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PREFACE

How to Use This Publication

Success Stories is intended as an introduction to the tiieory and practice of using literature
to teach life skills to persons who are or have been incarcerated. It is not intended as an
exhaustive resource but as a springi)oarci to further investigation i)y interested teachers and

administrators as to the wiiy and how of utilizing literature as an educational tool.

Readers will find three separate sections, each authored i)y a different practitioner who has
used literature in a particuiar environment, with a particuiar audience, in a particuiar

fasiiion. Eacii section contains three elements:

L4 a brief think piece on what makes literature such an appropriate tool for use

with incarcerated persouns;

L4 a ciescription of the way in which that author uses literature (“Program

Profiie"); and

L4 sampie lesson pians for particuiar pieces of literature that each author has

used witii his or her own students.

The pui)iication has been structured in this way to provicie readers a variety of options, as

well as to illustrate the versatiiity and universal appeal of gooci books.

Toward the end of the pui)iication, you will find a matrix of suggesteci reaciings which
inciucies, for each woriz, a ciescription of relevant themes and instructional tips. For those
readers who are aireaciy using literature, this section, along with the i)ii)iiograpiiy foiiowing
it, may be of greatest value. For others who are new to the idea of using literature in lieu
of or in combination with other life skills materials, it may be iieipfui to read the
pui)iication in its entirety.

i



If you know of other practitioners who migl-xt find Success Stories useful, additional copies
can be ordered, free of cl-xarge, from:

Office of Correctional Education
Office of Vocational & Adult Education
U.S. Department of Education
600 Independence Avenue, S.W..
MES 4529
Washington, D.C. 20202-7242
(202) 205-5621

Please also feel free to cluplicate this pul)lication and distribute it on your own.
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FOREWORD

Two of the contributors to this pul)lication have used literature for several years as part of
an innovative program known as “Changing Lives Through Literature.” “Changing Lives”
l)egan ten years ago, when Jean Trounstine l)egan to teach theatre at Framingham
Women's Prison, the most secure {:acility for females in Massachusetts. Over time, she
developed a unique approach in which participants, as part of a group process, blend their

life experiences with the classics to create new works that tlmey then perform.

At the same time, Robert Waxler, the program'’s co-founder, developed a series of novel
and short story discussions for male o{:fenders tl‘xrough the University of Massachusetts,
Dartmouth. Starting with eight men who had a total of 148 criminal convictions between
tlxem, Waxler used the works of Jaclz London and Malcolm X to—in the words of a May

1995 Christian Science Monitor feature on the program—"stir assumptions and expand

the tlxinlzing" of offenders.

Since that time, ”Clmnging Lives” has been duplicated in various county houses of
correction and has been recognized as a successful alternative sentencing option. The
program has been l)rouglmt to national attention tl‘xrough profiles in The New York Times
and Parade Magazine and on The Toc{ay Show.

As an instructor with the "Building Alternatives” program, Meglmn McLaugHin has used
literature in a marlzedly different setting. “Building Alternatives” was funded, in part,
through a grant from the Office of Correctional Education. Based in Portland, Maine,
the program provides youtlmful offenders confined to the Maine Youth Center with the
academic, vocational, and interpersonal skills tlmey will need to transition to jol)s and/or

continued education when tlmey return to the community.

Building Alternatives consists of a comprehensive 16-week training program. The
curriculum focuses on carpentry and the l)uilding trades, but also provides academic
instruction in writing, social studies, science, matlmematics, and literature. All students
participate in a “Values Course,” in which basic values such as lmonesty, tolerance,
industry, and commitment to community are explored tlmroug}) the reading of poems and

short stories and tl‘xrough interaction with carefully chosen guest spealzers.




WHY LITERATURE IN PRISONY

By Jean Trounstine

Correctional educators know well that illiteracy is liiglier in prisons than in the
rest of the population. The stuciy of literature offers many ways to improve
literacy: it gives access to language, reaciing, writing, a shared culture, and one’s
own self. Still, not recognizing the power it has to cliange lives, many teachers slly

away from using literature to teach offenders.

Oﬂenders need instruction in the humanities because the humanities
emphasize values, community building, and cognitive skills. Only if inmates
confront their tllinlzing can tliey t)egin to cllange. Classroom discussion, as well as
reaciing on one's own, can t)egin this process. Students learn t)y ot)serving what
characters do and how tliey solve prot)lems, confront issues, and succeed or fail. In
classroom discussions, students voice their opinions and hear those of others. In
some instances, tliey role play characters. As tlley learn more about their
characters’ roots, tlley become better equippeci to think their way tllrougli some of

life’s prol)lems.

Research shows that in order for education to be effective in prison, it must be
meaningfu’ to inmates. Literature reflects the ciiversity of human experience, and
a teacher who chooses Wisely can find texts that voice real concerns for students.
We have found that men and women often responci to different texts. Altliougll'
Modern American literature is most accessil)le, classic texts can work well, as long
as relevance is souglit. Because literature offers a more complex approacli, it can
open offenders, who have a tenciency to see the world in black and white, uptoa

broader world view.

Eciucating prisoners means ciealing with intense, often personal reactions. Teachers
can use literature to llelp students learn to react with words instead of with violence
or negative behaviors. Without moralizing, literature becomes a way to question,
retlzinle, and rediscover values. Such an education lets prisoners feel a part of a
group rather than outside it, and most important, it prizes each person’s point of

VviEw.
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WHY LITERATURE?

THE POWER OF STORIES
by

Rol)ert Waxler
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Our ideas about literature in prison are based in part on a belief that offenders
often commit criminal acts because tliey operate from a value system that gives
priority to emotions and primal instinct rather than to reason and critical tliinlzing.
We need to cliallenge that single-mintieti value system l)y using novels and short
stories that unfold the complexity and diversity of character and human

consciousness.

Rea(iing is a direct and immediate engagement with language. Discussing what we
read intensifies this engagement, giving us an increased sense of autliority and self-
confidence. As we build language skills, we build life skills. We learn our place
within the world of language. In an important sense, l)y reatiing and discussing
what we reati, we all create our own place in the world. We become productive

citizens.

Good literature can affect the lives of criminal offenders in many signiticant ways.
When tliey interact with good literature, criminal offenders are engageti with stories
and with language that inevital)ly have psycliological, sociological, ethical, and
spiritual dimensions for them. Wlly is this important? What are some of its

implications?

Literature allows criminal offenders to feel personal experiences through
their senses and encourages them to reflect on those experiences. When tliey
read a good story, tliey experience that story as if it were their own because
language and the images created carry a sensuous quality that tliey can feel “on
their pulse." In a sense, literature holds a mirror up to the patterns of life and so
makes people aware of those patterns. Asa result, it lielps criminal offenders to be
aware of themselves, to be self-evaluative, and to develop life skills for negotiating

new relationsliips with those around them.

Literature also contributes to the exercise of the moral imagination.
Because it lielps people see the various dimensions of an experience and makes
them think about the complexity and value of human experience, literature
encourages criminal offenders to empatliize with others and to understand their

inner selves, their motives and behavior.

Literature can teach criminal offenders that tl:ley are not alone. The

experiences tliey read about in a good story are often their own experiences cast in a



different ligllt. In a way, all the stories tlley read are their ovtm stories, and as such,
llelp offenders to understand not only themselves, but also to recognize that others
have gone tlu:ougll similar difficulties.

Literature llelps offenders to understand that there are many ways of
tl)in]zing about a person or an event. Reading a gooct story is like going on an
arcllaeological dig: There are many levels of meaning to discover, and there is
much to explore beneath the surface. In this context, literature draws people away
from the surface of life and compels them to recognize the teelings and interior

emotions of others.

Literature compels criminal offenders to think about their motives and
behavior in new ways. It shows them that actions have consequences. More
important, perllaps, it teaches them that tlley have the al)ility to choose their
actions. Good stories always clarity the boundaries of our mortality and
demonstrate our limitations as human l)eings, but goocl stories also prove that
altllougll we do not have complete control over our lives, we do have some power to

create options and alternatives.

Literature can free criminal offenders from the mincl-forgecl manacles of
their own consciousness by clarifying the experiences of their past and
offering them opportunities to create a future. In this sense, good stories are
intense moments of concentrated time. Too many criminal offenders appear
caugllt in a one-dimensional, present moment. Literature reminds them of their
own past and allows them to compare that past with their present. Consequently, it
allows offenders to sllape events and make judgments about those events. It gives
them an opportunity to exorcize the past that haunts them, the niglltmares that

imprison their minds.

Good stories offer criminal offenders the opportunity to enhance life’s
meaning in other ways as well. A goocl story can, for example, offer a broad and
inclusive picture of the range of human emotions. Tllrougll reading, tlley meet
people that tlley have not known and encounter new and unexpectecl experiences.
Criminal offenders can learn from literature that life has energy and possil)ilities
previously unknown to them.




The best literature always entertains as well as teaches. It can offer adventure
to break the boredom of mundane life, can give us comedy to make us laugll, or
tragedy to make us cry.

Finauy, reading and discussing good literature are closely connected
activities that give power to each other, just as the power of literature is
closely connected to the power of language itself. By its very nature, the use
of language is a social activity; language connects us to each other and to ourselves.
When criminal offenders talk about good stories around a table, tlley are using
language to explore their own selves and, at the same time, interacting with others.
Language gives them the power to express and reveal themselves and to persuacle
and gain understanding from others. When they use language to articulate their
feelings and ideas, they also stop themselves from committing acts of violence.



PROGRAM PROFILE

Running a Program

When i:orming a discussion group for literature, I recommend that each group be
limited in size from eigiit to ten individuals. Altiiougii the participants should
know how to read, tiiey need not be sopiiisticatecl readers. Itis my view that the
facilitator of the discussion should also be of the same gencler as the offenders so
that tiiey can in part iclenti‘r-y with him or her. The offenders should be expectecl to
come to every class ilaving read the stories, and tiiey should be preparecl to
participate in the discussions. As part of their preparation, tiiey can consider such

questions as:

0 What kind of peop]e are these characters in the story?
Q Wiiy do tiiey do what tiiey do?

Q Do tiiey ciiange cluring the story?

QIf tiiey do ciiange, how do tiiey cimnge and wiiy?

Focus Discussion on the Story and Characters

The facilitator of the discussion group should work with the idea that topics i)eing
talked about from the stories mirror themes the participants are wrestling with in
their own lives. However, the discussion should center on the stories and
characters in the texts, not on the individual offenders. It is reasonable to
encourage the discussion to broaden to themes such as male iclentity, male violence,
the behavior of characters facing autiiority, and the relationship between the
individual and the society. But the discussions should always remain rooted in the
story and should always return to examples from the story. In the encl, these

discussions are about literature, not about personal tiierapy.

