Dear Writers,

As you know, our program design calls for a residency period committed to variety and stimulation.  Faculty are asked to introduce to students a craft issue, a question of poetics/theory/speculation, a particular writer’s work, or a single volume—that is, to share 
their own thinking, as writers—in one of the following formats:

1 hour formal lecture (a written lecture/essay);

one-session or double-session class (a presentation, with Q & A or discussion);


Bookshop (faculty-led seminar).

That verb—introduce—should be underscored, given the residency’s time-constraints, but 

faculty are usually quite willing to suggest further reading, should students want to pursue these topics during their upcoming semester projects.  Some of the explorations will be less directly pertinent to your own creative work at this particular moment than others; however, because helpful lenses for that work often come from unexpected sources, we encourage you to attend as many as stamina and the schedule will allow. 

We know these formats are not equal in your affections: most students prefer discussion classes.  At the same time, most students agree with us that the opportunity for study in the genre other than one’s own is a valuable and unique part of our Program—and often one of those unexpected sources of insight mentioned above. We achieve this breadth structurally in two ways. The first is through the formal lectures, all of which you are urged to attend.  These provide an evolving communal text for the residency, and lecturers understand the audience will include writers of both genres, even if the primary focus is on poetry or fiction.

The second structural imperative, reinforced by your residency evaluations: avoid forcing a choice between genres by opposing faculty presentations on the schedule, the way we simply must for the excellent graduates’ classes. However, if a class is unopposed, the faculty presenter will be facing up to 90-100 participants in either Jensen Lecture Hall or Fellowship Hall, which makes any sort of real discussion improbable and unwieldy. This particular dilemma is what led to the creation of Bookshop, which offers, along with workshop, an opportunity for a small group seminar with full, open exchange of responses to specific texts. You told us often that the Bookshops were a highlight of the residency. As a result, we have given them additional emphasis in the schedule and an earlier deadline for the annotations. And we are also listing below the other choices you’ll have to make as you prepare for the class presentations.     

Of course, in any given residency, the particular ratio of classes to formal lectures, or the number of presentations opposed on the schedule, will depend in large part on variable pragmatic considerations (and the presenters’ preferences), but these only complicate—and do not preclude—our pursuit of the ideal. Your part: follow your curiosity, without the need for genre loyalty; prepare as indicated; and be an active learner at every opportunity, in every format.   

COURSE DESCRIPTIONS – JANUARY 2012 RESIDENCY

You have already received confirmation of your Bookshop, a crucial part of your residency curriculum. Please remember that an annotation of the volume is required for participation and must be received in the MFA Office by December 16 (electronic submission preferred). You are also invited—even urged—to send it in earlier, by mail or email (agrimm@warren-wilson.edu).

FACULTY PRESENTATIONS
DEAN BAKOPOULOS: Baby, I’ve Changed, I Swear: Creating Credible Turning Points in Poetry and Prose  (class, double-session)


Since it’s rather widely accepted that a good story is a story in which a character changes in some recognizable and perhaps unexpected way, one of the predictable workshop litmus tests thrown out round the craft table is the question: Is this ending earned?  When we say this odd thing, we mean to ask, I think, When this character is standing at the window and watching the snow, do we feel as if he/she has actually had the epiphany you’re forcing upon us?  In this class, we’ll look at the notion of turning points in prose and poetry, and we’ll examine how a writer might make change credible and unpredictable on the page. We’ll also look at some pieces that do not withhold change until the final passage, but infuse the entire work with change, creating a feeling of upheaval and uneasiness, so that the ending feels as it is not the place for epiphanies, but a place to collapse— exhausted, spent, sniveling. Finally, we’ll look at false epiphanies. And we will speak the truth. 


In preparation, I suggest reading the following stories, all of which can be found in The Scribner Anthology of Contemporary Fiction (Williford/Martone, editors, 2nd edition): “The Fireman’s Wife” by Richard Bausch; “Nilda,” by Junot Diaz; “Tiny, Smiling Daddy” by Mary Gaitskill; “The Kind of Light that Shines on Texas,” by Reginald McKnight; and “A Temporary Matter,” by Jhumpa Lahiri. Some poems will appear on a screen behind me as well. 


