allows me to judge — when time is pressing and 
one needs to make a snap judgment — whether some sexist bullshit is afoot. 
Obviously it’s not 100 percent infallible but, by and large, it definitely points 
you in the right direction. 

And it’s asking this question: “Are the men doing it? Are the men worrying 
about this as well? Is this taking up the men’s time? Are the men told not to do 
this, as it’s ‘letting our side down’? Are the men having to write bloody books 
about this exasperating, time-wasting bullshit? Is this making Jon Stewart feel 
insecure?” 
Almost always, the answer is: “No. The boys are not being told they have to be 
a certain way. They’re just getting on with stuff.” Men are not being informed 
that they are oppressing other men with their comments. It is presumed that 
men can handle perfectly well the idea of other men bitching about them. I 
think, on this basis, we can presume women can cope with other women being 
bitchy about them, too. BECAUSE WE ARE ESSENTIALLY THE SAME AS MEN 
WHEN IT COMES TO BEING VILE ABOUT EACH OTHER.  

This isn’t to say we should all start behaving like bitches toward each other and 
turn every day into a 24-hour roasting session, in which people’s lives, 
wardrobes and psyches are destroyed before our eyes. All along, we must 
recall the most important Humanity Guideline of all: BE POLITE. Being polite is 
possibly the greatest daily contribution everyone can make to life on earth. But 
at the same time, “Are the boys doing it?” is a good way to detect spores of 
misogyny in the soil, which might otherwise seem a perfectly fertile and safe 
place to grow a philosophy. 

It was the “Are the boys doing it?” basis on which I finally decided I was against 
women wearing burkas. Yes, the idea is that it protects your modesty and 
ensures that people regard you as a human being, rather than just a sexual 
object. Fair enough. But who are you being protected from? Men. And who —
 so long as you play by the rules and wear the correct clothes — is protecting 
you from the men? Men. And who is it that is regarding you as just a sexual 
object, instead of another human being, in the first place? Men. 
Well. This all seems like quite a man-based problem, really. I would definitely 
put this under the heading “100 percent stuff that the men need to sort out.” I 
don’t know why we’re suddenly having to put things on our heads to make it 
better. Unless you really, genuinely like all the gear and would wear it even if 
you were alone watching EastEnders, in which case carry on. My politeness 
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accepts your choice. You can be whatever you want — so long as you’re sure 
it’s what you actually want, rather than one of two equally dodgy choices 
foisted onto you. 

*** 

Because the purpose of feminism isn’t to make a particular type of woman. 
The idea that there are inherently wrong and inherently right “types” of 
women is what’s screwed feminism for so long — this belief that “we” 
wouldn’t accept slaggy birds, dim birds, birds that bitch, birds that hire 
cleaners, birds that stay at home with their kids, birds that have pink Mini 
Metros with POWERED BY FAIRY DUST! bumper stickers, birds in burkas or 
birds that like to pretend, in their heads, that they’re married to Zach Braff 
from Scrubs and that you sometimes have sex in an ambulance while the rest 
of the cast watch and, latterly, clap. You know what? Feminism will have all of 
you. 

What is feminism? Simply the belief that women should be as free as men, 
however nuts, dim, deluded, badly dressed, fat, receding, lazy and smug they 
might be. Are you a feminist? Hahaha. Of course you are. 

 
The extract is from Caitlyn Moran’s non-fiction memoir, How to Be a 

Woman. Could you tell that this was the form (type) of the text? 

 

-How much information does she reveal about herself? 

-What is the register (level or formality) of the text? 

-How might this style of writing compare with a piece of drama, fiction or poetry? 

 

 

 

 

 

 

 

 

3.Task 1: Complete before Induction week and bring in with you 
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Working within historicist principles means you are required to read widely 

across a range of texts and connect them across time and topic. Working with 

texts over time involves looking at ways in which authors shape meanings within 

their texts. It also involves thinking about a wide range of relevant contexts, some 

of them to do with the production of the text at the time of its writing, some (where 

possible) to do with how the text has been received over time and, most of all in 

this specification, contexts to do with how the text can be interpreted by readers 

now.  

 

• Research the terms ‘poetry,’ ‘prose’ and ‘drama.’ Write a definition of 

each, with examples of texts and writers. 

 

Reflect … What might be the advantages to the writer, and to the audience, of 

each form? How might a writer ‘exploit’ the form for a particular purpose? 

Which, of poetry, prose and drama, do you prefer, and why? 

 

Let us take the treatment of women, and whether they can stand alone without 

male support. 

 

Compare the way a drama, a poem and prose fiction might deal with this 

subject. 

 

The first extract comes from the conclusion to The Doll’s House by Ibsen 

published in Norway in 1879, where Nora is talking to her husband…  

 
NORA: I must stand quite alone, if I am to understand myself and everything about me. It is 
for that reason that I cannot remain with you any longer. 
 
HELMER: Nora, Nora! 
 
NORA: I am going away from here now, at once. I am sure Christine will take me in for the 
night-- 
 
HELMER: You are out of your mind! I won't allow it! I forbid you! 
 
NORA: It is no use forbidding me anything any longer. I will take with me what belongs to 
myself. I will take nothing from you, either now or later. 
 
HELMER: What sort of madness is this! 
 
NORA: Tomorrow I shall go home--I mean, to my old home. It will be easiest for me to find 
something to do there. 
 
HELMER: You blind, foolish woman! 
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NORA: I must try and get some sense, Torvald. 
 
HELMER: To desert your home, your husband and your children! And you don't consider what 
people will say! 
 
NORA: I cannot consider that at all. I only know that it is necessary for me. 
 
