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Getting the most from this guide

This guide is designed to help you raise your achievement in your examination response to the ‘Power and Conflict’ poetry cluster in the AQA Anthology (Section B) and to the Unseen Poems (Section C). It is intended for you to use throughout your AQA GCSE English literature course. It will help you when you are studying the poems for the first time and also during your revision.

The following features have been used throughout this guide:
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Target your thinking

A list of introductory questions labelled by Assessment Objective is provided at the beginning of each chapter to give you a breakdown of the material covered. They target your thinking in order to help you work more efficiently by focusing on the key messages.
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Build critical skills

These boxes offer an opportunity to consider some more challenging questions. They are designed to encourage deeper thinking, analysis and exploratory. Building and practising your critical skills in this way will give you a real advantage in the examination.
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GRADE FOCUS

It is possible to know the poems well and yet still underachieve in the examination if you are unsure what the examiners are looking for. The GRADE FOCUS boxes give a clear explanation of how you may be assessed, with an emphasis on the criteria for gaining a Grade 5 and a Grade 8.
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REVIEW YOUR LEARNING

At the end of each chapter you will find this section to test your knowledge: a series of short, specific questions to ensure you have understood and absorbed the key messages of the section. Answers to the ‘Review your learning’ questions are provided in the final section of the guide (p. 109).
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GRADE BOOSTER

Read and remember these pieces of helpful grade-boosting advice. They provide top tips from experienced teachers and examiners who can advise you on what to do, as well as what not to do, in order to maximise your chances of success in the examination.
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Key quotation

Key quotations are highlighted for you, so that if you wish you may use them as supporting evidence in your examination answers. Further quotations can be found in the ‘Top quotations’ section on page 100 of the guide.

Look on my works, ye Mighty, and despair!
(l. 11)
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Glossary

The glossary boxes give explanations of difficult words in the poems. Technical terms that arise when discussing the poems are marked in bold and explained in the ‘Glossary of poetic terms’ on page 106.
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Introduction

Studying the Anthology poems

You may find it useful to read sections of this guide when you need them, rather than reading it from start to finish. You will probably want to begin by looking at the cluster of fifteen poems that you need to prepare for the examination, but your needs will be different depending on where you are in your literature course.

You may just want to begin by getting a feel for the poems and the issues they raise, or you may wish to focus on a particular poem or poems that you find especially interesting. Many students enjoy the experience of being able to bring something extra to their classroom lessons in order to be ‘a step ahead of the game’. Alternatively, you may have missed a classroom session on a particular poem or feel that you need a clearer explanation of a poem that has puzzled you – and the guide can help with this too.

An initial reading of the section on ‘Assessment Objectives and skills’ will enable you to make really effective notes in preparation for answering examination questions later. It is crucial that you understand the Assessment Objectives and that you know which ones you are going to be assessed on in the different parts of the examination. The AOs are what examination boards base their mark schemes on and in this section they are broken down and clearly explained.

Revising the poems

Whether you study the poems in a block of time close to the exam or much earlier in your literature course, you will need to revise thoroughly if you are to achieve the very best grade that you can.

You should first remind yourself of the key content of the poems and consider the effects created by structure and language. You might then look at the ‘Assessment Objectives and skills’ section to remind yourself of what the examiners are looking for in Section B, and then study carefully the ‘Tackling the exams’ section for Section B. This section gives you useful information on question format, as well as advice on the examination itself, and practical considerations such as the time available for the question and the Assessment Objectives that apply. There is advice on how to approach the question, writing a quick plan, and the importance of making comparisons.

You will find examples of graded responses in the ‘Sample essays’ section, with an examiner’s comments in the margins, so that you can see clearly how to move towards a Grade 5 and then how to move from a Grade 5 to a Grade 8.

Now that all examinations are ‘closed book’, the ‘Top quotations’ section will be an invaluable aid, in that it offers you the opportunity to learn short quotations to support points about key themes in the set poems. As a guide, one quotation is suggested for each poem, with a brief accompanying commentary to help you understand why quotations such as this could prove useful in your response.

Dealing with the Unseen poems

This guide also provides advice on how best to deal with Section C of the examination paper, in which you will face questions on two poems you have not previously studied. You will need to answer both questions so it is important to read the section on the Unseen poems (p. 72) carefully. In this section you will learn how to approach the questions with confidence, as well as planning and structuring your answers in order to achieve well in the examination. Again, graded sample examination responses exemplifying Grade 5 and Grade 8 responses are provided for both questions. Further examples of paired poems to use for practice are also included on page 104.