Also, please be familiar with David Foster Wallace’s piece of narrative nonfiction, “A Ticket to the Fair,” which you can find here:

                  http://harpers.org/media/pdf/dfw/HarpersMagazine-1994-07-0001729.pdf
RICK BAROT:  The Voice in Question  (lecture)

When we encounter a voice in a text—I mean the created voice of a narrator or speaker, not the author’s voice—what exactly are we encountering?  What are the elements that make us feel the viability of that speaker?  Sometimes a couple of diction choices in the opening paragraph of a short story will be the crucial element in happily prejudicing the reader into believing a particular speaker. Sometimes the slow burn of a structured poetic form is what’s needed to pull in and hold a reader. Tone will be an essential part of the discussion: how tone plays out in syntax, diction, and other formal features. A handout will include poems and the opening paragraphs of several pieces of fiction and non-fiction.  

ROBERT BOSWELL:  How I Met My Wife: On Characters & Characterization  (lecture)

No required text.
MAUD CASEY:  States of Wonder  (lecture)

Wonder in art, as in life, is difficult to pin down and hard to talk about. It is a state of marveling in the face of something inexplicable, perplexing, bewildering, and yet utterly compelling. It decenters us and disorients us. It messes us up. It cultivates a kind of innocence, returning us to a time before we knew all we know. “The expression of wonder stands for all that cannot be understood, that can scarcely be believed,” Stephen Greenblatt writes in his book, Marvelous Possessions, on the subject of how objects from the so-called New World exhibited in late fifteenth century and early sixteenth century cabinets of wonder blew the minds of Europe.  
“It calls attention to the problem of credibility and at the same time insists upon the undeniability, the exigency of experience” (79).  

This lecture will be a meditation on this elusive state, several wanders through works (Kosztalyani’s novel, Skylark; Babel’s short story, “Awakening”; and Stephen Milhauser’s story, “In the Reign of Harad IV”) that I find instructive on a subject that not only resists definition but leads us into the scary woods of the unknown and unknowable and leaves us there, awed and astonished.

STEPHEN DOBYNS:  Baudelaire  (class, one session)


Les Fleur du Mal or The Flowers of Evil is often described as the first modern book of poetry. We will discuss the book with that in mind as well as looking at poets who influenced Baudelaire and poets who he influenced. There are many translations of Baudelaire and none are very good. The website FleursduMal.org gives the first three editions of Les Fleurs du Mal (1857, 1861, 1866) with three to six or seven translations of each poem, sometimes more. This is a tremendous resource. The best are those by William Aggeler. Students should familiarize themselves with this. The best book available is translated by William Crosby and published by BOA in 1998, though it, too, has many weaknesses. Baudelaire’s essays are also important. We will look briefly at “Further Notes on Edgar Poe” and “The Painter of Modern Life.”  There are many biographies of Baudelaire. The best is by Enid Starkie, although she doesn’t give translations of her examples.  I will provide copies of poems that will receive the most attention.

DAISY FRIED:  “A Very Abstract Look on His Face”: New Narrative Poetry as Destabilizing Force  (class, one session)


Willem DeKooning gave a talk in the middle of last century called “What Abstract Art Means to Me,” in which he tells an extremely specific, concrete, lucid, vivid story about a guy he once knew. At the end of the passage, DeKooning says, “he always had a very abstract look on his face.” The passage mystifies and charms me, because it’s hard to tell what it’s really about, and yet it’s so clear in its story and particulars. (I have it tacked over my desk as a kind of personal writing ideal.) This class will read the DeKooning passage, and then take a close look at recent poems by Michael Hofmann, Ange Mlinko, Peter Campion and (perhaps) others, which use “accessible” narrative as an engine of instability. There’s been a lot of discussion recently of “hybrid” poems, and several anthologies of hybrid poetry, but those discussions have largely focused on the lyric. I’m interested in the way narrative can be used in poems as a technical device rather than as an end in itself, and in how clarity of meaning can be a strategy for rich mystery and uncertainty.
DAVID HAYNES:  Narration, Narrators, and the Sticky Issue(s) of Edward P. Jones    (class, one session)


I prefer to think of narration as being like all the stuff under the hood of the car: it moves things forward in generally the right direction and it’s a good idea if it stays quiet and out of the way. This class will consider that invisible thing that is called narration and what happens when a writer such as Edward P. Jones throws it in our face. We’ll in particular be discussing his stories “Old Boys, Old Girls,” and “A Rich Man,” both included in his collection All Aunt Hagar’s Children and in other anthologies.  