Draw Out the Voice and Icientity of the Participants

Reacling and cliscussing literature is a process of socialization. Tiirougii such a
process, criminal offenders can reclisco_ver iclentity and voice. The facilitator must
work to draw this voice out and must be convinced that each participant has a
perspective wortiiy of attention and articulation, a perspective that can add

something to the story’s meaning. In the process, all the participants can discover

6

15



not only important lessons about themselves, but also glimpse various patterns of

consciousness that appear to operate within our contemporary culture.

Try to Meet for One-and-a-Half to Two Hours

If possil)le, each session should meet for one-and-a-half to two llours, with
discussion focusing ona coup]e of short stories or a novel each time. I recommend
starting with a short story such as "Greasy Lake" l)y T. Corgllessan Boyle.

One Examp/e

Novels and short stories can have a dramatic effect on people in prison. But for
that to lmppen, offenders need to know that literature can carry persona]
associations and can enthance their own dignity. Thus, it is important to use stories
that directly connect with their lives. Moreover, it is appropriate that discussions
about such stories be conducted in single-gendered groups. Male (or female)
l)onding and camaraderie can easily deve]op tllrougll the reading and discussion of
good stories; part of the clmllenge is to make it clear that it is lmppening tllrougll

language.

I recall meeting one group of criminal offenders for a series of literature discussions
at the University of Massachusetts Dartmouth a few years ago. That was the
l)eginning of our "Clmnging Lives Through Literature Program." There were eigllt
male offenders in that first group, eigllt nien with a total of 148 criminal
convictions. Tlley needed a clmnge in their lives, and I was convinced that
literature could help provide the life skills to l)ring about that clmnge.

One offender, Jeff, had quit school after eiglltl] grade. He had become a drug
dealer, malzing, according to his own story, more money than most col]ege
graduates. ]eff had an impressive niemory and clearly loved clml]enges. Eventually,
he would tell me that the only clmllenge he had found equal to the streets was the

literature discussed around our table.

]eff was 22 years old, with a young daugllter and a dedicated girlfriend. A part of
him was still drawn to the streets and his buddies there, but another part of him
wanted a clmnge from the revolving door of drugs and violence and felt that

literature could help him achieve it.



I have always believed that good literature has a iiealing power. At its best, it can
make people self-reflective and tilougiitful. It can give them confidence and iiope.
And, in fact, during the 12 weeks that these men gatilered to talk about stories
concerned with issues like male identity and violence, literature did prove that it
could ciiange lives; it could make a difference. Interestingly enougii, it may have
cilanged my life as much as it ciianged those of the criminal offenders

One nigiit, for example, we were discussing the novel De/iverance, a story i)y James
Dicl:zey about four suburban men who decide to take a white-water canoe trip
tilrougii the swamps and rivers of the Deep South. The trip along the river grows
increasingly chaotic for these men. It is as if tiiey confront their own wildness in
the rapids, finally uncovering their buried rage. In their rush down the river, one of
them dies; all of them are ciianged utterly. Their trip is clearly a trip into the self,
and those reading and discussing the story take a similar trip and discover new

territory in their own psyciiic terrain.

"As I was reading the novel," said ]olln, one of the offenders around the table that
nigiit, "] was trying to picture myself in the characters’ 'places." ]oiin finally
identified with the character named Ed. Ed is not the macho leader of the group,
but a man who procrastinates until he is called on to deliver. And in the end he
does deliver. As Joiin put it, iie, like Ed, often ilesitated; but in the end, he says, "I
can do what has to be done."

Like Ed, Joiin recognized himself tilrougii his experiences and tiirougii his ai)ility to
reflect on those experiences. Both he and Ed became empowered, found their
strengtii, understood tiley could make choices. Tiirougii that reading group, the
characters in the book and the participants all joined togetiier, came alive, were
bound to each other tiirougii the miracle of language. We siiaped our own
characters i)y recognizing and iorming the boundaries and limitations of the

fictional characters we were discussing.

I have found througii worizing with several groups that on the whole these men love
adventure stories with action-filled plots that hold their attention. Tiiey want to be
spelli)ound, and literature can provide such seduction. But, in the end, it is not the
plot as much as the characters that possess us and then set us free. Itisasifa part
of the character in the story mirrors a part of our own lives, and then we interact
with that character and each other. In the process, we learn important lessons

ai)out ourselves and tiie society tiiat surrounds us.



Sea Wo/j[ l)y Jaclz London is another novel popular with many of the men in these
groups. It is a story of a rugged captain, Wolf Larsen, and his first mate,
Humptirey Van Weyden. Larsen is a man of great passion and rage. He believes
that migtit makes rigtit. By contrast, Weyden is wimpisti at first, but gains in
strengtti as the story evolves. By the end, Van Weyden is delivered, while Larsen

dies. "I used to be like Wolf Larsen," one of the men once claimed. "I ttiougtit I
could manipulate everyone. | was stupid then."

And that is part of the power of literature. It allows men filled with rage to give
that rage stiape, to recognize it, and so tinally to understand it. In some of the
groups [ will ask the men to read Aﬂ]iction l)y Russell Banks. That story is about
the affliction of rage itself. Pertiaps too often, the story reminds the men of their
own families and of the lives ttiey have lived. Ttiey recall the revolving door of
tamily violence and talk about the way such violence is perpetuated, as it is in the

Whitehouse tamily, from generation to generation.

In the process of discussing such a story, these men get to know their own
limitations. The story forces them to ctiallenge themselves and make a choice.
And this is where the tiope comes, the magic, the possil)ility of transformation.
Around the table, that rage and violence take a form created l)y language. The
stiaping power of words takes on its own life, has its own energy, becomes its own
habit. Ttirougti the reading and discussion of such literature, men are initiated
into new dimensions of consciousness stiaped l)y a language that yields

understanding.

Most criminal offenders that I have talked to about good stories have felt isolated
for too long. Ttiey have been pustied to the margins of the mainstream and have,
in essence, lost their voice and their connection to acceptal)le patterns within
society. It is as if ttiey are stuck in a perpetual present moment. Literature tielps
liberate them from that prison, giving them a sense ttiey can create a future for
themselves. Literature gives them the opportunity to see that there are many

perspectives on an event, many dimensions to a moment in time.
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SAMPLE LESSON PLAN

I “Greas ; Lalze" » I

This short story can be handed out at the first session, and the participants can
then read it silently. It should take about a half hour for everyone to finish.

Summary

"Greasy Lake" tells the story of three 19-year-olds (tlie narrator, ]ett, and Digt)y)
who drive up to Greasy Lake, a local liangout, late one niglit to see if tlley can find
any last-minute excitement before tlley head home. Tliey find much more than
tliey anticipated. Before tliey head home in the early morning, it is clear, as the
the story's Bruce Springsteen epigram suggests, that tliey have been "about a mile
down on the dark side of Route 8." The criminal offenders that I have talked with
usually enjoy this story and identity with it, in part because it is a journey from
innocence to experience and in part because it represents an adventure that leads to
the thrill of danger and its consequences.

The story opens with the image of three young men creating their identity from the
cultural signs of the times. Tlley are trying to project an image of l)eing "dangerous
characters" because it is "good to be bad." We learn quiclvzly, tliougli, that these
l)oys are typical middle class, suburban types, going to college, l)orrowing their
parents’ Bel Air car, and living at home over the summer. When tliey get to
Greasy Lake tliougli, tliey lose their lvzeys, and, metapliorically at least, their tooting
in the darkness. It is as if tliey have entered a new territory of consciousness and

experience, and for them it is triglitening and exhilarating at the same time.

At Greasy Lake, the l)oys get into a tiglit with "a bad greasy character," whom the
narrator in a territying rage hits with a tire iron, knocks out, and for awhile
assumes he has murdered. Pumped l)y primal instinct, the three l)oys then attack
the greaser's girltriend, who is saved only l)y the liglits on a car filled with another
group of young men pulling into the parlvzing lot.

10




When the second car, a Trans Am, shines its light on the narrator and his triends,
they bolt for the woods, with the narrator landing in the midst of Greasy Lake
itself. There the narrator seems to wrestle with his own darkness and mortality. In
tact, the narrator discovers a corpse ﬂoating in the water just as he hears the voices
on the shore ready to attack him. The young men on the sl)ore, llowever, settle for
smaslling the Bel Air and eventually leave. The narrator and his friends then
emerge from the woods, discoyer the lost tzeys as dayligllt t)realas, have one final -
encounter with two older girls loolaing for their friend (the corpse), and drive home.
It has been an interesting night, a ride on the dark side.

Starting the Discussion
I usually start the discussion about this story t)y aslaing about the three t)oys:

Q What kind of people are ttley?

O Are they really "bad"?

0 What privileges do they have?

3 How protected are they?

Q Howdo ttley compare with the other characters (such as the "greaser,"
the girltriend, the second group of guys, the older girls at the end of
the story, and the corpse)?

Through this line of discussion, we usually gain a good understanding of these

characters and then move to an exploration of larger questions, such as:

Q Is it easier for someone considered "good" to be "t)ad," or for someone
"bad" to become "good"?

Second Line of Discussion

Related to this initial line of discussion is a second line. The three young men are,
in a sense, on a journey not only to Greasy Lake, but into their own self. When
they lose their laeys, they seem to enter a different world, one that ttley know little
about, but one that is exciting and taps into their own primal energy.

11
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I ask the criminal offenders:

Q What do you think the narrator feels when he starts to lash out with
the tire iron? :
Q How do these feelings relate to the sul)sequent attack on the girl?

In this context, I try to focus the discussion on a pattern common to many of the
stories—and to the lives of the offenders. Itisa pattern that suggests the
seduction and thrill of adventure and violence, but also the destructive force within
that unleasl'ling of raw instinct and energy. We all feel that force and sense its
power. Yet, we must all recognize what it does to our human connectiveness ancl,

ultimately, to ourselves.

The discussion usually turns on the l)eating of the greaser and the potential rape of
his girlfriencl. I then ask questions like the following:

O How do these moments connect to the narrator's encounter with the
corpse in the murlzy lake?

O What does the narrator feel at that moment when he first touches the
corpse?

] Wl’lat must he be tl'linlzing al)out?
Such questions evoke a variety of responses, such as:

He must be tizinleing about the fact that he has gone too ][ar.
He must be tizinleing 0][111'5 own death.
He must be tizinleing about how he almost killed the guy on the shore.

He must be wondering how he ever got in this mess.

Such responses allow us to explore the meaning of the adventure itself, the power
and intoxication one feels when the adrenalin flows and the primal instincts are
unleashed. The result of such a discussion is the l)eginning of a recognition that we
have choices, and an unclerstancling that human experiences are complex and

aml)iguous and often reflect a shared pattern of behavior.
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A Third Line of Discussion

Near the end of the discussion, I will usually })egin to pursue another line of
inquiry. I will ask such questions as:

Q How do these three young men feel as tl'ley head home?
Q How will tl'ley feel about these events in the future?

