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Usually the question number

Sticky Note
The number of candidates attempting that question


Sticky Note
The mean score is calculated by adding up the individual candidate scores and dividing by the total number of candidates. If all candidates perform well on a particular item, the mean score will be close to the maximum mark. Conversely, if candidates as a whole perform poorly on the item there will be a large difference between the mean score and the maximum mark. A simple comparison of the mean marks will identify those items that contribute significantly to the overall performance of the candidates.
However, because the maximum mark may not be the same for each item, a comparison of the means provides only a partial indication of candidate performance. Equal means does not necessarily imply equal performance. For questions with different maximum marks, the facility factor should be used to compare performance.


Sticky Note
The standard deviation measures the spread of the data about the mean score. The larger the standard deviation is, the more dispersed (or less consistent) the candidate performances are for that item. An increase in the standard deviation points to increased diversity amongst candidates, or to a more discriminating paper, as the marks are more dispersed about the centre. By contrast a decrease in the standard deviation would suggest more homogeneity amongst the candidates, or a less discriminating paper, as candidate marks are more clustered about the centre.


Sticky Note
This is the maximum mark for a particular question


Sticky Note
The facility factor for an item expresses the mean mark as a percentage of the maximum mark (Max. Mark) and is a measure of the accessibility of the item. If the mean mark obtained by candidates is close to the maximum mark, the facility factor will be close to 100 per cent and the item would be considered to be very accessible. If on the other hand the mean mark is low when compared with the maximum score, the facility factor will be small and the item considered less accessible to candidates.


Sticky Note
For each item the table shows the number (N) and percentage of candidates who attempted the question. When comparing items on this measure it is important to consider the order in which the items appear on the paper. If the total time available for a paper is limited, there is the possibility of some candidates running out of time. This may result in those items towards the end of the paper having a deflated figure on this measure. If the time allocated to the paper is not considered to be a significant factor, a low percentage may indicate issues of accessibility. Where candidates have a choice of question the statistics evidence candidate preferences, but will also be influenced by the teaching policy within centres.

Line


Section A
Critical Reading of Poetry

Answer one question from this section.

Your response must include:
» detailed analysis of your poetry set text, including a consideration of relevant contexts and critical

readings;
* close reference to any one of the unseen extracts of poetry which appear on the following pages.

1. Examine some of the ways poets have presented the strengths and/or weakness of human
nature.
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Section A
1. John Donne's poetry is prined with relationships, some between human and ﬁmd
some between human and_Geod. While those that involve human relationships discuss both human
V/ﬁ@g{ﬁé and weaknesses, his later, religious poems, such as the Holy Sonnets, focus mainly on @
Uman weakness in comparison to that of God and religion. As Dennis O'Discroll meditates somberly
on the frailty of human life, Donne focuses much on his own weakness and heiglessnéas as a mortal
struggling with his faith or confronting mortality.

Donne's earlier poems deal with human weakness on a more mundane scale than his later
works, such as the focus on women's changeability in the ironically named 'Woman's Constancy'. In
this poem, it is suggested that the couple are about to spend their first night together, as the narrator
says, 'Now thou hast loved me one whole day', with a bitter, sarcastic. asis on the short duration
of this love through the pleonasm of 'one whole day', which immediately suggests that the narrator is
surprised that a woman is able to love a man for a singlgﬂ@,wnsidering the weaknessrcf'ﬁ:l:ril
inconstancy. The poem seems to be a stream of conscietSness, as the narrator is clearly not
speaking to the woman, shown in the last lines when he says that he will not 'dispute and conquer’
her claims, implying that he has not told her that he has already predicted the claims, as well as the
fluctuating line structure and irregular rhyme scheme, such as the sudden rhyme and short line, 'or

—say that now' as another possible excuse occurs to the speaker. The fast, spontaneous tone of this
stream of consciousness suggests an unheaithy relati ip between the new lovers, as the man
believes that the woman will reject him after one night, and although he knows this, he will not
mention fo herWomorrow, [he] may think so too' (which is the last line and the revelation

ocrisy),

vof the speaker’ and so there is a distinct lack of communication and tr tween the
lovers in a poem that implies a disillusioned, unromantic view of human-relafj ips as a result of

both male and female inconstancy. Donne even uses his legal frairfiing to add another layer of
cynicism to his criticisms of this woman, as he uses legal terminology to describe her wish to
‘antedate some new-made vow' (the word 'antedate”, for example, being commonly used about vows
in a courtroom scene), and make it clear that he is accusing her of her weakness and adopting an
;i:gﬁl:ual high-ground, which makes his confession of his own inconstancy in the last line all the
ore surprising and hypocritical. However, the spontaneity of this poem, with its irregular rhyme
scheme, line length and Wtrasts sharply with the regular three-line stanzas and lack of
rhyme scheme of 'Nocturae”, which give a-visual sign that, while Donne is writing with bitterness and
anger about a relatively petty complatht, Dennis O'Driscoll is writing abou graver aspect of
human weakness, namely mortality and an instinctive longing for the pdst, as shown in the
remembrance of 'Sunday a lifetime ago' and the 'now-demolished house', which bring to mind
mortality through images of lives passing and buildings being destroyed.
Lm/Another of Donne's poems that deals with human mortality, though this time in a manner
tich more similar to O'Driscoll's, is ‘A Nocturnal upon St. LWenceforth 'Nocturnal'), which
many critics have attributed to the death of Donne's wife Anne-dtheory that is borne out by the heavy
lemnity of the poem that indicates the death of a long-lasting relatioi1:shsip/wilh—.one who the speaker
truly loved, including its length and the omnipresent theme of nothingnessand empt'més, showing
how the speaker feesl{srPu\is life is gone with the death of this loved one. C.S. Lewis has called
Donne's poetry 'too siple to satisfy', a phrase that could be applied to the simplicity of ‘Nocturnal' in
which repetition is put to strong use both in terms of words and themes. On the otﬁerh%;, the idea

that it does not 'satisfy' because of its simplicity does not apply easily to this poem, i ich Donne
(unlike in many of his other poems) does not intend for the reader to be satisfied-with an argument



Sticky Note
The essay goes on in the next 3 paragraphs to cover a sensibly chosen selection of Donne’s poems with a consistently relevant approach to the presentation of weakness. There is a very well balanced discussion of other views; connections to the partner are illuminating and well examined while contextual material is also very carefully chosen and mostly extremely effective. There is a slight tendency to introduce speculations about Donne’s life rather than his work but this does not have the same damaging effect which would be produced by extended biographical writing which is a strong feature of lower quality writing.


Sticky Note
The analysis of Woman’s Constancy in paragraph 2 develops all of the strengths listed above.  There is a relevant focus (moral weakness) and confident use of terms (AO1); a confident address of implicit meaning, structure and tone (AO2) and it should be obvious how adept the candidate is at allowing textual analysis to drive the paragraph while neatly integrating productive and detailed connections (AO3ii) and perceptive references to relevant context (AO4).  Mature and confident discussion of other views occurs early in paragraph 3 and clearly identifies the candidates as an autonomous reader.