HELMER: It's shocking. This is how you would neglect your most sacred duties. 
 
NORA: What do you consider my most sacred duties? 
 
HELMER: Do I need to tell you that? Are they not your duties to your husband and your 
children? 
 
NORA: I have other duties just as sacred. 
 
HELMER: That you have not. What duties could those be? 
 
NORA: Duties to myself. 
 
HELMER: Before all else, you are a wife and a mother. 
 
NORA: I don't believe that any longer. I believe that before all else I am a reasonable human 
being, just as you are--or, at all events, that I must try and become one. I know quite well, 
Torvald, that most people would think you right, and that views of that kind are to be found 
in books; but I can no longer content myself with what most people say, or with what is found 
in books. I must think over things for myself and get to understand them. 
 
HELMER: Can you not understand your place in your own home? Have you not a reliable guide 
in such matters as that?--have you no religion? 
 
NORA: I am afraid, Torvald, I do not exactly know what religion is. 
 
HELMER: What are you saying? 
 
NORA: I know nothing but what the clergyman said, when I went to be confirmed. He told us 
that religion was this, and that, and the other. When I am away from all this, and am alone, I 
will look into that matter too. I will see if what the clergyman said is true, or at all events if it 
is true for me. 

HELMER: This is unheard of in a girl of your age! But if religion cannot lead you aright, let me 

try and awaken your conscience. I suppose you have some moral sense? Or--answer me--am 

I to think you have none? 

NORA: I assure you, Torvald, that is not an easy question to answer. I really don't know. The 

thing perplexes me altogether. I only know that you and I look at it in quite a different light. 
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I am learning, too, that the law is quite another thing from what I supposed; but I find it 

impossible to convince myself that the law is right. According to it a woman has no right to 

spare her old dying father, or to save her husband's life. I can't believe that. 

HELMER: You talk like a child. You don't understand the conditions of the world in which 

you live. 

NORA:  No, I don't. But now I am going to try. I am going to see if I can make out who is 

right, the world or I. 

HELMER: You are ill, Nora; you are delirious; I almost think you are out of your mind. 

NORA: I have never felt my mind so clear and certain as tonight. 

HELMER: And is it with a clear and certain mind that you forsake your husband and your 

children? 

NORA: Yes, it is. 

HELMER: Then there is only one possible explanation. 

NORA: What is that? 

HELMER: You do not love me anymore. 

NORA: No, that is just it. 

HELMER: Nora!--and you can say that? 

NORA: It gives me great pain, Torvald, for you have always been so kind to me, but I cannot 

help it. I do not love you any more. 

HELMER: (regaining his composure) Is that a clear and certain conviction too? 

NORA: Yes, absolutely clear and certain. That is the reason why I will not stay here any 

longer. 

HELMER: And can you tell me what I have done to forfeit your love? 

NORA: Yes, indeed I can. It was tonight, when the wonderful thing did not happen; then I 

saw you were not the man I had thought you were. 

HELMER: Explain yourself better. I don't understand you. 
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NORA: I have waited so patiently for eight years; for, goodness knows, I knew very well that 

wonderful things don't happen every day. Then this horrible misfortune came upon me; and 

then I felt quite certain that the wonderful thing was going to happen at last. When 

Krogstad's letter was lying out there, never for a moment did I imagine that you would 

consent to accept this man's conditions. I was so absolutely certain that you would say to 

him: Publish the thing to the whole world. And when that was done-- 

HELMER: Yes, what then?--when I had exposed my wife to shame and disgrace? 

NORA: When that was done, I was so absolutely certain, you would come forward and take 

everything upon yourself, and say: I am the guilty one. 

HELMER: Nora--! 

NORA: You mean that I would never have accepted such a sacrifice on your part? No, of 

course not. But what would my assurances have been worth against yours? That was the 

wonderful thing which I hoped for and feared; and it was to prevent that, that I wanted to 

kill myself. 

HELMER: I would gladly work night and day for you, Nora--bear sorrow and want for your 

sake. But no man would sacrifice his honour for the one he loves. 

NORA: It is a thing hundreds of thousands of women have done. 

HELMER: Oh, you think and talk like a heedless child. 

NORA: Maybe. But you neither think nor talk like the man I could bind myself to. As soon as 

your fear was over--and it was not fear for what threatened me, but for what might happen 

to you--when the whole thing was past, as far as you were concerned it was exactly as if 

nothing at all had happened. Exactly as before, I was your little skylark, your doll, which you 

would in future treat with doubly gentle care, because it was so brittle and fragile. (Getting 

up.) Torvald--it was then it dawned upon me that for eight years I had been living here with 

a strange man, and had borne him three children--. Oh, I can't bear to think of it! I could tear 

myself into little bits! 

HELMER: (sadly). I see, I see. An abyss has opened between us--there is no denying it. But, 

Nora, would it not be possible to fill it up? 

NORA: As I am now, I am no wife for you. 

https://www.shmoop.com/dolls-house/men-masculinity-quotes-3.html#3025C6E7361741678B960F8178D76C34
https://www.shmoop.com/dolls-house/men-masculinity-quotes-3.html#3025C6E7361741678B960F8178D76C34
https://www.shmoop.com/dolls-house/women-femininity-quotes-4.html#1C02E255F5434B82A06AB714CC85E5BA
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HELMER: I have it in me to become a different man. 

NORA: Perhaps--if your doll is taken away from you. 

HELMER: But to part!--to part from you! No, no, Nora, I can't understand that idea. 

NORA: (going out to the right) That makes it all the more certain that it must be done. (She 

comes back with her cloak and hat and a small bag which she puts on a chair by the table.) 

HELMER: Nora, Nora, not now! Wait until tomorrow. 