Q Will they return to Greasy Lake soon?

Q will tl'ley pursue new adventures?

Q Will they be eager for another thrilling encounter?

13
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SAMPLE LESSON PLAN
I Aﬂiction I

During the weeks that follow the opening session, [ usually try to picta books that
offer new ctlallenges and at the same time deepen the understanding of central
themes. The first few weeks I will ordinarily choose books that are relatively short
and easily accessible. Tt is important to ctlallenge the readers’ ttlintzing and literacy
skills tllougll; 80 as we move ttlrougll the sessions, I try to select books of increasing
ditticulty and lengttl. One of the more difficult yet rewarding novels in this
context isA/}qiction l)y Russell Banks.

Summary

Rolfe Whitehouse, the younger brother of Wade Whitehouse, narrates this story
about male violence, small-town lite, tlunting, and tamily traditions and habits. In
a sense, Rolfe wants to rid himself of his brother's tlaunting story and defend
himself against its violence. He also wants to understand what llappened to his
brother and to discover wlly it didn't tlappen to him.

The story’s central tigure is Wade—middle-aged, divorced, living in his small
hometown in New Hampstlire. Wade is a disappointed blue-collar worker whose
best moments were back in lligll school (alttlougtl even then he had to contend with
l)eatings from his tattler). Ttlrougtl Rolte, we first glimpse Wade in a tension-filled
relationstlip with his young daugllter ]ill, who now lives with her mother Lillian and
Lillian's new husband.

It is the l)eginning of the deer tlunting season, so we sense the underlying rituals
and tradition of male violence permeating this small-town culture. We meet:

Q Margie Fogg (W ade's lover and old triend),

Q Gordon LaRiviere (W, ade's boss and power broker in the town),

Q. Battle Hand (Wade's new lawyer for his custody case),

O Evan Twomt)ley (ttle labor leader shot and killed on his tirst day of
tlunting),
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Q Jack Hewitt (Wade's young fellow worker and friend, who reminds
him of his younger self just as ]acl:z's girl friend, Hettie Rogers,
reminds Wade of the young Lillian),

Q Sally and Glenn \4 ade's mother and latlier), and

Q several other characters who lielp us understand not only the
sullering, but the affliction that stands as the great enigma of this

human life.

The story explores the frustration of Wade as a man and his inal)ility to assert
power and autliority, whether over his claugliter or at the school crossing that he
supposeclly controls as a kind of police officer. It traces this frustration back to his
own childhood and to his father's violence, cirinl:zing, inal)ility to show compassion,
and relentless need for control. In the end, Wade himself will spin out of control,
l:zilling his father in an irrational rage to release himself from the violence and the
affliction of his life. He will also shoot ]acl:z Hewitt before disappearing (or so we
are led to l)elieve).

Starting the Discussion

The discussion of this book, like that of so many rich and complex stories, can take
many different directions and can last for several sessions over many hours. 1
usually limit the discussion to two hours, but there is always a lot more to be said.

I l)egin with the opening scenes that show Wade nervous and uncomfortable as he
piclzs up his ciaugliter ]ill and takes her from Concord to his small town. He wants
to love and care for her, but he also needs to control her. He wants to be respectecl
as a father, but he cannot ciiscipline and respect himself. As readers, we glimpse his
struggle; and altliougli it is difficult to lorgive, we understand it.

Using this opening discussion with the group, | l)egin to explore Wade's conception
of the relationsliip between power and manhood, asl:zing such questions as:

Q What does it mean to have power?

Q Wliy does Wade want control over others?
Q Does he have control over himself?

Q Does he control others?
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Broadening The Discussion

Such questions inevitat)ly lead us to other characters, those in positions of power,

for example, but who often appear manipulative and selt-serving.

Q What is Wade's relationship with Gordon LaRiviere?

Q What kind of person is Gordon?

O How about J. Battle Hand?

Q Do these people lielp Wade, or in the end, given their positions of
power, do tliey lielp primarily themselves?

We also discuss Wade's relationsliip to his brother Rolfe anct, further t)aclz, to his
father Glenn. Rolfe has avoided perpetuating the affliction of tamily violence t)y
leaving town, getting a jot) as a teacher who does not connect very cteeply to his
emotions, and never marrying or setting up a tamily of his own. By contrast, Wade
has stayect to struggle in his own hometown and wants at least to regain

responsit)ility as a father. We usually explore this contrast in some detail:

Q Who is more courageous, Rolfe or Wade?

Q Who has set up more defense mechanisms against raw teeling and
emotions?

Q Is Wade a mirror image of his tatlier even tliougti he wants to escape
the legacy of violence passect down from his father?

Q Can he escape it?

Q How does Jaclz Hewitt fit into this pattern?

Q Wtiy does Wade kill Jaclz and Glenn at the end of the story?

Q Are we sure that he does kill them?

Related Line of Inquiry

Orctinarily, I will also explore issues and scenes related to the sliooting of Evan
Twomt)ley cturing his liunting trip. It is never clear whether Twomt)ley shot
himself or was killed (perliaps as part of a conspiracy, perliaps t)y Jaclz Hewitt). The
mystery itself is intriguing and fun to talk about. It also raises sopliisticated issues
about the telling of stories and, t)y implication, the power and autliority of
narrative:

16




Q Who do we believe? Wlly?
Q Do we trust those in power when they tell us something?
a Wlly don't we believe Wade's version of events?

Q Are we sure that Wade killed Jaclz and Glenn, or do we simply accept
that version of the story because of the authority of the narrator?

These are questions that not only help us to think about stories, but about life
itself. They underscore one of the central premises of this project: That goocl
stories help us to change our lives because our lives are stories we can change. In
the encl, the lessons we learn from books have the power to transform all of us.
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WHY LITERATURE?

CRITICAL THINKING
by

Meg’l—xan McLaug’hlin
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Ttle world of the incarcerated prisoner tends to be a narrow and self-absorbed

one. There is a tenctency toward the “woe is me” way of ttiinlzing that makes

teactiing basic skills difficult.

Stuciying literature is an effective means of counteracting that way of ttiinlzing.
Rea(iing a gooci story, we feel less alone. Ttirougti comparing ourselves to the
characters and situations described, we can think more clearly about our own

strengtlrs and weaknesses and about how we responci to various prol)lems and trials.

The narrow world view of many incarcerated people can be broadened ttirougtl the
rea(iing of literature. Good stories teach about compassion and cteepen our
uncierstanciing of human nature, lite, cieatti, love, loss, responsil)ility, and the
consequences of gooci or bad actions. As ttiey become gooci readers, the
incarcerated start to ask questions about the characters’ qualities and behavior,
preciict the action, recognize common ttiemes, and draw analogies to their own
lives. Ttiey become actively engageci in the story—questioning, uncierstanciing,

enjoying, and learning.

Icieally, we should all be ttiinlzing about our places in the world and how we
measure up to particular standards and expectations. Generally, we l)egin this kind
of ttiinlzing and questioning ciuring adolescence. And, while the typical tiigti school
student is guicieci ttirougti literature, tamily intluences, rites of passage, etc., in how
to think about and responci to life’s situations, the incarcerated person, who could
most benefit from this kind of guiciance, is sacily neglecteci.

While the typical education for incarcerated people emptiasizes training in basic
skills, teactiing these skills in isolation often fails to prepare the incarcerated
individual for acquiring other skills. For example, teactiing only for the tiigtl
school equivalency ciegree often ends there. The students gets his or her G.E.D.,
and there ends the quest for further learning. But teach someone to appreciate and
learn from literature, and the result is a person who will continue reaciing,

questioning, analyzing, and learning.

Ttirougti reaciing and reacting to literature, incarcerated students learn to see their
sitautions more ol)jectively, to put aside teelings of tiostility, to stop the habit of
acting impulsively and the tenciency to see ttiings in black or white. Ttiey learn to

move l)eyonci that inarticulate and immol)ilizing sense of “I'm the only one who has
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ever felt this way, 8o you can't teach me anything." Letting the story be the
teacher, the teacher becomes a guide who points out ways for unclerstancling and
learning from the readings.

Finally, as the students become more skilled in the basics of reacling
comprel’lension, critical thinl&ing, and vocabulary acquisition, tlley become more
tl'loughtful, and, hence, more human. Tlley learn to compare characters and
actions to their own lives and to ask the questions good thinkers ask:

Q How should I behave in a certain situation?
Q How can I make my life a better one?

O What can I learn from the world around me?
Q What can my own experiences teach me?

Q Where do I fit in the giant scheme of things?

20



PROGRAM PROFILE

I t)egan at "Builcting Alternatives” iielping incarcerated youtii in an alternative
education program prepare for their G.E.D.’s and learn measurement and the
other math skills necessary for wortzing on a construction site. I also worked to
improve their chances of tincting employment when released t)y siiowing them how

to find jot) openings, fill out applications, and write resumes and cover letters.

Altiiougii "Builcting Alternatives" has been in existence for over ten years, a three-
year demonstration grant from the U.S. Department of Education's Office of
Correctional Education enabled our program to expancl, allowing me to teach
Englisti along with math and life skills. Initially, I taugtlt basic meciianics, e.g.,

rules of punctuation, capitalization, and spelling.

The teaciiing of literature, primarily short stories but also some poetry, came about
because of concern at the lack of any positive value systems within the youtii.
Generally, their tiiintzing was:

We/], I don't care i][I rip someone oﬁ[ as /ong as I don't get caugl‘tt.
Or
It wasn't my fau]t, I was Jrunlz at the time.

Or

E veryone does it.

Since telling others how tiiey ougiit to behave is selclom, if ever, ettective, I decided
to use literature as a way of siiowing situations in which a need for definitive action
is requirect. We read these stories as a group, then discussed the action, the

ciiaracters, and the consequences of their choices.

After the inevitable first reaction of groans at and suspicion of anytiiing new—like
reacling literature—the students t)egan to look forward to the stories and
discussions. I found that tiiey liked reacling aloud and were willing to write about
and responct to what tiiey had read. The youtii graclually learned to form opinions
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l)eyon&, "I hated it/I liked it," to learn new words tlirougli context clues, and
perliaps most important, to l)egin to recognize that literature can teach us

sometliing al)out our own lives.

I used stories such as "The Monlzey's Paw," "The Lottery," and "The Veldt," which
are easily found in most lligll school or early college antliologies. The selections
deal with topics of gree&, acting before tliinlzing, conl:ormity, the consequences of
not liaving positive role models. The situations described easily compare to the
lives of this population, to the circumstances in which tliey offended in the first
place. Further, the topics are ones that are common to the closed world of the

correctional l:acility.