Sticky Note
Introduction
The candidate demonstrates creative engagement with the task/texts by:
·	the selection of material for later close consideration
·	the relevance of ideas to the demands of the task
·	the accuracy with which thoughts are expressed
Although there might be clear evidence of engagement with appropriate concepts and terminology we will often find that these stands of the AO become more apparent as the essay develops and detailed critical analysis gets underway (AO1). As the candidate establishes an overview at the start of the essay, it is unreasonable to expect detailed critical analysis in every sentence, but we should see promising hints of the candidate’s perceptiveness as we do in the observations: “Dennis O’Driscoll meditates somberly” and Donne’s “struggling with his faith and confronting mortality.” (AO2). Even though the essay is still at the “overview” stage, the candidate manages to make potentially productive and illuminating links to the chosen partner text in O’Driscoll’s presentation of the “frailty of human life” held up against Donne’s presentation of “weakness and helplessness”. (AO3i)

There is implicit relevance in the use of a critical view, although the point which develops from it (even though it is explained and developed later in the essay) is misjudged at this point because it ends the paragraph on a slightly puzzling note. The introduction of other views at this early stage is risky and requires very careful management as there is hardly an opportunity for “mature and confident discussion”. Proof enough that the highest quality essays written under exam conditions are not necessarily perfect in every respect. (AO3ii)

While there are very broad hints at context (religion and faith for instance), the candidate has very wisely avoided extended comment on contexts at this stage because in order for contexts to be used perceptively and analysed confidently their significance can be judged only in so far as they illuminate the analysis of relevant texts. (AO4)



and a conclusion, but shows a desire to express his deSpair, a concept that arguably does not require
complexity to satisfy the reader. The first line, 'Tis trl;lﬁoﬁ?p',midﬁ@ht, and the day's' (referring to St.
Lucy's Day and the Winter solstice, the Jongest nig e year) is repeated in different words in the
last line, 'This the year's, and the dayég:ep midnight is', showing how the speaker's mind is so
ixated on the death of the woman that he can think of nothing else, and his thoughts continually circle
back to it. This is a heavy reminder of the weakness of humans when facing the mortality of a loved
one, a quality that is also shown by the speaker's insistence that he is less than nothing, as he longs
to be 'an ordinary nothing' but finds himself 'from the first nothing, the elixir grown', thus referring to
the void before the world wa r,ealeﬂ,)\;/ﬁich existed as even less than the 'ordinary nothing' of
absence. These ima human weakness in relation to loss could be seen as even more intense
than those in 'Nocfurne', as, while both poems (shown blatantly by the similarity of their titles) refer to
the night and the grief and hopelessness often felt when-night falls, O'Driscgll«s@tg;s that this
episode of regret is only brief and can be he y sleep, as the first line with its simple three words,
'Time for sleep', indicates. The speaker here intends to go to sleep and shows a steadfast
determination to do so, after he has mourned briefly over his bsses. In contrast, the speaker in
‘Nocturnal' promises that this night shall be 'her vigil', ing a night spent awake to watch over a
recently deceased person, and so he has not even sleep to comfort him.

Holy Sonnet XIV also refers to human \S/;@ess,/although this time in relation to God and the

ed', i

weakness of the human soul, which can be 'ug imprisoned' or ' ed]' (the last of which
can either mean to be captivated by awe or, in a more archaic,serrﬁ) be physically imprisoned) by

either God or Satan. Though Satan is never mentioned, this poem shows a desperation of emotion
" throughout, which suggests that the speaker feels he is in danger and so is begging God to save him,
even in ways that, though imagery and metaphors, Donne implies musweﬁgg‘ul and even violent.
Samuel Johnson asserted that, in Donne's poetry, 'the rogeneous ideas are yoked together
by violence’, and the images in Holy Sonnet XIV are ro_exeeption. In this case, the 'violence' that
_-Johnson refers to is even more prominent as, unlike in other poems, Donne does not use a single
imang images carefully brought together to further one argument, but seems to use images

rapidlyand with little introduttion or link between the two. Donne uses the images of his soul as a
damaged vessel, a usurped town and a woman forced to marry ;g)a'psfﬁrt?uill, all of which require

an act of forcefulness to free the victim. For example, the alliteration of 'break, blow, burn, and make
* me new' adds to the violent effect of the sentence, as Donne asks God (placed in the traditional role

of a creator, but here in the more violent aspect of this job) to destroy and recreate him :ja/
blacksmith does a vessel in a forge, an image that would have held particular force in anage when a

blacksmith's forge would have been present ach street corner, and the heat, fire and noise of
forge would have been an image of vi e rather than spirituality. After a plethora of;rﬁgezaﬁ@(,bé
such as 'batter my heart', 'imprison me' and 'make me new' (which have more of a begging than an
ordering quality to them, showing the speaker's desperation and helplessness as he can rely only on
;)’:é%bange him rather than himself), Donne uses a final chiasmus to bring together two

6)

xical images, of God making him 'free’ by ‘enthrall]j im and making him 'c y
ravish[ing]' him (maintaining the image of the engaged woman), which show how the moral soul is so -

weak that it can only be saved by God. M
However, several of Donne's poems also deal with the streng humanity. One example is

his famous take on the traditional aukaee; 'The Sun Rising', which two lovers wake up, having spent
their first night together, and the male speaker discusses the new world that they have made. The
Wives a list of activities occurring outside, such as 'country ants' going to 'harvest offices' and
soWes' trooping to their work, which are images that intensify the lovers' apparent
inwuiriérability to the demands that W&wﬁﬂd gives to others. This was a common theme in
Donne's poetry (two lovers maWorld), and another was the theme of two lovers surviving

in and defying a world dominated ange, a trope that resounded especially strongly at a time of
sudden and radical religious change, as the SM had seen four English rulers and four

Wnt national religions. Therefore, Donne's claim that the lovers are immune to change and
16vers' seasons' do not need to comply with the motions of the sun and the laws of time is particularly
defiant, and shows particular confidence in his relationship with his lover. Even more confident is the

speaker's mannt::g/apeakmg to the sun, which begins assomething resembling an address to a
tiresome servant-as he tells him to 'go chide Iatgscho/olioys' rather than disturb them, and to wake
the lovers 'tomorrow late' as opposed to the early hour at which he has \évglw(n(nem'this morning, thus
displeasing them. Later in the poem, the manner changes to one of condestension, as the speaker
tells the that his 'age asks ease' (note the long vowel sounds, giving these words a slow, calm

feeling as the speaker addresses the sun calmly and carelessly), and that he should 'shine here to
[them]', a request that shows how the speaker feels that he and his lover are as important as the




world that the sun warms, and are strong enough even to order the to do thefFBi/dding. Itis
notable that the poem was written at a time when Copernicu.s'/mﬁe?l;? the Universe had been put
forward and was gaining credit, while the geometric model was being pushed aside, and so
commands to the sun are especially brazen because Donne is aware that the Earth S around
the sun and not vice versa, and so, in reality, the sun could not move as the loversWish it to.

Finally, in ‘A Valediction Forbidding Mourning', the tone is mo mber than 'The Sun Rising'
and ‘Woman's Constancy', but the theme is, again, human sttehgﬂﬂ?r:c;ace of adversity. There is
clearly a struggle here that is not present in the careless lovers of 'The Sun Rising', as the lovers are
being separated by the speaker's imminent departure. The speaker asserts the strength of their
relationship by comparing it with 'dull sublunary lovers' love' which, being 'sublugar«y‘/afd9 therefore
‘mortal and a;f:c‘:ty,by the changing of the moM from a separaticfrrk,wl'mé'this particular
relationship is-sfronger, and, with this comparison being made, is is suggested-that their love is not
'sublunary' and so is close to divine in its nature. As the speaker of 'Nocturne' seems to struggle with
sleep, which he is determined to give hi p to at the start of the poem with the words 'time for
sleep’, calling grave music a 'nig,f;teaﬁ‘(/;rv‘ﬁi(::’;n will therefore help him sleep), he seems, by the
the poem, to be, instead, staring out of the window and reflecting on his losses, thus showing human
weakness rather than strength as he is failing to conquer his griefs. In 'A Valediction Forbidding
Mourning', however, the aker does not allow his message to his love to waver, the message that
their relationship w'rl-l’nﬂ:ﬁ?fer asa resziﬁg. Critics have argued that this poem was
written from Donne to his wife Anne be departed on a long journey thor rance, Germany
and Belgium, which impacts our viewing of the poem as the strengtflguhﬂr/rell‘a‘gt?;iship as husband
and wife, and the length of his journey, make the separation inevitably seem all the more painful.
Therefore, Donne's claim that they suffer 'not a breach, but an expansion' shows a particular strength
of will, and emphasises the power of true human love even when tried by distance.