NORA: (putting on her cloak) I cannot spend the night in a strange man's room. 

HELMER: But can't we live here like brother and sister--? 

NORA: (putting on her hat) You know very well that would not last long. (Puts the shawl 

round her) Goodbye, Torvald. I won't see the little ones. I know they are in better hands 

than mine. As I am now, I can be of no use to them. 

HELMER: But some day, Nora--some day? 

NORA: How can I tell? I have no idea what is going to become of me. 

HELMER: But you are my wife, whatever becomes of you. 

NORA: Listen, Torvald. I have heard that when a wife deserts her husband's house, as I am 

doing now, he is legally freed from all obligations towards her. In any case, I set you free 

from all your obligations. You are not to feel yourself bound in the slightest way, any more 

than I shall. There must be perfect freedom on both sides. See, here is your ring back. Give 

me mine. 

HELMER: That too? 

NORA: That too. 

HELMER: Here it is. 

NORA: That's right. Now it is all over. I have put the keys here. The maids know all about 

everything in the house--better than I do. Tomorrow, after I have left her, Christine will 

come here and pack up my own things that I brought with me from home. I will have them 

sent after me. 

HELMER: All over! All over!--Nora, shall you never think of me again? 
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NORA: I know I shall often think of you, the children, and this house. 

HELMER: May I write to you, Nora? 

NORA: No--never. You must not do that. 

HELMER: But at least let me send you-- 

NORA: Nothing--nothing-- 

HELMER: Let me help you if you are in want. 

NORA: No. I can receive nothing from a stranger. 

HELMER: Nora--can I never be anything more than a stranger to you? 

NORA: (taking her bag) Ah, Torvald, the most wonderful thing of all would have to happen. 

HELMER: Tell me what that would be! 

NORA: Both you and I would have to be so changed that--. Oh, Torvald, I don't believe any 

longer in wonderful things happening. 

HELMER: But I will believe in it. Tell me! So changed that--? 

NORA: That our life together would be a real wedlock. Goodbye. (She goes out through the 

hall.) 

HELMER sinks down on a chair at the door and buries his face in his hands. Nora! Nora! 

(Looks round, and rises.) Empty. She is gone. (A hope flashes across his mind.) The most 

wonderful thing of all--? 

(The sound of a door shutting is heard from below.) 

 

 

 

 

 

What about Ezra Pound’s early twentieth century poetic treatment of the 

relationship between men and women in 

https://www.shmoop.com/dolls-house/marriage-quotes-4.html#1B008909EFD34BC3A14EF73390D41509
https://www.shmoop.com/dolls-house/love-quotes-3.html#91F3FC9FA0194AC5B5301E3C919F00E4
https://www.shmoop.com/dolls-house/love-quotes-3.html#91F3FC9FA0194AC5B5301E3C919F00E4


 

17 
 

 

Fan-Piece, For Her Imperial Lord 

O fan of white silk 

            clear as frost on the grass-blade 

You also are laid aside. 

Based on a 1st century BC Chinese poem 

 

And here is Kate Chopin’s prose treatment of the impact of the 

relationship between man and wife, men and women at the conclusion to 

her novel, ‘The Awakening’ published in 1899. 

The water of the Gulf stretched out before her, gleaming with the million lights of the sun. 
The voice of the sea is seductive, never ceasing, whispering, clamoring, murmuring, inviting 
the soul to wander in abysses of solitude. All along the white beach, up and down, there was 
no living thing in sight. A bird with a broken wing was beating the air above, reeling, fluttering, 
circling disabled down, down to the water. 

Edna had found her old bathing suit still hanging, faded, upon its accustomed peg. 

She put it on, leaving her clothing in the bath-house. But when she was there beside the sea, 
absolutely alone, she cast the unpleasant, pricking garments from her, and for the first time 
in her life she stood naked in the open air, at the mercy of the sun, the breeze that beat upon 
her, and the waves that invited her. 

How strange and awful it seemed to stand naked under the sky! how delicious! She felt like 
some new-born creature, opening its eyes in a familiar world that it had never known. 

The foamy wavelets curled up to her white feet, and coiled like serpents about her ankles. 
She walked out. The water was chill, but she walked on. The water was deep, but she lifted 
her white body and reached out with a long, sweeping stroke. The touch of the sea is 
sensuous, enfolding the body in its soft, close embrace. 

She went on and on. She remembered the night she swam far out, and recalled the terror 
that seized her at the fear of being unable to regain the shore. She did not look back now, but 
went on and on, thinking of the blue-grass meadow that she had traversed when a little child, 
believing that it had no beginning and no end. 

Her arms and legs were growing tired. 

She thought of Leonce and the children. They were a part of her life. But they need not have 
thought that they could possess her, body and soul. How Mademoiselle Reisz would have 
laughed, perhaps sneered, if she knew! “And you call yourself an artist! What pretensions, 
Madame! The artist must possess the courageous soul that dares and defies.” 

Exhaustion was pressing upon and overpowering her. 

“Good-by—because I love you.” He did not know; he did not understand. He would never 
understand. Perhaps Doctor Mandelet would have understood if she had seen him—but it 
was too late; the shore was far behind her, and her strength was gone. 
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She looked into the distance, and the old terror flamed up for an instant, then sank again. 
Edna heard her father's voice and her sister Margaret's. She heard the barking of an old dog 
that was chained to the sycamore tree. The spurs of the cavalry officer clanged as he walked 
across the porch. There was the hum of bees, and the musky odor of pinks filled the air. 

 

Reflect… 

 

• Which form do you think deals with the issue best, and why?  Which is 

able to convey the intensity of the emotions most successfully? 