Tlirougli literature, discussions about values can emerge intormally. I told my
students that we were (iiscussing values such as l:rien(isliip, loyalty, perseverance and
compassion because these are what sliape gooci people, gooci relationsliips, gooci
lives. 1 explaine& that the stories had been chosen because tliey embodied one or
another of these values in either a positive or a negative way. Sometimes, | told
them which value I tliouglit was most represented in the story, but encourageci

them to look for examples of other values as well.

I found this overt presentation of our agen&a lielpl:ul later on when we discussed the
stories. With the purposes for reaciing literature clearly presented, it was easier to
lzeep discussion focused on the characters and how their actions could be compare<i
to our own experiences. We could then stay clear of the always-present (ianger of a
discussion degenerating into "war stories," that is, personal tales of mayliem and

crime that turn the classroom into a jail-liouse extension.

I did this, partially, l)y preparing activities around the stories that allowed the
students to respond ona personal level but which aimed at a tliouglittul
contribution as opposed toa quiclz reaction. I also prepare<i several questions about
the readings (iesigne& to lielp analyze and generaliZe them and to lzeep the lesson’s
ol)jectives clear.

Tlirougli rea(iing and interpreting literature, these students became better thinkers
and more able and interested readers. In an engaging way, tliey were preparing
both for their equivalency (iegrees and for tunctioning as responsil)le members of

society——wlietlier prison or the "outside."
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Because the primary focus of Building Alternatives is carpentry training,
conciucting an English class that was effective and interesting was often difficult.
Some of the problems I faced were:

Q worlzing with a class of multi-level students

Q worlzing with students most of whom were either ciesignateci learning-
disabled or "hands-on" learners

Q) attempting to teach various skills without the acivantage of liaving
youtli in the classroom every ciay

L creating interesting and appropriate lessons with little or no money to

spenci on learning materials

The class was structured so that "work-sheet"” type lessons covering a particular skill
such as capitalization, punctuation, or spelling, were presenteci first. These lessons,
given the once-a-week class time, may not have been sufficient for students to
retain the featured skill, but I lzept them in the structure for two reasons. The first
reason may sound odd, but I maintain it's the truth: even tliougli tliey moaned and
groaneci, the students seemed to like the familiarity of liaving a work sheet tliey
could complete and be gracieci on. It gave them a sense of liaving completeci
sometliing and made them feel a little like non-incarcerated, average liigli school
kids. The second reason: the work sheets were a gooci warm-up for the literature
component. Tliey gave me time to gauge who was in a gooci mooci, who was

sullzing or upset, and generally how everyone was feeling that ciay.
Basically, the literature segment went like this:

Presentation of the story, its tlieme, setting, genre
An introduction to the autlior, if of interest

Some type of activity that would tie into the story (see
examples in the sample lesson plans)

This was followed l)y a round-the-table reaciing of the story.
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Reacling the story aloud encouragecl participation and attention and allowed those
of a reacling level below that of the story's to follow along. Because of the range of
aLility levels and personalities, noLocly was made to read aloud, nor was a minimum
lengtl) set. Tl)us, a sl)y or poor reader who nonetheless wanted to participate could
opt to read a paragrapl); better readers could read more. I did set a maximum
length, }10wever, because most people wanted to reacl, and I wanted to be sure there

was enougl) story to go around.

We often stoppecl cluring the story to discuss a word or a pamgmph that seemed
difficult to understand. I encoumgecl comments, whether simply, "Nice guy!" in
response to a nasty character or laugllter ata {:unny part. Sometimes, [ would stop
the reacling to ask if anyone had a guess as to what would lmppen next, encouraging
them to look for clues that would lxe]p them preclict the outcome.

Follow-up activities, like the pre-reacling ones, varied accorcling to the story.
Always, I had preparecl several questions about the action, plot, tl)e'mes, and the
values that were either exemplifiecl or much needed. If the story graM)ecl the

. '
stuclents, nmany of my questions weren't necessary.

[t was important to guide the discussion so that it did not clegenerate into tales of
terrorizing and crime sprees. | learned that once tl)ey moved too far in that
direction, it was very difficult to get the youtl) back to the compamtively staid topic
of themes in literature. Thus, a quicle, "reactions to the story?" followed Ly guiclecl

questions was an effective way to leeep the discussion on track.
I used short stories because tlxey are often more accessible than novels and because
of the time factor. Since I didn't see my students every clay and homework was out

of the question, | used reaclings that could be processecl in one session. I chose

stories based on content, readability, lengtl], and relevance to the students.
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SAMPLE LESSON PLAN

| "The Velcit" I

Summary

"The Veldt" is a science fiction story about a {:amily of four who live in a "Happy
Life Home" which "clothed and fed and rocked them to sleep and playeci and sang
and was gooci to them." The house also features a "nursery" ciesigneci to create
make-believe worlds wished for i)y the children. In the past, the nursery had
created scenes from children's stories and ri)ymes, but now it ciepicts a hot African
veldt with growling lions and vultures nii)i)ling at carcasses. The parents uneasily
visit the nursery, only to run out when the lions rush at them.

Disturbed i)y the "death thougiits" emanating from the nursery but originating in
the children, the parents decide to close up the place and go away for awhile. When
confronted i)y the scene in the nursery, the children cieny the existence of the veldt.
Tiley show their parents a nursery containing a pastoral scene. Realizing their
children are cieceiving them, the parents decide to consult a psychologist before
talzing the children away. The father says, "Ti)ey're insufferable - let's admit it.
Tiley come and go as tiley like: Tiley treat us as if we were o{:{:spring. Tiley're

spoileci and we're spoileci."

As tiley try to sleep that nigilt, the parents hear screams coming from the nursery.
These screams, in a nice bit of {:oresi)aciowing, sound vaguely familiar to them.
Indeed, there is a lot of foresilaciowing in this story. The father finds an old wallet
of ilis, chewed and i)loociieci, on the veldt. The mother is missing a scarf. The

cililciren are COld anci arrogant.

When the psycilologist meets them, he declares that the children are spoileci and
feels that tiley have been let down in some way i)y their parents. The mother asks
her husband what prompteci them to i)uy the nursery in the first place. He replies,

"Pride, money and foolishness.”

25




The story ends with the children luring their parents into the nursery and
slamming the door behind them. Locked in the nursery/velcit, the parents watch in
horror as the lions move in, realizing too late "wliy those other screams had
sounded familiar."

Pre-Reading Discussion

I begin with a discussion on role models. Who did students look up to while
growing up? Was it a parent? Step-parent? Older brother or sister?

This topic is a gooci one for gaining insiglit into the students' lives. Since tliey are
an incarcerated population, their role models typically have been negative ones. |
ask what tliey think the characteristics of a gooci role model would be. Altliougli
examples of bad role models may predominate, Iworlzing togetlier, the students have
come up with attributes of Agoocl ones. Often mentioned are grancimotliers and,
occasionally, teachers. Graciually, what emerges is a picture of someone who is

consistent, caring, responsil)le, someone who holds one to a certain set of
expectations. .

We discuss these questions:

Q Wliy are there rules children must follow that adults don't have to?

Q What are some examples?

Q What liappens when these rules are not made clear or are not
enforced?

@ What about if there were no rules to follow or chores to do? Would
we be better off or would we feel somewhat lost?

Post-Reading Discussion

My students react with horror and surprise to "The Veldt.” In spite of the
foreslia(iowing, no one seems to see where the story is going. Asa result, I have the
olass go back over the story, loolzing for hints on how it miglit end. This can be
more fun than it may sound. I start with the example of the father's wallet:
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@ What did it mean that the wallet was in the velclt, bloodied and
chewed?

Q What do tlley give bloodhounds before tlley send them off to track

someone?

With this gory bit of foreslla,(lowing at hand, the students are able to piclz out

other hints; for instance, the mother's missing scarf, the vultures piclzing at bones,
the children’s' attitudes.

We talk about preclicting the outcome of a story l)y using personal experiences:

Q What llappens when you feel ignorecl and/or don't have enougll to do?
Q Is the tenclency to react with negative emotions or with positive ones?

Q How do the answers to these questions llelp us to understand the
story?

Finally, we turn the question around:

(J How can stories tell us sometlling about our lives?

Q Just because a piece of writing is labeled "fiction," does that mean
there are no truths in it?
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SAMPLE LESSON PLAN

| 'The Lottez" I

Summary of Story

"The Lottery” takes place in a nameless village in a time that could be long ago or
the present. The story opens with the townspeople asseml)ling on what could be
the town green for the annual lottery held on the same date each summer. We do
not learn what this lottery is actually for until the last page of the story. We do
learn that it involves everyone in the village, from infant to old person, and that
some people seem to be uneasy, while otllers, especially the l)oys, are in gooct
humor. Nearl)y is a pile of rocks. The t)oys play around the pile, tilling their
pockets with stones. The adults seem to avoid the pile.

This amt)iguity around the setting of the story and the nature of the lottery itself
creates a tension in the reader. We wonder what the heck is going on. Even a

student who is not familiar with literature should sense something is amiss.

After everyone has been accounted tor, the lottery l)egins. The head of each
household must pick a folded piece of paper from a black box placecl in the center
of the assembled. When everyone has pickect, the papers are openecl. The person
with a black dot on his paper must draw again, along with the rest of his tamily.
The person within the tamily who gets the paper with the black dot, we tinally
learn, is stoned to death t)y the villagers.

The story closes with Mrs. Hutcllinson, the one with the black clot, screaming, "Tt

isn't tair, it isn't right," as the villagers move in on ller, tlu'owing rocks and stones.
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Pre-ReaJing Discussion
Because of the title, I usually l)egin the lesson with a discussion about lotteries:

Q Are the students' parents lottery players?
Q Does anyl)octy know anyone who won a lottery?
Q What are some gooct and bad points about lotteries?

This is a gooct topic for l)reatzing the ice because almost everyone knows a winner
and/or a devoted player. I hear stories about how ctevotectly people play the lottery,
lucl:zy numbers people play, which stores sell the most winning tickets.

The themes of luck and routine lead nicely into a discussion of rituals. When does
a routine or habit become a ritual? What are some common rituals? Even in this
less-than-traditional population, tamily rituals can be found: Christmas ctinner,
llunting season, l)irtllctay celebrations. A writing activity at this point is to have the
students describe a ritual unique to their tamily, community, or group of friends. I
give the students five to seven minutes to write; then tl1ey may tell others what tl1ey
wrote about. The goal here is to elicit some themes common to rituals and the
reasons behind tllem; for example, tl1ey are comtorting to the group, a consistent

act in an inconsistent worlct.

I introduce the story l)y explaining that the lottery in the story is a kind of ritual
for the townspeople and that we should look for examples of ritualistic behavior as

we react .