RODNEY JONES:  “Poetic Language and Credibility: The Poem that Does Not Seem to Be a Poem”  (lecture)


No matter their degree of artfulness, the best poems seem untasked, as though they were up to something larger or different than art.  Often this central illusion comes from our sense of the author’s passionate engagement or from a presence of language that Yeats referred to in “Adam’s Curse” when he wrote, “A line will take us hours maybe;/ Yet if it does not seem a moment’s thought,/ Our stitching and unstitching has been naught.”


This lecture will investigate why we believe poems and how numerous poets establish credibility through both consciously wrought techniques and natural evocations of character.  Shakespeare’s blank verse and its aptness for immediate dramatic presentation come to mind as do Wordsworth’s mandates to write in “the language of actual men” and to embrace within poetry the virtues of good prose, but I am more concerned with the poetic art of artlessness in 
our time.

After discussing several immediate precursors—notably, the James Wright of the New Poems section of his first Collected Poems, the Elizabeth Bishop of her most painterly poems, and the John Berryman of 77 Dream Songs—I will focus on the poetry of Louise Glück, Frank Bidart, Charles Wright, and Seamus Heaney. Handouts will be provided.

MARGOT LIVESEY:  Mrs. Turpin Reads The Stars  (lecture)

To paraphrase Flannery O’Connor, everyone knows what a character is until we try to create one. Memorable characters are a sine qua non of most fiction but, in my experience, a remarkable number of fiction writers are character handicapped, and the characters that people their work are the results of craft not inspiration. In this lecture I’ll discuss what makes a character walk off the page, and how we might go about creating such characters.

JAMES LONGENBACH:  On Odyssey of Style  (lecture)  

For the past seventeen years, I’ve taught a large undergraduate lecture course in James Joyce’s Ulysses.  I’ve never written fiction, but no book has taught me more about writing than Ulysses.  And by making this book available to young readers, I’ve been forced to articulate my most basic notions about writing—most fundamentally, the notion that all writing is stylistic extravagance, no matter how simple the writing might initially appear to be. That’s not exactly news, but for me the continuing challenge of teaching Ulysses is not so much the book’s complexity as the way in which it demands the meticulous reformulation of what is plain.  

In this lecture, without taking anything about Joyce’s novel for granted, I will try to explain why. I’ll provide what has come to seem to me, over these seventeen years, the most useful framework within which the novel may be read, a framework that highlights the odyssey of style on which the reader of Ulysses is launched.  Perhaps more importantly, for our purposes as writers, I will use the book as an occasion for thinking about the construction of style at large, 
James Longenbach (continued)

in any genre, in any sentence—the material ways, syllable by syllable, in which such construction is accomplished.

No one will need to have read a word of Ulysses to understand what I have to say.  Handouts will be provided. If you feel like entering Joyce’s world before the lecture, you could do no better than to read the first page of each of the eighteen episodes of Ulysses. Don’t worry about what’s happening (though that’s not unimportant); register the ways in which the language changes, one style superseding another.

MAURICE MANNING:  The Uses of Nostalgia  (lecture)


For this lecture I will attempt to broaden our understanding of the idea of nostalgia, a term usually seen as a shortcoming when it comes to aesthetics. Nostalgia means “homesickness” in a strict sense, but more generally I think it is a method of looking back in time and place and can be a powerful perspective to bring to present matters, such as writing a poem. I also think coming home, in a way, is something we do when we sit down to write, or even at a closer level when we contemplate certain figures, such as metaphor and imagery. My plans are still coming together, but I expect I will look at Emerson’s essay “Nature,” some work by D.H. Lawrence, and sections of Wordsworth’s Prelude.  I will provide handouts of key passages at the lecture.  