In conclusion, Donne present both human strength and human weakness, though those
poems concerning human strength tend to be written addressing or in relation to anothe&peﬁcﬂ
implying that human strength can more easily be maintained when two humans bring the strength of:
their will together. His poems concerning human weakness, including the Holy Sonnets, more often

/;nghte*only one person (the speaker), and in the case of 'Nocturnal', the presence of only one person
S the cause of the weakness itself, as the speaker longs for the presence of another.

»


Sticky Note
Marks: Full marks were awarded for each of the AOs 40/40

Sticky Note
The conclusion is succinct and economical. There is no attempt to repeat material at length; having analysed the chosen texts in detail the candidate provides a convincing final shape to the essay through a well-turned and relevant thought. There is a fresh idea here which has grown quite naturally from the analysis which precedes it.


Section A
Critical Reading of Poetry

Answer one question from this section.

Your response must include:

» detailed analysis of your poetry set text, including a consideration of relevant contexts and critical
readings;
* close reference to any one of the unseen extracts of poetry which appear on the following pages.

5. Examine some of the ways poets present conflict.
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Sticky Note
As the discussion and analysis get fully underway in paragraph 2, it is immediately clear that conflict is first being considered as an element of the apparent contradictions inherent in religious faith. This is a creative and subtle approach which is expressed with accuracy and flair (AO1). Support for the discussion is presented confidently and economically and comments on structure are both confident and evaluative (AO2); the essay leads with textual analysis and goes on to integrate relevant contextual material (AO4) perceptively. Detailed and illuminating connections (AO3ii) appear a little later in the paragraph while the quotation from a critic forms the basis for a relevant and confident discussion – as it does later in the essay.

Having set out its agenda clearly in the introduction, the essay continues through its middle section to explore intellectual, moral and emotional conflict through analysis of Donne’s religious poetry. This is a perfectly sensible decision and provides sufficient scope and breadth of material for an essay under examination conditions.

Sticky Note
The candidate demonstrates (succinctly) creative engagement with the task/texts by:
·	the selection of material for later close consideration
·	the relevance of ideas to the demands of the task
·	the accuracy with which thoughts are expressed
Although there might be clear evidence of engagement with appropriate concepts and terminology we will often find that these stands of the AO become more apparent as the essay develops and detailed critical analysis gets underway (AO1). As the candidate is establishing an overview at the start of the essay, it is unreasonable to expect detailed critical analysis in every sentence, but we should see promising hints of the candidates’ perceptiveness in “Donne’s use of conceit and rich cosmological imagery allows him to express the spiritual in terms of the tangible.” (AO2)

Even though the essay is still at the  “overview” stage, there is a potentially productive and illuminating link to the chosen partner text as the candidates writes,“ The same can be said of Sassoon’s “All-Souls day”, where the speaker moves from consideration of the contraries in faith to a resolute ending.” (AO3i)
While there are very broad hints at context (“the paradoxes inherent in the Christian faith”) the candidate has very wisely avoided extended comment on



contexts at this stage because in order for contexts to be used perceptively and analysed confidently their significance can be judged only in so far as they illuminate relevant texts. (AO4)
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Sticky Note
The candidate’s conclusion is succinct and economical. There is no attempt to repeat material at length; having analysed the chosen texts in detail, the candidate provides a convincing final shape to the essay through a statement which implicitly echoes the issue of conflict in the idea that the presentation of religion in poetry is not “entirely comforting or resolute”.
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Sticky Note
Marks: Full marks were awarded for each of the AOs 40/40


Section B
Shakespeare and Related Drama

Answer one question from this section.

Each question in this section tests your knowledge and understanding of both your core Shakespeare
text (which you have studied in detail) and your partner drama text (studied for wider reading). In
your discussion of both texts, your response must include a consideration of relevant contexts and
critical readings.

Hamlet and The Revenger’s Tragedy
Either,
8. “Conflict exists in every scene and at every level: it is the single driving force of the play.” In the
light of this remark, explore some of the ways Shakespeare presents conflict in Hamlet. In the

course of your writing show how your appreciation of Middleton’s presentation of conflict in The
Revenger’s Tragedy has helped to shape your ideas.

© WJEC CBAC Ltd. (1174-01)















Section B /

8. 'Hamlet' is a play full of both external and internal confli ts, both conflicts that occur between /

characters as they try to persuade, defeat or outwit.eaﬁlﬂ)cther, and conflicts that occur within a’single

character as they struggle between their allegiances or between their duty and their desires. In an

environment as closely crcytolled as Elsinore and the Royal Court depicted in the play, it is inevitable

that characters should.striiggle to reach their own goals while battling each other, although the

/%mﬁ?cts are much more understated than, for example, the bloody conW he Revenger's . @

ragedy'. While Vindice, the Duke and the royal warring sons slaughter their way to their goals, the

characters in 'Hamlet' make more use of psychqlogical warfare than the spilling of blood, and, with

Hamlet as the primary example of internal conflict, we are shown a group of characters who struggle

with their own emotions and the influences of others.

One of the most obvious conflicts between characters in 'Hamlet' is between Hamletand
Claudius, between revenger and potential victim. Some critics have com pared them to 'twa_-
murderous cloanto outwit each other at every turn. This im hows the comic element of
Hamlet's feigned insanity in comparison with Claudius’ sojﬂmﬁadgzzampts to control his son-in-
law, as well as the image of these two rWrd characters (the unwilling revenger and the
murderer king who tries to cover up his ime) interact with each other under the public eye while @
maintaining their images of the madman and the innocent ruler. The confiict is clear from the second
scene, even before Hamlet's antic disposition' is added to the plot. Hamlet's first line gives evidence
of his contempt and distrust of Claudius, as he calls him 'a little more than kin, andﬂe/sgs)iﬁZn kind',
using a pun on the length of the words in comparison to their meanings as he suggests tha@audius,
having married his mother when already his uncle, is more closely related to Hamlet than a 'mﬁe
family member, and therefore too close for comfort, as well as the fact that he is appa,temﬁz'nkind.
During this scene, Hamlet speaks as little as possible to Claudius, although Claudius speaks at length
to Hamlet. Hamlet, instead, speaks to his mother, such as the start of his monologue, 'Seems,
madam; nay, | know not "seems"--When he only addresses his mother about the strength of his grief.
Amidst Claudius' lengthy speéches, trying to persuade Hamlet to give up his mourning for his dead


Sticky Note
The middle section proves to be well organised, very well informed and, as discussion gets underway, the reference to Hamlet and Claudius in terms of their dramatic roles (“revenger and potential victim”) indicates a promising engagement with the play as a crafted object rather than as a history of “real” people.(AO1) Critical views are introduced as the basis for further critical analysis of a very perceptive and confident nature (AO3ii). By the use of expressions such as “mirrored in earlier scenes” the candidate offers a perceptive analysis of dramatic structure which continues the highly desirable approach of treating the play as an art form (AO2/AO1). References to a performance of the play (AO3ii) are illuminating, well shaped to address this task and expertly managed in that the candidate avoids the temptation to give a lengthy account. Throughout this section there is a clear willingness to analyse language and imagery in detail (AO2). References to the partner text are always used to illuminate the core (AO3i) and contextual knowledge (see discussion of Queen Elizabeth’s public image) is detailed, relevant and closely integrated with analysis of the text. (AO4).

