Lesson Plan: Collecting Evidence and Articulating Themes (Bridget Hatch)

Lesson Objective: Discovering and articulating themes and evidence in short stories by close reading analytically in groups

Total Time: 45 minutes

Unit Underway: Unit One: Close Reading/Evidence

Students’ preparation: They have read the stories in question and answered, in journal form, three general questions (below) about the group of stories (I use Joyce’s Dubliners). We have discussed themes and evidence during class and they have read the corresponding selections from Writing Analytically
Journal Assignment for today

Please answer each of the following questions in a short paragraph.

1. How does the theme of longing for escape from everyday life operate in any two of these stories?

2. Compare the narrative point of view in “Araby” with that of “Eveline”. Why might Joyce have chosen to narrate these two stories differently?

3. Choose the most interesting or striking passage from any one of these stories and explore its significance to the story. Please type the passage out; it should be short.

In Class

1. Themes and Evidence: get into 4 groups- each group gets a story and a question (I have prepared a thematic question for each story)


- go through story/find textual evidence for this question


- try to formulate a complex answer using textual evidence (10 min)


- present your reading to the class- solicit commentary (15 min for all groups to present)

General discussion- arc of collection, common themes, symbolism, close read a few passages submitted by class together (20 minutes)

Lesson Plan: Evidence and Analysis (Kerry Walk, Princeton University)    
Objective:  To get students to perform true analysis of evidence, and move beyond mere paraphrase.

Time:  35 minutes

Assignment sequence that’s underway:  Any!  But I usually teach this lesson early on in the course.

Step 1.  Students read a published sample paragraph (see my choice below) and discuss issues related to evidence and analysis—for example, what’s the proportion of evidence to analysis?  How does the writer set up the evidence?  How does the writer move beyond paraphrase in her analysis?  10 min.

Step 2.  With the tools just created, students read and then assess the student sample paragraph (see my choice below).  What are the strengths?  the weaknesses?  How should the writer revise?  (10 min.)

Step 3.  Students each choose a hotspot from one of the texts they’re reading.  With a particular claim in mind (if possible), they set up the evidence, then analyze it, using the published sample paragraph as their model.  A few volunteers read what they’ve written, and/or pairs exchange writing and discuss, answering the question, “What more could be said?”(15 min.)

Susanne Wofford, from her introduction to the Bedford Hamlet 


Structurally the Globe Theatre evoked the theatrical metaphor and actualized a concern that recurred in a number of Shakespeare’s plays:  the extent to which the human being can be defined as an actor….  The comparison of the human being to actor seemed to celebrate human flexibility and the power to shape the self for good or evil, but as the Renaissance progressed, writers came to recognize that the freedom to play any role, to take on any shape or quality of being—to be the consummate actor—also had its darker side, emphasized particularly by Puritan critics of the theater.  They saw that to take seriously the idea of human being as actor is to accept that there may be no single, intrinsic or essential self (see Agnew 125-35).  This sense of multiplicity is expressed in Hamlet’s own radical use of the theatrical metaphor.  As his father’s ghost disappears, Hamlet responds to the ghost’s command “remember me” with these words:  “Remember thee! / Ay, thou poor ghost, whiles memory holds a seat / In this distracted globe” (1.5.95-97).  He refers here simultaneously to his own head (the globe wherein his memory is lodged) and to the Globe Theatre.  By comparing the workings of his mind to a play being played out on stage, he acknowledges both the theatricality of the self, even the inner self, and his own feelings of fragmentation.  He implies that he finds within not simply the mourner he had insisted on a few scenes earlier but a multiple self, perhaps even a fragmented self, the different parts of which are vying to be chief actor.  “That within which passes show,” Hamlet’s phrase to describe the sincerity and power of his grief for his father a little earlier in the play, thus turns out to be a kind of theater after all.  (10-11)

Mimi, from “Rise to the Occasion?” a paper on the “moment of grace” in Flannery O’Connor’s “Everything That Rises Must Converge”


Perhaps Julian would elicit pity despite his character if he arrived at an epiphany and received grace.  The ideal moment for such a transformation would be after his mother’s confrontation with the black woman.  Julian’s mother, a prejudiced and bigoted woman, inappropriately offers a coin to the black woman’s son (1046).  “‘He don’t take nobody’s pennies!’” (1046), the black woman calls.  In the story’s violent moment, she proceeds to hit Julian’s mother with her handbag, the symbol of this black woman’s (and all black people’s) wealth and power.  As his mother sits on the ground in a state of shock, Julian reprimands, “‘I told you not to do that….  You got exactly what you deserved….  Now get up’” (1046).  As the story progresses, Julian’s mother walks home, ignoring Julian.  When he finally catches her and looks into her eyes, he can hardly recognize his mother’s face.  He suddenly realizes that his mother’s attitudes, not intentionally bigoted, come from a misguided person with human feelings.  He calls out, “‘Mama, Mama!’” (1048) as his mother dies.  In the final moments of the story, “he [jumps] up and [begins] to run for help toward a cluster of lights he [sees] in the distance … but … the lights [drift] farther away … the tide of darkness [seems] to sweep him back to her, postponing from moment to moment his entry into the world of guilt and sorrow” (1048).