And finally…

When writing about poetry in both Section B and Section C, use this guide as a springboard to develop your own ideas. Remember: the examiners are not looking for set responses. You should not read this guide in order to memorise chunks of it, ready to regurgitate in the exam. Identical answers are dull. The examiners hope to reward you for perceptive thought, individual appreciation and varying interpretations. They want to sense you have:


•  engaged with the themes and ideas in the poems

•  explored the poets’ methods with an awareness of the context in which they wrote

•  been able to make thoughtful comparisons between these ideas and methods

•  and, of course, enjoyed this part of your literature course.



Enjoy referring to the guide, and good luck in your exam.


Timeline

The table below is designed to help you think about how the time periods for each poem and poet relate to each other. It is arranged in chronological order by the year of the poet’s birth.



	Poet
	Poem



	William Blake, 1757–1827
	‘London’, 1794



	William Wordsworth, 1770–1850
	Extract from ‘The Prelude’, entire poem written 1798–1850



	Percy Bysshe Shelley, 1792–1822
	‘Ozymandias’, 1818



	Alfred, Lord Tennyson, 1809–92
	‘The Charge of the Light Brigade’, 1854



	Robert Browning, 1812–89
	‘My Last Duchess’, 1842



	Wilfred Owen, 1893–1918
	‘Exposure’, 1917



	Ted Hughes, 1930–98
	‘Bayonet Charge’, 1957



	Beatrice Garland, 1938–
	‘Kamikaze’, 2013



	Seamus Heaney, 1939–2013
	‘Storm on the Island’, 1966



	Carol Rumens, 1944–
	‘The Emigrée’, 1993



	John Agard, 1949–
	‘Checking Out Me History’, 2007



	Imtiaz Dharker, 1954–
	‘Tissue’, 2006



	Carol Ann Duffy, 1955–
	‘War Photographer’, 1985



	Simon Armitage, 1963–
	‘Remains’, 2008



	Jane Weir, 1963–
	‘Poppies’, 2009





Poem-by-poem commentaries

‘Ozymandias’ by Percy Bysshe Shelley

Context

Percy Bysshe Shelley was born in Sussex in 1792. He – along with Wordsworth, Coleridge, Byron and Keats – is known as a Romantic poet.
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Shelley had studied ancient Greek, which is probably why he chose to use the name ‘Ozymandias’, an ancient Greek version of one of Ramesses II’s Egyptian names. The famous Egyptian pharaoh was born around 1303 BC and is thought to have lived to be about ninety years old. He was a great warrior and commissioned numerous statues, palaces and temples to be built to symbolise his divine power, insisting that all engravings were deep so they could not be changed. It was very important to Ramesses that his legacy would survive the ravages of time. The base of one sculpture reads: ‘If anyone would know how great I am and where I lie, let him surpass one of my works.’

Shelley was very critical of the British monarchy and form of government. He sympathised with the principles of the French Revolution, which had begun in 1789. Can you recognise his views about unjust and all-powerful governments when reading ‘Ozymandias’?
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GRADE BOOSTER

If a poet’s political opinions are reflected in the poem’s ideas then you can gain marks for linking the two.
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When this poem was first published, an English reader would most probably have seen comparisons between Ozymandias and Napoleon Bonaparte. Two years previously, the French emperor (considered a tyrant by all his opponents) had made himself conqueror and ruler of almost all of Europe before his defeat at the Battle of Waterloo in 1815 and his exile by the British to the barren island of St Helena later in that year. More recently, we might think about Hitler, Stalin, Mussolini, Mao or Saddam Hussein as examples of tyrannical rulers.

What happens?