Sticky Note
This is a densely packed overview demonstrating clear creative engagement with both plays (AO1).There is a succinctly expressed awareness of the scope of the task with confident identification of telling detail (AO2) and a clear perception of the contrasting qualities of the partner text which might serve to illuminate the core (AO3i). Under examination conditions, the repetition of “struggle” is easily forgivable and does not detract from the quality of ideas or the coherence of the writing.
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father, Gertrude speaks to him very briefly, asking him to stay i&EWd Hamlet finally replies,
shall... obey you, madam', with the final emphasis on 'madam' ow that he only intends to obey

his mother, and not Claudius. When Hamiet feigns madness, even in the direst situations, such as
when he has murdered Polonius and is confronted by Claudius about the location of the body, Hamlet

uses his 'madness' to give infuriatingly unhelpful but also witty answers to C(laaeglusﬁuestions, such
as 'at supper' (n;eanfftvhsat worms are eating him) or 'in Heaven'. In such seeshes as this, which are
mirrored in earlier scenes.such as his conversation with Polonius about the book he is reading or his
monologue to IW and Guildernstern calling them a 'sponge’, we are amused by Hamlet's
skill in outwitting’those to whom he speaks. The conflict arises from his unexpected and oft:sn/gocrfﬁ
understood replies to simple questions, which disturb the other characters, who take them
evidence of madness.
Hamlet's conflict with Claudius reaches a peak in the performance of ‘The Mousetrap', during
which Hamlet indirectly confronts Claudius about the murder of his father by presenting him with a/
fictionalised version of the murder and watching his reaction. During this scene, the suspense is
drawn out at length as the audience watches Claudius intently, as Hamlet do s, while the actors'
speeches (which are often cut down in peformance because of th:iigeaﬂﬁegth) drag on. The
tension feels about to erupt at any monﬁm/as/ct:audius' discomfortBuilds, and it does eventually,
when Claudius rises and shouts simply, 'Stop the play'. Often in performances (for example, il:lpe/
recent Royal Shakespeare Company performance, starring David Tennant and Patrick Stewa ),
Claudius, after takingthe lamp to go to bed, holds Hamlet's gaze for a long moment to build the
tension between the two, before leaving the room. We are thus shown a moment in which the tension
thaewgs build between the two characters over the course of the play so far seems about to turn into
-open aggression, but then disperses, leaving Gertrude to send messengers to ask' Hamlet to speak
with her, rather than any attempt on Claudius' part to spgak with Hamlet himself. It is, at this point,
becoming clear that Hamlet's behaviour i ovoking Claudius and the conflict between them,
~ demonstrating the extreme psychological warfare that occurs in the Court, though often ryardl’essly, as
with the wordless exchange between Hamist and Claudius at this point in some producfions.
Another form of external.eofiflict comes in the form of Hamlet's fragile relationship with his old
friends Rosencrantz and Guildernstern, who have been, to some extent, turned against him by the
}ingﬁ?o Queen, who use them as spies to find out about Hamlet's 'madness'. The relatic:rrr;s(mp/
seems entirely jovial when the three characters are first brought together, with Haml%ca ifig them
'g,ooﬁfriends' and, in performance, often embracing them or shaking hands with them to show the
lack of conflict at this point. However, a very different piece of business is frequently Used later in the
play, after the performance of 'The Mousetrap', when Hamlet makes the contparion between himself_—
and a recorder on which Rosencrantz and Guildernstern are trying to 'play’ (in Hamlet's case, to«tr(
and use to their own advantage). At this sudden moment of conflict, Hamlet, on his unexpected cry of
/'Sb]f)od!' (a mild contemporary curse), will someti break the recorder in fury, thus physieally
signalling the breaking of the delicate relatLgushl/;)r?JZtsween him and his old friends and the open
acknowledgement of the conflict between them. He then tells them that 'though [they] can fret [him],
[they] cannot play uperr[ﬁn*luiff meaning that, though tth/ey,ean place frets on him, as with a stringed
instrument (altW&Word 'fret' could also mean 6 make him angry), and prepare to trick him,
they cannot deceive him. The corruption of this relationship by Rosencrantz and Guildernstern's
appointment as spies and the subsequent deterioration of their almost lifelong friendship-witfi Hamlet .
shows how close, suppesedly sacred relationships are being destroyed by new cenflicts, as friends
are separii?tza{ﬁ?gnds and, more prominently-iri the play, family members are alienated from
family mentbers. In 'The Revenger's Tra  relations between the sons in the Duke and Duchess'
family are strained, to say the least purio is looked down on because of his illegitimacy and
referred to frequently as simply.the bastard’ by his half-brothers, and the other men constantly vie
/\évri(t)h(eaeh other for their right to the throne. Supervaceo and Ambitiosio, arguably the closest of the

hers, reveal to the audience privately that each wants to kill the other, when they say to each
other that they intend to co-operate to overthrow Lussurioso as next in line to the throne. As in—
'Hamlet', the conflicts between family members are clearly present in this courty'mﬁﬁrewc;nic
and open manner, as their true intentions against each other are revealed to the-audience but then
backfire dramatically as they are each killed in turn.

The conflict between Hamlet and Gertrude is a very different kind of conflict from that
between Hamlet and Claudius. The relationship between Hamlet and Claudius is distant, as the idea
of Claudius being Hamlet's new father is dispelled in the second scene amlet's monologue,
comparing old Hamlet and Claudius with 'Hyperion' aw the sun being compared
with a lustful creature of the woodland who, in reality, elieves to have 'whored' his mother with his
lustfulness). Gertrude, however, is Hamlet's biological mother, as he reminds the audience, himself
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and Gertrude herself throughout the play, such as at the start of the dialogue in Gertrude's closet
when Hamlet says that he has not 'forgot' her, but remembers vividly that she is her 'husband's/
brother's wife', and also his mother, thus reminding her of the baseness of her behaviour i
comparison her maternal duty to her son. This familial link makes their conflict mgte«:o/rmullic/ated, as,
rather than Hamlet simply disapproving of her be;tav}ur/er’dl’sliking her, he is emotionally bound to
her, the product of which emotions gives himrgreatmental confusion and upheaval. Sigmund Ere:
famously suggested an Oedipus Comptéx in the relationship of Hamlet to his mother, which, in some
productions, is made more obvious by placing the two characters in Gertrude's beworeven on
her bed during this dialogue in order to intensify Hamlet's possible subconscious sextal desire for his
mo:ge)rjuhough in actual fact the 'closet’ that Shakespeare intended is more likely to have been
rperely a private room for prayer and meditation. Freud based much of his theory on Hamlet's
obsession with his mother's advanced age and active sexuality, which he refear%o/mﬁckingly and
insultingly: *You cannot call it love, for at your age the heyday in the blood is tafme', meaning that she
cannot possible feel love at her age because she has no potential for sexual desire, a theme that
could be seen as satirical in the last years of the Sixteenth Century when the aging-Quéen Elizabeth
continued to flaunt her sexuality in front of courtsrén and foreign ambassadors, trying to maintain the
eminine attractiveness of he th while the deterioration of this quality harmed her reputation.

imilarly, Gertrude's sexuality is a source of disgust for Hamlet in an aging woman, and so his

obsession with her sexuality could easily stem solely from his disgust, rather than from the
subconscious desire suggested by Freud. .

