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1.0 OBJECTIVES
After reading this unit students will be able to:

Discuss the 16th and 17th century literary criticism
 Explain Neoclassical literary criticism

1.1 INTRODUCTION
In our world it has become more important than ever that we learn to read critically.
The events of September 11, 2001 and their aftermath have shown us  with a
new urgency  the dangers of misunderstanding and inadequate education. It has
become more important than ever that we understand the various voices crying
from afar in other languages; and it is just as urgent that we understand the
bewildering multitude of voices in our own culture. In order to make sense of
our own present, we need to understand our own past. We need to look critically
at the various documents, cultural, political, and religious, which furnish our
identity, which tell us who we are, who we should be, and what we might become.
As a black American scholar has recently said, the challenge of mutual
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understanding among the worlds multifarious cultures will be the single greatest
task that we face, after the failure of the world to feed itself.
It has become indisputably clear that the study of the humanities in general
is no longer a luxury but a necessity, vital to our very survival as an enlightened
civilization. We cannot form an articulate vision of our own moral, educational,
and political values without some knowledge of where those values come from,
the struggles in which they were forged, and the historical contexts which
generated those struggles. To study the Bible, Plato, Greek tragedy, Shakespeare,
or Roman Law, to study Jewish or African-American history, to examine the
Quran and the long history of the Western worlds fraught engagement with
Islam, is to study the sources of the conflicts and cultural tendencies which inform
our present world. We cannot be good citizens  either of a particular country or
of the world  by succumbing to the endless forces operating worldwide that
encourage us to remain ignorant, to follow blindly, whether in the form of blind
nationalism, blind religiosity, or blind chauvinism in all its manifold guises. One
of the keys to counteracting those forces which would keep us in darkness lies in
education, and in particular in the process which forms the core of education:
the individual and institutional practice of reading, of close, careful, critical
reading. Such reading entails a great deal more than merely close attention to the
words on the page, or the text as it immediately confronts us. We need to know
why a text was written, for whom it was written, what religious or moral or
political purposes motivated it, as well as its historical and cultural circumstances.
Then, indeed, we can move on to the issues of its style, its language, its structure,
and its deployment of rhetorical and literary techniques.
All disciplines in the humanities (and arguably those in the sciences) call
for such close, critical, and comprehensive reading. There is one discipline which
is defined by its insistence on such strategies: this is the discipline of literary
criticism, as operating through both practice and theory. At the most basic level,
we might say that the practice of literary criticism is applied to various given
texts. The theory is devoted to examining the principles behind such practice.
We might say that theory is a systematic explanation of practice or a situation of
practice in broader framework; theory brings to light the motives behind our
practice; it shows us the connection of practice to ideology, power structures,
our own unconscious, our political and religious attitudes, our economic
structures; above all, theory shows us that practice is not something natural but
is a specific historical construct. Hence, to look over the history of literary
criticism, a journey we are about to undertake in this book, is not only to revisit
some of the profoundest sources of our identity but also to renew our connections
with some of the deepest resources of our present and future sustenance.
The medieval critics worried about language. Already Dante, Petrarch and
Boccaccio had written in vernaculars though highbrows used Latin and Greek.
Men like Leon Battista Alberti argued that one should write in a language that all
can understand which, if it is not as polished as Latin, will become so if patriots
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give their attention to it. Then Pierto Bembo, a famous Latinist himself, came
over to the side of Florentines and wrote in a vernacular so polished that the old
objections could no longer be taken seriously. In a tract written in defense of the
vernacular, he argued that a modern language is actually superior to an ancient
one for the treatment of modern subjects. Other Florentines added to the demand
that the language they spoke be accepted as a literary instrument, and they echoed
Bembos argument that it was patriotic to write in it.

Notes

Vernon Hall observes,
In England and France the problem of the language was less difficult. Both
were unified monarchies, and there was no question of strongly competing
dialects. Both countries, however, had the Latin tradition to overcome, and the
writers in both countries made good use of the arguments of their Italian
predecessors. The fighters for French and English had, as their Italian fellows
had not, the support of strong Protestant movements. The publication of the
Scriptures in translation was probably the greatest single force in establishing
the victory of the vernacularIn both England and France, growing nationalism
helped forward the victory. The English were, if possible, even more patriotic.
The patriotic writers won the day. Mulcaster claimed that English was the joyful
title of our liberty and freedom, the Latin tongue remembering us of our thralldom
and bondage. Others urged that English be enriched by borrowing and translation
while inconsistently declaring that English was superior to all other tongues.
However, many of these medieval writers were greatly aristocratic, against which
the Romantic literature reacted later. Petrarch declared that the praise of the mob
is odious to the learned. Men like Ariosto and Tasso were condemned because
they were widely read and sung.
Plato and Aristotle thought the so called imitation is imitation of persons and
things in nature, while later writers, including the Renaissance writers, took it for
imitation of other writers. The writers more imitated the Roman writers than the
Greek because Rome provided them with sophistication. They studied form in
literature as in life. Genres and styles were used according to the classes of people
in society. Even the Greeks had told the functions of tragedy and comedy are of
different social classesFarce was meant for the low people. The Renaissance writers
agued about the use of language for different social classes. They believed in the
pedagogical theory of art. For them literature would teach delightfully. The critics
were classic in theory, but romantic in practice. It is saidThe great glory of the
Renaissance critics remains. With all their faults they set the standards for their
own age and the age that followed them. If their criticism was more restrictive than
inspirational, it must be recognized that their contemporaries were more likely to
err on the side of license than that of restraint. But regardless of whether their
influence was good or bad they succeeded admirably in doing one thing. They
established literary criticism as anindependent form of literature. Henceforth the
critic was given an honorable place as a citizen in the republic of letters.
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1.2 PERIOD OF LITERARY CREATION
The 16th century in France was a remarkable period of literary creation
(the language of this period is called Middle French). The use of the printing
press (aiding the diffusion of works by ancient Latin and Greek authors;
the printing press was introduced in 1470 in Paris, and in 1473 in Lyon),
the development of humanism and Neoplatonism, and the discovery
(through the wars in Italy and through Henry IIs marriage with Catherine
de' Medici) of the cultivated refinement of the Italian courts (Baldassare
Castigliones book The Courtier was also particularly important in this
respect) would profoundly modify the French literary landscape and the
mental outlook (or mentalité) of the period. There is a slow evolution
from the rude warrior class to a cultivated noble class (giving rise to the
idea of the honnête homme in the 17th century).
In all genres, there is a great interest in love (both
physical and Platonic) and in psychological and moral
analysis.
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This period saw: a proliferation of pamphlets, tracts, satires and
memoirs; the success of short-story collections (nouvelles) as well as
collections of oral tales and anecdotes (propos and devis); a public
fascination with tragic tales from Italy (most notably those of Bandello);
a considerable increase in the translating and publishing of contemporary
European authors (especially Italians and Spaniards) compared to authors
from the Middle Ages and classical antiquity; an important increase in
the number of religious works sold (devotional books would beat out the
belles-lettres as the most sold genre in France at the beginning of the
17th century); and finally, the publication of important works of moral
and philosophical reflection.
The history of literature of the Renaissance is not monolithic: the royal
court, the universities, the general public, the "noblesse de robe", the
provincial noble, and the humanist all encountered different influences and
developed different tastes. Humanist theater would come slowly to the general
public; the old warrior class discovered court etiquette and polished manners
only over time; and the extravagance of the Italian-inspired court was
frequently criticized by detractors. Literacy itself is an important issue in the
dissemination of the texts of the Renaissance: the culture of the 16th century
remains profoundly oral, and the short story, the chivalric novel and Rabelais's
works make this orality a central part of their style. Finally, the Renaissance
book was a physical and economic object of great scarcity and  depending
on its size and illustrations  of great prestige. A library such as Montaigne's
was a rare occurrence for people other than lawyers and members of
parliament who had had an elite education in the universities; for the public,
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the broadsheet or penny press (with woodcut illustrations) sold door to door
by colporters would have been their only access to the written word.

