
Examiners’ Report

June 2018

IAL English Literature WET02 01



Edexcel and BTEC Qualifications

Edexcel and BTEC qualifications come from Pearson, the UK’s largest awarding body. We provide a
wide range of qualifications including academic, vocational, occupational and specific programmes
for employers. For further information visit our qualifications websites at www.edexcel.com or 
www.btec.co.uk.

Alternatively, you can get in touch with us using the details on our contact us page at 
www.edexcel.com/contactus.

Giving you insight to inform next steps

ResultsPlus is Pearson’s free online service giving instant and detailed analysis of your students’
exam results.

See students’ scores for every exam question.

Understand how your students’ performance compares with class and national averages.

Identify potential topics, skills and types of question where students may need to develop their
learning further.

For more information on ResultsPlus, or to log in, visit www.edexcel.com/resultsplus.
Your exams officer will be able to set up your ResultsPlus account in minutes via Edexcel Online.

Pearson: helping people progress, everywhere

Pearson aspires to be the world’s leading learning company. Our aim is to help everyone progress
in their lives through education. We believe in every kind of learning, for all kinds of people,
wherever they are in the world. We’ve been involved in education for over 150 years, and by
working across 70 countries, in 100 languages, we have built an international reputation for our
commitment to high standards and raising achievement through innovation in education. Find out
more about how we can help you and your students at: www.pearson.com/uk.

June 2018
Publications Code WET02_01_1806_ER

All the material in this publication is copyright
© Pearson Education Ltd 2018

2     IAL English Literature WET02 01

http://www.edexcel.com
http://www.btec.co.uk
http://www.edexcel.com/contactus
http://www.edexcel.com/resultsplus
http://www.pearson.com/uk


Introduction

WET02 demands the application of knowledge of literary techniques and features, to produce
crafted, analytical answers that are informed by wider critical reading and a variety of contextual
factors that shape the production and reception of two studied literary texts.

There are two sections to the paper, each carrying 25 marks. Section A requires the analysis of a
studied drama text from pre-1900, Section B requires the analysis of a text from the post-1900
period.In each section, there are 5 texts to choose from, and candidates select one of two
questions on their chosen plays. The personal response of the candidate to the question is
expected to be supplemented by a demonstration of knowledge and understanding of a variety of
critical interpretations of the text (AO5), and relevant contextual details (AOs 3 and 4). Depending
on the specific focus of the question, critical interpretations might include reviews of productions in
books or periodical publications (contemporary or modern), critical analysis by academic literary
scholars, historical evidence of reader/viewer responses, and the aesthetic choices made by actors
and directors. Answers which recognise ambiguity in texts, and recognise different potential
interpretations, will also be rewarded in AO5, so long as the interpretations are relevant to the
specific question focus. Relevant AO3 contexts might include socio-historical information,
intellectual history, generic conventions, biographical details, and staging history.

Overall, the work done in this series was considered to be not quite so successful as in previous
series. There were more scripts this year in previous series that did not produce work of sufficient
quality or depth to move beyond Level 2. In some cases, this was due to candidates opting for one
of the more technical questions (such as ‘use of irony’ in Othello, or ‘use of music’ in A Streetcar
Named Desire) without sufficient depth of knowledge. Once again, AO5 achievement was, as in the
June 17 series, the least fully achieved of the four assessed AOs. The series-by-series improvement
that has been reported in the use of contextual support for answers, assessed at AOs 3 and 4, was
not maintained in this series. Although there were exceptions, such as in the work done on Doctor
Faustus, Top Girls, and Waiting for Godot, and in some answers on Streetcar, most questions were
supported by contextual materials that lacked depth or, crucially, relevance.

As one marker put it, “With AO3 and AO4, vast over-generalisation was common. Even candidates
who can see beyond over-simplified stereotypes often enlist Shakespeare as a proto-feminist or
early race campaigner, a dangerous elevation of politics over art, if not done tentatively.”

The Behn, Goldsmith and Hansberry attracted only a handful of entries, so the comments in this
report pertain to the more ‘popular’ texts only.

IAL English Literature WET02 01     3



Question 5 

TWELFTH NIGHT

Question 5 was approached with confidence. Olivia’s changeability was anatomised with regard to
both the construction of a complex, interesting character and its contribution to the comic effects
of the play. Candidates who saw her sharing a (different but equally noticeable) tendency to self-
indulgence with Orsino made fair comment on dramatic structure. Issues of class were raised,
which enriched discussion of her relationship with Cesario, but tended to lack sufficient precision to
move beyond Level 3 quality for AOs 3 and 4.