'Hamlet' is also rife with internal conflicts, most prominently in the eponymous character.

_[C};Litjcs have argued that Hamlet's most famous soliloquy, opening with the wordeﬁEt to be,
at is the question', has no place in the play, as it is simply a meditation upon whetheér suicide or
suffering through life is nobler, and adds little to t or our understanding of Hamlet. However, it
{ortifies the theme of Hamlet as an intewcflﬁeg:ﬁal and philosophical character, as well as a
ictim of ‘'melancholy’, a fashionable disease among young men in London at the time that could be "
connected to madness, as both, when experienced by men, were considered the product of a brilliant
and philosophical but struggling mind. The 'To be or not to be' speech is a clear indication of such
melancholy, as Hamlet ers on his suffering and whether, after death, hseowbe»tmﬁ’bled by
unpleasant 'dreams“(glpicr)nngge calling to mind the potential suffering of the soll after death), as well
as whether he will still be considered noble for having killed himself. Paul Cantor has stated that
Hamlet illustrates the 'RenaisSance conflict between ancient and Christian notions of heroism', a
conflict that Hamlet himself is at the heart of. As the unwilling revenger who is spurred on by his duty
to his father but who is not, by nature, the right man to kill Claudius, he struggles over the ‘ancient,.~~
heroism' that is being forced on him (the ability to take up arms and act with duty, chivalry and quick
decision to seek justice) and the 'Christian... heroism' (the quiet, philosophical piety and ability t
suffer) that seems to come to him more naturally. Several times, when left alone with the audience,
_Hafmlet laments over this conflict between his quiet disposition and his duty to his father. When he
_watches his favourite actor recite a speech with great passion, he cails himself, in comparison, a
/;rglwand peasant slave', using a pleonastic phrase to underline his disgust at his own inability to
. when the actor is able to show far greater passion than he can muster 'in a dream of passion’, as
opposed to the realit fHamlet's situation and the very real motivation that he should-have to kill
Claudius. Vindiee'%/t‘r;asts with Hamlet, as his character mould is clearly a man of action, Before
killing the Duke he says, 'Let other times have words, dismissing words in favour of 'deeds', as he is
about to avenge Gloriana, his murdered love. These ‘words' are so common in our experience of
Hamlet that the contrast between the two men is almost comic, as Hamlet fails to act while Vindice is
f-motivated at driven to continual deeds with very little internal conflict. He comments to his brother
Hippolito that they are 'made strange fellows... innocent villains', showing how their is a conflict of
mordiity present in their actions, but this is simply a passing comment, and his morality and
disposition do not bar the way to his revenge.

Finally, other characters in 'Hamlet' also show evidence of strong internal conflict. Claudius is
racked by the guﬁf{of his brother's murder, shown vividly in the scene in the chapel when he is un‘@v
to pray, demongtréting how he has been punished with the ultimate damnation, a kind of self-
excommunjpafgn, for his crime. He laments that his 'offence is rank, it smells ot}neavén', showing
how he admits that his crime is terrible and still haunts him, using the metaphdr of a foul smell that
hangs on him to demonstrate the haunting effect of his deed. Gertrude's involvement in the murder
has been disputed and interpreted in various ways, but there is much evidence that she knows
nothing of the murder. In the Old Quarto, she says to Hamlet explicitly in the closet this sequence that

zggﬁkue nothing of 'this horrid murder', swearing 'to heaven' that she is innocent, the solemnity of
an oath suggesting that she is indeed innocent. However, she experience conflict in the form of
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her allegiance with both Hamlet and Claudius. H.?;Klfﬁgys that Gertrude's affection for her son
and Ophelia show us 'the Gertrude that might bave been' had she not been swept into Claudius' arms
by 'a mad passion', which indic that Gertrude could have been an entirely different character had
the marriage not taken placg;as her allegiances could have stayed, as they naturally should, witfgﬁr/
son and his potential wife. As it is, Gertrude pleads with Hamlet in her closet, 'No more... these words,
like daggers enter mine ears', showing how she struggles with her irreversible situation in her

marriage to Claudius and Hamlet's disgg/s%anﬂﬂatred of this act and, subsequre;rﬂy,beerer

repeated use of the words 'no more' and’her violent image of words like daggersShows how painfui
this internal conflict is for her, and her helplessness as she cannot retort to him but only wishes that
her mental suffering would end.

Therefore, while there is both internal and external conflict in 'Hamlet', much of the conflict is
internal, with characters such as Hamlet, Gertrude and Claudius suffering because of their torn
allegiances and guilt. In 'The Rengedy', the confiict is chiefly external, with little evidence
of internal struggles in the proactive characters and the willing revenger of Vindice, while the
characters in 'Hamlet' struggle with each other psychologically, outmanoevring each other, and so @
their conflicts show greater complexity, relying not only on almost farcical outwitting of other
characters but more on the continual struggle between those whoes affection for each other is

/zeﬂﬁ:rtﬁly tainted, or those do not possess the natural disposition for the conflict in which they are

engaged.

»



Sticky Note
Marks: Full marks were awarded for each of the AOs 40/40

Sticky Note
This is an expertly judged and purposeful paragraph which picks out a thread from the main body of the essay (AO1); develops the point through a well observed comparison (AO3i) and then uses the point about internal and external conflict to unite the different elements which have been previously under consideration (AO1/AO2).


The Tempest and Doctor Faustus

13. “Shakespeare’s primary concern in this play appears to be the delivery of a series of sharp
moral lessons.” In light of this remark, examine Shakespeare’s presentation of moral issues in
The Tempest with comparative reference to Doctor Faustus.

© WJEC CBAC Ltd. (1174-01)
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Sticky Note
As the essay gets underway, we see close analysis of language (e.g. “neglects”) (AO2) and contextual references to royalty and social order arise out of the analysis of language and imagery. (AO2/AO4). Connections are very effective in illuminating The Tempest through contrasts (AO3i).
Throughout this section there is a confident and apt use of textual support which is always developed or built upon through the candidate’s critical analysis. (AO2). A mature and confident approach is evident in the candidate’s implicit discussion of morality (there is no slavish and weakening repetition of the terms of the task) which is then brought to an explicit focus in concluding sentences – the paragraph on sexual morality contrasting Ferdinand and Miranda with Dr. Faustus is an excellent example. (AO1/AO3i). There is some ambitious development in the essay when the candidate builds upon the idea of ambiguity (mentioned in the introduction) and shows what complex moral dimensions there are in both plays. (AO1/AO2/AO3i)

Sticky Note
This is a well-designed and wide-ranging overview which both explicitly and implicitly unpacks the idea of “moral lessons” in both plays, giving a sense of the breadth of reference and creative engagement with authors’ intentions and relevant concepts (AO1). The mention of presentation; ambiguity and subversion all serve to acknowledge both the writers’ craft while introducing an analytical approach which promises very well for the next stage of the essay.(AO2) The early link between the plays is relevant, confident and well- managed (AO3i). There is a hint of contextual reference in the mention of power and governance and while this signals the candidate’s awareness of contextual issues, very wisely it leaves any development to a later stage of the essay when AO4 can be demonstrated and used effectively in a perceptive discussion developing out of textual analysis.
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Sticky Note
Marks: Full marks were awarded for each of the AOs 40/40

Sticky Note
Indeed it is this ambiguity which forms the lynchpin of a sophisticated and effective conclusion. The candidate has not made the mistake of adopting another view at the start of the essay and then writing on a different topic or angle from that in the question – this will be seen in a later example of an improvable essay. Instead, the candidate has taken a slightly different view from that of the title but has done so on the basis of the close analysis which precedes it. There is a very strong AO1 performance in the last few lines of this essay.
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Q.1 Examine some of the ways poets have presented the strengths and/or weakness
of human nature.