HEATHER McHUGH:  The Beam Out of Thine Own Eye  (lecture)  

Unreliable senses:  why it’s as important to suspect as to relish language.  And how.  

Handouts to be provided.
KEVIN McILVOY:  The One Reader  (lecture)


At various stages in the life of the writer, she/he pictures Readers (plural: ReaderS) in ways that produce significant questions.  At a certain point in revision of a particular piece, perhaps the writer would find it more constructive to picture only one Reader. This lecture will suggest methods for imagining the needs and desires of The One Reader.

I’ll provide examples of prose-poems and poem-proses as texts. This form naturally presents the question:  Are there Readers for this?  Who is The One Reader for this?

ALAN SHAPIRO:  Convention and Mysticism: Dickinson, Hardy, and Williams  

(lecture)

Broadly defined, literary conventions, like conventions of any kind, are norms of expectation that experience on the page or in the world either reinforces or disrupts. I’m interested in the role that convention plays in the expression of individual perception, how it can enable rather than suppress unconventional angles of vision. I’ll examine four poems: Dickinson’s “I heard a Fly Buzz when I Died”, Hardy’s “The Oxen,” and W.C. Williams’s “By the road to the contagious hospital” and “Portrait of a Lady”; I’ll look at the various conventions at play in these poems, semantic conventions as well as sonic ones, with an eye to how these patterns or norms of expectation are intimately with the unconventional attitudes the poems convey.  

MEGAN STAFFEL:  Breaking Out  (class, one session)

Within the novels and short stories of Shirley Hazzard there are moments when a character leaps forth boldly, shattering all of the preconceptions the narrator has so carefully urged on us. When a character breaks out in this way, the reader witnesses a profound and sudden change. Yet it never feels staged or arbitrary. Most surprising is that this break-out scene is accomplished in a manner that’s so concise and natural, it has the ambiguity of raw experience. By examining how and why she does it, by tracing the effects, we will tackle two issues crucial to all of us: deepening character, driving narrative.

Our discussion will center on Hazzard’s 1980 novel, The Transit of Venus, but I will also make reference to her more recent novel, The Great Fire, and one of her favorite stories, “The Secret Sharer” by Joseph Conrad. These readings are optional. The required reading, listed below, consists of two stand-alone chapters from The Transit of Venus that were published in The New Yorker as short stories and can be accessed from their online archive. Please read them in this order and bring to class: 


“She Will Make You Very Happy,” p.43-45, Nov. 26, 1979.

“A Crush on Doctor Dance,” p. 36-54, Sept. 26, 1977.

 Note:  Even if you’re not a subscriber, you can sign up for a free trial to get these.  

 The faculty classes currently scheduled opposite one another:
Dobyns/Staffel

Fried/Haynes 
GRADUATING STUDENTS’ CLASSES  (one-hour sessions)
VIRGINIA BORGES:  To the Depths: Writing at the Edge

A conversation about what it means to write at the extremity. “Writing is learning to die,” writes Hélène Cixous in Three Steps on the Ladder of Writing.  “It’s learning not to be afraid, in other words, to live at the extremity of life” (10).  What does writing at the extremity require?  When we write at the extremity, we are writing from a place of risk.  Our aim is to “venture … to the edge of our abyss: and then to describe it” (41).  Such describing requires ruthlessness on the part of the writer: a willingness to look (and describe) without flinching. Using texts by Clarice Lispector, Herta Müller, and Donald Barthelme, among others, we’ll examine instances of ruthlessness: moments in the interior or exterior dramas where the writers have chosen not to flinch. We’ll identify the characteristics of successful ruthless moments, investigate their effects on each text as a whole, and conclude with a discussion of how we can (and why we should) incorporate such ruthless elements into our own work.