Candidates opting for Question 6 were perhaps a little less assured in considering the twin moods
of melancholy and joy. (This was evident in all questions that involved a more technical analysis of
literary form or specific literary devices - in this case, many answers could not anatomise the
precise techniques used by Shakespeare to create and shift the 'mood'). There was a tendency to
see the play as uniformly sad until marriage brings joy at the end, supported by Olivia’s
bereavements, the supposed losses of Viola and Sebastian, and Orsino’s lovesickness. Those who
qualified this in terms of genre cited the speed with which Olivia is jerked out of mourning by
Cesario, the almost inevitable reunion of the twins, and the way Orsino, comically, seems to love
being lovesick. There were numerous detailed discussions of Malvolio - how his incarceration
darkens the mood of the play, and the tension between the final wedding bells and his cry for
revenge.

In both questions, while there were some references to attributed interpretations, AO5 was more
often satisfied by the candidates’ own recognition of ambivalences and possible viewpoints, which
is all well and good, but a familiarity with the interpretations of reviewers, critics, actors and
directors would serve to enrich many answers.
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Question 7 

DOCTOR FAUSTUS

Both questions were tackled with a good degree of confidence. Faustus as an overachiever in his
greed for knowledge - often linked explicitly to a kind of intellectual Gluttony - was widely
examined, but was also effectively challenged by some who contended that his real lust was not for
knowledge but for power. Contexts - humanism, the Renaissance, attitudes to education, the status
of religious imperatives - were used appropriately by most candidates, but some provided
excessive details of Renaissance humanism and textual analysis was squeezed as a
consequence.Those who made extended comparisons between Faustus and the lesser characters
were able to show how knowledge imbues both the tragic and comic elements in the play.

The importance of religion, the focus of Question 8, is obvious; candidates considered it from a
number of viewpoints and with a good deal – again, sometimes too much - of pertinent contextual
knowledge. The humiliation of the Pope was widely discussed in terms of contemporary church
politics; the dramatic impact of the Seven Deadly Sins both as a commentary on the tragedy and a
source of comic relief was noted; the Angels and the Old Man were investigated for religious and
allegorical significance.

In both questions, a large number of candidates grounded their AO5 comment in productions of
the play: it is pleasing to see that so many had encountered the drama in a performance context.
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This is a wonderful answer to Question 7. It covers a huge amount of ground, both in terms of texts
and contexts. There is a real sense of intellectual exploration here. It is beautifully written for the
most part too. It scored full marks.
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Top Level 5
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Question 9 

OTHELLO

As usual, Othello was much the most popular text in Section A. Most candidates showed real
engagement with the play, recognising the fascinations, fallibilities and frustrations of the
characters, though this enthusiasm did not always translate into consistent or substantial AO
achievement.

Answers to Question 9, focused on prejudice and corruption, were mostly centred, quite rightly, on
race and gender. While contextual comments on contemporary attitudes tended to be simplistic,
they were, for all that, firmly anchored to the text - there were more or less detailed discussions of
the racist language of Iago and Brabantio, the treatment of Desdemona and Emilia by their
husbands, and the status of Bianca. There were also refreshing detours from the main highway.
Some took ‘corrupt’ as a transitive verb and charted Iago’s destruction of Othello, which covered the
key terms of the question. Others asked, if women were only good for bed, kitchen and delivery
room, what do we make of Desdemona’s rebellious marriage, her cogent public defence of it, and
Emilia’s fearless moral denunciation of her husband and her master? Some challenged the
conventional view of Jacobean racism by pointing out that Africans were often seen as attractively
exotic. Hints of political corruption in Venice were found in Iago’s petition to ‘three great ones of the
city’ and the Duke’s willingness to overlook a questionable marriage which eventually kills the
bride’s father because he needs Othello to lead against the Turks. However, most treatments of
corruption and prejudice were more simplistic than the textual analysis they were trying to support,
and on this question, as on Questions 5 and 6, AOs 3, 4 and 5 were not so good as the work for AOs
1 and 2.

Irony, the focus of Q10, offered a wealth of material - dramatic, linguistic, situational,
metatheatrical.Iago, as he does, and must, took centre stage for most. There were many relevant
and often perceptive analyses of the ironies thrown up by his relationships to audience and
characters; interesting comment on the irony that he who warns against the green-eyed monster is
the most jealous person in the play; the bottomless irony that the chief villain of the play (and
possibly of all literature) is the only main character to survive in the end; and much else. While Iago
starred, ultimately comments covered the whole play. However, a significant proportion of those
opting for Question 10 were not equipped with a sufficient understanding of irony to succeed.