Writing in the first person, the poet begins by putting the narrative (from line 2 onwards) into the voice of a traveller, who describes the shattered remains of a great Egyptian pharaoh’s statue. Although the inscription on the pedestal shows Ozymandias was a powerful, vain ruler who wished to be immortalised by the ‘works’ he left behind, no amount of wealth or prestige can halt the effects of time and nature. All that is left of his great empire is the desert.
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Glossary

antique (l. 1): ancient

visage (l. 4): face

pedestal (l. 9): the supporting base of a statue
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Form and structure

The poem is an Italian (or Petrarchan) sonnet, the fourteen lines divided into eight lines (octave) and six lines (sestet), with two different rhyme patterns. This form is often chosen for love poetry, but in this case a theme of self-love leads only to thwarted ambition and decay. The iambic pentameter combines with the tight sonnet form to make the ironic message concise and powerful.
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Build critical skills

The description of the broken monument and its surroundings is narrated by ‘a traveller’, second-hand and almost incidentally. Can you recognise and explain how this highlights Ozymandias’ failure to gain eternal recognition?
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Shelley distances himself from the poem by putting the storytelling into

Language
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Ideas to consider



‘London’ by William Blake

Context
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What happens?


Structure



Language



•  The repetition of ‘in every’ at the beginning of each clause (a technique called anaphora) is a declamation used for emphasis, reminding readers of what they would rather not admit to – that the whole of society is suffering together: trapped, repressed and controlled.

•  The adjective ‘chartered’ on lines 1 and 2 emphasises Blake’s indignation that not only is the city privately owned, but that even the river, to which all people should have free access, is controlled by laws.

•  The verb ‘mark’ (l. 3) is repeated in the next line as ‘marks of weakness, marks of woe’. The poet notices on his wanderings how scarred and damaged the poor are by those in authority, who do nothing to change laws that benefit only the wealthy.

•  ‘cry’ (ll. 5,6,9) suggests weeping, wailing, shouting, exclaiming, announcing, appealing and any loud vocalisation of emotions such as fear, anger and despair. It is, therefore, a very effective word to use three times, when describing the sounds of this city of ‘woe’. And there are other sounds in the poem (‘sigh’, ‘curse’) to complement this snapshot of a city walk. The repeated ‘I hear’ (ll. 8,13) also reminds the reader of the sounds of discontent and misery.
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Ideas to consider
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Extract from ‘The Prelude’ by William Wordsworth

Context
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What happens?
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Form and structure
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Language
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Ideas to consider


‘The Charge of the Light Brigade’ by Alfred, Lord Tennyson

Context
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What happens?
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Structure and form
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Language
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Ideas to consider
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‘Exposure’ by Wilfred Owen

Context
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What happens?


Form and structure
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•  Are they dying for the love of their God?

•  Does God’s love for them seem to be dying?

•  Are they losing their religious faith?

•  Is the whole of God’s creation dying in this dreadful war?






[image: ]



[image: ]



Language
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•  Sight: ‘low drooping flares’ (l. 3), ‘flickering gunnery’ (l. 8), ‘clouds sag stormy’ (l. 12), etc.

•  Sound: ‘sentries whisper’ (l. 4), ‘the mad gusts tugging on the wire’ (l. 6), ‘successive flights of bullets streak the silence’ (l. 16), etc.

•  Touch or feeling: ‘brains ache’ (l. 1), ‘iced east winds’ (l. 1), ‘rain soaks’ (l. 12), ‘shivering ranks’ (l. 14), etc.
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Ideas to consider



‘Storm on the Island’ by Seamus Heaney

Context
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What happens?
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Structure and form




•  Look at the enjambments at the end of lines 5 and 6, which lead to the single ‘Blast:’ at the start of line 7. Note how the emphasis here falls heavily on to the first syllable to dramatise the power of the wind:








•  Again on line 11 the metre changes with ‘But there are no trees’, almost as if the poet is making a casual aside to the reader.

•  ‘Salvo’ at the end of line 17 is given an extra unstressed syllable – just as the firing continues, so the line carries on…

•  Heaney closes his poem by departing from the iambic pentameter in order that the three most important words can be stressed: ‘Strange’, ‘nothing’, ‘fear’.



Language






•  ‘This wizened earth has never troubled us / With hay’ (ll. 3–4) personifies the earth. ‘Wizened’ doesn’t sound as though Heaney has any affection for the old, dried-up landscape, but the lack of crops, which could be ruined in a storm, ironically turns out to be for the general good. In this case, nature has done the inhabitants of the island a favour. In a storm, Heaney explains, trees might sound like the ‘tragic chorus’ in a Greek tragedy, commenting in song and dance on the gale as it grows to a crescendo – ‘But there are no trees’ (l. 11)