Notes

1.3 THE FUNDAMENTAL PROBLEM OF RENAISSANCE
CRITICISM
The first problem of Renaissance criticism was the justification of imaginative
literature. The existence and continuity of the æsthetic consciousness, and perhaps,
in a less degree, of the critical faculty, throughout the Middle Ages, can hardly
be denied; yet distrust of literature was keenest among the very class of men in
whom the critical faculty might be presupposed, and it was as the handmaid of
philosophy, and most of all as the vassal of theology, that poetry was chiefly
valued. In other words, the criteria by which imaginative literature was judged
during the Middle Ages were not literary criteria. Poetry was disregarded or
contemned, or was valued if at all for virtues that least belong to it. The
Renaissance was thus confronted with the necessity of justifying its appreciation
of the vast body of literature which the Revival of Learning had recovered for
the modern world; and the function of Renaissance criticism was to reëstablish
the æsthetic foundations of literature, to reaffirm the eternal-4- lesson of Hellenic
culture, and to restore once and for all the element of beauty to its rightful place
in human life and in the world of art.
Mediæval Conceptions of Poetry
The mediæval distrust of literature was the result of several coöperating causes.
Popular literature had fallen into decay, and in its contemporary form was beneath
serious consideration. Classical literature was unfortunately pagan, and was
moreover but imperfectly known. The mediæval Church from its earliest stages
had regarded pagan culture with suspicion, and had come to look upon the
development of popular literature as antagonistic to its own supremacy. But
beyond this, the distrust of literature went deeper, and was grounded upon certain
theoretical and fundamental objections to all the works of the imagination.
These theoretical objections were in nowise new to the Middle Ages. They
had been stated in antiquity with much more directness and philosophical efficacy
than was possible in the mediæval period. Plato had tried imaginative literature
by the criteria of reality and morality, both of which are unæsthetic criteria,
although fundamentally applicable to poetry. In respect to reality, he had shown
that poetry is three removes from the truth, being but the imitation, by the artist,
of the imitation, in life, of an idea in the mind of God. In respect to morality, he
had discovered in Homer, the greatest-5- of poets, deviations from truth,
blasphemy against the gods, and obscenity of various sorts. Furthermore, he had
found that creative literature excites the emotions more than does actual life,
and stirs up ignoble passions which were better restrained.
These ideas ran throughout the Middle Ages, and indeed persisted even
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beyond the Renaissance. Poetry was judged by these same criteria, but it was
natural that mediæval writers should substitute more practical reasons for the
metaphysical arguments of Plato. According to the criterion of reality, it was
urged that poetry in its very essence is untrue, that at bottom it is fiction, and
therefore false. Thus Tertullian said that "the Author of truth hates all the false;
He regards as adultery all that is unreal.... He never will approve pretended loves,
and wraths, and groans, and tears;" and he affirmed that in place of these pagan
works there was in the Bible and the Fathers, a vast body of Christian literature
and that this is "not fabulous, but true, not tricks of art, but plain realities."
According to the criterion of morality, it was urged that as few works of the
imagination were entirely free from obscenity and blasphemy, such blemishes
are inseparable from the poetic art; and accordingly, Isidore of Seville says that
a Christian is forbidden to read the figments of the poets, "quia per oblectamenta
inanium fabularum mentem excitant ad incentiva libidinum."
The third, or psychological objection, made by Plato, was similarly
emphasized. Thus Tertullian -6-pointed out that while God has enjoined us to
deal calmly and gently and quietly with the Holy Spirit, literature, and especially
dramatic literature, leads to spiritual agitation. This point seemed to the mediæval
mind fundamental, for in real beauty, as Thomas Aquinas insisted, desire is
quieted. Furthermore, it was shown that the only body of literary work worthy of
serious study dealt with pagan divinities and with religious practices which were
in direct antagonism to Christianity. Other objections, also, were incidentally
alluded to by mediæval writers. For example, it was said, the supreme question
in all matters of life is the question of conduct, and it was not apparent in what
manner poetry conduces to action. Poetry has no practical use; it rather enervates
men than urges them to the call of duty; and above all, there are more profitable
occupations in which the righteous man may be engaged.
These objections to literature are not characteristically mediæval. They have
sprung up in every period of the world's history, and especially recur in all ages
in which ascetic or theological conceptions of life are dominant. They were stock
questions of the Greek schools, and there are extant treatises by Maximus of
Tyre and others on the problem whether or not Plato was justified in expelling
Homer from his ideal commonwealth. The same objections prevailed beyond
the Renaissance; and they were urged in Italy by Savonarola, in Germany by
Cornelius Agrippa, in England by Gosson and Prynne, and in France by Bossuet
and other ecclesiastics.
The Moral Justification of Poetry
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The allegorical method of interpreting literature was the result of the mediæval
attempt to answer the objections just stated. This method owed its origin to the
mode of interpreting the popular mythology first employed by the Sophists and
more thoroughly by the later Stoics. Such heroes as Hercules and Theseus, instead
of being mere brute conquerors of monsters and giants, were regarded by the
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Stoic philosophers as symbols of the early sages who had combated the vices
and passions of mankind, and they became in the course of time types of pagan
saints. The same mode of interpretation was later applied to the stories of the
Old Testament by Philo Judæus, and was first introduced into Occidental Europe
by Hilary of Poitiers and Ambrose, Bishop of Milan. Abraham, Adam, Eve, Jacob,
became types of various virtues, and the biblical stories were considered as
symbolical of the various moral struggles in the soul of man. The first instance
of the systematic application of the method to the pagan myths occurs in the
Mythologicon of Fulgentius, who probably flourished in the first half of the
sixth century; and in his Virgiliana Continentia, the Æneid is -8-treated as an
image of life, and the travels of Æneas as the symbol of the progress of the
human soul, from nature, through wisdom, to final happiness.From this period,
the allegorical method became the recognized mode of interpreting literature,
whether sacred or profane. Petrarch, in his letter, De quibusdam fictionibus
Virgilij, treats the Æneid after the manner of Fulgentius; and even at the very
end of the Renaissance Tasso interpreted his own romantic epics in the same
way. After the acceptance of the method, its application was further complicated.
Gregory the Great ascribes three meanings to the Bible,the literal, the typical
or allegorical, and the moral. Still later, a fourth meaning was added; and Dante
distinctly claims all four, the literal, the allegorical, the moral or philosophical,
and the anagogical or mystical, for his Divine Comedy.This method, while perhaps
justifying poetry from the standpoint of ethics and divinity, gives it no place as
an independent art; thus considered, poetry becomes merely a popularized form
of theology. Both Petrarch and Boccaccio regarded allegory as the warp and
woof of poetry; but they modified the mediæval point of view by arguing
conversely that theology itself is a form of poetry,the poetry of God. Both of
them insist that the Bible is essentially poetical, and that Christ himself spoke
largely in poetical images. This point -9-was so emphasized by Renaissance
critics that Berni, in his Dialogo contra i Poeti (1537), condemns the poets for
speaking of God as Jupiter and of the saints as Mercury, Hercules, Bacchus, and
for even having the audacity to call the prophets and the writers of the Scriptures
poets and makers of verses.
The fourteenth and fifteenth books of Boccaccio's treatise, De Genealogia
Deorum, have been called "the first defence of poesy in honor of his own art by a
poet of the modern world;" but Boccaccio's justification of imaginative literature is
still primarily based on the usual mediæval grounds. The reality of poetry is dependent
on its allegorical foundations; its moral teachings are to be sought in the hidden
meanings discoverable beneath the literal expression; pagan poetry is defended for
Christianity on the ground that the references to Greek and Roman gods and rituals
are to be regarded only as symbolical truths. The poet's function, for Boccaccio, as
for Dante and Petrarch, was to hide and obscure the actual truth behind a veil of
beautiful fictionsveritatem rerum pulchris velaminibus adornare. The humanistic
point of view, in regard to poetry, was of a more practical and far-reaching nature than that
of the Middle Ages. The allegorical interpretation did indeed continue throughout the
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Renaissance, and Mantuan, for example, can only define a poem as a literary form which is
bound by the stricter laws of metre, and which has its fundamental truths hidden
under the literal expressions of the fable. For still later writers, this mode of
regarding literature seemed to present the only loophole of escape from the moral
objections to poetry. But in employing the old method, the humanists carried it far
beyond its original application. Thus, Lionardo Bruni, in his De Studiis et Literis
(c. 1405), after dwelling on the allegorical interpretation of the pagan myths, argues
that when one reads the story of Æneas and Dido, he pays his tribute of admiration
to the genius of the poet, but the matter itself is known to be fiction, and so leaves
no moral impression. By this Bruni means that fiction as such, when known to be
fiction, can leave no moral impression, and secondly, that poetry is to be judged by
the success of the artist, and not by the efficacy of the moralist. Similarly, Battista
Guarino, in his De Ordine Docendi et Studendi (1459), says that we are not disturbed
by the impieties, cruelties, horrors, which we find in poetry; we judge these things
simply by their congruity with the characters and incidents described. In other
words, "we criticise the artist, not the moralist." This is a distinct attempt at the
æsthetic appreciation of literature, but while such ideas are not uncommon about
this time, they express isolated sentiments, rather than a doctrine strictly coördinated
with an æsthetic theory of poetry.

1.4 THE SIXTEENTH CENTURY, 1485-1603
The crowning of King Henry VII in 1485 marks the start of the Tudor dynasty
and this literary period.
During this period, English evolved from a language that did not enjoy
international prestige into a language enriched by writers including Shakespeare,
Marlowe, and translators of the Bible.
The Court and The City
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The Wars of the Roses, fought during the fifteenth century between the royal
houses of York (whose emblem was the white rose) and Lancaster (the red rose)
ended with the death of Yorkist King Richard III at the battle of Bosworth Field.
Henry Tudor was crowned King Henry VII and married Elizabeth of York, uniting
the rival houses.The wars had impoverished many aristocratic landholders; Henry
VII seized this chance to consolidate and centralize power in his court.
The court was a place steeped in intrigue and ambition where elegance,
ease, and the ability to decipher words with multiple meanings (in poetry no less
than in politics) were prized abilities. Court tastes in music, dance, poetry, theater,
and masque shaped the taste of the nation. London was Europe's fastest growing
city: it grew from 60,000 people in 1520 to 375,000 in 1650.
The sixteenth century saw a gradual transition from manuscripts to
books printed with moveable metal type. Manuscripts and texts that were
medieval in tone retained prestige; printing made books cheaper and more
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readily available. Literacy increased throughout the period, reinforced by
the Protestant practice of ordinary lay persons (not just church clerics)
reading the Bible themselves.

Notes

Renaissance Humanism
English travellers to Italy had glimpsed the Renaissance (meaning literally,
rebirth), an artistic and literary movement based on recently discovered classical
texts and artifacts from ancient Greece and Rome.
For Renaissance thinkers, man was the measure of all things; yet man was
also capable of changing and fashioning himself. Humanists like Erasmus changed
outmoded school curricula to reflect the kind of learning they felt best prepared
young men for public service. Young aristocratic and genteel men were educated
by private tutors or in grammar schools. Education included the medievaltrivium
(grammar, logic, rhetoric) andquadriviumsubjects (arithmetic, geometry,
astronomy, music), but devoted an increased attention to Latinthe language of
diplomacy, the professions, and higher learningas much for its moral,
philosophical, and political truths as for its elegance and rhetorical force.
Young aristocratic women were educated in modern languages, religion,
music, and needlework, at home or in other noble houses. Women were
increasingly taught to read; however, they were not necessarily taught to write.
Humanist admiration of classical authors and increasing national pride in the
expressive power of vernacular English led to many English translations of
classical texts during this period.
The Reformation
In the early sixteenth century, England's single official religion was Catholicism,
and the head of the Church was the pope in Rome. Catholic liturgy and the Bible
were in Latin, which few lay people understood.
In Germany in November 1517, Martin Luther protested
against corruption in the Catholic Church and began the
Protestant movement that became known as the
Reformation.
The European Reformation promoted two central ideas:
1) sola scriptura: only the Scriptures have religious authority and not
Church clerics or traditions; and
2) sola fide: only the faith of the individual (not good works or rituals) can
effect his or her salvation.
England's Reformation was motivated principally by King Henry VIII's greed
and his succession difficulties: Henry had failed to produce a legitimate son and
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heir with his queen, Catherine of Aragon. The pope refused to grant Henry VIII
his desired divorce from Catherine, which would have allowed him to marry Anne
Boleyn. Henry had his marriage to Catherine declared null and void under English
canon law, married and crowned Anne Boleyn, and was excommunicated from the
Catholic Church. The king then enacted a parliamentary Act of Succession requiring
all male subjects to confirm the new dynastic succession under oath, and in the Act
of Supremacy, declared himself Supreme Head of the Church of England.
Between 1536 and 1539, Henry VIII seized the lands and wealth of England's
Catholic religious houses and redistributed them amongst his followers. Protestant
rule in England continued after Henry VIII's death as his son Edward (a boy of
ten) took the throne for six years (1547-1553).The Book of Common Prayerand
the 42 articles of religion which form the basis of Anglicanism (the Protestant
Church of England) were written by Thomas Cranmer, Archbishop of Canterbury,
during Edward's reign.
From 1553 to 1558, England returned to Roman Catholicism under Henry
VIII's daughter by Catherine of Aragon Mary I, who gained the nickname
"Bloody" Mary from her persecution of Protestants. In 1558, when the childless
Mary died, Henry VIII's daughter by Anne Boleyn, Elizabeth, was crowned queen.
Elizabeth brought back Protestantism and strengthened it by fining Recusants
(people who didn't attend Anglican services) and making university degrees and
positions in the state or in the Church of England all contingent on swearing an
oath confirming the royal supremacy.
More radical Protestant groups, such as the Puritans, who wanted to
dismantle the Church of England's hierarchy, sprang up during Elizabeth I's reign.
England's official faith underwent rapid, radical shifts during this period: from
Roman Catholicism under the pope, to Catholicism under the English king, to
Protestantism, to Roman Catholicism, and back to Protestantism.
A Female Monarch in a Male World

10

Self Learning
Material

Because she was Anne Boleyn's daughter (Boleyn was never recognized as
legitimate by Catholics and was beheaded by Henry VIII) Elizabeth's claim to
the throne was precarious. Queen Elizabeth I's reign was the more remarkable
when one considers that contemporary social expectations equated rational
thought with masculinity, and irrational passions with femininity.
Elizabeth, who had received a rigorous humanist education, positioned
herself as ruler by appealing to historical precedent (other female rulers, such as
the biblical Deborah), to legal theory (dividing her person into a mortal "body
natural" and an immortal "body politic"), and to the love of her courtiers and
people.
Opposition to her absolute rule was regarded as treasonous and impious.
The queen and her spymaster Walsingham controlled a massive spy network to
enforce her authority. Poets and painters represented the "Virgin Queen" Elizabeth
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as comparable to the mythological goddesses Diana, Astraea, and Cynthia, and
the biblical heroine Deborah. Elizabeth cannily exploited her unmarried state to
pit various political factions against one another.