Overview

Any one of three approaches is valid here: an examination of the presentation of
strength, of weakness or of both. In order to score well essays will have to move beyond

acc

ounts of these matters (however detailed) and look closely at the poetic techniques

which have been employed. Be prepared also for a wide spectrum of opinion (e.g. some
might see Chaucer’s presentation of the Wife’s life and preoccupations as demonstrating
weak human nature; other readers might see the same material as evidence of the
character’s bravery and strong challenge to established figures/ attitudes of Chaucer’s
day.) Whatever approach is taken, answers must be sensibly supported.

Approaches could include:

The ways Chaucer presents the Wife’s character including implicit vulnerabilities;
male strengths and weakness demonstrated through the husbands, other pilgrims
and the knight in the tale. Feminine strength and dominance through the loathly lady
in the Tale but also the inherent need to please men (however criminal their
behaviour!) might be seen as weakness.

Donne’s determined seduction; use of wit; pursuit of higher love and faith/devotion
might be presented as strengths. Some might see the attitudes in some poems such
as The Apparition or Loves’s Alchemy as evidence of weakness of character in the
persona. The struggle with faith in some of the religious poems might be interpreted
as a strength or presented as a weakness in a voice which seems to vacillate
uncertainly between rejection, doubt and triumph in the Holy Sonnets and Good
Friday Riding Westward. Some will detect outright misogyny in some of the poems
which might be presented as a moral weakness.

The discussion of Milton’s presentation of human strength and weakness must
necessarily focus upon Adam and Eve where there is a rich seam of material, but
those who wish to see Satan as a character presented in human terms should not be
penalised if their observations are accurate and valid.

There is likely to be much emphasis upon poems such as London, The Little Black
Boy, A Poison Tree and the Chimney Sweeper poems as candidates consider
strengths and weaknesses presented in Blake’s poetry. There might be a tendency
to overdo AO4 here and we should expect to see close consideration of the ways
Blake has made his social and moral commentaries as well as of the social
conditions which produced them.

Lyrical Ballads as a collection is focused very clearly upon examples of human
heroism and moral strength contrasted by some of the worst examples of human
vice, cruelty and weakness. Candidates are likely to draw upon a very wide range of
poems and, once again, we will need to be alert to essays which offer plenty of social
history without showing how the poets have presented issues and characters.

In all of the unseen poems there are opportunities to make valid and illuminating
connections.

© WJEC CBAC Ltd.
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LT4 Section A

Assessment Grid

40 marks in total

Total Mark /40

Band 1

Band 2

Band 3

Band 4

Band 5

AO1

Articulate creative, informed
and relevant responses to
literary texts, using
appropriate terminology and
concepts, and coherent,
accurate written expression.

10 marks

e Understands poems at a
superficial or literal level.

e  Offers some ideas about
poems.

e  Shows some grasp of
basic terminology, though
this may be occasional.

e  Errors in expression and
lapses in clarity.

0-2 marks

e  Attempts to engage with
poems and structure
response, though not
always relevant to
guestion.

e  Some, not always relevant
use of concepts and
terminology.

e  Expression may feature
inaccuracies.

3-4 marks

o Engages creatively with
poems and response
mostly relevant to question.

e Some sensible use of key
concepts.

e Generally appropriate
terminology.

e Expression generally
accurate and clear, with
some lapses.

5-6 marks

e  Clearly informed and
creative response to
poetry.

e  Coherent and sound
argument.

e  Sound and apt application
of concepts. and
terminology.

e  Expression generally
accurate and clear.

7-8 marks

e  Sophisticated, creative and
individual response to
poetry.

e Very effective organisation.

e Confident, sophisticated
use of concepts and
terminology.

e Writes with flair and
accuracy.

9-10 marks

AO2
Demonstrate detailed critical

e  May identify basic features
of language/form/structure

e  Can make some points
about use of

e  Purposeful, detailed
discussion of use of

e  Sound analysis and
evaluation of use of

e Perceptive critical analysis
and evaluation of poetic

understanding in analysing in poems. language/form structure to language/form/structure to language/form/structure to techniques.
the ways structure, form and e May offer create poetic meaning. create meaning. create meaning. e  Confident and apt textual
language shape meanings in narrative/descriptive e Can support some points e Generally clear and e Neat and secure textual support.
literary texts. comment. by reference to poems. appropriate textual support. support. e Confident discussion of
e  Occasional support. e  Can show some grasp of e  Grasps implicit meanings. e  Sound grasp of implicit implicit meaning.
implicit meaning. meaning.

10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks

AO3 May identify superficial Can make some superficial, Makes generally clear and Makes purposeful and sound Productive and illuminating

Explore connections and
comparisons between
different literary texts

connections/comparisons
between set text poems and
unseen poem.

usually valid comparisons/
connections between set text
poems and unseen poem.

appropriate comparisons/
connections between set text
poems and unseen poem.

use of specific connections and
comparisons between set text
poems and unseen poem.

comparisons/ connections
between set text poems and
unseen poem.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
informed by interpretations Can describe other views of set Can acknowledge that set text Makes use of other relevant Makes clear and purposeful use | Mature and confident
of other readers. poems with partial poems may be interpreted in interpretations of set text of other relevant interpretations discussion of other relevant

understanding. more than one way. poems. of set text poems. interpretations  of set text
poems. Autonomous,
independent reader.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks

AO4

Demonstrate understanding
of the significance and
influence of the contexts in
which literary texts are
written and received.

10 marks

. May describe wider
contexts in which poems
are written and received.

o  Attempts to make
superficial connections
between texts and
contexts.

0-2 marks

e Can acknowledge the
importance of contexts .

e Makes some connections
between texts and
contexts.

3-4 marks

e  Clear grasp of the
significance and influence
of contexts.

e  Clear understanding of
connections between texts
and contexts.

5-6 marks

e  Sound appreciation of
significance and influence
of contexts.

e  Sound understanding of
connections between texts
and contexts.

7-8 marks

e Perceptive discussion of
significance and influence
of contexts.

e Confident analysis of
connections between texts
and contexts.

9-10 marks
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Q.5 Examine some of the ways poets present conflict.
Overview

Conflict might be external as in the case of the Wife and her husbands; between lovers
as in Donne’s Apparition (or semi-serious as in The Flea); between the first couple, or
Man and God/Satan in Eden; between different groups, interests or philosophies as
explored in Blake’s poetry; between representatives of different value systems as in
Expostulation and Reply or Goody Blake and Harry Gill. Alternatively, conflict could be
seen as an internal struggle within the voice of the poem itself - a quest for
understanding, insight or resolution of one kind or another.

Approaches could include:

o The Wife’s recognition of encroaching age but her desire to marry a sixth husband;
the different varieties of conflict with the first three husbands and the fourth and fifth
husbands. Conflict between the wife and some of the male pilgrims; the knight's
conflict - first with authority and then with his old wife who, herself, goes on to
explore a range of conflicts within religious belief and social values.