            Suggested reading: “That’s Where I’m Going” by Clarice Lispector; “Nadirs” by Herta Müller; “Among the Beanwoods” by Donald Barthelme.  PDFs available by request.  Handouts will be provided.
COREY CAMPBELL:  The “Broken Terrain” Between Childhood and Adulthood: Navigating the “Interior Wilderness” of Characters in Coming of Age Short Stories

A character in Tennessee Williams’s story “The Resemblance Between a Violin and a Coffin” said, “Between childhood and adulthood there is a broken terrain which is possibly even wilder than childhood was. The wilderness is interior. The vines and the brambles seem to have been left behind but actually they are thicker and more confusing... Those few years of dangerous passage are an ascent into unknown hills. They take the break sometimes and bewilder the vision.” 


Coming of age narratives present characters on the archetypal journey from childhood to adulthood. In such stories, characters gain awareness and learn something they cannot unlearn. They grow up. The coming of age short story often encompasses two planes of time—the character’s youth and what came after—and presents the character as two different people—both child and adult. Or—sometimes the story merely suggests who the character will become. How do writers convincingly create these layers of characterization?  This class will investigate. 


Suggested reading / Stories that may be discussed: Stephen King’s “The Body,” Richard Ford’s “Communist,” Yasunari Kawabata’s “First Snow on Fuji,” and Adam Haslett’s “City 
Visit.”

EVAN CLEVELAND:  The Spectrum of Authority: The Interplay Between Character and Narrator

Though the experience within a story belongs to the characters who undergo it, the language for that experience often shifts between the character’s consciousness and the consciousness, however limited or expressive, of the narrator. This syntactical authority can cover a wide spectrum within the third person that we will investigate through several texts, examining both the overall authority for the story’s telling and the more subtle shifts within. Gradations in authority can add exciting complications to a story that we will begin to unravel, focusing on how those choices serve and illuminate the story’s emotional core. Two stories are required, though we will look at several others.  


Required reading:  “Safari” from A Visit from the Goon Squad by Jennifer Egan, which can be found online at NewYorker.com; “Mauricio (‘The Eye’) Silva” by Roberto Bolaño from Last Evenings on Earth (PDF available here: http://wikisend.com/download/240052/).

KEITH EKISS:  Sights Unseen: Functions of Imagery


What is an image?  How are they made?  More importantly, how do images function in a poem?  As an essential element of poetic language, images point toward the world and set the stage for the drama of our poems. While literal imagery is predominantly representational (though we’ll test this notion in class), figurative imagery expands the poem through comparison, offering the reader possibilities of surprise, insight, and previously unseen connections. Looking closely at poems by George Oppen and Thomas McGrath, we’ll explore how the best poets do more with imagery through conscious attention to formal patterning, diction, line, and sound.


Suggested reading:  George Oppen, “The Undertaking in New Jersey”  




         Thomas McGrath, Letter to an Imaginary Friend, Part I (for purposes of the class we will only look at Section VII, part 2)
NEIL FISCHER:  Time Does Not Just Go By:  Some Techniques to Successfully Evoke the Depth and Breadth of Time


The manipulation of time in fiction presents hefty challenges for a writer. If we had several days to discuss this subject exhaustively, we might identify techniques, for example, that help with compression or how to move across time and back again. But for this class, we will focus on how fiction writers use image, objects in the landscape, language, simple punctuation, the management of a few words within a scene, and grammatical elements (the pluperfect, specifically) to signal the pressure of time on a narrative. We cannot talk about the navigation of time without discussing point of view, but the class will look at what other elements writers use to navigate temporal and psychic space. Ultimately, we want to illuminate not only a breadth of time (be it a moment or fifty years), but also time’s emotional depth as it resides or moves through a character.  


No required reading. Handouts will be provided, though a familiarity with the following texts might be beneficial:  Jhumpa Lahiri’s “A Temporary Matter,” Deborah Eisenberg’s “The Girl Who Left Her Sock On The Floor,” Alice Munro’s “Hold Me Fast, Don’t Let Me Pass,” and Virginia Woolf’s chapter, “Time Passes” in To the Lighthouse.