Notes

The Kingdom in Danger
Elizabeth's reign was marked by numerous plots against her life by both Protestant
and Catholic extremists. The most famous of these assassination plots was the
one that resulted in the death of Elizabeth's second cousin, the Catholic Mary
Queen of Scots, who also had a claim upon the English throne.
After Elizabeth had Mary Queen of Scots beheaded, King Philip II of Spain
sent his huge fleet of ships, the Spanish Armada, to invade England and reclaim
it for the Catholic Church. The English successfully fought the Spanish at sea,
and the Armada was destroyed in a storm.
The English and Otherness
The religious and political events of the Tudor era made people newly aware and
proud of their national identity and led them to define those who lay outside that
identity in new ways. Elizabethan London had a large population of merchants
and artisans from France, the Netherlands, Portugal, Italy, Spain, and Germany.
The English also perceived the Welsh, the Scots, and the Irish as other and distinct
from themselves.
Religious others in London included Protestant radicals such as the Puritans
and Jews, who had been expelled from England by King Edward I in 1290 and
who were not officially permitted to resettle in England until the mid-seventeenth
century. Racial discrimination was another kind of otherness; many Elizabethans
regarded blackness as a physical defect. There is evidence of black slaves and
servants in England at this time, and slavery was generally regarded as a profitable
merchant ventureone in which Queen Elizabeth herself invested.
Writers, Printers and Patrons
Poetry continued to circulate in manuscript, copied by professional scribes or by
readers into personal anthologies (commonplace books). There was no author's
copyright, no royalties, and no freedom of the press during the sixteenth century.
All presses were owned by members of a guild called the Stationers' Company.
Only books approved by six privy councilors or the archbishop of Canterbury
and the bishop of London were licensed for sale. There was no sense that writing
could become a professional career.
Works of history and religious treatises were particularly subject to
censorship, due to their political implications. Devotional works were among
the most marketable and popular books.
The prestige accorded a book's subject or its author could be gaged by its
size and format (folio, quarto, octavo, etc.).
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Writers sought financial reward and preferment from wealthy patrons to
whom they dedicated their works; patrons in turn hoped to have their
achievements, intellect, and generosity praised.
Tudor Style : Ornament, Plainness and Wonder
Renaissance literature is the product of a culture devoted to rhetoric, or the art of
verbal persuasion and argument. Certain syntactic forms or patterns of words
known as "figures" (or "schemes"), usually identified by their Greek or Latin
names, were used to heighten the expressive power of English. Elizabethans
enjoyed pattern and ornament in language, clothing, jewelry, gardens, and
furniture. Such ornaments were intricate but perfectly regular in design.
Despite their preference for regular patterns and ornaments, the looseness
of sixteenth-century syntax allowed for language to twist and turn flexibly.
Renaissance poetry is not interested in representational accuracy or "realism,"
but in the power of exquisite, ornamented workmanship to draw the reader into
its world. Phillip Sidney'sDefense of Poesy, the most important piece of literary
criticism in the sixteenth century, defines the major literary modes or kinds
available to writers: pastoral, heroic, lyric, satiric, elegiac, tragic, and comic.
The poetic conventions of these modes helped to shape poetry's subject matter,
attitude, tone, and values; in some cases (e.g., the sonnet), they also governed
formal structure, meter, style, length, and occasion.
The Elizabethan Theatre
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Permanent, free-standing public theaters date only from Shakespeare's lifetime,
although there was a theatrical tradition stretching back to the play cycles and
mystery plays of medieval times.
In addition to the medieval plays linked to religion and the Church calendar
(including the morality plays that continued to be performed in the sixteenth
century), early plays were also acted in town and guild halls, marketplaces, inn
yards, or the streets by companies of players who traveled and performed under
the protection of a patron, whose livery they wore.
Before public theaters were built, playing companies often performed
"interludes," or short staged dialogues on religious, moral, and political themes.
By the late sixteenth century, many church men (especially Puritans) opposed
the theater. Prominent dramatic modes included the violent revenge tragedy, in
which a wronged protagonist plots and executes revenge, usually destroying
him- or herself as well; the history play, featuring national stories of rebellion,
war, or conspiracy; and comedies based on those by the Roman playwrights
Plautus and Terence. Christopher Marlowe's adoption of unrhymed iambic
pentameter, or blank verse, revolutionized theatrical expression.
Elizabethans also enjoyed masques, jousts, tournaments, processions,
pageants, bear-baiting, executions, and other forms of entertainment. By the
1590s, four major playhouses just outside London's city limits (and beyond the
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rule of city authorities hostile to drama) competed for business. Competition
and the habitual play-going of their audiences created a market for new plays.
These theatres were oval-shaped, with an unroofed yard where lower-class
"groundlings" could watch the play and roofed seating areas for the gentry. The
stage thrust forward into the crowd, which surrounded it on three sides.
There were no scene breaks or intermissions. Players were shareholders in
their acting companies, and play scripts written for the particular members of
each repertory company were valuable properties, jealously guarded from rival
performers and printers. Plays were performed in the afternoon and could draw
people away from their work. No women appeared on stage; boy actors played
the female roles. These conditions gave rise to objections that the theater was
morally debasedPuritans, for example, charged that the sight of boys dressed
as women would excite illicit sexual desire.