¢ Donne’s “Batter my heart....”, is a good example of the internal conflict suffered by
the persona in all of the religious poems while the love poems and songs
demonstrate a range of different sorts of conflict with different degrees of
seriousness. Some might see creative conflict between the language employed and
the sentiments expressed

o Blake’s Introduction or The Tyger would be good examples of different sorts of
conflict but in the pairings of songs and within individual poems Blake explores a
huge range of conflicts between man and false belief; man and corrupt society;
parents and children; masters and servants; different races and ranks and so on.

¢ The Rime of the Ancient Mariner would be an excellent starting point for writing on
conflict in Lyrical Ballads but there are so many examples of poems which explore
conflict at various levels from the gentle and domestic to the injustices suffered by
the poor and the marginalised.

In all of the unseen poems there are opportunities to make valid and illuminating
connections.
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LT4 Section A

Assessment Grid

40 marks in total

Total Mark /40

Band 1

Band 2

Band 3

Band 4

Band 5

AO1

Articulate creative, informed
and relevant responses to
literary texts, using
appropriate terminology and
concepts, and coherent,
accurate written expression.

10 marks

e Understands poems at a
superficial or literal level.

e  Offers some ideas about
poems.

e  Shows some grasp of
basic terminology, though
this may be occasional.

e  Errors in expression and
lapses in clarity.

0-2 marks

e  Attempts to engage with
poems and structure
response, though not
always relevant to
guestion.

e  Some, not always relevant
use of concepts and
terminology.

e  Expression may feature
inaccuracies.

3-4 marks

o Engages creatively with
poems and response
mostly relevant to question.

e Some sensible use of key
concepts.

e Generally appropriate
terminology.

e Expression generally
accurate and clear, with
some lapses.

5-6 marks

e  Clearly informed and
creative response to
poetry.

e  Coherent and sound
argument.

e  Sound and apt application
of concepts. and
terminology.

e  Expression generally
accurate and clear.

7-8 marks

e  Sophisticated, creative and
individual response to
poetry.

e Very effective organisation.

e Confident, sophisticated
use of concepts and
terminology.

e Writes with flair and
accuracy.

9-10 marks

AO2
Demonstrate detailed critical

e  May identify basic features
of language/form/structure

e  Can make some points
about use of

e  Purposeful, detailed
discussion of use of

e  Sound analysis and
evaluation of use of

e Perceptive critical analysis
and evaluation of poetic

understanding in analysing in poems. language/form structure to language/form/structure to language/form/structure to techniques.
the ways structure, form and e May offer create poetic meaning. create meaning. create meaning. e  Confident and apt textual
language shape meanings in narrative/descriptive e Can support some points e Generally clear and e Neat and secure textual support.
literary texts. comment. by reference to poems. appropriate textual support. support. e Confident discussion of
e  Occasional support. e  Can show some grasp of e  Grasps implicit meanings. e  Sound grasp of implicit implicit meaning.
implicit meaning. meaning.

10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks

AO3 May identify superficial Can make some superficial, Makes generally clear and Makes purposeful and sound Productive and illuminating

Explore connections and
comparisons between
different literary texts

connections/comparisons
between set text poems and
unseen poem.

usually valid comparisons/
connections between set text
poems and unseen poem.

appropriate comparisons/
connections between set text
poems and unseen poem.

use of specific connections and
comparisons between set text
poems and unseen poem.

comparisons/ connections
between set text poems and
unseen poem.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
informed by interpretations Can describe other views of set Can acknowledge that set text Makes use of other relevant Makes clear and purposeful use | Mature and confident
of other readers. poems with partial poems may be interpreted in interpretations of set text of other relevant interpretations discussion of other relevant

understanding. more than one way. poems. of set text poems. interpretations  of set text
poems. Autonomous,
independent reader.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks

AO4

Demonstrate understanding
of the significance and
influence of the contexts in
which literary texts are
written and received.

10 marks

. May describe wider
contexts in which poems
are written and received.

o  Attempts to make
superficial connections
between texts and
contexts.

0-2 marks

e Can acknowledge the
importance of contexts .

e Makes some connections
between texts and
contexts.

3-4 marks

e  Clear grasp of the
significance and influence
of contexts.

e  Clear understanding of
connections between texts
and contexts.

5-6 marks

e  Sound appreciation of
significance and influence
of contexts.

e  Sound understanding of
connections between texts
and contexts.

7-8 marks

e Perceptive discussion of
significance and influence
of contexts.

e Confident analysis of
connections between texts
and contexts.

9-10 marks
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Hamlet and The Revenger's Tragedy

Q.8.

“Conflict exists in every scene and at every level: it is the single driving force of
the play.” In the light of this remark, explore some of the ways Shakespeare
presents conflict in Hamlet. In the course of your writing show how your
appreciation of Middleton’s presentation of conflict in The Revengers Tragedy
has helped to shape your ideas.

Overview

It is hard to disagree with the assertion and, in a task of this nature, good quality
responses will probably be aiming for range and variety by considering some of the
following: political conflict; family conflict (on a wide spectrum from the relatively gentle
abrasiveness within Polonius’s family to the savagery in Hamlet’s); inner conflict in all
the key characters; conflict generated by frustrated love affairs and divided loyalties;
conflict between rivals and those of different natures (e.g. Hamlet and Laertes). In The
Revenger’s Tragedy, candidates will be able to draw upon conflict within the ruling
family; conflict between the ruling family and those they exploit; conflict within Vindice’s
own family and the subtle levels of conflict in the closing scenes of the play.

Possible approaches could include:

o Hamlet’s relationship with the King and Queen/desire to return to Wittenburg

e The threat of national conflict and war

¢ Hamlet’s inner conflicts expressed in soliloquys and in dialogue with Rosencrantz
and Guilgenstern and Horatio

e Contrast of mild conflict of Polonius and Laertes (youth and age etc) and Laertes and
Ophelia which acts as a foil to the darker circumstances of Hamlet

e Hamlet and Ophelia

e Claudius’ inner conflict in the chapel (“My words fly up...”)

e Semi-comic conflict between Hamlet and Polonius plus the irony of Polonius’ death
at Hamlet’s hands

e The chamber scene

¢ Hamlet and Laertes in Ophelia’s grave

o The staged “sporting” conflict which brings about the conclusion to the play

Comparative material might include:

¢ In-fighting amongst the nobles

¢ Vindice’s hatred of the Duke and family

o Decisive revenge/conflict with the Duke contrasting with Hamlet's delay

o Vindice’s relationship with his mother

o The subtle clashes between the justice of revenge and the rule of law at the end of
the play

32
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LT4 Section B

Assessment Grid 40 marks in total

Total Mark /40

Band 1

Band 2

Band 3

Band 4

Band 5

AO1
Articulate creative,

Understands plays at a
superficial or literal level.

e  Attempts to engage
with plays and structure

e  Engages creatively with
plays and response

e  Clearly informed and
creative response to

e  Sophisticated,
creative and

informed and relevant | ¢  Offers some ideas about response, though not mostly relevant to plays. individual response
responses to literary the plays. always relevant to question. . Coherent and sound to plays.
texts, using | o Some use of basic question. . Some sensible use of argument. . Very effective
appropriate terminology, though this e  Some, not always key concepts. e  Sound and apt organisation.
terminology and may be occasional. relevant use of e  Generally appropriate application of e  Confident,
concepts, and | Errors in expression and concepts and terminology. concepts and sophisticated use of
co_herent, accurate lapses in clarity. terminology. . Expression generally terminology. concepts and
written expression. e  Expression may feature accurate and clear, with | e«  Expression generally terminology.
inaccuracies. some lapses. accurate and clear. e Writes with flair and
accuracy.
10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks
AO2 . May identify a few basic . Can make some points | e Purposeful, detailed . Sound analysis and . Perceptive critical
Demonstrate detailed stylistic features. about use of discussion of use of evaluation of use of analysis and
critical understanding | «  May offer language/dramatic language/dramatic language/dramatic evaluation of
in analysing the ways narrative/descriptive techniques/ structure to techniques/structure to techniques/structure playwrights’
structure, form and comment on plays. create meaning. create meaning. to create meaning. techniques.

language shape
meanings in literary

Occasional textual support.

