AP Literature and Composition
Summer Assignment 2019
I am looking forward to working with you as we explore various works of literature next
year! In order to get a jump-start on our work, I would like for you to read a novel and
complete the following two-part summer assignment, due at the beginning our first class
together on 7/8 August 2019. If you have questions as you read and prepare the assignment,
please email me at h
 ziemer@evansvilledayschool.org. To discourage your procrastinating
on the assignment, I will not respond to questions about the assignment after 4 August
2019.
Required Text: I nvisible Man by Ralph Ellison, S
 econd Vintage International Edition,
March 1995, ISBN: 978-0-679-73276-1. Please obtain a copy from Ms. Ziemer before the end
of the 2018-19 school year. Because the EDS Humanities Department recognizes and
supports the importance of marking texts for understanding, e-books will not permitted in
this course.
Review of Reading Strategies: Please review the attached reading guide from Harvard
University before you begin reading Invisible Man, and use the strategies referenced therein
to assist you in marking the text as you read. I will be grading your marginalia (also called
marginal notations or annotations) for each work that we read this year.
Introduction to Invisible Man: Ralph Ellison’s 1952 novel, I nvisible Man, is a complex work of
major significance in the literary canon. (It also happens to be the m
 ost referenced work on
the AP Lit Free-Response questions.) We will begin discussing the novel’s literary features
and themes on day one of class in August, so you will need to carefully annotate the text
and review your annotations in advance of our first class. You should read the attached
supplementary materials on the novel before you begin reading the novel. Before our first
day of class, please reread and be ready to discuss the supplementary materials.
Two-Part Assignment:
1. Read and annotate the text: As you read and annotate, identify figurative language,
important passages/quotes, and themes. You should also make comments, ask
questions, and make connections. I will grade your annotations for this work and for
all of the works we’ll read during the year. 2 0 points, maximum.
2. Write an essay: Please choose one of the following four prompts, below, and write a
5-7 page analytical essay in response thereto. Avoid plot summary and incorporate
quotes. Use standard conventions of grammar, spelling, style, and usage. Set your
font to Times New Roman 12-point. Double-space and use one-inch margins
throughout. Please use MLA format, including in-text citations and a works cited
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page. (Check the P
 urdue OWL for information on MLA format.) 8 0 points,
maximum.
Prompt Option 1: Invisible Man insists that juxtaposing himself against the light
proves and illuminates his existence. He alleges, “Light confirms my reality, gives
birth to my form …. Without light I am not only invisible, but formless as well; and
to be unaware of one’s form is to live a death” (Ellison 6-7). How does light,
dark(ness), blindness, and invisibility shape and inform Invisible Man’s identity and
attitudes?
Prompt Option 2: O
 ne of the concepts in the novel is how an individual discovers
his or her identity. Invisible Man states that “my problem was that I always tried to
go in everyone’s way but my own. I have also been called one thing and then
another while no one really wished to hear what I called myself. So after years of
trying to adopt the opinions of others I finally rebelled. I am an invisible man”
(Ellison 573). By choosing to become “invisible,” does Invisible Man fulfill his
agenda of determining his own identity? Or is his invisibility yet another form of
identity thrust upon him by others and/or society? Does Invisible Man base his
identity and reality on self-reflection, or is his self-perception constructed by how
others see or do not see him?
Prompt Option 3: How does Invisible Man respond in some significant way to
justice or injustice? Analyze Invisible Man’s understanding of justice and the degree
to which his search for justice is successful.
Prompt Option 4: O
 ne definition of madness is mental delusion or the eccentric
behavior arising from it. Yet, Emily Dickinson wrote, “Much Madness is divinest
Sense— / To a discerning Eye—.” Novelists and playwrights have often seen
madness with a “discerning Eye.” How does Invisible Man’s apparent madness or
irrational behavior play an important role in the novel? Is his behavior the result of
insanity and/or fury? What does this delusional or eccentric behavior consist of, and
how might it be judged as actually reasonable and sane? Explain the significance of
the madness to the work as a whole.
Again, I am looking forward to a rewarding year with you and encourage you to stay in
touch over the summer with questions you have about the novel and/or the assignment.
With gratitude,
Ms. Holly Ziemer
hziemer@evansvilledayschool.org
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Interrogating Texts: 6 Reading Habits to Develop in Your First Year at Harvard
Critical reading--active engagement and interaction with texts--is essential to your academic success at Harvard, and to your
intellectual growth. Research has shown that students who read deliberately retain more information and retain it longer. Your
college reading assignments will probably be more substantial and more sophisticated than those you are used to from high
school. The amount of reading will almost certainly be greater. College students rarely have the luxury of successive rereadings of material, either, given the pace of life in and out of the classroom.
While the strategies below are (for the sake of clarity) listed sequentially, you can probably do most of them simultaneously.
They may feel awkward at first, and you may have to deploy them very consciously, especially if you are not used to doing
anything more than moving your eyes across the page. But they will quickly become habits, and you will notice the difference—
in what you “see” in a reading, and in the confidence with which you approach your texts.
1. Previewing: Look “around” the text before you start reading.
You’ve probably engaged in one version of previewing in the past, when you’ve tried to determine how long an assigned
reading is (and how much time and energy, as a result, it will demand from you). But you can learn a great deal more about
the organization and purpose of a text by taking note of features other than its length.
Previewing enables you to develop a set of expectations about the scope and aim of the text. These very preliminary
impressions offer you a way to focus your reading. For instance:

•
•
•

•

What does the presence of headnotes, an abstract, or other prefatory material tell you?
Is the author known to you already? If so, how does his (or her) reputation or credentials influence your perception of
what you are about to read? If the author is unfamiliar or unknown, does an editor introduce him or her (by supplying
brief biographical information, an assessment of the author’s work, concerns, and importance)?
How does the disposition or layout of a text prepare you for reading? Is the material broken into parts--subtopics,
sections, or the like? Are there long and unbroken blocks of text or smaller paragraphs or “chunks” and what does this
suggest? How might the parts of a text guide you toward understanding the line of inquiry or the arc of the argument
that's being made?
Does the text seem to be arranged according to certain conventions of discourse? Newspaper articles, for instance,
have characteristics that you will recognize; textbooks and scholarly essays are organized quite differently Texts
demand different things of you as you read, so whenever you can, register the type of information you’re presented
with.

2. Annotating: Make your reading thinking-intensive from start to finish.
Annotating puts you actively and immediately in a "dialogue” with an author and the issues and ideas you encounter in a
written text. It's also a way to have an ongoing conversation with yourself as you move through the text and to record what
that encounter was like for you. Here's how:

•

Throw away your highlighter: Highlighting can seem like an active reading strategy, but it can actually distract from
the business of learning and dilute your comprehension. Those bright yellow lines you put on a printed page one day
can seem strangely cryptic the next, unless you have a method for remembering why they were important to you at
another moment in time. Pen or pencil will allow you to do more to a text you have to wrestle with.

•

Mark up the margins of your text with words and phrases: ideas that occur to you, notes about things that seem
important to you, reminders of how issues in a text may connect with class discussion or course themes. This kind of
interaction keeps you conscious of the reasons you are reading as well as the purposes your instructor has in mind. Later
in the term, when you are reviewing for a test or project, your marginalia will be useful memory triggers.

•

Develop your own symbol system: asterisk (*) a key idea, for example, or use an exclamation point (!) for the
surprising, absurd, bizarre. Your personalized set of hieroglyphs allow you to capture the important -- and often
fleeting -- insights that occur to you as you're reading. Like notes in your margins, they'll prove indispensable when
you return to a text in search of that perfect passage to use in a paper, or are preparing for a big exam.