Notes

1.5 18TH CENTURY LITERARY CRITICISM
The period beginning around the fourteenth century and extending midway into
the seventeenth has conventionally been designated as the Renaissance, referring
to a rebirth or rediscovery of the values, ethics, and styles of classical Greece
and Rome. The term was devised by Italian humanists who sought to mark their
own period as reaffirming its continuity with the classical humanist heritage
after an interlude of over a thousand years, a period of alleged superstition and
stagnation known as the Dark Ages and Middle Ages. In this view, the Renaissance
overturned the medieval theological worldview, replacing it with a more secular
and humanist vision, promoting a newly awakened interest in the temporal world
both in economic and in scientific terms, and according a new importance to the
individual  all inspired by a rediscovery of the classics. This view has been
somewhat shaken, with even the term Renaissance itself becoming suspect
and often replaced by the broader and more neutral term early modern, which
tends to distance itself from the self-images of Renaissance writers.
Historians and scholars in several fields now tend to recognize that many
developments in the Renaissance were in fact continuations or modifications of
medieval dispositions. For example, much medieval thinking was characterized
by a reverence for  and indeed, a knowledge of  the classics; and certain periods,
such as the ninth century Carolingian renaissance and the renaissance of the
twelfth century, were marked by humanistic tendencies. In fact, as was seen in
the very distinction between scholastic and humanistic modes of thought has
been challenged, and scholastic thought continued to exert an influence well
beyond the medieval period. Moreover, the early modern periods undoubtedly
dazzling achievements in literature, art, science, and religion were often unrelated,
or only remotely related, to the classical past. Nonetheless, as scholars such as
David Norbrook have argued, there may be a case for retaining the label
Renaissance.
The early modern usage of the word, Norbrook points out, was largely
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restricted to the spheres of literature and painting. It was in the nineteenth century
that historians saw culture as a unified system in which economic, social and
political factors all had their influence on the arts. While such unity was artificial
and retrospectively imposed, the idea of the Renaissance may offer a way of
understanding how modernity changed the world. Images of the Renaissance
have of course been forged in conflict with one another: Jacob Burckhardts
highly courtly notion of the Renaissance, as expressed in his The Civilization
of the Renaissance in Italy (1860), has been challenged by the more populist
notions of scholars such as F. J. Furnivall (18251910). And New Critical notions
of Renaissance poetry which stress its isolatable formal qualities have been
contested by New Historicists, notably Stephen Greenblatt, who have insisted
on locating poetry within contexts of social power, and explaining the formation
of literary canons with reference to the interests of a social elite.
Indeed, if the early modern period was not a renaissance as such, it certainly
bore certain distinctive traits marking it as an era of profound transformation
and even revolution. The most dominant trait of this new period has
conventionally been identified as humanism, a term ultimately deriving from
Cicero and used by Italian thinkers and writers to distinguish themselves from
the medieval scholastics.
The term humanism has been very broadly used and cuts across boundaries
of political affiliation and class. In general, it implies a world view and a set of
values centered around the human rather than the divine, using a self-subsistent
definition of human nature (rather than referring this to God), and focusing on
human achievements and potential rather than on theological doctrines and
dilemmas; the term also retained its Ciceronian connection with the liberal arts
(one of the original definitions of a humanist was a teacher of the humanities)
and in general with secular and independent inquiry in all fields, as opposed to
viewing these areas of study as hierarchically bound within a theological
framework.
In this broad sense, humanism was indeed characteristic of much Renaissance
thought. However, humanism itself was only one manifestation of a more
profound shift in sensibility which encompassed other areas. This shift might be
aptly characterized as moving from a broadly other-worldly disposition 
viewing this earthly life as a merely transitory phase, as a preparation for the life
hereafter  to a this-worldly attitude, which saw actions and events in this
world as significant in their own right without referring them to any ultimate
divine meaning and purpose. This shift from other-worldliness to thisworldliness both underlies and reflects the major transformations of the early
modern period. The most fundamental of these changes were economic and
political: the fundamental institutions of the later Middle Ages  the feudal system,
the universal authority of the pope, the Holy Roman Empire, and the system of
trade regulated by medieval guilds  were all undermined. As a result of large-
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scale investment of capital, booming manufacture, and expanding trade and
commerce, the focus of economic life increasingly shifted away from the manorial
estates of the feudal nobility to the newly emerging cities such as Florence, Milan,
Venice, and Rome, whose affluence enabled their prominence as centers of
cultural efflorescence.
This renaissance extended to several other European cities such as Paris,
London, Antwerp, and Augsburg, which also contributed to humanist culture.
Many factors contributed to the decline of feudalism: the rise of monarchies and
centralized governments, and the ability of serfs and villeins (helped by the
absence oftheir warrior overlords during the Crusades) to free themselves from
the land and to find work in the expanding cities, which were increasingly
emancipated from the control of feudal lords. All of these developments went
hand in hand with the weakening of the feudal nobility and the rise of an
increasingly powerful and rich middle class. The decline of the Holy Roman
Empire and the power and prestige of the papacy resulted in the increasing
independence of states in Italy and elsewhere. Indeed, our modern conception of
the state  fundamental to the social, religious, and literary currents of the
Renaissance  derives from this period: the rulers of the most powerful Italian
states such as Florence, Milan, and Venice rejected any religious conception of
the state and stressed its independent and secular nature, promoting a new civic
consciousness as to the responsibility of the citizen, patriotism, and the pursuit
of the economic and political interests of the state as an end in itself. Like so
many other innovative notions in the Renaissance, this political modernity was
born of a return to classical political ideals of civic humanism and devotion to
the common welfare.
It was these broad economic and political transformations that enabled the
development of other features of the early modern period such as a more thisworldly orientation, the growth of humanism, the development of a secular
political philosophy, and the beginnings of a systematic examination of the world
of nature as well as of the human body and mind. Other characteristics include
the increasing importance of vernacular languages (and literatures) as opposed
to, and alongside, Latin, and a more pronounced focus on style and aesthetics, as
opposed to theology or logic. Indeed, most of the literary and artistic
accomplishments of this period were achieved by laymen rather than clergy, and
the patrons of art, such as the Medici rulers of Florence, were increasingly secular
rather than ecclesiastical.Elsewhere, in northern and western Europe, feudalism
underwent a similar decline, giving way before the centralized authority of
monarchs and absolute rulers who, with the help of the upwardly moving middle
classes, eroded the power of the nobles and of the feudal guilds. The Tudor
dynasty was established in England by Henry VII in 1485. The Hundred Years
War between France and England (13371453) enabled the French monarchs to
establish their rule; Louis XIs kingdom extended over nearly all of France; and
Spain was united in 1469 by the marriage of Ferdinand of Aragon and Isabella of
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Castile. All of these states experienced a rapid upsurge of national consciousness;
only Italy, still torn by factional strife, and Germany, still part of the Holy Roman
Empire, did not become national states during this period. The empire itself,
however, was virtually a relic by this time, with real power in the hands not of
the emperor but of the princes of the various states. These struggles were decisive
both in fostering the growth of humanism and in shaping the literature and
criticism of the period. With the consolidation of a centralized monarchy, the
composition of the aristocracy changed from the landed nobility as a warrior
class to a newly rising and expanding court aristocracy. Status and social
advancement were no longer determined solely by military power and service or
by inheritance of birth and rank; increasingly important were the humanist values
of rhetorical skill, literary accomplishment, and various kinds of administrative
and ideological service to the court. The circle of court patronage was expanded
and the fortunes of major literary figures were indissolubly tied to court politics.
David Norbrook has stated that humanism originated in a defense
of rhetoric against scholastic philosophy, effectively reviving the
ancient quarrel between philosophy and rhetoric (PBRV, 8, 53).
The rise of vernacular languages was molded by poetic, rhetorical, and
ideological theories which stood in reciprocal relation to the growth of national
consciousness. Nearly all of the poets of this era were actively involved in the
political process, and formed an important constituent of the public sphere,
the arena of public debate and discourse which began to emerge during the later
Renaissance. English poets, for example, wrote vehemently in favor of both
royalist and parliamentary sides during the English Civil War; John Milton (1608
1674) was the leading literary advocate of the Puritan revolution, and his epic
Paradise Lost celebrated the Protestant notion of the individuals moral
responsibility, while his Areopagitica (1644) was a passionate defense of free
speech and a critique of dogmatic traditionalism in the interests of civic humanism.
Intellectual Background
Humanism and the Classics
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While classical writers had been influential through much of the Middle Ages,
the revival of the classics in the early modern period took an entirely different
character and scope. To begin with, in the Middle Ages scholarship was
undertaken largely by the clergy, usually monks, and later by scholars in the
cathedral schools. One of the major persisting endeavors throughout the Middle
Ages was to reconcile classical philosophy and literature with the teachings of
Christian scripture. The early modern period witnessed the growth of a new
secular class of educated people and a more secular employment of the classics
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in fields such as rhetoric and law. The most distinguished humanists and classicists
of this period fostered the revival of classical literary forms in poetry and rhetoric.
These figures included Albertino Mussato, who is credited with writing the first
tragedy of this period, and, even more important, Francesco Petrarca (1304
1374), who outlined a curriculum of classical studies, focusing on the study of
classical languages and the traditional grammatical requirement of imitating the
classical authors. Eloquence, based on a study of classical models, was important
for Petrarch, since it inspired people to virtue. Petrarchs program, based on a
combination of moral philosophy and rhetoric, inspired others such as Leonardo
Bruni to formulate curricula for the study of the humanities, deriving in part
from the liberal arts curriculum recommended by Cicero and Quintilian. These
new curricula overlapped to some extent with the medieval trivium (rhetoric,
grammar, logic) and quadrivium (music, astronomy, algebra, geometry) but laid
a renewed emphasis on rhetoric, poetry, history, and moral philosophy. Another
major difference between medieval and humanist attitudes to the classics was
that the latter insisted upon a thorough knowledge of the classical languages, not
only Latin but also Greek, which began to be studied at the end of the fourteenth
century.
In the Middle Ages the classics had been studied largely through Latin
translations. Moreover, the humanists attempted to return to the pure Latin of
the ancient authors as opposed to the medieval Latin of the Church. The humanists
also insisted on the direct study of ancient texts, unencumbered by the constraining
framework of medieval glosses and commentaries. Another difference was that
in the early modern period the classical texts were far more widely disseminated,
partly for the pedagogical reasons just outlined and partly because of the
development of printing. Finally, the monopoly of Latin as the language of learned
discourse and literature was undermined, and in the works of Dante, Petrarch,
Boccaccio, and many humanists the rules of grammar and composition were
adapted to theorize about vernacular tongues.
Hence the humanists created a set of techniques and a framework of
interpretation for both classical and vernacular texts. In general, the humanists
supplanted the scholastic aversion to poetry and rhetoric with an emphasis upon
the moral value of these disciplines and upon worldly achievement in general.
David Norbrook has stated that humanism originated in a defense of rhetoric
against scholastic philosophy, effectively reviving the ancient quarrel between
philosophy and rhetoric (PBRV, 8, 53). In this process the humanists reaffirmed
both the classical emphasis on style and the logical or rational and rhetorical or
persuasive components of literature, thereby combining the disciplines of rhetoric,
logic, and poetics which the Middle Ages had kept somewhat separate.These
poets not only theorized about the vernacular but also wrote in it and cultivated
its elegant expression.
Petrarchs friend Giovanni Boccaccio adapted classical forms to the
vernacular, developing literary forms such as the pastoral, idyll, and romance.
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Through his best-known works such as the Decameron, Boccaccio provided
models of Italian prose which influenced both Italian writers such as Tasso and
writers in other countries such as Chaucer. The cultivation of prose  in narratives,
epistles, and dialogues  was an important achievement of the humanists. A
renowned example is Baldassare Castigliones treatise entitled The Courtier, a
discussion of attitudes toward love, and of the courtly behavior and education
appropriate for a gentleman. This text is often seen as an embodiment of
Renaissance ideals and had a far-reaching influence throughout Europe. Later
Italian writers developed other literary forms: the epic reached its height in the
Orlando Furioso of Ludovico Ariosto (14741533), which departs from the
idealistic and moralistic nature of medieval epics. Historiography and political
writing also achieved a new level of realism: Machiavelli wrote a history of
Florence that was free of theological explanations and based upon natural
laws.
Machiavellis political writings entirely undermined medieval notions of
government: in his treatise The Prince (1513), he treated politics as an autonomous
domain, free of the incursions of morality or religious doctrine. He saw the state
as an independent entity, whose prime goal was the promotion of civic rather
than religious virtue, and self-preservation at any cost. An even more important
figure in historiography was Francesco Guicciardini (14831540), whose History
of Italy is characterized by realistic, detailed analysis of character, motive, and
events. Lorenzo Valla (14061457) applied critical methods of scholarship and
analysis to biblical texts, and he challenged the authenticity of certain authoritative
documents, opening the way for later attacks upon Christian doctrine.
Humanism flourished also in other parts of Europe. The Dutch thinker
Desiderius Erasmus (14661536) was the most renowned humanist of his time
and his works were widely read. His strong humanistic convictions in reason,
naturalism, tolerance, and the inherent goodness of man led him to oppose
dogmatic theology and scholasticism, and to propound instead a rational religion
of simple piety based on the example of Christ. His Colloquia (1519), criticizing
the abuses of the Catholic Church, has often been viewed as paving the way for
the Lutheran Reformation; but Erasmus himself was also opposed to the
dogmatism and violence of some of the Lutherans. His most famous work,
Encomium moriae (The Praise of Folly, 1509), satirized theological dogmatism
and the gullibility of the masses. France also produced notable figures such as
François Rabelais (ca. 14941553), whose Gargantua and Pantagruel expounded
a naturalistic and secular philosophy glorifying humanity and ridiculing scholastic
theology, Church abuses, and all forms of bigotry. In England, the most renowned
humanist was Sir Thomas More (14781535), whose Utopia (1516) was a thinly
veiled condemnation of the social and economic defects of his time: religious
intolerance, financial greed, the glaring discrepancy between rich and poor, the
notions of conquest, imperialism, and war. The creation of such fictive worlds,
as theorized by writers such as Sidney, allowed a measure of critical and moral
distance from political reality.
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According to Norbrook, such utopian realms created by the literary
imagination were ironically an integral part of the public sphere, facilitating a
measure of intellectual independence from the everyday discourses of public
life.
The humanist tradition was richly expressed in the rise of English vernacular
literature of this period. Even Chaucer, often treated as a medieval writer,
expressed a somewhat secular humanistic vision in his Canterbury Tales, which
tends to bypass simple moralism in the interest of broader stylistic ends such as
verisimilitude and realistic portrayal of character, situation, and motive. English
drama achieved unprecedented heights in the work of Christopher Marlowe
(15641593), Ben Jonson (1573 1637), and William Shakespeare (15641616).
Marlowes Doctor Faustus expresses an overwhelming craving for experience
and a humanistic desire to subjugate the world to human intellection and ingenuity.
Shakespeares plays not only expressed a profound analysis of human character
and emotion but also embodied the vast struggle between the values of a declining
feudal system and an emerging bourgeois structure of values.
As Chris Fitter has shown, the Shakespearian stage illustrates precisely the
truth of Norbrooks claim that Renaissance theater provided a forum for varied
ideological perspectives contradicting the self-images of monarchical and official
theory. The rise of national consciousness in many countries during this period
was reflected in the growth of vernacular literatures in Italy, England, France,
Germany, and Spain.