Post-Reading Discussion

Generally, the initial reaction to this story is one of horror and surprise. Students
are convinced this story took place "a long time ago" and that notlnng like this
l1appens anymore. Alas! Thisis a population familiar with violence, so this
reaction is short-lived and naturally evolves into stories about gangs l)eating up on
individuals, jail house rivalries, etc. Altllougll these topics can llelp students
ictentity with the story, my purpose is to lzeep the discussion focused on the text.
Thus, the tollowing questions:
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Q What rituals in our society are like "The Lottery?" What about
foothball games? Cock fights? Capital punishment?

QO What societal/individual needs do these rituals fulfill? (I have also
l)rouglit up Christians thrown to lions, ancient Roman Bacchanals,
religious rituals.)

Q What values are present in or absent from this story?

Q Are the values of compassion and responsil)ility represented at all?
Can we learn anytliing from their absence?

QO When is it right to go against the majority? How do we know?

Q Isthisisa story about coniormity, or is there more to it?

Q What do you think you would do if you lived in that town?

Q Are the people in the village guilty of murder? Wlly or wliy not?

Q What are our responsil)ilities as individuals?

Once, when we discussed this story, the class unanimously agreect it was a "weird"
story that could never really liappen. Tlley wanted no further discussion. I told
them

O]eay, since you're so sure 01[ the meaning 01[ this story, we will do one
more exercise, then move on. We will have our own /ottery. The
person with the black dot has to summarize the story /[or Joe [our
vocational ed. instructor who was in a nearl)y office, but out of

earsliot].

To these students, summarizing a story was worse than l)eing stoned to death, so
there was a resurgence of interest. We filled a student's baseball cap—several caps
were volunteered—with tolclect-up bits of paper, one liaving that crucial black dot.
As in the story, the students drew their papers, one l)y one. Nol)ociy looked until
the last paper was drawn. With great liooting and liollering, people waved their
blank papers—all but the one who had gotten the black dot. He slumpect down in
his seat, suctctenly the outsider. I called Joe in and explainect that Charles would
summarize a story we'd just read. Joe went along with it. As Charles l)egan, the
students turnect, as one, and hurled their papers at Joe.
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Amazed, I said:

Look what you've just done! You Just stoned to death your
vocational ed. instructor, a man ignorant of the ritual within this
classroom.

There was a slleepisln silence, as they realized this was true.

After that, the class was more willing to discuss the actions in the story and the
possil)ility of aberrant behavior in all of us.
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SAMPLE LESSON PLAN

| 'The Monlzez’s Paw" I

Summary of Story

The story opens with a father and son playing chess on a stormy night while the
mother knits l)y the fire. We see that they are a close famlly, humorous and
affectionate with one another. Soon, "Sergeant Major Morris," an old friend of the
father's, arrives and they all sit l)y the fire. The man regales the famlly with tales of
his travels througl')out the world. The topic turns to a monlzeys paw which the
man had once mentioned to the father. We see vivid foreshadowing about the paw
on page three in these two sentences: "It had a spell put on it l)y an old fakir’, said
the sergeant major, ‘a very holy man. He wanted to show that fate ruled people's
lives, and those who interfered with it did so to their sorrow.™ He goes on to
explain that three separate people could each have three wishes from it.

The story quiclzly becomes spoolzy. The sergeant major mentions one man who
wished on the paw and whose third wish was for death. The sergeant major himself
had wished on the paw, he says, but won't tell his wishes. Insteacl, he throws the
paw into the fire, aclvising the father to let it burn. But the father pulls the paw
from the fire. After the man leaves, the family jolzes about the power of the

monlzey's paw. Tl’)ey decide to wish for money—200 pouncls——tl)en, laugl')ing, they
go off to bed.

The next day, a man comes to tell the parents that their son is dead, llaving been
caught in the macl)inery at his worlzplace. As compensation, the company sent
along—you guessed it—200 pouncls. The experienced reader can predict the
course of the story now. Most of my students cannot. The mother gral)s the paw
and wishes her son back. In the dead of night, there is a horrible thudding at the

door. The mother runs to answer the door; the father runs for the paw "and

frantically breathed his third and final wish.”
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Pre-Reading Activity

Since the vocal)ulary in this story is sometimes l)eyonci that of the students, I do an
informal lesson on uncierstanciing the meaning of words tlirougli their context in

the sentence. I give some examples:

Q She was elated when she learned she was getting a raise. What do
you suppose “elated” means? How would you feel if you got a raise?

@ When his son was three hours late and still not liome, the man was
filled with trepiciation as to what had liappeneci. What do you
suppose “trepiciation" means? How would you feel if someone you

loveci was tliree liours late anci still not liome?

I ask the students for examples of their own, then use a couple of examples from.
the story, which leads to introciucing the "Monlzey's Paw."

I tell the class that the story involves three wishes, then ask if tliey can think of

other stories that have three wishes or three chances or three sons/ciaugliters asa
theme. “Wliy three?” I ask them. “Wliy not four or two?"

By exploring the three-wish structure, we are also realizing sometliing about human
nature; namely, the tenciency to act impulsively, rue the impulse, and find a quiclz

and easy way out of the situation.

Finally, I have the students imagine tliey find a genie in a bottle who grants them

three wishes and to write these wishes down without telling anyone what tliey are.
After we read the "Monlzey's Paw," I ask them if tliey want to cliange their wishes.

Post-Reading Discussion

Initially, I let the students simply react to the story. Some typical reactions are:

Wow!
Was it rea//y the son at the door?

What do you think the guy who wished to die liad)[or his other two wishes?
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We speculate for awhile, then move on to the themes of greeci, impulsivity, and
intertering with fate. I ask:

Q What do ttley think of the idea that fate rules our lives and that only
bad ttiings tiappen when we interfere with it?

Q Do we as a society believe this anymore? Should we?

Q What are some examples of intertering with fate?

Students responci in different ways to these questions. Some believe we are
controlled i)y fate; "Once a ciruggie always a ciruggie," one said. Others oi)ject to
this notion, giving examples of how ttiey have worked to ctiange their lives.
Examples ttiey give of tampering with fate have been ai)orting a fetus, mercy
izilling, and capital punistiment.

Concluding with the students' three wishes is fun. Realizing ttiey haven't ttiougtit
about consequences, some want to ctiange their wishes. One student wished that
life was an endless party, that he could have a girltrienct who looked like Cinciy
Crawford, and that he could get away with stealing anyttiing he wanted.

A few of his classmates pointeci out that an endless party would get i)oring; that he
hadn't mentioned anyttiing about the personality of the girltrienci; and that he
should have just wished for the ttiings he wanted to steal because, even if he didn't
get caugtit, he was still ctoing somettiing wrong.

Derry, on the other hand, made pretty gooci wishes. She wished that she would be
the discoverer of a cure for AIDS, that her father would sober up, and that the
world wouldn't end in a nuclear war. When I told her how selfless and ttiougtittul
these wishes were, her reply was, "Well, T was going to wish to be rich and famous.
But I knew somettiing bad would tiappen from that. So then I tigureci, if I found
the cure for AIDS, I'd be rich and famous anyway."
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WHY LITERATURE?

THE DRAMATIC TEXT
by

Jean Trounstine
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ac hile literature opens us up to our imaginations—anti thus to our

possil)ilities—tlleatre puts imagination into action. We move from picturing a
character whose world may be unlike our own, to identifying, un(ierstantiing, and
trying on new behaviors. Thus, a woman who sees herself on dead-end roads can
lead a nation t)y playing a powertul tigure like Joan of Arc. A man who yearns to
have a better relationship with his brother uncovers a solution tlirougli Biff's words

in A Glass Menagerie.

Being another character also l)tings us out of ourselves. Our preoccupations
with personal issues diminish as we learn to see the world tlirougli someone else’s
eyes. For inmates, known for intense involvement with their own prot)lems and
stark low selt-wortli, this is a meaningtul end in itself.

In a(itiition, theatre exercises, which use voice as well as l)o«iy, allow self-
expression. In the theatre classroom, students get permission to reveal parts of
themselves that may be lii(i(ien, bottled up, or unknown. Embarrassment fades
quicl?ly as classroom norms lead to opening up, a sense of play, and creative action.
Improvisation, where some elements of a situation are unl?nown, furthers these
goals and adds to experimentation of behaviors. Inmates learn to cooperate, to

take chances with positive results, and to be heard.

Researchers have found that inmates need to be humanized before tliey can
rediscover values and reconsider morality. Tliougli tliey are not the only ends of a
drama program, socia].ization, (iiscipline, and the time to think are all
important effects of theatre training. The student who picl?s tiglits with others
has to cooperate on stage. Lines must be learned. Often, research into plays and
characterization affords tliouglittulness and a critical approacli to liistory, music,
art, and language studies. The theatre classroom becomes a place where relaxation
rather than stress is rewarded, where self-esteem improves, where students feel safe
to engage in both tliouglit and action.

There is another benefit to theatre in prison programs: Proponents say such

programs give offenders a positive way of (ioing time and add to a less
(iangerous environment behind bars.
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PROGRAM PROFILE

Ten years ago, | l)egan to teach theatre at Framingl'\am Women's Prison, the most
secure facility for females in Massachusetts. I gradually developed a method which
helps women l)ring plays to life, piecing together their experiences and classic texts
to create new scripts. First aided l)y grants from the Massachusetts Foundation for
Humanities and then developed in collaboration with Middlesex and Mt.
Wachusett Community Colleges, my drama program utilizes literature as its

foundation.

In the Beginning

Danny was convicted of armed rol)l)ery and second-degree murder, but she hoped
on good days for a better life. She was a mother and grandmother who l)rought her
lznitting to classes. She had written poetry, performecl in plays outside, and was

lzeeping a joumal.

Rumor had it that Mamie had committed arson. I knew Mamie as the gardener
who took flowers to people’s rooms, pressed petals and turned them into cards.
She had been unsuccessful at getting a compassionate release, so she battled cancer
alone. When we sat around the table discussing Niglxt, she wanted to know how
author Elie Wiesel got back his faith in God and if she ever would.

Bertie, too, wanted to regain her faith in God. She was 22. Without any family
to support her, she expressed her rage through writing. [ knew she had killed

someone; she knew she was guilty.

Gloria was a battered woman who had murdered her hushand. She told me she
lived in a red room in prison, haunted l)y memories of her past. Her son came to

her in dreams, saying, "Mama, | wish I could have done it for you.”

These women connected me with the ideas and feelings that Shalzespeare’s plays
express. Like Lady Macbeth, the prisoners felt their hands would “ne’er be clean.”
They seemed, like Shalzespeare’s characters, larger than life, and I imagined his

work might lead me into their world, and, on occasion, lead them out.
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At our first gatliering ten years ago, | announced to the women, all of whom had
volunteered, that we were going to do The Merchant o/[ Venice. Altliougli tliey
already knew me as their college Englisli teacher, ttiey still pictzecl up their scripts
tentatively. Tliey insisted the play was too long and made wisecracks about words
like “thou” and “hast.” I decided then and there that we would read the play aloud;
I'd tell them bits of the story as we went along, enal)ling them to feel successful.
Then, back in their units ttiey would reread, altliougli many had clitticulty focusing
because of personal prol)lems or the prison environment itself. Reacling aloud in

class was always optional, since some strugglecl with language; still, most wanted to

try.