•

Get in the habit of hearing yourself ask questions: “What does this mean?” “Why is the writer drawing that
conclusion?” “Why am I being asked to read this text?” etc. Write the questions down (in your margins, at the
beginning or end of the reading, in a notebook, or elsewhere. They are reminders of the unfinished business you still

have with a text: something to ask during class discussion, or to come to terms with on your own, once you’ve had a
chance to digest the material further or have done other course reading.
3. Outline, summarize, analyze: Take the information apart, look at its parts, and then try to put it back together again in
language that is meaningful to you.
The best way to determine that you’ve really gotten the point is to be able to state it in your own words.
Outlining the argument of a text is a version of annotating, and can be done quite informally in the margins of the text,
unless you prefer the more formal Roman numeral model you may have learned in high school. Outlining enables you to
see the skeleton of an argument: the thesis, the first point and evidence (and so on), through the conclusion. With weighty or
difficult readings, that skeleton may not be obvious until you go looking for it.
Summarizing accomplishes something similar, but in sentence and paragraph form, and with the connections between ideas
made explicit.
Analyzing adds an evaluative component to the summarizing process—it requires you not just to restate main ideas, but
also to test the logic, credibility, and emotional impact of an argument. In analyzing a text, you reflect upon and decide how
effectively (or poorly) its argument has been made. Questions to ask:
•

•
•

What is the writer asserting?
What am I being asked to believe or accept? Facts? Opinions? Some mixture?
What reasons or evidence does the author supply to convince me? Where is the strongest or most effective
evidence the author offers -- and why is it compelling?

4. Look for repetitions and patterns:
The way language is chosen, used, positioned in a text can be an important indication of what an author considers crucial and
what he expects you to glean from his argument. It can also alert you to ideological positions, hidden agendas or biases. Be
watching for:

•
•
•

Recurring images
Repeated words, phrases, types of examples, or illustrations
Consistent ways of characterizing people, events, or issues

5. Contextualize: Once you’ve finished reading actively and annotating, take stock for a moment and put it in perspective.
When you contextualize, you essentially "re-view" a text you've encountered, framed by its historical, cultural, material,
or intellectual circumstances.
•

When was it written or where was it published? Do these factors change or otherwise influence how you view a piece?

Also view the reading through the lens of your own experience. Your understanding of the words on the page and their
significance is always shaped by what you have come to know and value from living in a particular time and place.
6. Compare and Contrast: Set course readings against each other to determine their relationships (hidden or explicit).
•
•
•
•

At what point in the term does this reading come? Why that point, do you imagine?
How does it contribute to the main concepts and themes of the course?
How does it compare (or contrast) to the ideas presented by texts that come before it? Does it continue a trend, shift
direction, or expand the focus of previous readings?
How has your thinking been altered by this reading? How has it affected your response to the issues and themes of the
course?

Susan Gilroy, Librarian for Undergraduate Programs for Writing, Lamont and Widener Libraries 9.12.18

Invisible Man
~lpfi CE{{ison

Written in the politically and socially turbulent 1940s, Invisible Man is one of the definitive novels of the
African-American experience; it is also one of the definitive novels for all Americans. The issues Ellison so
powerfully addresses are those that confront everyone who lives in the modem world: not only racism but the
very question of personal identity, our frustrated impulse to assert ourselves in a world which is metaphorically
blind. Ellison's hero is invisible within the larger culture because he is black, but his feelings can easily be
understood by all those who experience the anonymity of modern life. Shortly before his death Ellison
acknowledged the fact that his novel had expanded the very meaning of the word "invisible." Invisibility, he
said, "touches anyone who lives in a big metropolis." (New Yorker, 5/2/94)
The novel's nameless narrator (the Invisible Man) is representative of many intelligent young AfricanAmericans of his generation. Born and raised in the rural South, he is a star pupil at a college for black students.
He dreams of racial uplift through humility and hard work, a doctrine preached by the school and the larger
Southern culture. When his innocent idealism lands him in trouble, he comes to understand the hypocrisy
behind the school's professed philosophy and heads t{)r the greater freedom ofNew York.
The naive young man is "educated" by being slowly disabused of all his ideals. Despite this, in the end he
chooses to reject cynicism and hatred and to embrace a philosophy of hope. Ellison wanted his novel to
transcend the rage and hopelessness of the protest novel and assert a world of possibility, however remote. It is
surreal because "life is surreal," and it is funny--often hilariously so- because "what else was there to sustain
our will to persevere but laughter?" [p. xv]. The novel also reflects the rhetorical richness of the AfricanAmerican culture, using a wide range of idiomatic styles. Ellison's anti-realism stood out at a time when realism
was the dominant fictional style, particularly in the protest novel. Through it he asserts the excitement of human
experience in a world in which the unexpected is always happening.
hii[):·~'!Y.WW.randomhousc.com