• Which genre gets you to lose yourself best as a reader?  Is this necessarily 

a good thing in order to raise the related issues? 

• What are the distinctive methods of the dramatist, the poet and the novelist, 

and where is their overlap? 

 

You need to print this work and bring it with you at the start of Induction 

Week. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

4.Building Skills: During Induction Week 
 

‘Conscious Crafting’ 
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As a Literature student, you will need to analyse texts in close detail, noticing 

how the writer has ‘crafted’ the text to a very high level. A writer makes 

conscious choices, from the overall structure of the whole text, down to very 

specific vocabulary choices, grammatical constructions and uses of 

punctuation. You will need to identify the ways in which the writer has crafted 

the text, using technical language to support your analysis and interpretation of 

the effects created.  
 

Furthermore, English Literature A’s historicist approach to the study of 

literature rests upon reading texts within a shared context. Working from the 

belief that no text exists in isolation but is the product of the time in which it 

was produced, this course encourages you, as students, to explore the 

relationships that exist between texts and the contexts within which they are 

written, received and understood. 
 

• Read the extract (overleaf) taken from the Kathryn Stockett’s 2009 novel 

entitled The Help.  
 

• Read the text several times, exploring it in more detail each time, and 

adding in more ‘layers’ of detail to your notes. 

 
•  At the end of the extract is a set of specific questions to help you do this; 

consider each in turn and make a note of your answers. 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

Read the extract carefully. It is taken from The Help by Kathryn Stockett which was first 

published in 2009. The novel tells the story of African-American maids working in white 

Southern households in Jackson, Mississippi during the early 1960s. This extract is narrated 

by Aibileen who works as a maid for the Leefolt household, cleaning and caring for their 

toddler Mae Mobley. Here she overhears a discussion of the white women who attend the 
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weekly bridge meeting held at the Leefolt house, which includes Hilly Holbrook, a wealthy 

Jackson socialite.  

 
 

 ‘Oh Hilly, I wish you’d use the guest bathroom,’ say Miss Leefolt, rearranging 
her cards. ‘Aibileen doesn’t clean in the back until after lunch.’  
 
Hilly raise her chin up. Then she give one a her ‘ah-hem’s.’ She got this way a 
clearing her throat real delicate-like that gets everybody’s attention without 
they even knowing she made em do it.  
 
‘But the guest bathroom’s where the help goes.’ Miss Hilly say.  
 
Nobody says anything for a second. Then Miss Walter nod, like she explaining 
it all. ‘She’s upset cause the Nigra uses the inside bathroom and so do we.’  
 
Law not this mess again. They all look over at me straightening the silver 
drawer in the sideboard and I know it’s time for me to leave. But before I can 
get the last spoon in there, Miss Leefolt give me the look, say, ‘Go get some 
more tea, Aibileen.’  
 
I go like she tell me to, even though they cups is full to the rim. 
 
 I stand around the kitchen a minute but I ain’t got nothing left to do in there. I 
need to be in the dining room so I can finish my silver straightening. And I still 
got the napkin cabinet to sort through today but it’s in the hall, right outside 
where they setting. I don’t want a stay late just cause Miss Leefolt playing 
cards. 
 
 I wait a few minutes, wipe a counter. Give Baby Girl more ham and she gobble 
it up. Finally, I slip out to the hall, pray nobody see me.  
 
All four of em got a cigarette in one hand, they cards in the other. ‘Elizabeth, if 
you had the choice,’ I hear Miss Hilly say, ‘wouldn’t you rather them take their 
business outside?’  
 
Real quiet, I open the napkin drawer, more concerned about Miss Leefolt 
seeing me than what they saying. This talk ain’t news to me. Everywhere in 
town they got a colored bathroom, and most the houses do too. But I look over 
and Miss Skeeter’s watching me and I freeze, thinking I’m about to get into 
trouble. 
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 ‘I bid one heart,’ Miss Walter say.  
 
‘I don’t know,’ Miss Leefolt say, frowning at her cards. ‘With Raleigh starting 
his own business and tax season not for six months…things are real tight for us 
now.’  
 
Miss Hilly talk slow, like she spreading icing on a cake. ‘You just tell Raleigh 
every penny he spends on that bathroom he’ll get back when y’all sell this 
house.’ She nod like she agreeing with herself. ’All these houses they’re 
building without maid’s quarters? It’s just plain dangerous. Everybody knows 
they carry different kinds of diseases than we do. I double.’  
 
I pick up a stack a napkins. I don’t know why, but all a sudden I want a hear 
what Miss Leefolt gone say to this. She my boss. I guess everybody wonder 
what they boss think a them.  
 
‘It would be nice,’ Miss Leefolt say, taking a little puff a her cigarette, ‘not 
having her use the one in the house. I bid three spades.’ 
 
‘That’s exactly why I’ve designed the Home Help Sanitation Initiative,’ Miss 
Hilly say. ‘As a disease preventative measure.’  
 
I’m surprised by how tight my throat get. It’s a shame I learned to keep down a 
long time ago.  
 
Miss Skeeter look real confused. ‘The Home…the what?’ 
 
A bill that requires every white home to have a separate bathroom for the 
colored help. I’ve even notified the surgeon general of Mississippi to see if he’ll 
endorse the idea. I pass.’  
 
Miss Skeeter, she frowning at Miss Hilly. She set her cards down faceup and 
say real matter-a-fact, ‘Maybe we ought to just build you a bathroom outside, 
Hilly.’  
 
And law do that room get quiet.  
 