JAMES FRANCO:  The Lyrical and the Narrative in Poetry

Poetry opposed to fiction and film is a medium for lyricism; this is what it can do better than other mediums. Where film is innately and explicitly visual, and fiction is elastic and descriptive, poetry can build to inward moments with intensity hard to match in other mediums.  But poems that are all lyrical threaten to become obtuse or ethereal and can lose a reader if they are not grounded by narrative or description of concrete objects or action. Within Whitman’s 52-section poem, “Song of Myself,” it is the short 29 Bathers section that stands out because it involves a scene rather than the fast flowing statements of the majority of the poem. I will examine this section from Whitman, as well as Robert Lowell’s “Skunk Hour” and Randall Jarrell’s “The Woman at the Washington Zoo,” to define their narrative and lyrical moments and explore how the lyrical and narrative combine in poetry to create both grounded and transcendent effects.  
   


Required reading:  
Robert Lowell: “Skunk Hour”  




Walt Whitman:  Section 11 from “Song of Myself”  






Randall Jarrell: “The Woman at the Washington Zoo”

Suggested reading:
Frank Bidart: “Herbert White”  
LOUIS GURMAN:  The Repressed Character and Negative Space


In graphic art, the negative space around a form, when rendered effectively, is more than a frame. The viewer’s eye is drawn back and forth between what the subject is and what it is not, resulting in a clearer grasp of the image. In prose fiction, negative space is a particularly apt way to think about repressed characters, who are usually defined by their negative elements: the things they can’t acknowledge or understand or can’t or won’t say or do. In this discussion class we’ll examine techniques used to animate negative space within and around repressed characters and thereby sharpen our grasp of who they are.

Suggested reading: We’ll be looking at excerpts from Jane Smiley’s The Age of Grief, Raymond Carver’s Cathedral, and Michael Chabon’s, Along the Frontage Road, which will be provided as handouts.
HYEWON HYUN:  Making Strange Not Strange


I would like to look at the “strange” stories—“A Hunger Artist” by Franz Kafka, “The Lottery” by Shirley Jackson, and “Backbone” by David Foster Wallace—by discussing the various ways in which these authors make the reader accept the rules of that particular strange world. The aspects that I am particularly interested in discussing are the use of time, not only in how time passes in each story, but also how time is marked, creation of a community which resembles in almost all respects our own communities, and if time permits, the scientific language that DWF uses in “Backbone.” 

 
Required reading: “A Hunger Artist” by Franz Kafka, “The Lottery” by Shirley Jackson,
and “Backbone” by David Foster Wallace (This is available on-line/New Yorker).

SAMARA KANEGIS:  Exploring Dialogue in (and out) of Context  (Or, Don’t F*ck with the Stage Directions)

During my early attempts at playwriting, I knew an elderly director who would often tell young playwrights to “f*ck the stage directions, put it in the dialogue!”  His intention, I think, was to force us to distill our stories into meaningful dialogue, free of the crutch, and bore, of exposition.  When you attempt to rid a play of merely descriptive stage directions (for example, “He enters in a rage”), and instead make the character’s speech convey their condition (I’ll kill you!  I’ll hang you myself!), your play suddenly becomes much more interesting. This is an exercise that can easily be applied to fiction, too.  In both cases, however, it becomes clear that there are times when “stage directions” are necessary; a person who says, “I love you,” while kissing another person is entirely different from a person who says the same words while holding a gun to his own head. The context of the dialogue needs to be seen or known, or the meaning is lost.

    
In this class, we’ll examine moments in fiction when the dialogue doesn’t, and shouldn’t, convey everything: how the surrounding “exposition” of visual detail and gesture, interior monologue, and structural choices give context to the dialogue, and create both power and meaning. Handouts will be provided.  Suggested reading:

Haruki Murakami, “The Elephant Vanishes.”  From: The Elephant Vanishes.


Lorrie Moore, “Two Boys.”  From: Like Life.


Joshua Ferris, And Then We Came To the End.


Tennessee Williams, Summer and Smoke.


David Benioff, “Zoanthropy.”  From: Best of Tin House.  Forward by Dorothy Allison, 2006.
NINA KANG: since feeling is first


This class explores how a writer can move toward and through direct expressions of emotion. Wordsworth’s maxim that “Poetry is the spontaneous overflow of powerful feelings: 
it takes its origin from emotion recollected in tranquility” underscores the role of craft in concentrating and diluting the speaker’s state of mind. I’m particularly interested in how decisions at the stanza and line level contribute to tone and pacing and how the speaker’s feelings can be expressed through a mixture of symbols and direct first-person statements. Discussion will center on Lowell’s “Skunk Hour,” Roethke’s “The Geranium,” and excerpts from Berryman’s Dream Songs. Copies of the required reading will be provided; required and suggested reading are available at http://bit.ly/sfif.