In the classroom, the prisoners felt liberated enougli to immerse themselves in the
play. Tliey understood the text on an intuitive level, laugliing at Sliatzespeare's
jotzes and ell)owing each other at his l)awcly lines. Tliey arguecl about Sliyloctz's
intentions. Was he just a rotten guy with a lot of money who would stop at
notliing when crossed? Or was he driven to revenge because his claugliter had
l)etrayecl him?

We studied the play for three months, watcliing videos, learning about Elizabethan
customs, trying on periocl costumes, and comparing great pertormances of the past.
I also put the women on their feet with acting exercises. Stancling on stools on
opposite sides of a room, tliey wliisperecl or shouted lines of a scene to one another.
I wanted them to learn that Sliatzespeare's language was tied to action. Then one
woman said to me, “If we're going to do Sliatzespeare in liere, we have to do
Sliatzespeare so that everyone gets it, even the Latina women who don't speatz
Englisli." That means, said Rhonda, “we have to translate the script.”

At first T balked. Cliange Slialzespeare's words? Use modern American speecli?
But ttiey wanted to do a play for their community. And thus l)egan what now has
evolved into our method of wortzing with text. Togetlier, after much discussion and
several react-tlirouglis of the play, we paraplirase the text, allowing the prisoners to
internalize the language. By l)ringing their lives to the play, this new script reflects
both the text and the prison community. In the original text, Sliyloctz' tells
Bassanio, best friend to the mercliant, that he distrusts Antonio: “Wliat, wouldst
thou have a serpent sting thee twice?” In our version, he says, "Oli,. I suppose
you'cl have a pit bull attack you twice?” In the end, we always tzeep parts of the
original, aclapting the rest.
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We decided to perform the trial scene, setting it in New York's 1920 gangster era,
with Antonio, the wealtlly and powerful mercliant, as a Mafia boss. Portia was to
be unciisguiseci, the only woman in a man’s world, sometliing women in prison
relate to. We saw Sl)ylociz as a recent Iewisli immigrant to America, an outsider.
As the tensions mounted between Sl)ylociz and Antonio, we l)opeci to ask the
question, “What is justice?”

By casting Danny, an older woman and leader in the prison, as Antonio, the
prisoners related not only to the play but also to the specific woman and her role in
the prison. This double level of casting let the audience gain more access into
Sliaizespeare’s play. The literature then took on a life of its own. We weathered
actors missing rehearsals for coveted doctors’ appointments, visits, or ciisciplinary
reports. | rented costumes, had the inmates lielp in painting a i)acizcirop and

creating a set, and got permission to i)ring in props and maizeup.

As women pileci noisily into the gym the evening of our first production, I worried.
We were stacizing the deck against Sl)ylociz tlu'ougliout the play, l)oping for the
turnaround that Sliaizespeare’s script promises. The audience proveci to be as
involved as the performers, and we were not disappointed. When Antonio forced
Sl)ylociz to convert to Cliristianity and when Gratiano leapt forward, spitting on
Shylociz, our jucige took away Shylociz’s yarmulize, symi)ol of his religion. It was
more than the audience could bear. “That’s colci," cried out one woman. “You
can't take away a man's faith,” called out another. Tliey had understood: There
are some tliings you cannot do in the name of justice. For these women, sympatliy
for Sllylociz meant sympatliy for tliemselves, for tliey, too, are outsiciers; tliey, too,

are recieemai)le.

Out of Darkness

By stepping into the shoes of another, prisoners i)egin to see their lives more
clearly. By aciapting a play, tlley learn language and liistory, and gain access to
classic texts. Performing for their peers i)rings self-esteem. To those who are
uneducated and who describe themselves as “ciumi)," “unimportant," or “unliearci, "
Sliaizespeare seems out of reach. To put what is considered most difficult within
reach is perliaps the greatest lesson. Life again offers possii)ilities.
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Each of the nine plays I have created with the women have offered them a way
back. They all have characters who intrigue, plots that the prisoners can relate to,
ideas that cause discussion, and enclings that are ultimately hopeful.

QO With Hawthorne's The Scarlet Letter, we dealt with AIDS and with
the idea of l)eing branded.

Q Lysistrata , A.risiophanes’ famous peace play, advocates that women
withhold sex from their husbands until the men say no to war. We
set it in Washington D.C. in 1918, and the women learned
Suffragist history.

Q Rapslxrew, our rap version of The Taming o][ The Shrew, allowed
prisoners to blend song and dance with Shalzespeare.

Q Clifford Odets’ Waiting ][or Lefty gave women a chance to learn about
the labor movement in the 1930’s.

QO Jean Giradoux’ Madwomen o][ Chaillot became The Madwomen o][ The
Modular, upclatecl and set in prison.

We have also aclaptecl and performecl ]osefina Lopez’ modern play, Sfmp/y Maria,
about a young Mexican-American woman fincling her way in a new culture, and the
old chestnut, Arsenic and Old Lace, which was uproariously funny. However, I
emphasiZe classic texts because they both give distance and offer universal issues.
Some students like Gloria need to overcome their belief that “Shalzespeare is white

man’s theatre” and discover that great texts l)elong to all of us.

Certainly, the constraints of prison present challenges. Women get transferred,
sent to Maximum Security, locked in their units; tlley have visits, give up and drop
out. Space to perform can be an issue. Hauling costumes and props through
security is tedious; one year it took two hours for clearance. We slzip lights and use

minimal sets, and inmate artists always volunteer to make posters.
However, even small procluctions or scenes proclucecl in a classroom engencler

excitement. Aclapting a piece of literature for the stage teaches prisoners to put

feet under their dreams, give wings to action.
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SAMPLE LESSON PLAN

| The Merchant oﬁ Venice I

Organizing Prin cip/cs

Using this text with 8 to 12 students allows all of the participants to have parts and
a few students to drop out during the course. Make sure all can read reasonably
well, although some may be uncomfortable reading aloud. Since students
eventually help each other understand the story and you will be assisting with
pronunciation and meaning, | encourage students of all levels to join the class.
Usually, there is a mix of strong readers and those who can barely handle the
language. The important point here is to encourage diversity, which usually

broadens discussion.

Pre-Text Activities

Before giving students the text, bring S}mkespeare into the classroom. 1 borrow
costumes and have women try on articles of period clothing as we discuss the
Elizabethan world. The costumes offer them a chance to dress up, and for women
who have lost much of their childhood and now must wear blue or Hac]e, thisis a
treat. Costumes also allow students to sink into a different culture in a non-
threatening way. BEveryone looks silly in pantaloons and hoop skirts, and the

experience enlightens them as to how different our world is from Elizabethan

England.

Music and film clips can also set the tone, as can picture books and anecdotes. For
example, I tell them how even wealthy people didn't take baths for health reasons,
often wore one set of clothing (c}mnging only the armholes), didn’t brush their
teeth, and used mint leaves for sweet-smelling breath. The idea is to grab the
students’ attention and interest them in a subject many have rejected or felt
rejected by them. In order to let students’ imaginations take hold, I resist showing
Merchant films until after we have read and discussed the text, but a film that gives
inmates visual images of the period works well. Allow one to three classes of

bac]eground.
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The Text

When introclucing Merchant, 1 l)egin in a circle, l)y telling the story of the play,
eml)ellishing the plot, and clescril)ing the characters with flourish. Unlike in a
reading group, where I expect students to read the play first, with a piece of
dramatic literature, I find starting with the story grabs attention and facilitates the
reading process.

Here is how we might Legin: “Antonio was a merchant, sort of a Lig-time gaml)ler
who had money to spare as long as his ships came in.” Intrigue your students with
references they can relate to: “Portia is a lawyer, but had to clisguise herself as a

. . ”
man in order to succeed in the courtroom.

In that vein, I introduce each scene before the students read it aloud. In the
Leginning, I give them parts somewhat ranclomly, offering a woman who mostly
spealzs Spanish a one-liner; a better reader, a more difficult part. However, women
also ask to read certain roles, so I try to give all a chance to read whatever appeals
to them. In between scenes, we talk about the characters and what they have
understood. They ask questions and often comment on what they like or don't
like. I ask them to go over what we read in class between classes, but with
Shalzespeare, many don’t. This process of reacling aloud and getting a goocl grasp
on the text takes four or five hour-long sessions.

FOC“S On A Scene

After we finish the whole play, I often try to choose a single scene to focus on,
since this helps lzeep the students from feeling overwhelmed. Also, if you are going
to eventually perform, whether in class or for a larger audience, a single scene
running about 30 or 40 minutes is a goocl amount to tackle. Our longest-running
play was one hour and fifteen minutes, and we all felt it was a bit much.
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The Merchant of Venice is a particularly apt play to do with female prisoners because
it expiores issues of:

= how women get power
= racism

= the ambiguity of crime
= the ambiguity of love

It also lends itself to a variety of interpretations. Finally, there are films available
portraying Siiyiociz, the classic outsider, as both revengefui and sympatiietic.

With Merclxant, the trial scene works well because it asks students to think about
questions of justice. Try to look at the question of “what is justice” i)y getting
students to talk about it from the points of view of different characters. For

example:

O How does Siiylociz see justice?

Q What difference does his daugiiter's desertion make to his
perceptions?

QO What does Portia i)ring to the scene and how does she envision
justice?

Encourage students to try to examine the scene from different angles. At this
point, film clips may be useful. Seeing different performances of a scene tiiey have
read allows students to grappie with contrasting interpretations.

Asi?ing students to write about their reactions to the scene deepens engagement.
Reactions to the rea<iing or to different characters may serve as a springi)oar& to
discussion. When I produced Merchant, 1 also asked students to write interior
monologues from different points of view.

O What is Portia thinking when she enters the room?

Q What is Bassanio's relationship with his friend Antonio?

Q What is realiy going on inside Siiylociz's head when he demands a
pound of flesh?
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These kinds of questions lead students into a variety of points of view. “I never
imaginecl I could feel sympatl)y for Sllyloclz,” said an inmate, “but he really had it
rougl). Imagine, your wife is dead, and then a few years later, your claugl)ter runs

”
away.

Improvisation

An effective format for my two-hour classes was one hour of discussion and one
hour of acting. However, other formats could be used. The basic idea is to get
students on their feet. Improvisation, where situations are set but lines are made
up, enables the student to try his or her hand at playing the character and exploring
the character's reactions. Improvisation engages students in another dimension of
the play. Before inmates memorized the scene, tl'ley acted out the basic conflicts,

malzing up lines, in order to more cleeply understand characters’ motivations.
One example is this typical improv set-up taken from the script:

The magistrate (lznown tousasa juclge) was visited l)y Bassanio
and his friend Antonio to try to undo the bond made with
Sllyloclz. Before Portia enters, the juclge is telling the two men

that a new lawyer will arrive to handle their case.