Ralph Ellison by Anne Scidlit:r.
In writing INVISIBLE MAN in the late 1940s, Ralph Ellison brought onto the scene a new kind ofblack protagonist. one
at odds with the characters of the leading black novelist at the time, Richard Wright. If Wright's characters were angry.
uneducated, and inarticulate-- the consequences of a society that oppressed them-- Ellison's Invisible Man was educated,
articulate. and self-aware. Ellison's view was that the African-American culture and sensibility was far from the
downtrodden. unsophisticated picture presented by writers, sociologists and politicians, both black and white. l-Ie posited
instead that blacks had created their own traditions, rituals, and a history that formed a cohesive and complex cullure that
was the source of a full sense of identity. When the protagonist in INVISIBLE MAN comes upon a yam seller (named
Petie Wheatstraw, after the black folklore figure) on the streets of Harlem and remembers his childhood in a tlood of
emotion. his proclamation "I yam what I yam!" is Ellison's expression of embracing one's culture as the way to freedom.
If Wright's protest literature was a natural outcome of a brutal childhood spent in the deep South, Ellison's more affirming
approach came out of a very diflerent background in Oklahoma. A "frontier" state with no legacy of slavery, Oklahoma in
the 191 Os created the possibility of exploring a fluid ity between the races not possible even in the North. Although a
contemporary recalled that the Ellisons were "among the poorest" in Oklahoma City, Ralph still had the mobility to go to
a good school, and the motivation to find mentors, both black and white, from among the most accomplished people in the
city. Ellison would later say that as a child he observed that there were two kinds of people, those "who wore their
everyday clothes on Sunday, and those who wore their Sunday clothes every day. I wanted to wear Sunday clothes every
day."
Ellison's life-long receptivity to the variegated culture that surrounded him, beginning in Oklahoma City, served him well
in creating a new take on literary modernism in INVISIBLE MAN. The novel references African-American folktales,
songs, the blues, jazz, and black traditions like playing the dozens-- much as T.S. Eliot and James Joyce had referenced
classical Western and Eastern civilization in TI--lE WASTELAND and ULYSSES. An added difference for Ellison was
that his modernist narrative was also a vehicle for inscribing his own and the black identity -- as well as a roadmap for
anyone experiencing themselves as "invisible," unseen. "Time" magazine essayist Roger Rosenblatt would say: "Ralph
Ellison taught me what it is to be an American."
For Ellison, unlike the protest writers and later black separatists, America did offer a context for discovering authentic
personal identity; it also created a space for African-Americans to invent their own culture. And in Ellison's view, black
and white culture were inextricably linked, with almost every facet of American life influenced and impacted by the
African-American presence-- including music, language, folk mythology, clothing styles and sports. Moreover, he felt
that the task of the writer is to "tell us about the unity of American experience beyond all considerations of class, of race,
of religion." In this Ellison was ahead ofhis time and out of step with the literary and political climates of both black and
white America; his views would not gain full currency until the 1980s.
In his own life, Ellison's interests were as far ranging as his "integrative" imagination. He was expert at fishing, hunting,
repairing car engines, and assembling radios and stereo systems. His haberdasher in New York said that he "knew more
about textiles than anyone I've ever met," and his friend Saul Bellow called him a "thoroughgoing expert on the raising of
African violets." He was also an accomplished sculptor, musician, and photographer. The scope of Ellison's mind and
vision may have contributed to the growing unwieldiness of his much-awaited second novel, which he toiled over for
forty years. lie planned it as three books, a saga that would encompass the entire American experience. The book was still
unfinished when Ellison died in New York in 1994 at the age of eighty.
INVISIBLE MAN and the essays in SHADOW AND ACT and GOING TO THE TERRITORY were transformative in
our thinking about race, identity, and what it means to be American. On the power of three books, Ellison both accelerated
America's literary project and helped define and clarify arguments about race in this country. Ellison's outlook was
universal: he saw the predicament of blacks in America as a metaphor for the universal human challenge of finding a
viable identity in a chaotic and sometimes indifferent world. The universality and accomplishment of Ellison's writing can
be seen in the breadth of his continuing inlluence on other writers, from Toni Morrison and Charles Johnson to Kurt
Vonncgut and the late Joseph Heller. Filly years after the publishing of INVISIBLE MAN, Ralph Ellison's voice
continues to speak to all of us.
http:t/www.pbs.org/wnctlamcricanmastcrsldatabasc 1cllison r.hunl