. Can support some
points by reference to

. Generally clear and
appropriate textual

. Neat and secure
textual support.

. Confident and apt
textual support.

texts. plays. support. e  Sound grasp of e  Confident discussion
e  Can show some grasp e  Grasps implicit implicit meaning. of implicit meaning.
of implicit meaning. meanings.

10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks
AO3 May identify superficial | Can make some superficial, | Makes generally clear and | Makes purposeful and | Productive and
Explore connections | connections/comparisons usually valid | appropriate sound use of specific | illuminating comparisons/
and comparisons | between core and partner plays. | comparisons/connections comparisons/connections connections and | connections
between different between core and partner | between core and partner | comparisons between | between core and partner
literary texts plays. plays. core and partner plays. plays.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
informed by | Can describe other views with | Can acknowledge that plays | Makes use of other relevant | Makes clear and | Mature and confident
interpretations of | partial understanding. may be interpreted in more | interpretations. purposeful use of other | discussion of  other
other readers. than one way. relevant interpretations. relevant interpretations.

Autonomous,
independent reader.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
AO4 . May describe wider . Can acknowledge the . Clear grasp of the . Sound appreciation . Perceptive
Demonstrate contexts in which plays are importance of contexts. significance and of significance and discussion of
understanding of the written and received. e  Makes some influence of contexts. influence of contexts. significance and
significance and | «  Attempts to make connections between e  Clear understanding of | ¢  Sound understanding influence of
influence of the superficial connections texts and contexts. connections between of connections contexts.

contexts in  which
literary  texts are
written and received.

10 marks

between texts and
contexts.

0-2 marks

3-4 marks

texts and contexts.

5-6 marks

between texts and
contexts.

7-8 marks

. Confident analysis
of connections
between texts and
contexts. 9-10marks
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Q.13

"Shakespeare’s primary concern in this play appears to be the delivery of a series
of sharp moral lessons.” In light of this remark, examine Shakespeare’s
presentation of moral issues in The Tempest with comparative reference to Doctor
Faustus.

Overview

The opening of the play with Miranda’s pity and compassion pitched against Prospero’s
apparently severe treatment of the vessel and its crew introduces a moral debate about
mercy, punishment and justice. This “discussion” develops and continues throughout the
play with every one of the characters (possibly not Gonzalo) experiencing some form of
correction, retribution or instruction at the hands of Prospero or his agents. Connections
to Faustus and his overreaching ambition; attitudes towards forgiveness and salvation
and misuse of power should not be too hard to find.

Possible approaches could include:

¢ Miranda is subjected to her father’s will with no possibility of disagreement.
Sebastian must learn to win and deserve what he desires
The royal party must be taught moral lessons through fear (“You are three men of
sin”) and grief
The clowns must be put back firmly in their places
Ariel must learn obedience and uncomplaining compliance
Caliban must be converted to some sort of “civilised” moral code
Alonso must learn the value of a legitimate alliance through marriage rather than
through support for traitors
e Sebastian and Antonio must learn the error of their ways (but it seems they have
been silenced rather than reformed)
Through Gonzalo we learn how virtue is rewarded
¢ Arguably through Prospero’s last appearance we learn tolerance and forgiveness.

Comparative materials might include:

The emptiness of illicit ambition — Faustus’ power amounts to relatively little
The intractable malice of Satan and his crew

The trivial nature of sin/fimmorality through the example of the clowns

The value of repentance/the nature of mercy.
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LT4 Section B

Assessment Grid 40 marks in total

Total Mark /40

Band 1

Band 2

Band 3

Band 4

Band 5

AO1
Articulate creative,

Understands plays at a
superficial or literal level.

e  Attempts to engage
with plays and structure

e  Engages creatively with
plays and response

e  Clearly informed and
creative response to

e  Sophisticated,
creative and

informed and relevant | ¢  Offers some ideas about response, though not mostly relevant to plays. individual response
responses to literary the plays. always relevant to question. . Coherent and sound to plays.
texts, using | o Some use of basic question. . Some sensible use of argument. . Very effective
appropriate terminology, though this e  Some, not always key concepts. e  Sound and apt organisation.
terminology and may be occasional. relevant use of e  Generally appropriate application of e  Confident,
concepts, and | Errors in expression and concepts and terminology. concepts and sophisticated use of
co_herent, accurate lapses in clarity. terminology. . Expression generally terminology. concepts and
written expression. e  Expression may feature accurate and clear, with | e«  Expression generally terminology.
inaccuracies. some lapses. accurate and clear. e Writes with flair and
accuracy.
10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks
AO2 . May identify a few basic . Can make some points | e Purposeful, detailed . Sound analysis and . Perceptive critical
Demonstrate detailed stylistic features. about use of discussion of use of evaluation of use of analysis and
critical understanding | «  May offer language/dramatic language/dramatic language/dramatic evaluation of
in analysing the ways narrative/descriptive techniques/ structure to techniques/structure to techniques/structure playwrights’
structure, form and comment on plays. create meaning. create meaning. to create meaning. techniques.

language shape
meanings in literary

Occasional textual support.

. Can support some
points by reference to

. Generally clear and
appropriate textual

. Neat and secure
textual support.

. Confident and apt
textual support.

texts. plays. support. e  Sound grasp of e  Confident discussion
e  Can show some grasp e  Grasps implicit implicit meaning. of implicit meaning.
of implicit meaning. meanings.

10 marks 0-2 marks 3-4 marks 5-6 marks 7-8 marks 9-10 marks
AO3 May identify superficial | Can make some superficial, | Makes generally clear and | Makes purposeful and | Productive and
Explore connections | connections/comparisons usually valid | appropriate sound use of specific | illuminating comparisons/
and comparisons | between core and partner plays. | comparisons/connections comparisons/connections connections and | connections
between different between core and partner | between core and partner | comparisons between | between core and partner
literary texts plays. plays. core and partner plays. plays.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
informed by | Can describe other views with | Can acknowledge that plays | Makes use of other relevant | Makes clear and | Mature and confident
interpretations of | partial understanding. may be interpreted in more | interpretations. purposeful use of other | discussion of  other
other readers. than one way. relevant interpretations. relevant interpretations.

Autonomous,
independent reader.

5 marks 0-1 mark 2 marks 3 marks 4 marks 5 marks
AO4 . May describe wider . Can acknowledge the . Clear grasp of the . Sound appreciation . Perceptive
Demonstrate contexts in which plays are importance of contexts. significance and of significance and discussion of
understanding of the written and received. e  Makes some influence of contexts. influence of contexts. significance and
significance and | «  Attempts to make connections between e  Clear understanding of | ¢  Sound understanding influence of
influence of the superficial connections texts and contexts. connections between of connections contexts.

contexts in  which
literary  texts are
written and received.

10 marks

between texts and
contexts.

0-2 marks

3-4 marks

texts and contexts.

5-6 marks

between texts and
contexts.

7-8 marks

. Confident analysis
of connections
between texts and
contexts. 9-10marks
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