Notes

Literary Criticism
Just as many of our own institutions are descended from the early modern period,
much of our own literary criticism, and indeed the very notion of criticism as a
relatively autonomous domain, derives from this era. In particular, the rise of the
independent state and of a liberal bourgeoisie enabled the pervasive growth of
humanist culture and of national sentiment; the literature and criticism of the
period tend to reflect civic values, a sense of national identity, and a sense of
place in history, especially as gauged in relation to the classics. The technology
of the period, such as the development and dissemination of printing, transformed
the conditions of reading, facilitating the process of editing (of especially classical
texts), and vastly extending the sphere of the reading public. Some of the
innovative characteristics of Renaissance literary criticism, as Glyn P. Norton
has noted, include reappraisals of the nature and function of language, moving
away from the scholastic fourfold allegorical structure  grounded on a literal,
referential, view of meaning  to a view of language as dialogic and as subject to
historical evolution. Such a shift entailed new approaches to reading,
interpretation, and an increasing recognition that all literary criticism is
intrinsically tied to specific social contexts (CHLC, V.III, 34).
It is clear also that the general transformation in Europe from feudal power
to the absolutist state engendered profound changes in the conditions of production
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of literature and criticism. Scholars such as Robert Matz have argued that, whereas
a number of different forms of power  economic, social, and judicial  were
merged in the authority of the feudal lord, the sixteenth and seventeenth centuries
witnessed an increasing separation of these spheres. An important literary and
literary-critical consequence was that the artist exercised a greater autonomy, in
a number of ways: his support came less from personal patronage and more
from the anonymous market; there was an increasing separation of art from
the church and the sacred; and, perhaps above all, the emergence of the absolutist
state as a locus of authority to some degree distinct from and opposed to that of
the feudal lord . . . created the opportunity for the social assertion of secularbourgeois intellectuals who gained power within the expanding bureaucratic state
and whose identity lay in their humanist language skills and disciplined conduct
rather than warrior function or traditional landed status.
These cultural transformations, which wore the countenance of humanism,
were associated not only with the emerging bourgeoisie but also with the
transformation of the aristocracy itself from a warrior elite into a civil elite.3
Matz argues that this transformation generated different views of appropriate
aristocratic conduct, and a struggle within factions of the aristocracy itself, which
were both reflected in, and shaped, some of the major defenses and definitions
of poetry during this period. In our own day, and especially in Western culture,
where poetry and good literature have been marginalized, it is easy to forget how
deeply poetry and literary criticism were embroiled in the political process during
the Renaissance. In a number of groundbreaking studies, David Norbrook has
extrapolated Jürgen Habermas notion of the bourgeois public sphere, a realm
of debate in which citizens could participate as equals, independently of pressure
from monopolies of power. Habermas saw this public sphere as emerging fully
around 1695. Norbrook traces its emergence somewhat earlier on the English
scene, attributing its growth to a number of factors such as an the early modern
period educational revolution, the reformers campaign for widely available public
education, relaxed censorship of Protestant writings, the rise of a literary market
which allowed greater independence from court patronage, increased circulation
of newspapers and the size of the electorate in public life, and of course the
growth of a wider reading public. The important point made by Norbrook is the
poets involvement in this sphere: the poet was a public figure, and all of the
English Renaissance poets tried to influence public affairs through their
writings.
After the rise of monarchies and the decline of the feudal nobility, many
poets could entertain career prospects only in serving the crown. While this of
course entailed compromise with courtly discourse, the expansion of the public
sphere and the other factors mentioned above enabled the poet to create fictive
and utopian worlds, to mold the image of public events (as in Marvells Horatian
Ode), and to assert some degree of individualism. Moreover, textual criticism
was charged with a potent political potential to demystify the power and language
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of corrupt institutions: the exposure by humanist scholarship of the Donation
of Constantine as a forgery helped undermine the power of the papacy, and the
translation of the Bible into vernacular languages shifted the privilege of
interpretative authority away from the clergy to the individual reader. In such a
climate, poets and critics inevitably placed emphasis on the practical and social
functions of poetry and its dependence on rhetorical strategies.
Indeed, much Renaissance criticism was forged in the struggle to defend
poetry and literature from charges  brought within both clerical and secular
circles  of immorality, triviality, and irrelevance to practical and political life.
The types of criticism proliferating in the early modern period also included
a large body of humanist commentary and scholarship on classical texts. The
most influential classical treatises during the sixteenth and seventeenth centuries
were Aristotles Poetics and Horaces Ars poetica. A third important body of
criticism in this period is comprised of commentaries on Aristotles Poetics and
debates between the relative virtues of the Aristotelian and Horatian texts as
well as attempts to harmonize their insights. Alongside Aristotle and Horace, the
influential rhetorical voices of Cicero and Quintilian were recovered in the early
fifteenth century: Renaissance critics tended to adapt, and even distort, these
voices to their own needs.
Almost all of these defenses, commentaries, and debates concern a number
of fundamental notions: imitation (of both the external world and the tradition
of classical authors), which Glyn Norton characterizes as arguably the
predominant poetic issue of the entire period (CHLC, V.III, 4); the truth-value
and didactic role of literature; the classical unities; the notion of verisimilitude;
the use of the vernacular; the definition of poetic genres such as narrative and
drama; the invention of new, mixed genres such as the romantic epic and the
tragicomedy; the use of rhyme in poetry; the relative values of quantitative and
qualitative verse; and the place of literature and poetry in relation to other
disciplines such as moral philosophy and history. In the sections below, we shall
look at the treatment of these issues by some of the influential writers of the
period, as well as the major defenders of poetry and the main contenders in the
various debates. It will be useful to divide them into three broad categories,
while remembering that the concerns and motives of each set of writers overlap
considerably. The first set of writers, all Italian (Giraldi, Castelvetro, Mazzoni,
and Tasso), are concerned to formulate or reformulate their connections with the
classical part v: the early modern period to the enlightenment tradition; the
second group, comprising both French and English writers (Du Bellay, Ronsard,
and Sidney), endeavors to defend poetry and the use of the vernacular; the third,
represented here by Gascoigne and Puttenham, aims to define the art of poetry,
drawing on the traditions of rhetoric. In many of these writers, the promotion of
the vernacular and the very definition of the poetic is intrinsically tied to their
political and often nationalistic affiliations.
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Poetics and the Defense of Poetry: Sidney
The defense of poetry, as seen in the previous chapter, had been undertaken
aggressively by Boccaccio in his Genealogy of the Gentile Gods. Following
Boccaccios endeavor, notable manifestoes or defenses of poetry were undertaken
by writers such as Joachim Du Bellay and Sir Philip Sidney. Such apologiae and
defenses have been obliged to continue through the nineteenth century into our
own day, highlighting the fact that the category of the aesthetic, as a domain
struggling to free itself from the constraints of theology, morality, politics,
philosophy, and history, was in part a result of Renaissance poetics. The revival
of Neo-Platonism, mentioned above, being in parta reaction against Aristotelian
formalism, was instrumental in many of the early modern defenses, which argued
that literature and specifically poetry was divinely inspired and created a world
superior to the realm of nature.
Also integral to many of these defenses of poetry was a formula deriving
from Horace: the function of poetry, according to the Roman poet, was aut
prodesse volunt aut delectare poetae / aut simul et iucunda et idonea dicere vitae
(Ars poetica, ll. 333 334; Poets wish either to benefit or to delight or to say
things that are both pleasing and apply to life). Matz has deftly argued that the
two aims of poetry prescribed here by Horace, first as alternatives and in the
subsequent clause as a combination, were designed to satisfy two constituencies
in the ancient Roman world, the cultured Greek-speaking elite and the more
utilitarian-minded middle classes. This powerful Horatian formula, appealing to
both pleasure and profit, both leisure and labor, was redeployed by Sidney and
other Renaissance writers as an ideological instrument in advancing conflicting
notions of the role of the aristocracy and of aristocratic conduct.
These notions of aristocracy reciprocally influenced the definitions of poetry.
A claim for the pleasure and profit of humanist study underlay Thomas Elyots
attempt to reform the conception of the aristocracy, from a warrior and courtly
elite into an intellectual and administrative one, representing the upwardly mobile
and industrious new man. George Puttenham, as will be seen, urged that
rhetorical skills were necessary for court, and courtiers saw humanist rhetoric as
a means of access toward their objectives of privilege and power. In Sidneys
case, the Horatian formula  couched as delightful teaching  was enlisted in
his literary-critical and ideological response to his own ambiguous social status
as both courtly and Protestant aristocrat. On the one hand Sidney defended the
courtly pleasure of poetry as promoting warrior service.
But, aware that the newly emerging intellectual and bureaucrat class had
somewhat displaced the warrior class in importance in the absolutist state, Sidney
(like many aristocrats bent on preserving their status as against the rising class
of new men in the absolutist state) adopted humanist and Protestant conceptions
of aristocratic function, urging these as sources of political and cultural authority
(Matz, 1719, 2122). But, while adopting the humanist ideals of self-discipline,
industry, and intellectual profit, the aristocracy demonstrated their status and
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their difference from the subordinate class through their access to pleasure. Both
of these emphases are reflected in Sidneys defense of poetry which, like
aristocratic ideology, advanced alternative forms of social authority without
relinquishing the previous ones. Matz argues that this dual function of poetry is
also utilized by Edmund Spenser, who claimed that the pleasure of poetry . . .
inculcates forms of profitable pleasure. In doing this, Spenser helped to organize
the distinction between poetic and courtly pleasures, paving the way for the
appearance of the category of the aesthetic in a newly organized distinction
between elevated poetic pleasures and stigmatized material ones. The crucial
point here is that Horatian poetics were integrally involved in a clash of cultural
values and in the attempt to create poetry as a distinct and distinctive aesthetic
pleasure. Another way of approaching this phenomenon  the incipient
emergence of the aesthetic as a relatively autonomous realm  would be to
recognize poetrys increasing extrication from surrounding spheres, such as
rhetorical theory (much of which had been absorbed by poetics), logic, and
theology. Some of these tendencies can now be analyzed in Sidneys work.

Notes

Sir Philip Sidney (15541586)
Sir Philip Sidney is often cited as an archetype of the well-rounded Renaissance
man: his talents were multifold, encompassing not only poetry and cultivated
learning but also the virtues of statesmanship and military service. He was born
into an aristocratic family, was eventually knighted, and held government
appointments which included the governorship of Flushing in the Netherlands.
He was involved in war waged by Queen Elizabeth I against Spain and died
from a wound at the age of 32. His friends included the poet Edmund Spenser;
he wrote a pastoral romance, The Countess of Pembrokes Arcadia (1581), and
he was original in producing a sonnet cycle in the English language, influenced
by the Italian poet Petrarch, entitled Astrophil and Stella (15811582).
Sidneys Apologie for Poetrie (15801581) is in many ways a seminal text
of literary criticism. It is not only a defense but also one of the most acclaimed
treatises on poetics of its time. While its ideas are not original, it represents the
first synthesis in the English language of the various strands and concerns of
Renaissance literary criticism, drawing on Aristotle, Horace, and more recent
writers such as Boccaccio and Julius Caesar Scaliger. It raises issues  such as
the value and function of poetry, the nature of imitation, and the concept of
nature  which were to concern literary critics in numerous languages until the
late eighteenth century. Sidneys writing of the Apologie as a defense of poetry
was occasioned by an attack on poetry entitled The School of Abuse published in
1579 by a Puritan minister, Stephen Gosson. As mentioned earlier, Sidney rejects
Gossons Protestant attack on courtly pleasure, effectively defending poetry as a
virtuous activity for the aristocracy.
Toward the beginning of the Apologie, Sidney observes that poetry has fallen
from its status as the highest estimation of learning . . . to be the laughingstock
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of children. He produces a wide range of arguments in defense of poor Poetry,
based on chronology, the authority of ancient tradition, the relation of poetry to
nature, the function of poetry as imitation, the status of poetry among the various
disciplines of learning, and the relationship of poetry to truth and morality.
Sidneys initial argument is that poetry was the first form in which knowledge
was expressed, the first lightgiver to ignorance, as bodied forth by figures
such as Musaeus, Homer, and Hesiod, Livius, Ennius, Dante, Boccaccio, and
Petrarch . And the first Greek philosophers Thales, Empedocles, Parmenides,
and Pythagoras, he points out, expressed their vision in verse. Even Plato used
poetic devices such as dialogue and description of setting and circumstance to
adorn his philosophy. Again, historians such as Herodotus have borrowed the
fashion and the weight of poetry. Sidney concludes here that neither
philosopher nor historiographer, could at the first have entered into the gates of
popular judgments, if they had not taken a great passport of poetry.
His point is that an essential prerequisite of knowledge is pleasure in learning;
and it is poetry that has made each of these varieties of knowledge  scientific,
moral, philosophical, political  accessible by expressing them in pleasurable
forms. Sidneys second argument might be called the argument from tradition
since it appeals to the ancient Roman and Greek conceptions of poetry and stands
upon their authorities. The Roman term for the poet was vates, meaning diviner,
foreseer, or prophet, . . . so heavenly a title did that excellent people bestow upon
this heart-ravishing knowledge (219). Sidney argues that this definition of the
poet was quite reasonable, as shown by the fact that the Psalms of David are a
divine poem, whereby prophecy is expressed in a poetic manner. Hence poetry
does not deserve the ridiculous . . . estimation into which it has lapsed, and
deserveth not to be scourged out of the Church of God.
The ancient Greek definition of poetry is even more important for Sidney,
providing access into his own view of the connection between poetry and nature.
Sidney reminds the reader that the Greek origin of the English word poet was
the word poiein, meaning to make. Every art, says Sidney, has the works of
Nature for its principal object: the astronomer, for example, observes the
stars as ordered in nature, and the geometrician and arithmetician examine
quantities as ordered in nature; the natural philosopher examines physical nature,
and the moral philosopher considers the natural virtues and vices; the grammarian,
rhetorician, and logician expound respectively the rules of speech, persuasion,
and reasoning as based on nature. Sidney names here all of the elements of the
medieval trivium, quadrivium, and more. His point is that each of these disciplines
depends on some aspect of nature, which furnishes the ground of its exploration.
The poet, however, is free of any such subjection or dependence on nature: only
the poet, disdaining to be tied to any such subjection, lifted up with the vigor of
his own invention, doth grow in effect into another Nature, in making things
either better than Nature bringeth forth, or, quite anew forms such as never were
in Nature, as the Heros, Demigods, Cyclops. Rather than being constrained