Miss Hilly say, ‘I don’t think you ought to be joking around about the colored 
situation. Not if you want to stay on as editor of the League, Skeeter Phelan.’ 
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Miss Skeeter kind a laugh, but I can tell she don’t think it’s funny. ‘What, 
you’d…kick me out? For disagreeing with you?’  
 
Miss Hilly raise a eyebrow. ‘I will do whatever I have to do to protect our town. 
Your lead, Mama.’  
 
I go in the kitchen and don’t come out again till I hear the door close after Miss 
Hilly’s behind. 
 
 

• Specific questions to help you examine the text… 

 
How would you describe the voices of Miss Hilly, Miss Skeeter and Aibileen, 

respectively?  What do we discover about their personalities/identities? 

 

What do we learn about Miss Hilly’s attitude towards African-American 

servants? 

 

What do we learn about Miss Leefolt, Aibileen’s boss?  

 

How does Stockett use sentence isolation? What is the effect? 

 

Why do you think Stockett describes the way Miss Hilly speaks as ‘slow, like 

she spreading icing on a cake’? 

 

What is the effect of Stockett’s parallel tracking of the conversation between the 

women and their card game? 

 

How does Stockett juxtapose the external conversation between the women with 

the internal thoughts and feelings of Aibileen? 

 

What’s the significance of the events being told from Aibileen’s perspective? 

Would the narrative change in any way if the perspective changed? 

 

What is the effect of the text’s ending? 

Reflect … How does the text fit with the conventions of prose fiction? 

• Specific areas for research to develop your understanding: 

 

Kathryn Stockett’s life/ key influences 
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The American Civil War 

The Civil Rights Movement 

Jim Crow 

Racial Segregation in 1960s Mississippi 

The Ku Klux Klan (KKK) 

 

Now read the opening to Jeanette Winterson’s novel, which was first published 

in 1985.  

 

The novel tells the story of a girl named Jeanette, who is brought up by her adoptive parents 

in northern England. Jeanette’s dominant mother is a fundamentalist Christian who educates 

Jeanette through study of the Bible. In this scene Jeanette is trying to find out about 

relationships by listening in on the conversation of the older women. 

 

When it was washday I hid in the dustbin to hear what the women said. Nellie 
came out with her bit of rope and strung it up nail to nail across the back alley. 
She waved to Doreen who was struggling up the hill with her shopping, 
offering her a cup of tea and a talk. Each Wednesday Doreen queued up at the 
butcher’s for the special offer mince. It always put her in a bad mood because 
she was a member of the Labour party and believed in equal shares and equal 
rights. She started to tell Nellie about the woman in front buying steak. Nellie 
shook her head which was small and tufted, and said it had been hard for her 
too since Bert died.  

‘Bert,’ spat Doreen, ‘he were dead ten years before they laid him out.’ Then 
she offered Nellie a wine gum. 

 ‘Well I don’t like to speak ill of the dead,’ said Nellie uneasily, ‘you never 
know.’  

Doreen snorted and squatted painfully on the back step. Her skirt was too 
tight, but she always pretended it had shrunk. 

 ‘What about speaking ill of the living? My Frank’s up to no good.’  

Nellie took a deep breath and another wine gum. She asked if it was the 
woman who served pie and peas in the pub; Doreen didn’t know, but now that 
she thought of it that would explain why he always smelled of gravy when he 
came home late.  
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‘You should never have married him,’ scolded Nellie. 

 ‘I didn’t know what he was when I married him did I?’ And she told Nellie 
about the war and how her dad had liked him, and how it seemed sensible. ‘I 
should have guessed though, what kind of man comes round to court you and 
ends up drinking with your dad instead? I used to sit all done up playing whist 
with his mother and one of her friends.’  

‘Did he not take you anywhere then?’  

‘Oh yes,’ said Doreen, ‘we used to go down the dog track every Saturday 
afternoon.’ The two of them sat in silence for a while then Doreen went on, 
‘Course the children helped. I ignored him for fifteen years.’ 

 ‘Still,’ Nellie reassured her, ‘you’re not as bad as Hilda across the road, her one 
drinks every penny, and she daren’t go to the police.’  

‘If mine touched me I’d have him put away,’ said Doreen grimly.  

‘Would you?’  

Doreen paused and scratched in the dirt with her shoe.  

‘Let’s have a smoke,’ offered Nellie, ‘and you tell me about Jane.’  

Jane was Doreen’s daughter, just turned seventeen and very studious.  

‘If she don’t get a boyfriend folks will talk. She spends all her time at that 
Susan’s doing her homework, or so she tells me.’  

Nellie thought that Jane might be seeing a boy on the quiet, pretending to be 
at Susan’s. Doreen shook her head. ‘She’s there all right, I check with Susan’s 
mother. If they’re not careful folk will think they’re like them two at the paper 
shop.’  

‘I like them two,’ said Nellie firmly, ‘and who’s to say they do anything?’  

‘Mrs Fergeson across saw them getting a new bed, a double bed.’  

‘Well what does that prove? Me and Bert had one bed but we did nothing in 
it.’  

Doreen said that was all very well, but two women were different.  

Different from what? I wondered from inside the dustbin.  

‘Well your Jane can go to university and move away, she’s clever.’  
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‘Frank won’t put up with that, he wants grandchildren, and if I don’t get a 
move on there’ll be no dinner for him and he’ll be back with pie and peas in 
the pub. I don’t want to give him an excuse.’ 

 She struggled to her feet as Nellie started to peg out the washing. When it was 
safe, I crept out of the dustbin, as confused as ever and covered in soot.  

It was a good thing I was destined to become a missionary. For some time after 
this I put aside the problem of men and concentrated on reading the Bible. 
Eventually, I thought, I’ll fall in love like everybody else.  

