
 

U N I T  P L A N :  T E A C H I N G  T H E  B R O T H E R S  K A R A M A Z O V  
 

 Chapter / Pages Teaching strategy / Learning activity 
AP AUDIT ELEMENT(S):   

KNOWLEDGE 
What students should know actively: 

  

What students should be able to recognize:   

SKILLS 
What students should be able to do: 

  

HABITS 
What students should do habitually: 

  

 



T h e  N o v e l :  S o m e  E l e m e n t s  
 

E l e m e n t s  i n  n e a r l y  a l l  n o v e l s :  

CHARACTER direct description or commentary by the narrator, including ironic comment 
language: in speech and thought, in both content and form of expression 
action: especially as it confirms or contradicts what characters say 
change: growth or deterioration † 

Coincidence Coincidence, which surprises us in real life with symmetries we don’t expect 
to �ind there, is all too obviously a structural device in �iction, and an 
excessive reliance on it can jeopardize the verisimilitude of a narrative. † 

Ending last-minute twist is generally more typical of the short story than of the 
novel † 

Intertextuality some ways a text can refer to another: parody, pastiche, echo, allusion, direct 
quotation, structural parallelism † 

IRONY consists of saying the opposite of what you mean, or inviting an 
interpretation different from the surface meaning of your words.  † 

Narrative 
Structure 

you can’t see it, but it determines the edi�ice’s shape and character † 
the arrangement of the parts of the material 

PLOT Plot has been de�ined as “a completed process of change.”  † 
A story is “a narrative of events in their time-sequence. A plot is also a 
narrative of events, the emphasis falling on causality.” --Forster 

POINT OF 
VIEW 

the vantage point from which an author tells a story. The two broad 
categories are (1) the third-person narrator who tells the story and does not 
participate in the action and (2) the �irst-person narrator who is a major or 
minor participant.   

Repetition can be lexical or grammatical; incantatory rhythms and repetitions † 

SETTING the background of a story in [1] PLACE, including city/country/region, 
indoors or out, weather and [2] TIME, including century, year, historical and 
social conditions, season, day/night, and the like  

Showing and 
Telling 

Fictional discourse constantly alternates between showing us what 
happened and telling us what happened. [Scene and Narration]  † 

STYLE the individual way a writer works, especially to achieve a speci�ic effect. The 
elements of style include diction, syntax, imagery, �igurative language, and 
larger questions of structure, modes of discourse, and the like. 

SYMBOL anything that “stand for” something else is a symbol, but the process 
operates in many different ways.  † 

THEME a central idea. Like thesis, it implies a subject and a predicate of some kind, as 
opposed to a topic, which can be simply a label 

TONE the author’s attitude toward the material in a work or toward the reader. 
Tone is revealed by style. 



 

E l e m e n t s  i n  m a n y  n o v e l s  

Comedy Two primary sources: situation and style. Both depend crucially upon 
timing † 

Duration as measured by comparing the time events would have taken up in reality 
with the time taken to read about them. This factor affects narrative tempo † 

Epiphany literally, a showing. Any descriptive passage in which external reality is 
charged with a kind of transcendental signi�icance for the perceiver † 

Epistolary 
Novel 

advantages: can have more than one correspondent and thus show the same 
event from different points of view † 

Exotic foreign, but not necessarily glamorous or alluring † 

Implication especially sexual in Victorian lit † 

Interior 
Monologue 

very dif�icult technique to use… apt to impose a painfully slow pace on the 
narrative † 

Intrusive 
Author 

around the turn of the century fell into disfavour † 

Magic Realism marvellous and impossible events occur in what otherwise purports to be a 
realistic narrative † 

Metaficiton �iction about �iction  
novels and stories that call attention to their own compositional procedures.  † 

Names In a novel names are never neutral.  † 

Sense of Past “historical novels (19th century) dealt with historical personages and events; 
but also evoked the past in terms of culture, ideology, manners and morals † 

Stream of 
Consciousness 

1] one technique is interior monologue 
2] second technique is free indirect style. It renders thought as reported speech 
but keeps the kind of vocabulary that is appropriate to the character, and 
deletes some of the tags † 

Allegory does not merely suggest, but insists on being decoded in terms of another 
meaning; at every point a one-to-one correspondence to the implied 
meaning † 

Time-Shift narrative avoids presenting life [in order] and allows us to make connections 
of causality and irony between widely separated events † 

Title The title is part of the text--the �irst part of it, in fact † 

Unreliable 
Narrator 

invariably invented characters who are part of the stories they tell † 

 
† adapted from David Lodge, The Art of Fiction, London: Penguin, 1992. Print. 