16th to 18th Century Criticism

within the narrow compass of nature, the poet ranges freely only within the
zodiac of his own wit (221). As such, the poets making or production is
superior to nature: Nature never set forth the earth in so rich tapestry, as divers
poets have done . . . Her world is brazen, the poets only deliver a golden.
Sidney is careful to situate this human creativity in a theological context.
Though man is a maker or poet, his ability derives from his heavenly Maker
. . . who having made man to his own likeness, set him beyond and over all the
works of that second nature, which in nothing he showeth so much as in poetry:
when with the force of a divine breath, he bringeth things forth far surpassing
her doings. Sidney goes on to refer to original sin, as a result of which our
erected wit, maketh us know what perfection is, and yet our infected will, keepeth
us from reaching unto it. Significant here is the intrinsic connection Sidney
attempts to establish between mans ability to make poetry and his status in
relation to God. That man is made in the image of God is most profoundly
expressed in mans replication, on a lower level, of Gods function as a creator.
It also implies that man is elevated above the world of physical nature (which
Sidney calls second nature). This God-like activity in man which exalts him
above the rest of nature is expressed above all in poetry; it is poetry, too, in its
exercise of wit, that allows us to glimpse perfection, even as our will, infected
by original sin, prevents us from achieving it. This ultimately theological aim of
poetry is elaborated later in Sidneys text.
It is clear that if, for Sidney, poetry is higher than nature, his conception of
poetry as imitation does not imply a slavish copying of nature. He states that
poetry is an art of imitation, for so Aristotle termeth it in his word mimesis, that
is to say, a representing, counterfeiting, or figuring forth: to speak metaphorically,
a speaking picture: with this end, to teach and delight. In this definition, Sidney
adapts elements from Aristotle and Horace to offer his own somewhat broader
view of imitation. He suggests that there have been three kinds of poetic imitation.
The first consists of poetry that did imitate the inconceivable excellencies of
God, as in the various poetical portions of the Old Testament. The second kind
of imitation is effected by poetry that deals with subjects whose scope is
philosophical, historical, or scientific, such as the works of Cato, Lucretius,
Manilius, or Lucan. This kind, Sidney observes, is determined by its field of
study, being wrapped within the fold of the proposed subject, rather than relying
on the poets own invention. It is the final kind of imitation proposed by Sidney
that lifts it free of the constraints imposed by Aristotle. This third kind, urges
Sidney, is produced by right poets . . . who having no law but wit, bestow that in
colors upon you which is fittest for the eye to see. These are the poets who
most properly do imitate to teach and delight, and to imitate, borrow nothing of
what is, hath been, or shall be: but range only . . . into the divine consideration of
what may be, and should be . Hence the poet is free of dependence on nature in
at least two ways: firstly, he is not restricted to any given subject matter, any
given sphere of nature. Secondly, his imitation does not actually reproduce
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anything in nature, since his concern is not with actuality but with portrayals of
probability and of idealized situations.
The ultimate aim of this kind of poetry is moral: the poet imitates, says
Sidney, in order both to delight and teach. The object of both teaching and
delighting is goodness: by delighting, the poet moves people to welcome
goodness; and by teaching, he enables them to know that goodness whereunto
they are moved. And this, says Sidney, is the noblest scope to which ever any
learning was directed. Given these aims of poetry, it is not surprising that Sidney
relegates rhyming and versing to the status of ornaments: it is not these which
produce a poet but, rather, the feigning notable images of virtues, vices, . . .
with . . . delightful teaching. However, Sidney sees all learning, and not just
poetry, as directed to this final end or purpose: to lead and draw us to as high a
perfection, as our degenerate souls made worse by their clayey lodgings, can be
capable of  . All the spheres of learning, he states, endeavor by knowledge to
lift up the mind from the dungeon of the body, to the enjoying of his own divine
essence . While each of the sciences have a private end in themselves, they
are nonetheless all directed to the highest end. And the ending end of all
earthly learning is virtuous action . Many of these statements could have
been made by Hugh of St. Victor, Geoffrey de Vinsauf, and many other medieval
writers.
What is interesting here is that Sidneys invocation of a theological
framework of learning is characteristically medieval; what is distinctly more
modern and characteristic of the Renaissance is his alteration of the medieval
hierarchy of disciplines, to place poetry at the apex.
Indeed, Sidneys invocation of the ultimate aim of learning itself has an
ulterior purpose: to establish poetry as the discipline most suited to this purpose.
The poets chief competitors in this regard, thinks Sidney, will be the moral
philosopher and the historian. The former will claim that his path to virtue is the
most direct since he will teach what virtue and vice are, how passion must be
mastered, and how the domain of virtue extends into family and society. The
historian, on the other hand, will claim that moral philosophers merely teach
virtue by certain abstract considerations, whereas his own discipline, history,
will offer concrete examples of virtue based on the experience of many ages
(227). Sidney cites a third possible contender for this office of teaching virtue,
the lawyer. But he rapidly dismisses the lawyers claim, since the lawyer doth
not endeavor to make men good, but that their evil hurt not others. The lawyer
merely imposes upon people to follow the outward form of virtue without
changing their inward disposition (228). Sidney summarizes the dispute between
the moral philosopher and the historian by saying respectively that the one
giveth the precept, and the other the example. Since both disciplines are thus
one-sided, they are both deficient: the philosopher sets down the bare rule in
difficult terms that are abstract and general; the historian, conversely, lacks
the force of generalization and is tied, not to what should be, but to what is, to
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the particular truth of things . Indeed, since the historian is captived to the
truth of a foolish world, the lessons he is bound to impart will often be negative,
showing in some cases how the wicked thrive and prosper.
It is the peerless poet, according to Sidney, who performs both functions:
he coupleth the general notion with the particular example. The poet paints a
perfect picture of the philosophers abstract insight, providing an image of
what in philosophy is merely a wordish description. It is poetry which can
strike the soul and the inward sentiments by means of a true lively knowledge.
The philosophers declarations remain dark if they be not illuminated or figured
forth by the speaking picture of poesy . It is poetry which brings to life all the
virtues, vices, and passions, and hence the feigned images of poetry have more
force in teaching than the regular instruction of philosophy. And, whereas the
philosopher teaches obscurely such that only learned people can understand
him, the poet is the food for the tenderest stomachs, the poet is indeed the right
popular philosopher, as shown by Aesops fables, which use accessible
allegories.. The power of poetry to move or influence people, says Sidney, is of
a higher degree than teaching . . . it is well nigh the cause and the effect of
teaching. For people to be taught, they must first be filled with desire to learn:
citing Aristotles dictum that the fruit of learning must not be merely gnosis
(knowing) but praxis (doing), Sidney holds that poetry inspires people to perform
what philosophy merely teaches in the abstract (236). Both Plato and Boethius,
claims Sidney, were well aware of the power of poetry, and therefore made
mistress philosophy, very often borrow the masking raiment of poesy . As for
the poets superiority over the historian, Sidney appeals to Aristotles statement
that poetry is philosophoteron and spoudaioteron, that is to say, it is more
philosophical, and more studiously serious, than history (232). Sidney cites
Aristotles view that poetry deals with the kathalou or universal, whereas history
concerns the kathekaston, the particular; the particular is constrained by what
actually happened, whereas the universal comprehends actions or words which
are appropriate in terms of probability or necessity (232). Sidney even argues
that a fictional presentation of a character as he should be is preferable to a
portrayal of the actual historical character in his imperfection. A feigned
example, he says, has as much force to teach, as a true example (233). Since
the historian is tied to reality, he is not at liberty to present the ideal pattern of
people or events, whereas the poet can frame his example to that which is most
reasonable (233). Moreover, whatever the historian can relate in terms of true
events, the poet can make by his own imitation, beautifying it both for further
teaching, and more delighting, . . . having all . . . under the authority of his pen.
The emphasis here is on the poets freedom, which allows him to choose his
material, to frame it in an ideal pattern, so that he can present virtue in her best
colors, setting out his words in delightful proportion (234, 237). For all of
these reasons, proclaims Sidney, we must set the laurel crown upon the poet as
victorious, not only of the historian, but over the philosopher (235). Sidneys
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tone is repeatedly triumphalistic and persistent in attempting to overturn the
conventional hierarchy of knowledge: of all sciences . . . is our poet the monarch
(236). The irony here is that Sidney uses a theological justification for poetry to
dethrone theology and philosophy from their preeminent status. Another reading
of his procedure might be to say that, by imbuing poetry itself with a theological
function, he furnishes the terms whereby theology might be displaced by poetry.
It is poetry which most effectively disposes man to overcome his own lower
nature, thereby offering access into the divine: as virtue is the most excellent
resting place for all worldly learning . . . so poetry, being the most familiar to
teach it, and most princely to move towards it . . . is the most excellent workman
(239). And yet, for poetry to assume the monarchy of learning undermines the
very theological framework to which this claim appeals: it is unmistakably a
step in the direction of secular humanism.
Sidney now undertakes a defense of the various genres of poetry that shows
clearly the moral and theological functions he assigns to this art. Sidney considers
heroic poetry to be the best, and most accomplished kind of poetry since it
both instructeth the mind and most inflameth the mind with desire to be
worthy. The function of poetry for Sidney, as manifested in these comments, is
threefold:
to teach people the substance of virtue; to move people to virtuous action;
and, underlying these two functions, to impress upon people the transitory
and worthless nature of worldly affairs.
The poet is historian and moral philosopher, but above all, preacher and
theologian. Sidney now addresses the specific charges brought against poetry.
The first is that there are other kinds of knowledge more fruitful than poetry.
Sidney states that the greatest gifts bestowed upon human beings are oratio and
ratio, speech and reason. It is poetry which most polishes the gift of speech, and
it far exceedeth prose on two accounts: it engenders delight because of its
meticulous ordering of words, and therefore it is memorable. Since knowledge
depends on memory, poetry has an affinity with knowledge.
Moreover, since poetry teacheth and moveth to virtue, there can be no
more fruitful knowledge than this. The second charge is that poetry is the
mother of lies. Sidneys famous retort is that the poet . . . nothing affirms, and
therefore never lieth. Unlike the historian, the poet does not claim to be telling
the truth; he is not relating what is, or is not, but what should or should not be.
He is writing not affirmatively, but allegorically, and figuratively. The next
objection to poetry is that it abuseth mens wit, training it to wanton sinfulness,
and lustful love. The fault here, says Sidney, is with particular poets who have
abused their art, not with the art itself. It is not that poetry abuseth mans wit,
but that, mans wit abuseth poetry.
Even the word of God, says Sidney, when abused, can breed heresy and
blasphemy. The final, and perhaps most serious, charge that Sidney confronts is
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that Plato banished poets from his ideal republic, some claiming that, as a
philosopher, Plato was a natural enemy of poets. Sidney suggests that Plato
opposed the abuse of poetry rather than the art itself: he charged the poets of his
day with promulgating false opinions of the gods which might corrupt the youth.
The dangers of such false belief have now been removed by Christianity. Sidney
also cites Platos dialogue Ion as giving a divine commendation to poetry,
viewing poetry as inspired by a divine force, far above mans wit. He also
cites the authority of many great figures who admired poetry, including Aristotle,
Alexander, Plutarch, and Caesar.
Sidney ends his text with a lamentation, rather than an inquiry, over the
impoverished state to which poetry has declined in England. Poetry has become
the province of base men, with servile wits (258). While he acknowledges that
poetry is a divine gift and dependent on genius, Sidney bemoans the fact that
these would-be poets ignore the need to labor at their craft, a craft whose principles
must be art, imitation, and exercise (i.e., genius, imitation of the models of
earlier writers, and practice) (259).
He concludes by admonishing the reader no more to scorn this sacred art,
reminding him of his earlier arguments and the various authorities he has invoked.
He entreats the reader to believe that there are many mysteries contained in
poetry, which of purpose were written darkly, least by profane wits, it should be
abused (269). And he curses those who are possessed of so earth-creeping a
mind, that it cannot lift itself up, to look to the sky of poetry (270). The metaphor
here truly encapsulates the entire thrust of Sidneys text. Formerly, sacred scripture
was spoken of in this fashion, as written darkly, so as to lie beyond the reach
of unworthy eyes; in Sidneys text, poetry is elevated to that sacred status: in its
very nature it is opposed to worldliness and earthcreeping concerns; it is the
newly appointed heaven of human invention and endeavor.