•  Life on such an island must feel particularly lonely and isolated in a storm. Twice Heaney hints that ‘company’ would be welcome, when considering trees and sea. The ‘flung spray…spits like a tame cat / Turned savage’ (ll. 14–16), however, he writes, to dispel any idea that the sea might provide company. He uses a simile to describe how even the most docile, domesticated cat will unexpectedly turn vicious in adversity or fear.
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•  Words such as ‘dives’, ‘strafes’, ‘salvo’ and ‘bombarded’ at the end of the poem produce an extended metaphor. The island is under attack by an invisible military force. There are no rockets, bombs or war machines to be seen, just ‘the empty air’. It is ‘Strange’, comments Heaney, that we are afraid of a ‘huge nothing’.
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•  The final lines of the poem describe the storm’s vicious attack. The short ‘i’ sound in ‘hits’, combined with the internal rhyming ‘spits’, conveys the suddenness of the huge waves bursting against the ‘cliffs’. Long and short ‘i’ and ‘a’ vowel sounds are placed next to each other: ‘tame cat’, ‘sit tight’, ‘while wind dives’, ‘space is a salvo’. Perhaps this careful selection of letter sounds is why we experience the sharp, sporadic attacks of the wind and waves, while also recognising the lulls and apprehension between.



Ideas to consider
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‘Bayonet Charge’ by Ted Hughes

Context
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What happens?
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Form and structure




Language
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•  The heavy rifle is ‘numb as a smashed arm’ (l. 6). Think of the effect of this image. Just as a badly broken arm is useless, so a rifle with fixed bayonet is of no use whatsoever (instead it’s actually disadvantageous) when confronted with heavy artillery fire. The word ‘smashed’ rather than ‘broken’ is deliberately violent and adds to the sense of total destruction.

•  The soldier had joined the army with ‘a patriotic tear’ in his eye, but alone on the dangerous battlefield he is ‘sweating like molten iron from the centre of his chest’ (l. 8). ‘Sweating’ might suggest a determination to fight, but there is also a sense of panic and urgency. His heart (in the centre of his chest) once carried a firm allegiance to his country, as strong as iron, but his patriotic conviction has turned to fear in the heat of the battle. The ‘molten iron’ suggests the intense heat of fear, which is affecting him not just mentally but physically too. Hughes wants the reader to question the whole idea of patriotism.

•  ‘He was running / Like a man who has jumped up in the dark’ (ll. 11–12), not understanding why he is there or what he is doing. Does the idea of blindness make you consider whether soldiers wonder about the reason for war when in the middle of a violent battle?

•  In his bewildered state it is as though he freezes to question whether he should continue – ‘his foot hung like / Statuary in mid-stride’ (ll. 14–15).

•  The list of earlier reasons for going to war (l. 20) (ending with ‘etcetera’ to suggest that none of them is now important), drop ‘like luxuries in a yelling alarm / to get out’ (ll. 21–22). Survival is all that matters now.
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Ideas to consider




‘Remains’ by Simon Armitage

Context




What happens?
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Structure
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Language
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Ideas to consider



‘War Photographer’ by Carol Ann Duffy

Context









[image: ]





[image: ]



What happens?
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Form and structure
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Language



•  In stanza one we can picture the darkroom with one red light that ‘softly glows’.

•  Stanza two describes the horrific scenario of children running from the ‘nightmare heat’ of war, where the innocent become just collateral damage.

•  We are prepared by the first three words of stanza three for something dramatic: ‘Something is happening.’ The image gradually appears to show the face of a dying man, whose blood is soiling the ground.





•  ‘a hundred agonies in black-and-white’ (l. 19) follows the description of one single ‘agony’. Each photo screams out its own individual pain and there are thousands of recorded images to tell the truth about mankind’s cruelty to others.

•  The phrase ‘spools of suffering’ personifies the amount of pain and anguish on each roll of film, while their ‘ordered rows’ remind the reader perhaps of military cemeteries.
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•  ‘a half-formed ghost’ describes the gradual emergence of a dying man, whose reappearance haunts the man who ‘has a job to do’. The ambiguity of this phrase not only suggests the damaged corpse, but also the effect of the photographic image slowly developing.

•  ‘Solutions slop in trays’ can also be interpreted in more than one way – the alliterative ‘s’ combined with the onomatopoeic ‘slop’ sounds like liquid chemicals being poured into photographic trays. This also hints, perhaps, that ‘solutions’ to end these horrific outcomes of conflict may seem difficult to envisage, yet his photographs may go a short way towards some kind of resolution.
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Ideas to consider




‘Checking Out Me History’ by John Agard

Context
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What happens?
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Structure
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•  The ‘me’, ‘history’, ‘identity’ pattern emphasises the voice of protest at the start.