[An invaluable source with the strongest recommendation.] 



T e a c h i n g  t h e  N o v e l  
B E F O R E ,  D u r i n g   A f t e r  

 
A. Select the novels and place them appropriately in the school calendar. 

1. Select the novels 
a. Two summer novels, both accessible 
b. Four in-class novels: two pre-WW I, two post-WW I 
c. Most of the novels should be “of literary merit”  

[rich language / reward rereading / multiplicity of interpretation] 
2. Place the novels in the syllabus 

a. Consider putting the novels in order of accessibility. 
b. Consider the ‘traps’ in your school’s calendar. 
c. Know what your students will be doing in other classes and activities. 

3. Use a planning page or the like to set the learning outcomes for each novel. 
4. Search the novel on line. 

a. Find what resources offer ideas for teaching the novel. 
b. Find what resources can help your students; know what sites are available for them. 

 
B. Model a “way into the novel,” a pre-reading strategy. 

1. Look carefully at the title—one word at a time. 
2. Look at the organization. 

a. Is the novel divided into chapters?  
b. How many are there? Are they about equal length?  
c. Are they numbered? grouped into sections? 
d. Do they have epigraphs? titles? 
e. Watch to see what design the writer is using, what logical reasons underlie the 

structural organization: patterns of repetition that establish a narrative rhythm 
3. Devise a reasonable strategy for reading the novel, including a schedule. Leave some 

“elbow room.” 
 
C. Model a close reading of the opening passage of the novel—the writer uses this piece to 

separate the real world we live in from the world of the novel. Include the title. 

1. Read at least the first page or two aloud, signaling students what kinds of notes they can 
be making as they read. Be sure they can pronounce the proper nouns. 

2. Help students identify the setting and the point of view. 



T e a c h i n g  t h e  N o v e l  
B e f o r e ,  D U R I N G ,   A f t e r  

 
A. Model a close reading of a narrative passage early in the novel [to signal what elements 

students should be attending to] 

1. the setting 
2. in time [year, season, and the like] 
3. in place [country, city or country, and 

the like] 
4. social and historical environment 

5. the characters 
6. who they are and how the relate to 

the others 
7. techniques the writer uses to reveal 

them 

 
B. Annotating 

1. Work out a system to offer students for marking the text. At the least, they should indicate: 
• the entrance of new characters 
• shifts in setting (place or time) or mood 
• changes in characters (softening, hardening, 

epiphanies) or changes in relationships 
between or among characters 

• patterns, including repetition or echoing 

• plot elements (complications, 
crises, climaxes, reversals) 

• predictions 
• questions  
• memorable lines or passages 

2. Stop to review the annotations frequently, using the questions students bring in to start 
discussion, constructing a class-wide set of “memorable lines,” and the like 

 
C. Some Activities 

Make a list of a character’s actions in one 
column and the consequences of those 
actions in the other. 

Stop in the middle, or at the end of each 
third, to identify and discuss the “big issues” 
to that point. How can they be identified? 
How will the author have the characters work 
them out? 

Find a poem (or a song) that echoes or can be 
said to comment on a part or passage of the 
novel. Explain how the two are related. 

Decide to what extent the names of the 
characters seem to suggest meanings. 

In a complex novel, keep a family tree. 

Trace graphically the conflicts in the novel. 
Which pit characters against their 
environment, natural or social? Which set 
characters against each other? Which create 
a clash within a character? Which characters 
want what they wish they did not want? 

For one chapter/section of the novel, write a 
review of the analysis given at one of the 
popular “literature help” web sites: Enotes, 
SparkNotes, BookRags, or the like. Explain 
what is included, what is left out, any special 
insights the site offers, any questionable 
readings, and anything else that helps 
evaluate the site. 