Thus, an improv is set up for the students to act out: What will l'lappen when

Portia enters the room?

New unclerstanclings of the characters can be found tllrougl'l such improvisations.
Our juclge, when responding to an unclisguisecl Portia entering the courtroom,
looked over at her slzeptically. He realized that Portia was a “she.” Sllalzespeare's

original line for the Duke of Venice was quite formal:

You hear the learn’d Bellario

What he writes

And Ixere, I take it, is the doctor come.

Give me your hand. Came you from old Bellario?

Our actress, playing the male Duke as a court juclge, says to Portia:
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You heard what Bellario has written. I take it you 're the famous
/awyer? Times certain/y have clxanged, women in the courtroom.
Are you any gooJ, lxoney?

We later used these lines in our final text. Improvisation is one way to help
students find their language and a.clapt a text for a performance.

Creating a Text

Even without improv and theatre training, a literature teacher can help students get
more deeply into the text. Have students settle on parts for an “adaptation

. ”
session.

Beginning with the focus scene, go through the original script, having each actor
paraphrase her lines. I suggest writing down the new lines as you go along (having
an assistant is the easiest route), so that you can use this new text for any sort of
performance you choose. The aclaption, comprisecl of pieces of the original
Sha]zespeare and the inmates’ vernacular, often has its own truths that enliven the
original text. When students get tongue-tiecl, I let other members of the class help

them, so that everyone participates in creating clialogue.

Usually, these aclaptation sessions happen after we have decided in what era we will
set the play, since we often change time and place for performance. I still
encourage women to use metaphors that come from their worlcl; vernacular mixed
with original text enables them to “own the language," as was the case with the
“serpent sting” to “pit bull bite” change in The Merchant o]( Venice.

Students often volunteer to type the aclaptecl scripts. But if this is not possil)le, I
do it for them, aclcling any cuts we made in cliscussion, lines discovered through
improv sessions, and stage directions from the original text that I feel are
important. I put each new script, typed, in a folder for each inmate. The next step
is the stage.
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SAMPLE LESSON PLAN

| The Bluest Eze I

Toni Morrison's The Bluest Eyeisa difficult but rewarding text for students
outside prison and certainly for groups of female inmate readers. Like The

Merchant of Venice, it provi&es a way into their lives. However, unlike Merchant,
The Bluest Eyeisa novel, and I do not adapt it for the stage. Still, it requires

innovative teclmiques to engage students.

Summary ofStory

The story details the life of two young girls as they seek to understand their growing
up and the community around them. It contrasts the worlds of rich white Ohioans
with the poor blacks of rural Lorraine; the tough but normal childhoods of sisters
Claudia and Frieda McTeer and the traumatic growth of their friend, Pecola; the
trust and playfulness of youtll in the face of adult alcoholism, racism and sexual
abuse. Pecola yearns for blue eyes; that is, she yearns for what she, as a black girl,
cannot have. Raped l)y her father and unprotected l)y her mother, Pecola
eventually “gets” those blue eyes. Itis Claudia and Frieda, and thus the readers,
who learn from her sad tale. We are the ones who can cllange the cycle of despair.

Morrison'’s language, poetic and filled with a sense of place, draws students in, but
also demands a focused reader. Because they are so drawn to Pecola’s yearnings,
women inmates often lose pieces of Claudia's story. have found questions a way
to broaden the l)oolrz, allow students to reflect on their lives in connection to its
themes, and engage the women in the idea that because of Pecola, there is llope for
the community.

Pre-Reading Activity

When the book is assigned two weeks before we l)egin the discussion, I tell them a
bit about Toni Morrison and some of the sul)jects of the book. It seems important
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to let students know that they will be reading about the roots of racism and abuse
so that they might recognize the potential power of the book on their psyches. I
also think it is important to establish a class community before introducing this
text since it asks us to tackle issues about which the women have strong feelings.

This endeavor requires trust and a certain degree of l)onding.

Post-ReaJing Discussion

When the group has gathered, we l)egin l)y each taking a turn responding to the
text. No one interrupts while each reader has a chance to say whatever she feels
and thinks about whatever aspects of the text she chooses. The initial comments
give students a chance to hate Cho”y, the rapist father; pity Pecola; ignore the
sisters; wonder why we read such a depressing book; or, occasionally, ask for what
more they can read of Morrison’s. This is where we rea”y l)egin, with the intention
to let them discover that there is more to the book through all our eyes. This pre-
discussion respoise also sets a tone: we all have a right to our opinions; we all have

responses that will be valued; we each need to listen as well as be heard.

Using a “Dick and ]ane" reader from the 1950s, 1 read aloud, show-and-tell
pictures, and then ask students to consider what Morrison is doing with the
opening of her text. This opening, a sort of “Dick and Jane” run wild, repeats itself
throughout the text. Morrison takes the idea of the American {:amily and
condenses it in order to show how most of us do not have “white piclaet fence”
per{:ection. Most students have overlooked this because they don’t understand it;
the focus suggests lOOlQing closely is valuable. After looking again at the language,
they l)egin to figure out how Morrison is setting us up to understand that, unlike in
“Dick and ]ane" readers, there is no perfect house, no white pic]raet fence, and
certainly no per{:ect family. They start to enjoy finding all the broken passages in
the text that they overlooked first time around.

I ask them to think about who Claudia is and what the difference is between her
l)aclrzground and Pecola’s. They surprise themselves l)y rememl)ering details:
Claudia’s mother took care of her when she was sick; her {:amily took in Pecola; her
father protected them when the boarder, Mr. Henry, “touched” Frieda. They l)egin
to think about Claudia as more than teller of the tale.
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Each character comes under scrutiny, as we attempt togetller to uncover the
multitude of Morrison’s truths.

Q How do we learn to feel ugly?
O What does Pecola’s life show us?

As rapidly as the questions come, they l)egin to fill in the blanks with “mean
neighl)ors like Maureen,” or “parents that tell us we're worthless like Pauline.”
Often, I ask them to underline language that they like, pllrases that stick out.
Maureen Peal, the little girl who taunts Pecola, has “lyncll rope' l)'raids," someone
will always say; and I ask them wl)y Pecola is taunted l)y both the black and white
community.

It would be easy if we could let our students rest with partial understandings of
reality, but great literature does not afford that. Morrison allows us to understand
the rapist. Aslzing the women what happened to Cholly forces them to look past
their hate. As they l)egin to see him, too, as a troubled child, a black man beaten

down l)y a white society, they open themselves to more than one way of loolzing at

the world.
Pauline, too, presents them with a dilemma.

Q Wlly does she abuse her child?

Q Howdo you then explain that beautiful passage of tenderness between
Cholly and Pauline?

Q What does Morrison want us to think?

One woman was so furious at Pauline for staying with Cholly that she said she
would have prefen'ed her indentured servitude as a maid to the white missus. The
class challenged her insistence on that way of seeing. Morrison makes us see that

there are no €asy answers.

As the women sort through their new understandings from our discussion, they
l)egin to offer new responses. Tl)ey comment on how hard it is for all these
characters to survive. Tl)ey talk about how even the bluest eyes don't l)ring
happiness or ensure fitting in. Tl)ey stop consiclering some characters “bad” and

others “good." Even Soaphead Church, the minister-gone-wrong who provides
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Pecola with her prized eyes, has a story worth telling. And hating a character tells
us something about the hater as well as the character.

“Where is the l)eauty in this book?” I ask them over and over, not with that
question but with all the questions, finding that we are unsilencing the silenced for
all of us. “Claudia is a tree, and all the rest of them are Laml)oo," one woman said
at the end of a class. Another replied, “It may be too late for Pecola, but it is not
too late for us.”
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Novels

Text and Author

Afﬂich’an
by Russell Banks

Plot/Themes

Family afflicted with alcoholism
and violence. Good for discussing
(1) meaning of fatherhood; (2)
family violence and chemical
dependency; (3) growing up and
living in small town New England;
(4) violence, hunting, and

manlmoc].

Tips

Somewhat difficu]t, but very
rewarding reading experience;

compelling drama and characters.

The Bean Trees
by Barbara Kingsolver

A young woman accidentally
becomes the mother of a young
Native American child and raises
her in the Southwest. Themes of
intimacy and independence in
women, Native-American values,

and parenting as a learned skill.

Students love this l)oolz, which
leads to good conversations about

parenting.

The Bluest Eye
l)y Toni Morrison

A sad African-American girl who
desperately wants blue eyes to fit
into a white world is raped l)y her
father; the community grows and
learns from her tragedy. Good for
discussing (1) conventional values
of white America internalized; (2)
18sued of racism and color lines;
(3) complexity of growing up black,
poor and female in America; (4)
issues of family violence and
manhood; (5) values passed from
generation to generation.

Somewhat diﬁicu]t, very rich

language, provocative gcenes.
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Deliverance

by James Dickey

Four buddies take a white water
canoe trip down a raging river.
Good for discussing (1) journey
down the river as journey to
discover self in unknown territory;
(2) dependency vs. self-confidence;
(3) who survives best in
contemporary world; (4)
restlessness of comfortable life in
suburbia vs. energetic rage of
primal nature.

Good adventure, especiauy once
tliey hit the tapids; provocative

gcenes.

Dinner at the Homesick Restaurant
l)y Anne Tylet

A terrific novel set around a
family's longing for communion
and their inal)ility to finish a
family 'dinnet. Themes of family
as wounder and healer, longing for

home, the lonesomeness of place.

A great starting point for a
discussion on family dynamics;
opens students to diverse points of

view.

House on Mango Street
l)y Sandra Cisneros

A poetic novel about the lives of
Chicana girls growing up in
Cliicago. Themes of growing up
in a new culture, the questions of
leaving or not leaving the
neiglil)orliood, women as guides
for each other.

Much imagery worth discussing.

Night
by Elie Wiesel

A moving memoir of a father and
son in a Holocaust concentration
camp. Good for discussion of (1)
journey into darkness and “niglit";
(2) ethical responsil)ilities in
extreme situation; (3) a world
turned upside down; (4) father-son
relationships. Invites a look at
preiudice, genocide, politics.

A harrowing story; easily accessible

language.
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Of Mice and Men
by Jol‘m Steinbeck

Two pals seek the American
Dream (]uzing the Depression.
Good for Jiscussing (1) meaning
of friendship and responsibility; (2)
self-interest vs. sense of
community; (3) meaningful
dreams vs. inusions; (4) women in
a male environment; (5) loneliness
and individual isolation.

An accessible story with interesting
characters.