 

• Specific questions to help you examine the text… 

 

How would you describe Doreen’s voice? What do we discover about her 

personality/identity? 

 

How would you describe Nellie’s voice? What do we discover about her 

personality/identity? 

 

What do we learn about Doreen’s relationship with her husband? 

 

How does Winterson use humour in the extract? What is the effect? 

 

Why do you think the writer describes Doreen’s non-verbal response to 

Nellie’s question ‘Would you?’ as having ‘paused and scratched the dirt 

with her shoe’? 

 

What is the effect of the writer’s use of euphemism as Doreen discusses 

concerns about her daughter’s sexuality? 

 

Why does Winterson writer from a first-person perspective? Whose 

‘voice’ is narrating this moment? What does this tell us? 

 

Why do you think Doreen describes the woman they suspect is having an 

affair with her husband as ‘pie and peas’? 

 

What is the effect of the text’s ending? 

 

• Specific areas for research to develop your understanding: 

 

Jeanette Winterson’s life/key influences 
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Fundamentalist Christian beliefs about marriage and homosexuality 

Bildungsroman/Kunstlerroman 

Accrington, Lancashire in the 1960s 

The Women’s Liberation Movement 

 

The prompt questions which follow will help you to build up your analysis of 

any new text you encounter - they are generic so can be applied to any text. 

Practise them on the extract given. 

 

Overview: 

What’s going on? (What is ‘happening’?) 

What can we tell about the topic and the writer’s attitudes? What’s the 

point of this text? 
 

More detail:  

Who is talking? 

Gender? Age? What is the writer’s connection with the subject matter? How 

strong is this voice? How formal is the style? How personal? What are the 

attitudes of the writer?   

What is this about? 

What is the topic? What is the purpose of the text? What contexts do we have to 

take into account?  

Who is this for? What kind of text is it? 

Where does this come from? What mode is it in? What clues are there about the 

intended audience? What does the writer expect the audience to know? How 

formal is the style? 

 

 

 

 

Zooming in:  

What is the effect of the way the text is structured? 
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How does it fit our expectations of the genre? What is in the opening? Why? 

How do ideas develop? How does it end? Why? How are ideas organised? 

Why? What discourse markers guide us through the text? Evidence? 

What features of language are used?  

What sort of verbs are used? Why? Are there lots of adjectives or adverbs? 

Why? Are nouns abstract or concrete? Why? How does the writer give us a 

picture of what is going on?  

How much conscious crafting is there? 

Is there use of imagery? Are there sentence patterns? Are sentence fragments 

used?  Are there very long or very short sentences? 

How does this writer communicate ideas? 

Is there any direct address? How are opinions expressed? What is the tone of the 

piece? What does the writer reveal about him/herself? Are there conscious 

efforts to amuse, shock or appeal to emotions? What is explicit and what is 

implied? How can we tell? Effects and evidence? 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

This is the opening of a famous American novel, The Catcher in the Rye by 

J.D. Salinger. It is narrated by the teenage protagonist, Holden Caulfield, 

who makes it clear that he is undergoing treatment in a mental hospital. The 
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events he narrates take place in the few days between the end of Autumn 

school term and Christmas, when Holden is sixteen years old. 

 

• Practise using Overview > More detail > Zooming in 

 

• Think about the voice the writer creates. Make notes. 

 

If you really want to hear about it, the first thing you’ll probably want to know 

is where I was born, and what my lousy childhood was like, and how my 

parents were occupied and all before they had me, and all that David 

Copperfield kind of crap, but I don’t feel like going into it, if you want to know 

the truth. In the first place, that stuff bores me, and in the second place, my 

parents would have two haemorrhages apiece if I told anything pretty personal 

about them. They’re quite touchy about anything like that, especially my father. 

They’re nice and all- I’m not saying that- but they’re also touchy as hell. 

Besides, I’m not going to tell you my whole goddam autobiography or anything. 

I’ll just tell you about this madman stuff that happened to me last Christmas just 

before I got pretty run-down and had to come out and take it easy. I mean that’s 

all I told D.B. about, and he’s my brother and all. He’s in Hollywood. That isn’t 

too far from this crumbly place, and he comes over and visits me practically 

every weekend. He’s going to drive me home when I go home next month 

maybe. He just got a Jaguar. One of those little English jobs that can do around 

two hundred miles an hour. It cost him damn near four thousand bucks. He’s got 

a lot of dough, now. He didn’t use to. He used to be just a regular writer, when 

he was home. He wrote this terrific book of short stories, The Secret Goldfish, 

in case you never heard of him. The best one in it was ‘The Secret Goldfish.’ It 

was about this little kid that wouldn’t let anybody look at his goldfish because 

he’d bought it with his own money. It killed me. Now he’s out in Hollywood, 

D.B., being a prostitute. If there’s one thing I hate, it’s the movies. Don’t even 

mention them to me. 

 

• Reflect… What signs are there that this is prose fiction? What is the 

effect? 

 

 

 

Now consider the following questions: 
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What does the writer wish us to make of the character, and how does he shape 

the voice in order to influence us? 

 

What subjects does Salinger get him to address? 

 

What does he try to avoid and why, do you think? 

 

What kind of vocabulary does he use? What is the implied relationship with the 

reader because of it? 

 

How is the opening structured and punctuated? 

 

How does this influence the voice, and by implication the subject’s situational 

and emotional state? 

 

Are we meant to be amused, angered, concerned or something else by the 

voice? 

 

Do you feel this is an effective way to introduce a character to the reader? 

 

How does Holden’s voice compare to the other voices you have explored in the 

previous extracts? Do you feel there are any similarities in their situations? 

What do these texts tell us about their respective societies? 