Required reading:  Robert Lowell, “Skunk Hour”; Theodore Roethke, “The Geranium”;
John Berryman “Dream Song 29” and “Dream Song 45.”


Suggested reading:  Frank Bidart, “Self-Portrait, 1969”; Jane Cooper, “The Blue Anchor.”
MOLLY LITTLE:  Dissonant Metaphors


Charles Wright has written that “art tends toward the certainty of making connections” and “the artist’s job is to keep it apart, thus giving it tension and keeping it alive, letting the synapse spark.”  In music, consonance occurs in a harmony, chord, or interval that is considered stable. The word comes from the Latin com—, “with,” and sonare, “to sound.” By contrast, dissonance occurs in a combination of notes that is considered unstable, and is marked by a need to resolve to a stable consonance, or move onward to a stabilizing chord; it is rooted in the Latin dis—, “apart.”  This class will consider how metaphors, which perhaps more than any other craft element tend “toward the certainty of making connections,” can effectively be “kept apart” through strategic use of dissonance and irresolution. We will look at three poems, likely “Coming” by Philip Larkin, “crossing into canaan” by D.A. Powell, and Shakespeare’s Sonnet 73, to examine different ways in which metaphors can incorporate dissonance and what this dissonance can accomplish.  

No required reading; handouts will be provided.    

LULJETA LLESHANAKU:  “Poesia travestita”:  The Tricks of Translation of Poetry, from One Language to Another 


An experiment in translation took place when a number of poets, each speaking a different language, agreed to participate in a process of translating the same poem, through several languages in sequence, without reference to the original. Only the first poet knew the original poem by Montale. The whole process took years, and produced, once the final translation had been translated back into Italian, a group of poems resembling each other but with particular differences that arose out of differences in language, culture, and approach to translation. 


Influenced by this experiment, I did something similar: I retranslated back into English a poem by T.S.Eliot that has been translated into Albanian, in order to think about what happens to the poem, because of this travel from one language and culture and literary history into another, and then back again, exposing what a retranslation can show about how poetry and poetic language can differ.


Required reading:  “Burnt Norton,” from Four Quartets, T.S. Eliot.
GREG PIERCE:  Of Two Minds or This class I’m teaching is basically—not basically, wholly...wholeheartedly about dialogue in fiction, guys.  And how to make it killer.     

Why does dialogue either animate our anesthetize our characters?  Why does a certain phrasing suggest a whole life?  How do we incorporate the sloppiness of everyday speech into our dialogue without bogging down the story with ums and uhs?  What do we leave unsaid?  What does it mean when dialogue “crackles”?  How do we take into account the distractions, the agendas, the curveballs, the fumbling qualities of our conversations?  How do we create the illusion that a dialogue between two characters is the product of two separate minds?


I don’t have these answers, I’m 33, but maybe we can get ideas from people like John O’Hara, George Saunders, Mary Gaitskill, Annie Baker, Raymond Carver, Edward Albee, 60s Girl Groups, Amy Hempel, and George V. Higgins. 


No required reading but fair warning: there could be arts and crafts.  

KIMBERLY JEAN SMITH:  Crafting an Open Text: Understanding the Interrelationship Between Narrative Systems


There are two interrelated systems for making meaning of a piece of fiction. System one arises from inside the work; system two arises from outside it. 


System one exists because writers do, and in our stories we consciously or unconsciously create patterns, using plot, structure, narration, characterization, images, sonic sensations, and so on, which serve meaning as it develops from inside the story. 


System two exists because readers do. While readers use system-one patterns to make meaning of a story, they also use things such as their own lived experiences––experiences that include awareness of other texts and textual patterns encountered directly or indirectly in their lives. Meaning derived through system-two may or may not be in alignment with a writer’s intention; nevertheless, writers who have more awareness of how this external patterning works are more likely to create stories of greater depth and vigor.