 



T e a c h i n g  t h e  N o v e l  
B e f o r e ,  D u r i n g ,    A F T E R  

 
1. Add a chapter 

Write a short new chapter to follow the novel’s last chapter or come before the first 
one or to fit at a specific place in the midst of the novel. The new chapter needs to 
appear to be part of the original novel, so it must match in style, tone, and theme.  

[adapted from Frazier L. O'Leary, Jr.; Cardozo High School; Washington, D.C.] 
 

2. Design a Game 

The students’ first job is to make notes as they read (mind map form is great for this) 
under the headings of character, setting, landmarks of the journey/events, 
goal/treasure to be attained, as appropriate to the novel. The game must stay consistent 
with the themes and tone of the novel. 

From there they design a proposal for their game - this must include at least six pieces: 
(1) Name of the game, (2)  Playing pieces—including any cards or devices accompanying 
it (3) Written rules, (4) Board design, and (5) Written instructions for how the game is to 
be played. 

Once the students have written these notes out fairly fully, they draft a layout for the 
front of box for the game. This will then be labeled with at least three visual and verbal 
features they intend to include and the effect they want these features to have.  i.e. use 
of trendy lettering to attract teenage buyers. 

Once students have discussed their proposal with the teacher, and both are happy 
with any needed changes, additions or compromises, students being the final 
production. 

[adapted from Sharon Stewart; Whitianga, New Zealand. (rsalisbury@xtra.co.nz)] 
 

3. Rewrite a passage 

Students rewrite a passage, either imitating the style of a different writer (a piece of 
Hemingway as Faulkner might have done it) OR changing the point of view. 

 
4. Prepare a movie treatment 

Students prepare a movie proposal for a film of the novel. They are to include, with 
specific written explanation for each: 

a) a complete cast (actual actors—living or not),  
b) a director 
c) a detailed description and rendering of two set designs 
d) a description of the music, specifying the composer(s) 
e) a poster or full-page newspaper ad 
f) a story summary, specifying what will be included and what will be omitted 

mailto:rsalisbury@xtra.co.nz


Response Journal ‘Speed Dating ’ 
 

The ‘Speed Dating’ Activity 

Students complete Response Journals 
using the slightly modi�ied Response 
Journal Guidelines at right.  

Students form two concentric circles, 
and we begin with each student asking the 
student opposite for reactions to the text. 
After a few minutes have the outer circle 
move to the right three places, and chose 
another question (out of order) for 
students to talk about. The next time have 
the inner circle move �ive spaces, and so on. 

The class can continue until all questions 
are asked. Then, with the class back in their 
seats, ask individuals in random order for 
the most interesting response they heard 
from a classmate, who then expands on the 
response deemed so interesting by the 
peer. This way all students both ask about 
and present their response to every 
question. 

With a large class, two pairs of 
concentric circles might work better. 

Response Journal Guidelines 

• REACTIONS: Take time to write down 
your reaction to the text. If you’re 
intrigued by certain statements or 
attracted to characters or issues, write 
your response.  

• MAKE CONNECTIONS: What does the 
reading make you think of? Does it 
remind you of anything or anyone? Make 
connections with other texts or concepts 
or historic events. Do you see any 
similarities? 

• ASK QUESTIONS: What perplexes you 
about a particular passage? Try 
beginning, “I wonder why...” or “I’m 
having trouble understanding how...’ or 
“It perplexes me that...” or “I was 
surprised when ....”  

• AGREE / DISAGREE: On what points, or 
about what issues, do you agree or 
disagree? ‘Write down supporting ideas. 
Try arguing with the author. Think of 
your journal as a place to carry on a 
dialogue with the author. 

• QUOTES: Write down striking words, 
images, phrases, or details. Speculate 
about them. Why did the author choose 
them? What do they add to the story? 
Why did you notice them? Divide your 
notebook page in half and copy words 
from the text onto the left side; write your 
responses on the right. 

• POINT OF VIEW: How does the author’s 
attitude shape the way the writer 
presents the material? 

Guidelines adapted the Bard College Language and Thinking 
Program. Assignment modi�ied by Eileen Bach from an idea on 

the AP Community 
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