For both Othello questions, very few candidates neglected AO2. There was effective use of the word-
level analysis in charting Othello’s moral, emotional and linguistic disintegration, so that such
comment supported dramatic structure and the thematic irony of Othello in the later scenes
reverting to the racial stereotype he had explicitly challenged in the earlier.For AO5, many
candidates regularly and productively engaged with interpretations from critics, directors and their
own ambivalent responses but a significant minority neglected it entirely, and scores were distinctly
suppressed as a consequence.
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This is a reasonable attempt at Question 9. The writing is fluent, and the argument controlled.
There is an effort to introduce contexts of relevance and alternative interpretations. It might have
scored in Level 4 had the answer not been a little on the brief side, and so short of specific textual
detail.
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Be sure to clinch your arguments with a wide
range of evidence from the text. Context is only
fully rewardable when it is supporting direct
analysis of the play.
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The next script, also answering Question 9, is far more successful: the analysis is more focused on
the question's key terms, and the contextual support for the argument is far more substantial.
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High Level 5
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Question 10 

This attempt at Question 10 is mostly successful. It shows a good (though not excellent)
understanding of different types of irony and how they are deployed by Shakespeare. AOs 3, 4, and
5 are all adequately met, but AO2 is perhaps the answer's strongest feature, in the anaylsis of the
soliloquy as a vehicle for dramatic irony. On the whole, while there are some aspects of the answer
that feel more in keeping with a Level 3 score, it makes enough relevant points to get into the
middle of Level 4.
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Mid Level 4
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This answer to Question 10 is much less successful than the previous script. Though it makes a
genuine attempt at the question, the candidate clearly does not have a sifficient understanding of
irony, or an awareness of the various types used by Shakespeare: some fair points are made on
verbal irony but there is little sense of dramatic irony, a key feature of the play. The writing is
mostly accurate, though there are some slips in expression. The candidate strives to contextualise
and explore alternative interpretations, but the materials cited are not always relevant to the
question. Ultimately, these shortcomings served to suppress the achievement, and the score is
confined to the top end of Level 2.
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Level 2
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Question 11 

TOP GIRLS

Churchill’s play attracted a fairly small entry, but most candidates showed engagement with the
text and the issues arising from it, with a strong appreciation of the writer’s purposes and
stagecraft. Understanding of the context of the 1980s and Margaret Thatcher was the rule; the
play’s manipulation of gender stereotypes was addressed; and a genuinely complex mixture of
disapprobation and sympathy emerged for Marlene. Some candidates for Question 11 focused,
perfectly reasonably, on self-deception, others on a socio-economic system which lauds itself for
liberating women while denying them central aspects of their femininity. While some rather naïve
Question 12answers saw the 1980s as a distant historical period which we’ve now outgrown and
rectified, the majority saw the themes of the cost of success and the tension between professional
achievement and human identity as being still all too pertinent today.
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Question 15 

DEATH OF A SALESMAN

Context is usually strong in responses to Miller. Here, a knowledge of the importance of capitalism,
consumerism, urbanisation and the American Dream was virtually universal. Change pervades the
play and was addressed from the looming buildings of the initial stage directions through to Linda’s
enigmatic ‘We’re free’ at the end. The main focus was Willy and his inability/refusal to accept
change, be it technological (the tape recorder), commercial (the disappearance of patrician and
human values from the company), or familial (Biff growing up). Elsewhere there were interesting
discussions of lack of change in other characters - in Happy, who seemed, for some, doomed to the
same dreams and destinations as his father, and Linda, whose dogged pursuit of family harmony
does not, in the opinion of many, allow her to react sufficiently to Willy’s crisis.

In Question 16, the word ‘nation’ was as important as the word ‘man’, and was a discriminator. The
higher scoring candidates were served well by their contextual knowledge. Willy’s fetishes of
likeability, personal attractiveness and sporting prowess were seen by many as typical of a national
outlook and a national narrowness. Consumer goods (fridges, cars), financial credit and planned
obsolescence were cited as evidence that Willy is only one of millions controlled by an economic
system he cannot escape or resist because of societal expectations. Many noticed the irony that
perhaps the two most successful people in the play, Ben and Bernard, achieved their success in
ways that Willy either fears or despises as being not in harmony with the American way. Irony was
seen too in Biff finding his greatest happiness in another American way - physical labour in the
great outdoors - that is all but dead and gone.

In both questions Miller’s stagecraft was appreciated. The flexibility of time and location in the
enclosed space was detailed, and there were a number of interesting discussions of Miller’s
assertion that there are no flashbacks in the play, that everything has become coeval in Willy’s
mind.
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This answer to Question 15 drifts in and out of relevance to the question. The contextual support to
this answer is negligible, and the candidate has no real grasp of alternative interpretations. Despite
occasional glimpses of Level 3 qualities, this brief answer best fits the descriptors for Level 2
achievement.
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High Level 2
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Question 17 

A STREETCAR NAMED DESIRE

Question 17, on secrets and their revelation, attracted the majority of responses and were treated
with circumspection and often a measure of subtlety. The number of candidates who reached for
their off-the-peg Blanche essay was mercifully low: most crafted their (often compendious)
knowledge of the character to the demands of the question. There were focused discussions of
how, through stagecraft, Williams controls the flow of information to reveal secrets: hints through
gesture, lights, music, sound effects; partial revelation in dialogue; full disclosure in confrontation.
Blanche has, or tries to have, so many secrets that candidates were never at a loss for material, but
almost all spread their net across other characters too, though not always with the same clarity of
focus. Those who pointed out that in a way Stella will have to bury the knowledge that Blanche was
telling the truth about the rape in order to survive showed a creditworthy sensitivity.