Invisible Man
AUTHOR'S STYLE
Invisiblc Man is a stylistic performance of the highest order, a delight and a constant series of surprises to anyone who
loves words. That's one view. The other is that it is a confusing mass of shifting styles that only serves to keep the reader
from knowing what's going on. Therefore, take this section of the study guide as a warning: Invisible Man is not an easy
novel to read, and if you want to get the maximum pleasure and understanding from Ellison's dazzling use oflanguage,
you will have to work at it.
Ellison's first stylistic device is word play. lie loves puns, rhymes, slogans, and paradoxes. "I yam what I am!" cries the
narrator, after buying a hot buttered yam from a street vendor in Chapter 13. "If It's Optic White, It's the Right White" is a
slogan lor the Liberty Paint Factory coined by the black Lucius Brockway. It reminds the narrator of the old southern
expression, "If you're white, you're right." "All it takes to get along in this here man's town is a little shit, grit, and motherwit," says Peter Wheatstraw, a street blues singer in Harlem. What all these expressions and many others have in common
is that they are not only funny and clever, they also embody folk wisdom that the narrator needs to hear and understnnd.
Ellison also has a fine ear for all kinds of speech-especially varieties of black folk dialect. All the black folk charactersJim Trueblood, Burnside the Vet, Brockway, Wheatstraw, Mary Rambo, BrotherTarp, and at the end the two black
revolutionaries Scofield and Dupree-speak in their own varieties of black folk dialect and exhibit a kind of knowledge that
the more educnted "white" characters seem to lack, a "street" knowledge that has passed from South to North, from
generation to generation, and needs to be remembered.
Ellison's stylistic range is enormous. In Chapter 2 he writes a description of the college in the style of the poet T. S. Eliot.
In Chapter 4 he writes a sennon modeled on the classic oratory of black preachers throughout the South in the early
twentieth century. Influenced by a range of writers from Eliot and Joyce to Dostoevsky and Richard Wright, he can write
in whatever style suits his purpose at the time. When asked about his changing styles in the novel, he said. "In the South,
when he [the narrator] was trying to tit into a traditional pattern and where his sense of certainty had not yet been
challenged, I felt a more naturalistic treatment was adequate .... As the hero passes from the South to the North, from the
relatively stable to the swiftly changing, his sense of certainty is lost and the style becomes expressionistic. Later on
during his fall from grace in the Brotherhood it becomes somewhat surrealistic. The styles try to express both his state of
consciousness and the state of society."
You might underline the three \vords naturalistic. expressionistic, and surrealistic. If Ellison is right in his analysis, then
these are the three major styles of the novel. "Nnturalistic" means faithful to the smnll details of outward reality or nature.
"Expressionistic" means characters and actions standing for inner states. "Surrealistic" means tending to deal with the
world of dreams and the unconscious. Thus, the scenes at the college are nuturalistic, the scenes at the paint fi1ctory are
expressionistic, and the scenes from the IJarlem riot chapters at the end are surrealistic. We will explore the significance
of these stylistic shifts more fully in The Story section. For now you may want to think about why Ellison felt that realism
alone was not enough. What could these other styles do for him that realism could not?