Notes

1.6 NEOCLASSICAL LITERARY CRITICISM
Neoclassicism refers to a broad tendency in literature and art enduring from the
early seventeenth century until around 1750. While the nature of this tendency
inevitably varied across different cultures, it was usually marked by a number of
common concerns and characteristics. Most fundamentally, neoclassicism
comprised a return to the classical models, literary styles, and values of ancient
Greek and Roman authors. In this, the neoclassicists were to some extent heirs
of the Renaissance humanists. But many of them reacted sharply against what
they perceived to be the stylistic excess, superfluous ornamentation, and linguistic
oversophistication of some Renaissance writers; they also rejected the lavishness
of the Gothic and Baroque styles.
Many major medieval and Renaissance writers, including Dante, Ariosto,
More, Spenser, and Milton, had peopled their writings with fantastic and mythical
beings. Authors such as Giraldi had attempted to justify the genre of the romance
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and the use of the marvelous and unreal elements. Sidney and others had even
proposed, in an idealizing Neo-Platonist strain, that the poets task was to create
an ideal world, superior to the world of nature.
The neoclassicists, reacting against this idealistic tendency in Renaissance
poetics, might be thought of as heirs to the other major tendency in Renaissance
poetics, which was Aristotelian. This latter impetus had been expressed in the
work of Minturno, Scaliger, and Castelvetro, who all wrote commentaries on
Aristotles Poetics and stressed the Aristotelian notion of probability, as well as
the unities of action, time, and place.
However, whereas many Renaissance poets had labored toward an
individualism of outlook, even as they appropriated elements of the classical
canon, the neoclassicists in general were less ambiguous in their emphasis upon
the classical values of objectivity, impersonality, rationality, decorum, balance,
harmony, proportion, and moderation.
Whereas many Renaissance poets were beginning to understand profoundly
the importance of invention and creativity, the neoclassical writers reaffirmed
literary composition as a rational and rule-bound process, requiring a great deal
of craft, labor, and study. Where Renaissance theorists and poets were advocating
new and mixed genres, the neoclassicists tended to insist on the separation of
poetry and prose, the purity of each genre, and the hierarchy of genres (though,
unlike Aristotle, they generally placed the epic above tragedy). The typical verse
forms of the neoclassical poets were the alexandrine in France and the heroic
couplet in England.
Much neoclassical thought was marked by a recognition of human finitude,
in contrast with the humanists (and, later, the Romantics) assertion of almost
limitless human potential. Two of the concepts central to neoclassical literary
theory and practice were imitation and nature, which were intimately related. In
one sense, the notion of imitation  of the external world, and primarily, of human
action  was a reaffirmation of the ideals of objectivity and impersonality, as
opposed to the increasingly sophisticated individualism and exploration of
subjectivity found in Renaissance writers. But also integral to this notion was
imitation of classical models, especially Homer and Vergil. In fact, these two
aspects of imitation were often identified, as by Pope. The identification was
based largely on the concept of nature. This complex concept had a number of
senses.
It referred to the harmonious and hierarchical order of the universe, including
the various social and political hierarchies within the world. In this vast scheme
of nature, everything had its proper and appointed place. The concept also referred
to human nature: to what was central, timeless, and universal in human experience.
Hence, nature had a deep moral significance, comprehending the modes of
action that were permissible and excluding certain actions as unnatural (a term
often used by Shakespeare to describe the murderous and cunning behavior of
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characters such as Lady Macbeth). Clearly, the neoclassical vision of nature was
very different from the meanings later given to it by the Romantics; this vision
inherited something of the medieval view of nature as a providential scheme
but, as will emerge shortly, it was informed by more recent scientific views of
nature rather than by Aristotelian physics.
The neoclassical writers generally saw the ancients such as Homer and Vergil
as having already discovered and expressed the fundamental laws of nature.
Hence, the external world, including the world of human action, could best be
expressed by modern writers if they followed the path of imitation already paved
by the ancients. Invention was of course allowed, but only as a modification of
past models, not in the form of a rupture. Having said all of this, the neoclassicists
were by no means devoted to slavish imitation of the classics. La Bruyère indeed
thought that the ancients had already expressed everything that was worth saying;
and Pope, in one of his more insistent moments, equated following the rules of
nature with the imitation of Homer. But Ben Jonson, Corneille, Dryden, and
many others were more flexible in their assimilation of classical values. Nearly
all of them acknowledged the genius of Shakespeare, some the genius of Milton;
Boileau recognized the contribution of an inexplicable element, the je ne sais
quoi, in great art, and Pope acknowledged that geniuses could attain a grace
beyond the reach of art.
Moreover, the neoclassicists attempted to develop and refine Aristotles
account of the emotions evoked by tragedy in an audience, and an important part
of their endeavor to imitate nature consisted in portraying the human passions.
There raged at the beginning of the eighteenth century various debates over the
relative merits of ancients and moderns. The ancients were held to be the
repository of good sense, natural laws, and the classical values of order, balance,
and moderation. Such arguments were found in Jonathan Swifts The Battle of
the Books (1704) and in the writings of Boileau and Pope. Proponents of the
modern laid stress on originality of form and content, flexibility of genre, and
the license to engage in new modes of thought.
The connection of neoclassicism to recent science and what would eventually
emerge as some of the core values of the Enlightenment was highly ambivalent
and even paradoxical. On the one hand, the neoclassical concept of nature was
informed by Newtonian physics, and the universe was acknowledged to be a
vast machine, subject to fixed analyzable laws.
On the other hand, the tenor of most neoclassical thought was retrospective
and conservative. On the surface, it might seem that the neoclassical writers
shared with Enlightenment thinkers a belief in the power of reason. The
neoclassicists certainly saw literature as subject to a system of rules, and literary
composition as a rational process, subject to the faculty of judgment (Pope uses
the word critic in its original Greek sense of judge). But, while it is true that
some neoclassical writers, especially in Germany, were influenced by Descartes
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and other rationalists, the reason to which the neoclassical writers appeal is in
general not the individualistic and progressive reason of the Enlightenment
(though, as will be seen in a later chapter, Enlightenment reason could from
other perspectives be seen as a coercive and oppressive force); rather, it is the
reason of the classical philosophers, a universal human faculty that provides
access to general truths and which is aware of its own limitations. Alexander
Pope and others emphasized the finitude of human reason, cautioning against its
arrogant and unrestricted employment. Reason announced itself in neoclassical
thought largely in Aristotelian and sometimes Horatian terms: an adherence to
the requirements of probability and verisimilitude, as well as to the three unities,
and the principle of decorum. But the verisimilitude or likeness to reality here
sought after was different from nineteenth-century realism that sought to depict
the typical elements and the universal truths about any given situation; it did not
operate via an accumulation of empirical detail or a random recording of socalled reality. It was reason in this Aristotelian sense that lay behind the insistence
on qualities such as order, restraint, moderation, and balance.
Interestingly, Michael Moriarty has argued that the neoclassical insistence
on adherence to a body of rules embodies an ideological investment which must
be understood in terms of broader developments in the literary market. A
specifically literary criticism, he urges, began to emerge as a specialized and
professional discipline in the seventeenth century, with literature being identified
as an autonomous field of study and expertise. Seventeenth-century criticism
addressed an expanded readership which it helped to create: this broader public
ranged from the aristocracy of the court and the salons to the middle strata of the
bourgeoisie. The critical ideology of this public was oriented toward pleasure
and to evaluation based on polite taste. The rise of periodical presses during
the second half of the seventeenth century provided a new channel for discourse
about literature addressed to a non-scholarly social elite.
But there was a reciprocal interaction: the habits of literary consumption
modified critical discourse; for example, despite the epics high theoretical status,
the demands and tastes of an increasing theater-going public generated far more
criticism about drama. Along with these developments, a class of literary men
newly emerged from bourgeois backgrounds, the nouveaux doctes, specialized
in a specifically literary training, and focused on language, rhetoric, and poetics.
This mastery enabled them to establish a new, more respectable identity for
themselves as men of letters, whereby they could offer polite society the kind of
pleasure befitting its dignity. They defined this pleasure in Horatian terms, as
necessarily conjoined with instruction; it was a refined pleasure, issuing from a
conformity to rules.
It was these rules, impersonally and sacredly embodied in ancient authorities
such as Aristotle and Horace, and in modern authorities such as the Académie
Française, which consecrated the work as a product of art and which legitimated
the poets status as a purveyor of pleasure to the dominant groups. This general
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tendency of neoclassicism toward order, clarity, and standardization was
manifested also in attempts during the seventeenth and eighteenth centuries to
regulate the use of language and the meanings of words. In France, the Académie
Française was established for this purpose in 1635, and writers such as François
de Malherbe argued that meanings should be stabilized in the interests of linguistic
clarity and communication. Samuel Johnsons Dictionary was published in 1755.
The impetus behind these endeavors was reflected in John Lockes theory of
language, and his insistence, following Descartes, that philosophy should proceed
by defining its terms precisely, using clear and distinct ideas and avoiding
figurative language. This ideal of clarity, of language as the outward sign of the
operations of reason, permeated neoclassical poetry, which was often discursive,
argumentative, and aimed to avoid obscurity. This movement toward clarity has
been variously theorized as coinciding with the beginnings of bourgeois
hegemony, as reacting against a proliferation of vocabulary and meanings during
the Renaissance, and as marking a step further away from a medieval allegorical
way of thinking toward an attempted literalization of language.
Ironically, neoclassicism helped prepare the way for its own demise. One
avenue toward this self-transcendence of neoclassicism was through the concept
of the sublime.
The first-century treatise called On the Sublime, attributed to Longinus,
had viewed the sublime as a form of emotional transport beyond the rational
faculty. Boileaus translation of this text in 1674 was followed by flourishing
discussions of the topic in England and Germany, which were often accompanied,
as we shall see in chapter 14 on Kant, by an extensive examination of the concept
of beauty. In fact, in England, the contrast between sublimity and correctness
had socio-political resonance, since the former was associated with the English
subjects liberty, the latter with both the English and the absolutist French court.
Another legacy of the neoclassicists was an examination of the notion of taste
in terms of consensus of qualified people. This notion of consensus prepared the
way for an aesthetic oriented toward reader response rather than mere adherence
to an abstract body of rules. The following sections will consider some of the
major figures of neoclassical literary criticism in the countries where it was most
pronounced: France and England.