The Old Man and the Sea
Ly Ernest Hemingway

An old man in Cuba goes after the
“big fish.” Good for discussing (1)
heroism of perseverance and
enc]utance; (2) need to follow your
own Jestiny and discover fullness
of self tln'ougla continuous testing;
3) values of internal strength and
self-lznowlec]ge VvB. marlzetplace and
external goods; (4) journey into
Jeep ocean equals journey into

Jeptl:s of the self.

A compelling story, accessible,

moves quiclzly.

One Day in the Life of Ivan
Denisovich

Ly Alexander Solzlienitsyn

One man's Jaily life in gulag
prison under Stalin. Good for
discussing (1) the value of the
simple things in life; (2) surviving
as happiness; (3) the honesty and
importance of manual labor; (4)
the meaning of everyc]ay life.

Somewhat difficult because of
names, etc.; short and
straight{orwarcl story.

One Flew Over The Cuclzoo's Nest
Ly Ken Kesey

Characters in an insane asylum try
to discover freedom and ganity.
Good for discussing (1) the
establishment vs. rebellion; (2)
meaning of individual freedom; (3)
security of conformity; (4)
repression of passion and desire for
mechanical behavior of Jaily life.

Moc]erately Jifficult; larger-than-

life characters.
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The Sea Wolf
by Jack London

Menona sailing boat with
monomaniac as captain. Good for
discussing (1) survival of the fittest
and migl'lt makes tigl'lt; (2) need
for more than pl’:ysical l)rutality
and energy; (3) idealism (soul) vs.
realism (body); (4) the need for

feminine presence (love).

Good adventure and compeuing

characters.

Their Eyes Were Watching God
l)y Zora Neale Hurston

Eatly 20th century novel about a
woman who holds onto dreams in
spite of disappointment and finds
love.

The dialect is cl’:allenging, but the
theme of what makes a loving
telationsl'lip becomes food for

thought.




Short Stories

Text and Author

“After Twenty Years”
by O. Henry

Plotfr hemes

Two friends agree to meet in 20
years to compare their fortunes.
One is a jewel thief, the other a
cop who knows what his old friend
has become. He sends a fellow
policeman to the reunion, not
l)eing able to make the arrest
himself. Themes of choices we
make and Eriendsllip.

Tips

Because of dated s]ang, can be difficult
for the novice reader. Story moves
quiclzly and its sentimental nature,
thougll dated, usual]y affects the readers.

“Everyday Use”
by Alice Walker

A story that contrasts the values of
home and tradition with
education; a Jaughter returns to
her Southern roots and a mother
stands up to her for the first time.
Themes of sil)]ing riva]ry,
education as improvement or
hindrance, rural Eamily va]ues, and

heritage and how it should be used.

Asl'aing students which daughter they
identify with leads to interesting

conversations.

“Greasy Lake”
l)y T. Corghessan Boy]e

Three young men ]oolzing for fun
end up at their old llangout but
discover more than expected.
Good for discussion of (1)
un]easl'xing of violent passions;

(2) confrontation with mortality;
(3) the need for exploration of self,
but also recognition of limits of
human self; (4) movement from

innocence to experience.

A wonderful short story; a good
ice-breaker for a series o

discussions about nove]s, etc.
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“How Much Land Does a Man
Really Need?”
by Leo Tolstoy

For a small amount of money,
people can get as much land as
tlley can walk between sunrise and
sunset. Theme of greed.

The story may be difficult for some, 80
you may want to stucly difficult
voca.l’:ulary beforehand and prepare an
introduction about serfdom and wlly

llaving one’s own land meant so much.

“I Stand Here Ironing”
l)y Tillie Olsen

A wonderful motller-daugllter
story about a parent’s sttuggle in
the Depression. Themes of
motller-daugllter relationsllips,
single parent llar(lsllips, hard love.

Easily accessible; a great read-aloud and
even better while ironing.

“The Lottery”
lJy Sllirley ]aclzson

Townspeople gatller for the annual
lottery in which the winner is
stoned to death l)y the others.
Themes of conformity, the need
for rituals, the temlency toward a
peclzing order.

Talk about lotteries and rituals
beforehand. Since the reader doesn’t
know what the drawing is for until the
end, it is goodito prepare follow-up
questions and hints for anticipating
where the story is headed.

“The Monkey's Paw”
by W. W. Jacobs

A llappy farnily 18 destroyed when
tlley succumb to the temptation to
make three wishes on the
monlzey's paw. Themes of
tampering with fate, not l)eing
llappy with what you have until
you lose it, “if it looks too good to

be true, it is.”

Talk about the “three” theme prevalent
in fairy tales; how humans often act
impulsively, etc. Have students write A
three wishes before reading the story and
talk about them afterwards.

“The Most Dangerous Game”
by Richard Connell

A famous hunter becomes the
hunted when he swims to shore on
a remote island owned l)y an
eccentric hunter who has become
bored with traclzing mere animals.

Themes of living l)y your wits, of
l)eing friglltened and hunted.

Good for getting people interested in
reading; works well with incarcerated
students, many of whom have been

hunted in one form or another.
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“A Retrieved Retribution”
l)y O. Henry

A reformed jewel thief exposes his
nefarious past when he uses his old
safe-craclzing tools to rescue a little
girl from a bank vault.

Kind of corny but effective, this story
can generate interesting discussion on
what it takes to make people c}xa.nge for
the better.

“The Sniper”
l)y Liam O'Fla}lerty

A sniper in Northemn Ireland
shoots at an enemy soldier,
discoveting later that he has killed
his own brother. Theme of

romanticizing war.

A fairly quiclz read and goo&l if time is
short or the class is distracted because it
quicuy gets into the action. Could
relate it to gang wars, the Civil War, or
families who split up.

“Sweetheart of the Song Tra
Bong” from the novel The Tltinys
Tltey Carried

l)y Tim O’Brien

A young woman flies to Vietnam
to visit her fiance. She ends up
loving the place, the combat, the
aura of the jungle, and changes
from the innocent Mid-westerner
her l)oy‘ftiend still is. Theme of
changing, moving on, and how war.

affects people.

Some background on the Vietnam War
and the nature of the times is helpful for
younger audiences. This is a lengthy
story, but its spool'zy and fantastical
nature lzeeps readers absorbed.

“The Veldt”
by Ray Bradbury

Science fiction tale of a “Happy
Life Home” where everything is
done for the family, with the result
of children who are hostile and
arrogant. Themes of what
happens when physical needs are
taken care of but emotional needs
are not; the effect of role models,
lack of responsibilities, Eeeling of
uselessness.

Good story for tallzing about mentors,
good and bad influences.
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Plays

Text and Author

Plot/Themes

Tips

The Doll's House A wife finds herself sul)jugatecl in Elicits great discussion of
by Henrik Ibsen marriage, leaves in order to grow. independence and marriage.
A serious p]ay with themes of
marriage as a force for change, the
female role, and male-female
re]aﬁonships.
The Merchant of Venice Themes of justice, religious/racial Showing film c]ips of different
by William Shakespeare intolerance. When his ships are interpretations of the roles
reportecl lost at sea, a merchant (especially Shy]ock's) encourages
falls into debt to a Jewish students to view the situation from
money]encler, who then insists on more than one ang]e.
the collateral the merchant has
pledged: a pound of flesh.
The Taming of the Shrew Funny, bawcly comecly of Kate and  Read aloud and get class to try
Ly William Shakegpea,e Petruchio fincling love; who really acting a scene; then show two

is tamed? Themes of the war
between the sexes, power in
relationships.

different film clips of that scene.

A-9

BEST COPY AVAILABLE

67



APPENDIX B:

BIBLIOGRAPHY

B-1




General

Austin, J. L. How to Do tlu'ngs with Words. New York: Oxford University Press, 1962.

Bendler, R. And Grinder, J. The Structure ofMagic: A Book about Language and
nerapy. Palo Alto: Science and Behavior, 1975.

Bettelheim. B. The Uses ofEnclzantment: The Meaning and Importance ofFafry Tales.
New York: Alfred A. Knopf, 1976.

Blanton S. The Hea/ing Power ofPoetry. New York: Thomas Y. Crowell, 1960.
Broole, Peter. The Empty Space. Avon Boolzs, 1968.

Brown, E. F. Bib/fotlzerapy and Its VVic[cning App/ications. Metuchen: Scarecrow Press,
1975.

Coles, Robert. The Call of Stories. Houghtou Mifﬂin, 1989,
Freire, Paulo. Pec[agogy of the Oppressec[ . Seal)ury Press, 1973.
Hinmau, James. Hea/ing Fiction. London: Station Hall Press, 1983.

Hynmes, Arleen McCarthy and Hymnes-Berry, Mary. Bib/fotherapy: The Interactive Process.
Boulder: Westview Press, 1986.

Lynch, W. E. Images ofHope: Imagination, Healer of the Hope/ess. New York: Mentor,
1965.

Morrison, Morris. Poetry as nerapy. New York: Human Sciences Press, 1987.

Nell, Victor. Lost in a Book: The Psycho/ogy ofReac[ing for Pleasure. New Haven: Yale
University Press, 1088.
Rubin, Rhea Joyce, Ed. be/fotlzerapy Sourcebook. Phoenix: Oryx Press, 1978.

B-2

63



Slezalz, Ellen. The Book Group Book, Volume II. Cllicago: Chicago Review Press,
1995.

T}xeatre

Barton, John. P/aying Slzakespeare. Methven Boolzs, 1985.
Cox, Murray, Ed. Slzakespeare Comes to Broadmoor. Jessica Kings]ey Pub]ishers, 1992.

Spolin, Viola. Improvisation for the Theatre. Evaunston, IL: Northwestern University
Press, 1963.

Trounstine, Jean. “Prison Drama” in Boston Globe Magazine. March 14, 1993.

Women

Bauermeister, Erica, Jesse Larsen and Ho“y Smith, Eds. 100 Great Books Ly Women.
Penguin Boolzs, 1994

Hoy, Pat C,, Esther Schor and Robert DiYanni, Eds. Women's Voices: Visions and
Perspectives. McGraw-Hi“, 1990.

B-3

70




U.S. Department of Education
‘Office of Vocational and ‘Adult Education




U.S. DEPARTMENT OF EDUCATION
Office of Educational Research and Improvement (OERI) En lc
Educational Resources Information Center (ERIC)

NOTICE

REPRODUCTION BASIS

This document is covered by a signed “Reproduction Release
(Blanket)” form (on file within the ERIC system), encompassing all
or classes of documents from its source organization and, therefore,
does not require a “Specific Document” Release form. -

5 This document is Federally-funded, or carries its own permission to

reproduce, or is otherwise in the public domain and, therefore, may
be reproduced by ERIC without a signed Reproduction Release
form (either “Specific Document” or “Blanket”).