In Question 18, quality varied widely – just as it did in the other technique-focused questions
elsewhere on the paper (Question 6, Question 10). Those who knew the text well dealt very capably
with Williams’ use of music; those with less in-depth knowledge of the play tended to work
chronologically through the play, making reference to each use of music as it arose. The obvious
problem with this approach is that so many of the sounds are reprised: answers taking this linear
route often ended up repeating themselves and ultimately lost their way or more often ran out of
time.The play is very noisy, but all candidates distinguished the dominant motifs of Varsouviana
and blue piano, the one playing to a dead past, the other to a vigorous and rather threatening
present. The interventions of the clarinet and the hot trumpet were also widely recognised as
signalling sensuality, vitality and danger. Other auditory effects - cat, locomotive, jungle, silence -
when used in relation to the music were relevant.

In both questions, the wealth of close reference in the majority of responses was noteworthy and
impressive - candidates clearly find the play memorable. Contextual factors - gender issues, the
decay of the Old South, the author’s own life - were usually firmly linked to the text, and there were
very few who failed to consider interpretations whether professional or personal.
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A delightful answer to Question 17. The writing is always fluent and sometimes elegant; textual
analysis is unerringly relevant, and enriched by contextual support and alternative interpretations
(though some of the psychological theorising is less convincing). It fell just short of full marks.
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High Level 5
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Question 18 

This, like many other answers to Question 18, was a little briefer than one would prefer. However,
the nature of the question - on the dramatic function of music in the play - required candidates to
spend quite a bit of time looking through the text's stage directions for instances of Williams'
thinking on this matter. This answer is around 3 pages long, but it reveals a very acute mind at
work, being dense with relevant detail, insightful analysis, and sensible contextualisation. It sits on
the borderline of Levels 4 and 5.

46     IAL English Literature WET02 01



IAL English Literature WET02 01     47



Level 4/5
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Here is another rather brief answer to Question 18, but this one covers much less ground than the
previous script. It mentions a few of the more important musical effects in the play, but struggles to
analyse them deeply, or to contextualise them. The score was placed in the upper reaches of Level
2.
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High Level 2
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Question 19 

WAITING FOR GODOT

As usual, the play attracted a band of enthusiastic and generally well-informed devotees. Setting
and props (the focus of Question 19) were discussed with a good sense of generic dramatic impact -
the significance of the tree and its ambivalent leafing, the biblical overtones of the mound, the
boots and hat releasing both tragic and comic elements in the play, the carrot signalling the poverty
of their existence. Pozzo and Lucky were also considered, though the interpretation of the rope as
indicating the capitalist yoke enslaving the proletariat perhaps needed more substantiation.

A still smaller number wrote about memory and forgetting in answer to Question 20, with pertinent
references to the intellectual disparity between the two principals, the creation of pathos in the
recollection of the trip to Paris, the blurred memory of yesterday when Pozzo and Lucky reappear.

Contextual comment was quite rich, with relevant discussion of the Absurd, Chaplin and Laurel and
Hardy, and Beckett’s own experience during WWII. Existentialism was not always integrated, nor
were the frequent allusions to Camus.
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This answer to Question 19 is brief, but what is presented is relevant and purposeful. It selects a
modest range of symbolic details, analyses them effectively, but is rather thin in terms of contextual
support for the arguments advanced. A mid-Level 3 score was awarded.
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mid-Level 3
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Paper Summary

Based on performance on this paper, future candidates are offered the following advice:

Use a range of literary terminology to identify ways in which writers create meaning; discuss the
effect of these techniques on the reader or audience.

Remember that the texts you are studying are plays: demonstrate your knowledge of theatrical
terminology and refer where possible and relevant to specific productions.

Don't just copy out lots of contextual material or quotes from critics or reviewers or directors;
make judicious selections from such sources to support what you are saying about the play, and
tailor it to the precise terms of the question.

Read the exact wording of the question carefully and answer this question, rather than one you
practised before the exam.

Enjoy your writing and share your enthusiasm with the examiner.

58     IAL English Literature WET02 01



Grade Boundaries

Grade boundaries for this, and all other papers, can be found on the website on this link:

http://www.edexcel.com/iwantto/Pages/grade-boundaries.aspx
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