In this class, we will break into small groups to explore how meaning arises in very short pieces and selected excerpts from writers whose work often depends on system-two. Such writers might include Donald Barthelme, Roberto Bolaño, Lydia Davis, Clarice Lispector, and George Saunders, among others. 

Suggested reading: Prior reading is not required, but discussion will be enriched by familiarity with the following: Bolaño’s 2666 (Volume II) “4. The Part About the Crimes” and Davis’ “Collaboration with Fly,” which is included in her collection Varieties of Disturbances. 

SERENE TALEB-AGHA:  We Are All One Spirit: Communities in Fiction


In some stories, we find that the community becomes just as significant as any one of the individual characters. Whether your community is a group of workers who share an office or the alien crew of an intergalactic spacecraft, we will look at techniques that help to show how it collectively acts, feels, and is. When does a story treat the community as a unit—“we” or “they”—and when does it narrow in on the individual “I/he/she”?  How does the narrator shift between these two focuses?  How does the story handle the frequently large cast of secondary characters, and is there necessarily a primary character?  We will be addressing these and other questions while looking at selections from (suggested reading) That Night by Alice McDermott and Bel Canto by Ann Patchett.    
BRENT WALTH:  Power Tools: How the Dynamics of Leverage, Influence and Submission Bring Our Characters to Life 
No two people in a relationship are ever equal in power: Someone always has the upper hand. It’s also true with the characters we create. For our stories to come alive, our characters must want something they can’t have. We say the someone—or something—thwarting our characters’ desires holds power over them. When our characters are flat or our story drifts, it’s often because we haven’t pursued this narrative of power. When we do so, we spark action, heighten a story’s tension, and reveal our characters’ true nature. In this class, I’ll talk about the tools writers use to establish a character’s influence over others; how the exercise of power extracts a price on all characters, especially the one who wields it; and why—if we want our stories to be vibrant—the dynamics of power and submission between characters must constantly be shifting. No required reading, but I’ll be providing examples from “The Boarding House” in James Joyce’s Dubliners; “The Artificial Nigger” by Flannery O’Connor; “Dean of Men” by Peter Taylor; and Waiting for the Barbarians by J.M. Coetzee.
ROLF YNGVE: The Nature of Doors, a Group Meditation on Opening the Story 

A door, by its nature, is part of its edifice. Both a barrier and a passage, a door serves a literal function for its associated room, wall, compartment, building or cave. But a door is capable of much more than a literal effect. As we approach, open, close, lock or latch a door, the door itself becomes transcendent and the experience, intimate. A door welcomes, shuns, beckons, repulses, prevaricates, conceals, mystifies and reveals. Doors shape our experience, and our anticipation— our imagination of what lies beyond is influenced by the appearance and feel of the door itself.   

In this literary art, we want the doors leading into our works to transcend their role as functional entries. We want them to compel, engage, and even conceal through an intimate interaction with the reader. When we place our hand upon the door to a story, we want our imaginations to be intimately engaged, and we want transcendence into a place of delight. I’ll examine three types of doors into literary works in terms of that intimate relationship. We will look at the effects of an opening line, an opening paragraph and a prologue upon the reader.  


Suggested reading:  The presentation will reference Ernest Hemingway’s short story, “The Short Happy Life of Francis Macomber,” Melville’s novella, Billy Budd, Sailor: (An Inside Narrative), and E.M. Forster’s A Passage to India. We will discuss the opening elements of these works relative to their entire narratives. The terms of reference for this discussion will be McIlvoy’s sense of imminence, Parson’s notion of metaphor and motif, the iconography and extra-textual referencing as explored by Dobyns and Haynes, and the nature of legends on a map bringing to mind Turchi’s cartography.  A handout will be provided. 
The graduate classes currently scheduled opposite one another: 

Kang/Fischer/Yngve
Borges/Kanegis
Cleveland/Ekiss/Smith
Franco/Taleb-Agha/Walth

Campbell/Gurman/Lleshanaku

Hyun/Little/Pierce
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