 

5. Building Skills:Task 2 

 
Analytical Writing 

 

Writing analytically and with awareness of the realtionship between texts and 

their contexts is a key component of the A-Level course, and both are 

requirements of the NEA (Non-Examined Assessment). Complete the following 

written task to submit to your teacher, Miss Kitson, to demonstrate that you are 

ready to begin A-Level study. 

 

Using your notes from the previous activities and basing it on the extract given 

of The Help, write an analytical response to the following question: 

 

How does Stockett present the significance of discrimination in this 

extract? 

 

Remember to include in your answer relevant detailed analysis of the ways that 

Stockett shapes meaning. 
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Your writing needs to be carefully planned and constructed, showing evidence 

of conscious crafting, authorial intent and use of appropriate genre conventions. 

You will be submitting this work to your teacher, so ensure it is exemplary, 

highly ‘polished’ work which reflects your engagement in all of the prior tasks. 

 
6. Development: Over the summer 

Reading 

• As you might expect, reading is a hugely important aspect of this course. 

You will need to read and engage with a wide variety of texts, from the 

fiction genres of poetry, prose and drama. 

 

• To get you started with your reading for the A-Level course, and to begin 

to develop tastes as a reader, select and read a range of texts from the list 

overleaf. The ‘classic’ texts available for free online so read these if you 

are unable to get hold of/purchase the others (link below). 

 

• Create a set of notes on each text you read, on the following aspects: 

 

- Form/Genre & Key Themes 

- Setting/context 

- What you enjoyed about it 

 

• As you will have seen from the course outline, Unit 2, ‘Texts in Shared 

Contexts’ aims to encourage you to explore aspects of literature 

connected through a period of time. Our chosen option (B) takes the end 

of World War Two as its historical starting point and explores both 

modern and contemporary literature’s engagement with some of the 

social, political, personal and literary issues which have helped to shape 

the latter half of the 20th century and the early decades of the 21st century. 

 

• There are a number of areas which can be usefully explored in relation to 

the ‘modern times’ aspect of this course. The theme of Personal and 

Social Identity is one such example. 

 

 

What do you think this means? Consider the following: 

-What do we mean by ‘identity’ and how is an identity created? 
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-What are the expectations of those living within a society, and how do people 

know? 

-What does it mean to be an ‘individual’? 

-What is the place of an individual within a larger group? 

-How can we ensure we ‘fit in’? How can we ensure we ‘stand out’? 

-Is conformity a good or bad thing? Is non-conformity a good or bad thing? 

 

• Track the theme of ‘Personal and Social Identity’ throughout the texts 

you have read. What kind of societies exist in the texts? What are the 

rules/expectations of those societies? What happens to those who break 

them? Who seems to be an ‘individual’ and why? How does the writer 

present these characters? 

 

 

Reading List 

 

*Fiction* 

 

The Handmaid’s Tale and The Testaments – Margaret Atwood 

1984 – George Orwell 

The Awakening– Kate Chopin 

Girl, Woman, Other- Bernadine Evaristo 

Brave New World – Aldous Huxley 

The Power – Naomi Alderman 

                        Vox – Christina Dalcher 

The Bloody Chamber and Other Stories- Angela Carter 

This is Happiness- Niall Williams 

Queenie- Candace Carty-Williams 

Hamnet- Maggie O’Farrell 

Weather- Jenny Offill 

Girl- Edna O’Brien 

The Wall- John Lanchester 

The Black Flamingo- Dean Atta 

Normal People- Sally Rooney 
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The Binding- Bridget Collins 

The Loney- Andrew Michael Hurley 

The Doll Factory- Elizabeth Macneal 

The Corset- Laura Purcell 

 

Classics 

 

               Go to: https://www.gutenberg.org 

Jane Eyre- Charlotte Bronte 

The Scarlet Letter- Nathaniel Hawthorne 

Wuthering Heights – Emily Bronte 

Tess of the D’Urbervilles or Far From the Madding Crowd – T.  Hardy 

Great Expectations or David Copperfield – C. Dickens 

The Wife of Bath’s Prologue and Tale - G. Chaucer 

Selected Poems of Sylvia Plath - go to: 

https://www.poetryfoundation.org/poets/sylvia-plath 

 

Drama 

 

                   Translations- Brian Friel 

                  Oleanna- David Mamet 

                  Top Girls- Caryl Churchill 

Any play by Shakespeare- go to: http://shakespeare.mit.edu 

The Rover – Ben Aphra 

Waiting for Godot – Samuel Beckett 

The History Boys, Talking Heads- Alan Bennett 

My Mother Said I Never Should, Top Girls- Caryl Churchill 

‘Tis a Pity She’s a Whore- John Ford 

A Raisin in the Sun- Lorraine Hansbury 

Elmina’s Kitchen- Kwame Kwei-Armah 

The Beauty Queen of Leenane – Martin McDonagh 

A View from the Bridge, The Crucible, Death of a Salesman- Arthur Miller 

https://www.gutenberg.org/
https://www.poetryfoundation.org/poets/sylvia-plath
http://shakespeare.mit.edu/
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Juno and the Paycock – Sean O’Casey 

Betrayal- Harold Pinter 

Equus- Peter Shaffer 

Rock ‘N’ Roll- Tom Stoppard 

The White Devil – John Webster 

The Importance of Being Earnest, A Woman of No Importance- Oscar Wilde 

Cat on a Hot Tin Roof, The Glass Menagerie, A Streetcar Named Desire-    

Tennessee Williams 

 

Poetry 

14th & 15th Century, The Middle Ages: 

The Canterbury Tales –Geoffrey Chaucer 

Le Morte d’Arthur –Thomas Malory 

 