•  Lines 10 to 21 rely on half-rhymes – ‘vision’, ‘Napoleon’, ‘battalion’, ‘beacon’, ‘Revolution’ – to chant and proclaim the accomplishments of the ex-slave who fought to create the first ‘Black Republic’.

•  When Agard performs his poetry he stresses his recurrent rhymes in a forceful, persuasive way. Imagine how he would emphasise the ‘-oon’ rhymes at the end of lines 22 to 25 to demonstrate his incredulity and the ‘go’, ‘no’, ‘snow’ pattern of lines 43 to 45 to show his admiration.



Language
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•  Toussaint is ‘de thorn to de French’. In the same way that a thorn in the flesh is painful and difficult to remove, so L’Ouverture and his army of committed ex-slaves fought hard and continuously to gain their country’s independence from the French army who sought to colonise the country, which came to be called Haiti.

•  He is also named as ‘de beacon / of de Haitian Revolution’ (ll. 20–21). A beacon is a guiding light that shines brightly in the darkness. Agard considers Toussaint to be a symbol of inspiration, hope and encouragement; a shining example of courage and fortitude to those he led.
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•  ‘Nanny de maroon’ is a magical, mystical figure – ‘a see-far’ and ‘fire-woman’, who is described as ‘hopeful stream / to freedom river’ (ll. 30–31). Just as a stream rushes down to join the river, so Nanny had great faith and optimism that she could rescue slaves and give them life-long freedom, fifty years before slavery was abolished.

•  Mary Seacole’s ‘healing star / among the wounded’ (ll. 46–47) suggests a shining example of light and hope to injured soldiers, far from home. Where there is no hope of recovery, she becomes ‘a yellow sunrise / to the dying’ (ll. 48–49). In her autobiography Mary Seacole calls herself ‘The Yellow Doctress’ when she successfully treats victims of cholera.
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Ideas to consider




‘The Emigrée’ by Carol Rumens

Context
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What happens?


Form and structure




•  The ellipsis in the first line stops after an almost traditional ‘Once upon a time’ opening, to wistfully reflect: ‘I left it as a child’.

•  At the end of stanza two the words: ‘It tastes of sunlight’ are separated, dramatically expressing the poet’s love of freedom of language.

•  On line 24: ‘My city hides behind me. They mutter death’ presents two short, frightening images, which contrast with the final optimistic reassurance: to create a shadow, there has to be sunlight.



Language
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Ideas to consider


‘Poppies’ by Jane Weir

Context
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What happens?



•  A mother sending her son off to school? A new school?

•  A mother sending her son off to war?

•  A mother grieving for a son killed in the war?

•  A mother afraid for other mothers whose sons are caught up in conflict?




Form and structure
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Language
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•  The poppy is described with the imagery of conflict. The metaphor ‘spasms of paper red’ (l. 5) could denote splatters of blood, and perhaps also the sharp, painful agonies of those affected by conflict – soldiers and loved-ones alike.

•  The bright red poppy contrasts with ‘a blockade / of yellow bias binding’ (l. 5). Bias binding is sewn over the raw edge of material to protect it; an in-experienced young soldier has to leave the protection of parent and home.

•  A mother checks out her son’s school uniform in the way a soldier’s kit would be routinely inspected; she, however, smooths down the ‘shirt’s / upturned collar’ in a caring way.

•  She removes the cat hairs, in a motherly gesture, the ‘sellotape bandaged around [her] hand’. There’s a sense of anxiety as the child has to be prepared for the experience of school or the conflicts of the outside world. The cat hairs suggest the marking out of territory, the home, security and ultimately safety; whereas ‘bandaged’ reinforces the fear of harm, whether from serious injury or everyday knocks.
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•  Rubbing noses like ‘Eskimos’ is a common affectionate gesture between parent and child, but the mother knows her son would no longer want such a childish gesture. The word ‘graze’ instead of the expected ‘rub’ carries a sense of danger, where a minor scratch could so easily have been a major injury.