POINT OF VIEW
Invisible Man is n first-person narrative told by a developing character. That means you can trust his perceptions and
judgments much more toward the end of the novel than you can at the beginning.
At the beginning (leaving out the Prologue, which we will look at later with the Epilogue) the narrator is young and naive.
In Chapter I he is a high school graduate. In Chapters 1 to 6 he is a college junior. He has experienced little of the real
world. As a result he misinterprets, 111 isses ironies, and makes naive judgments about other characters. Your interpretation
of the events of the first third of the novel must be colored by your awareness that the narrator is frequently missing the
point. You must be more mature nnd perceptive than he is.
During Chapters 7 to 10, his first months in New York, he is not much better, but the accident in the paint lbctory at the
end or Chapter I 0 changes him. In Chapters II to 13 you see a more thoughtful narrator emerge from the machine in the
paint f..1ctory hospital. He begins to ask questions about his identity, makes some connection with his black roots, and

discovers his vocation when he makes an eloquent speech protesting the eviction of an old couple from their apartment.
As the narrator becomes more concerned with social j ustice, you may find yourself identifying more strongly with him.
But he still has a long way to go.
In Chapters 14 to 21, the period when he is working for the Brotherhood, he is mature in some ways but not in others. The
narrator's sight begins to clear in Chapter 22. when he sees many of the Brotherhood members for what they really arc for
the tirst time. Chapter 23, in which he discovers the identity of Rinehart, marks another phase of his development, and the
Prologue and Epilogue, which happen chronologically after the action of the novel proper, represent a final phase.
Your job as a reader is to sort out this progress as it occurs and to evaluate how much the ideas of the narrator at any
pmticular stage of his development may be associated with those ofthe author. Is the narrator. as he nears maturity in the
later chapters, speaking for Ellison? Do the Prologue and Epilogue, more than the main body of the novel, represent an
identitication between narrator and author? A look at Ellison's essays in Shadow and Act ( 1964) would help you answer
these questions. "That Same Pain, That Same Pleasure" is particularly helpful. Some critics, Marcus Klein for one (see
"The Critics"), feel that Ellison violates point of view in the Epilogue by making the narrator come to conclusions that arc
too optimistic, too affirmative for his character. These statements, say the critics, are really more Ellison's than the
narrator's, and they belong in a different novel. You will have to make your own decision about these questions as you
study the Epilogue to the novel.
FORM AND STRUCTURE

Form and structure do not pose a problem in this otherwise complex novel. The form is simple: It is chronological
narrative with no flashbacks and no confusing time switches. The only fi.mnal element that might give you any trouble is
Ellison's use of the Prologue and Epilogue. The Prologue, which precedes Chapter I, occurs in time after the action of
Chapters I to 25 has been completed, but before the Epilogue. In the novel proper, Chapters 1 to 25, the narrator tells you
what he did to end up in the "hole" which he describes in the Prologue. In the Epilogue he t<tlks about leaving the hole and
going back up into the world which he has temporarily abandoned. You don't know how long the narrator has been in the
hole, but you may infer that his main activity there has been writing the novel. When he has completed that, he will then
rejoin the world of action. Thus, the Prologue and Epilogue frame the no\·el, putting it in the context of the narrator's
present thoughts about life and activity. The narrator is finally not just the person to whom these events have occurred but
the person who is organizing them into a work of art that tries to explain their significance. In the process, he creates
himsel f.
The main body of the novel is a straightforward chronological narration of the protagonist's development. It may be
divided into two, three, or four parts, depending on where you think the main structural breaks are. Ellison gives you only
chapters, so the division into larger units is up to you. One structural principle is the movement from South to North (see
comments under Setting). A second is that of death and rebirth. If you look at the death and rebirth structure, the novel
would break into four major sections. Section I (Chapters I to 6) takes place in the South, mainly at the college. The
narrator is expelled and this way of life is literally dead for him . In Section II (Chapters 7 to 12) he is born again in New
York, only to have that existence literally exploded by the accident in the paint factory. Section Ill (Chapters 13 to 22)
tells the story of his life with the Brotherhood and its eventual destruction. Section IV (Chapter 23 to the Epilogue) reveals
the narrator's brief existence as Rinehart followed by his decision to disappear and rethink his values from his
underground hole. lie says at the end, using the words of the German philosopher Nietzsche, "I must shake ofT the old
skin and come up for breath." Life is a series of rebirths, a process of shaking off the old skin (rind) over and over.
Whatever pattern you think is the most essential, the novel is fundamentally a developmental novel. a Bildungsroman in
which a young man goes through a series ofdifticult and confusing experiences on the way to his maturity. Your main job
is to discover what each of those experiences contributes to his growth.
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