16th Century , The Renaissance (1509 – 47) and The Elizabethans (1558 – 1603): 

Sonnets- William Shakespeare 

Astrophil and Stella, Sonnets- Sir Philip Sidney 

The Faerie Queene- Edmund Spenser 

Sonnets- Sir Thomas Wyatt 

 

16th and 17th Century – Jacobean (1603 – 25) 

The Metaphysicals: 

To His Coy Mistress- Andrew Marvel 

Paradise Lost- John Milton 

The Flea, The Sunne Rising- John Donne 

 

18th Century – The Augustans: 

The Rape of the Lock- Alexander Pope 

 

18th Century – The Romantics: 

Songs of Innocence and Experience- William Blake 
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She Walks in Beauty- Lord George Byron 

The Rime of the Ancient Mariner, Kubla Kahn- Samuel Taylor Coleridge 

La Belle Dame Sans Merci, Eve of St. Agnes, When I have Fears- John Keats 

The Lucy Poems, Tintern Abbey- William Wordsworth 

 

 

19th Century – The Victorians (1837 – 1901): 

Goblin Market, A Birthday, Remember- Christina Rossetti 

Now Sleeps the Crimson Petal, Maud, In Memoriam- Lord Alfred Tennyson 

Dramatic Monologues, particularly Porphyria’s Lover- Robert Browning 

How Do I Love Thee? Sonnets from the Portuguese- Elizabeth Barrett Browning 

My Life Closed Twice, Love’s Stricken Way- Emily Dickinson 

The Voice, The Convergence of the Twain- Thomas Hardy 

When you are old and grey and full of sleep, Prayer for my daughter- William Butler Yeats 

 

20th Century – The Edwardians (War Poetry): 

Brittain, Vera 

Owen, Wilfred 

Rosenberg, Isaac 

Sassoon, Siegfried 

Thomas, Edward 

 

20th Century – Modernism (1910 – 52): 

Stop All the Clocks- WH Auden 

Cummings, E.E.- read a selection 

The Waste Land and Other Poems, The Love Song of Alfred J Prufrock- T.S. Eliot 

 

 

20th Century – Post Modernism (1952 + ): 

The World’s Wife, Feminine Gospels, New Selected Poems, Rapture- Carol Ann Duffy 
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The Unaccompanied- Simon Armitage 

Making Cocoa for Kingsley Amis- Wendy Cope 

North- Seamus Heaney 

Birthday Letters- Ted Hughes 

The Whitsun Weddings- Philip Larkin 

Ariel, Collected Poems- Sylvia Plath 

 

Poetry Collections/Anthologies: 

Vertigo & Ghost- Fiona Benson 

The Rattle Bag – Edited by Ted Hughes and Seamus Heaney 

If All the World and Love Were Young- Stephen Sexton 

Twenty Love Poems and a Song of Despair- Pablo Neruda 

Hand in Hand – An anthology edited by Carol Ann Duffy of contemporary poets. Each 

poet publishes a love poem of their own alongside their personal favourite by another 

writer. 

Staying Alive – Edited by Neil Astley 

Being Alive – Edited by Neil Astley (the follow up to Staying Alive) 

The New Faber Book of Love Poems – edited by James Fenton 

 

Non-Fiction 

  How to be a Woman – Caitlin Moran 

 The Feminine Mystique- Betty Friedan 

 In Cold Blood – Truman Capote 

I Know Why The Caged Bird Sings – Maya Angelou 

Women and Power- Mary Beard 

The Five: The Untold Lives of the Women Killed by Jack the Ripper- Hallie Rubenhold 

The Ministry of Truth: A Biography of George Orwell’s 1984- Dorian Lynskey 

How to Fail- Elizabeth Day 

 

More suggestions… 

• Explore the e-magazine: 
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Log on to the online e-magazine that we subscribe to, which contains loads of 

interesting articles and features. Click the ‘Archive’ tab to read all the past 

copies of the magazine. Just ‘search’ titles of texts/writers and see what comes 

up. Make notes on anything interesting! 

Go to https://www.englishandmedia.co.uk/e-magazine/emag-login/ 

Username:  englishjhn 

Password:  reading 

 

• Research the set texts and their writers: The Handmaid’s Tale by 

Margaret Atwood, Translations by Brian Friel, ‘Feminine Gospels’ by 

Carol Ann Duffy, The Great Gatsby by F.Scott Fitzgerald, and ‘Othello’ 

by William Shakespeare. 

 

• Watch film/TV versions of the set texts – how has the director interpreted 

the text for the screen? 

 

• Create a list of conventions for each genre (novel, play, poetry) – to what 

extent does each text you encounter conform to these conventions?  

 

• Read more widely from the reading list (Section 3) – compare the texts and 

make notes on the differing styles of the writers. Can you find any 

connections between texts? Use the theme of ‘Personal and Social Identity’ 

as a starting point. 

 

• Research and create a literary timeline of the main periods in English 

literature – what is characteristic of each period? How and why did things 

change? 

 

 

Useful websites: 

https://www.aqa.org.uk/subjects/english/as-and-a-level/english-literature-a-
7711-7712 

https://www.bl.uk 

https://www.theguardian.com 

 

If you have any questions, email Miss Kitson: kitsona@jhn.herts.sch.uk 

 

 

https://www.englishandmedia.co.uk/e-magazine/emag-login/
https://www.aqa.org.uk/subjects/english/as-and-a-level/english-literature-a-7711-7712
https://www.aqa.org.uk/subjects/english/as-and-a-level/english-literature-a-7711-7712
https://www.bl.uk/
https://www.theguardian.com/
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