•  ‘Reinforcements of scarf, gloves’ (l. 29) would remind any mother of the necessity of warm accessories that a child regularly discounts or loses. ‘Reinforcements’ also has the connotation of additional personnel or equipment sent to support military action.
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•  The petals of the paper poppy are ‘crimped’ (l. 4), suggesting the ridges or curls in the paper. ‘To crimp’, as a military term, means to recruit into the army by coercion or under false pretences. Thousands of young men, particularly in 1914, were persuaded to fight for duty and the glory of their country.

•  ‘All my words / flattened, rolled, turned into felt’ (l. 17) is the line where the agonies of bereavement, the emotions of an anxious mother sending her son out into independence and the process of felt-making seem to come together.

•  How does your stomach feel when you are upset? Lines 27 and 28 express the restless busyness of anxiety in needlework imagery.

•  ‘The dove pulled freely against the sky, /an ornamental stitch’ (l. 33) is a visual metaphor of the thread being pulled through material to leave a decorative mark, just like a white bird against the sky.
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Ideas to consider


‘My Last Duchess’ by Robert Browning

Context
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What happens?



Structure
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Language
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Ideas to consider



‘Tissue’ by Imtiaz Dharker

Context
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What happens?


Structure
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•  ‘Paper that lets the light / shine through’ (ll. 1–2) seems to be the central thought in the first three stanzas, with reference to the kind of family record that is carefully preserved and passed down through generations.

•  Stanzas four to six begin with ‘If buildings were paper’ as Dharker imagines a world where structures don’t need to be permanent.

•  How wonderful, she implies in stanza five, if man-made features could be changed as easily as the lines on a paper map can be redrawn.

•  In stanza six she stays with paper ephemera, the kind of slips we dispose of or lose, with little desire to retain any information.

•  An architect would surely prefer to work with paper collage, she muses in stanza seven, where layers of writing, numbers and lines would all let light through.

•  Nothing would then be hidden or disguised as it can be in concrete structures. Is she referring to the human failings of power, self-regard, possession, religious intolerance in stanza eight?

•  By the last stanza the tissue has become ‘living tissue’. Could she be implying that human beings are as transient as paper, that they are a ‘grand design’ and can be respected and cared for as much as generations of our ancestors, whose memories we can look back on to tell their stories? Taking into consideration the poet’s cross-cultural identity, who do you think the ‘architect’ could be?
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Language






•  ‘Sepia date’ gives a visual image of the faded light-brown writing in the treasured family record book, like the Koran or Bible.

•  Stanza four uses alliteration of the letters ‘f’ and ‘s’ to create a light, flimsy effect when describing insubstantial paper. The internal rhyme of ‘drift’ and ‘shift’ adds to this effect.

•  What does ‘mountainfolds’ (l. 20) suggest? Think of mountain ranges, the narrow passes between mountains and the creases in a large unwieldy map.

•  Why do ‘slips’ of paper ‘fly our lives like paper kites’ (l. 24)? Are paper kites and their impermanence less important than ‘well-used’ books? Who is in control of a paper kite? Does Dharker, with this simile, suggest that parts of our lives should be left to chance, or that some things should be accepted as temporary? How else could you interpret the simile?



Ideas to consider



‘Kamikaze’ by Beatrice Garland

Context





[image: ]




[image: ]




[image: ]



What happens?


Structure
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•  ‘inrush of breakers’ (l. 23) (onomatopoeia) – can you hear the waves crashing on to the sand?

•  the repetition of ‘safe’ (ll. 24, 25) – how does the family’s concern for the grandfather’s safety contrast with what the pilot has been instructed to do?

•  the beautiful shimmering colours: ‘green-blue translucent sea’ (l. 12), ‘fishes / flashing silver’ (ll. 16–17), ‘pearl-grey pebbles’ (l. 21), ‘silver of whitebait’ (l. 29).
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Ideas to consider
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1  Which Egyptian pharaoh may have inspired the poem ‘Ozymandias’?

2  Which battle in which war is commemorated in ‘The Charge of the Light Brigade’?

3  Which poem is set in the Lake District?

4  What do you understand by the term ‘anaphora’?

5  In which poem is the line ‘But nothing happens.’?

6  What is the effect of Heaney’s use of the present tense in ‘Storm on the Island’?

7  What alliterative phrase is used by Carol Ann Duffy to suggest the pain of war victims captured by the photographer in his work?

8  Which poem is set during the days before Armistice Sunday?

9  Who was Mary Seacole?

10 What might the statue of Neptune taming a seahorse represent in ‘My Last Duchess’?
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A Freezing conditions in a World War | trench