1.7

Notes

NEOCLASSICISM IN ENGLAND: DRYDEN, POPE,
BEHN JOHNSON

A precursor of neoclassicism in England was Ben Jonson, who drew upon ancient
Roman and Renaissance Italian sources and whose recourse to the laws of
dramatic form was part of a combative mentality in the battle to distinguish
true poet from false rhymester. The main streams of English neoclassical
criticism were inspired by (and reacted against) the French example. French
influence in England was intensified by the Restoration of 1660, whereby Charles
II, exiled in France after the English Civil War, returned with his court to England.
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Boileaus Art Poétique was imported into England through a translation by
Dryden. Boileaus influence, however, was most pronounced upon Pope; Dryden
himself defended English drama against some of the French critics. As noted
earlier, the France of Louis XIV had embarked upon a neoclassical program of
national proportions. While neoclassical criticism in England was not so
systematic, many saw the adoption of neoclassical ideals as necessary to produce
a stable and ordered political state (CHLC, V.III, 549). But Dryden and others
decried the servility and enslavement of French critics to the royal court. England
had its fair share of stern preceptors: Thomas Rymer was so insistent on adherence
to the unities and the principle of probability that he indicted Shakespeare. But
others, such as John Dennis, acknowledged that literature must change with
varying religion and culture, and even extolled Milton above the ancients. As
Joshua Scodel has pointed out, English neoclassicism was in general flexible
enough to accommodate within the tradition authors such as Chaucer,
Shakespeare, Donne, and Milton, who did not fit a rigid classical paradigm.
Moreover, classical norms being adapted to developments in England underwent
certain shifts in meaning (CHLC, V.III, 543).
While Addison too took a dim view of English drama, he anticipated
discussions of the imagination, taste, beauty, and the sublime on the part of later
writers such as Shaftesbury, whose Characteristics (1711) was the first largescale treatment of aesthetics, Hutcheson, Burke, and Hume. Many of these writers
drew upon the philosophical foundations of empiricism and associationism as
established by Hobbes and Locke. The classical tendency in England embraced
a number of major prose writers who laid the foundations of the modern English
novel, such as Daniel Defoe (1660?1731), Jonathan Swift (16671745), and
Henry Fielding (17071754). As will be seen below,
Dryden and Johnson were perhaps the most flexible exponents of
neoclassicism in England, attempting to mediate between the merits of ancients
and moderns. In general, the critics ranging from Jonson to Dryden effectively
advanced the notion of a viable English literary tradition.
John Dryden (16311700)
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John Dryden occupies a seminal place in English critical history. Samuel Johnson
called him the father of English criticism, and affirmed of his Essay of Dramatic
Poesy (1668) that modern English prose begins here. Drydens critical work
was extensive, treating of various genres such as epic, tragedy, comedy and
dramatic theory, satire, the relative virtues of ancient and modern writers, as
well as the nature of poetry and translation. In addition to the Essay, he wrote
numerous prefaces, reviews, and prologues, which together set the stage for later
poetic and critical developments embodied in writers such as Pope, Johnson,
Matthew Arnold, and T. S. Eliot. Dryden was also a consummate poet, dramatist,
and translator. His poetic output reflects his shifting religious and political
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allegiances. Born into a middle-class family just prior to the outbreak of the
English Civil War between King Charles I and Parliament, he initially supported
the latter, whose leaders, headed by Oliver Cromwell, were Puritans. Indeed, his
poem Heroic Stanzas (1659) celebrated the achievements of Cromwell who,
after the execution of Charles I by the victorious parliamentarians, ruled England
as Lord Protector (16531658). However, with the restoration of the dead kings
son, Charles II, to the throne in 1660, Dryden switched sides, celebrating the
new monarchy in his poem Astrea Redux (Justice Restored). Dryden was
appointed poet-laureate in 1668 and thereafter produced several major poems,
including the mock-heroic Mac Flecknoe (1682), and a political satire Absalom
and Achitophel (1681).
In addition, he produced two poems that mirror his move from Anglicanism
to Catholicism: Religio Laici (1682) defends the Anglican Church while The
Hind and the Panther, just five years later, opposes Anglicanism. Drydens
renowned dramas include the comedy Marriage a la Mode (1671) and the
tragedies Aureng-Zebe (1675) and All for Love, or the World Well Lost (1677).
His translations include Fables, Ancient and Modern (1700), which includes
renderings of Ovid, Boccaccio, and Chaucer.
Drydens Essay of Dramatic Poesy is written as a debate on drama conducted
by four speakers, Eugenius, Crites, Lisideius, and Neander. These personae have
conventionally been identified with four of Drydens contemporaries. Eugenius
(meaning well-born) may be Charles Sackville, who was Lord Buckhurst, a
patron of Dryden and a poet himself. Crites (Greek for judge or critic) perhaps
represents Sir Robert Howard, Drydens brother-in-law. Lisideius refers to Sir
Charles Sedley, and Neander (new man) is Dryden himself. The Essay, as
Dryden himself was to point out in a later defense of it, was occasioned by a
public dispute with Sir Robert Howard (Crites) over the use of rhyme in drama.5
In a note to the reader prefacing the Essay, he suggests that the chief purpose of
his text is to vindicate the honour of our English writers, from the censure of
those who unjustly prefer the French.
Yet the scope of the Essay extends far beyond these two topics, effectively
ranging over a number of crucial debates concerning the nature and composition
of drama.The first of these debates is that between ancients and moderns, a debate
that had intermittently surfaced for centuries in literature and criticism, and which
acquired a new and topical intensity in European letters after the Renaissance, in
the late seventeenth century. Traditionalists such as Jonathan Swift, in his
controversial Battle of the Books (1704), bemoaned the modern corruption of
religion and learning, and saw in the ancients the archetypal standards of literature.
The moderns, inspired by various forms of progress through the Renaissance,
sought to adapt or even abandon classical ideals in favor of the requirements of
a changed world and a modern audience. Drydens Essay is an important
intervention in this debate, perhaps marking a distinction between Renaissance
and neoclassical values. Like Tasso and Corneille, he attempted to strike a
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compromise between the claims of ancient authority and the exigencies of the
modern writer.
In Drydens text, this compromise subsumes a number of debates: one of
these concerns the classical unities of time, place, and action; another focuses
on the rigid classical distinction between various genres, such as tragedy and
comedy; there was also the issue of classical decorum and propriety, as well as
the use of rhyme in drama.
All of these elements underlie the nature of drama. In addition, Dryden
undertakes an influential assessment of the English dramatic tradition, comparing
writers within this tradition itself as well as with their counterparts in French
drama. Drydens Essay is skillfully wrought in terms of its own dramatic structure,
its setting up of certain expectations (the authority of classical precepts), its
climaxing in the reversal of these, and its denouement in the comparative
assessment of French and English drama. What starts out, through the voice of
Crites, as promising to lull the reader into complacent subordination to classical
values ends up by deploying those very values against the ancients themselves
and by undermining or redefining those values.
Lisideius offers the following definition of a play: A just and lively image
of human nature, representing its passions and humours, and the changes of
fortune to which it is subject, for the delight and instruction of mankind . Even
a casual glance at the definition shows it to be very different from Aristotles: the
latter had defined tragedy not as the representation of human nature but as the
imitation of a serious and complete action; moreover, while Aristotle had indeed
cited a reversal in fortune as a component of tragedy, he had said nothing about
passions and humours; and, while he accorded to literature in general a moral
and intellectual function, he had said nothing about delighting the audience.
The definition of drama used in Drydens Essay embodies a history of progressive
divergence from classical models; indeed, it is a definition already weighted in
favor of modern drama, and it is a little surprising that Crites agrees to abide by
it at all. Crites, described in Drydens text as a person of sharp judgment, and
somewhat too delicate a taste in wit (29), is, after all, the voice of classical
conservatism.
Crites notes that poetry is now held in lower esteem, in an atmosphere of
few good poets, and so many severe judges (3738). His essential argument is
that the ancients were faithful imitators and wise observers of that Nature which
is so torn and ill represented in our plays; they have handed down to us a perfect
resemblance of her; which we, like ill copiers, neglecting to look on, have rendered
monstrous, and disfigured. He reminds his companions that all the rules for
drama  concerning the neoclassical literary criticism plot, the ornaments,
descriptions, and narrations  were formulated by Aristotle, Horace, or their
predecessors. As for us modern writers, he remarks, we have added nothing of
our own, except we have the confidence to say our wit is better.
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The most fundamental of these classical rules are the three unities, of time,
place, and action. Crites claims that the ancients observed these rules in most of
their plays. The unity of action, Crites urges, stipulates that the poet is to aim at
one great and complete action, to which all other things in the play are to be
subservient. The reason behind this, he explains, is that if there were two major
actions, this would destroy the unity of the play. Crites cites a further reason
from Corneille: the unity of action leaves the mind of the audience in a full
repose; but such a unity must be engineered by the subordinate actions which
will hold the audience in a delightful suspense of what will be . Most modern
plays, says Crites, fail to endure the test imposed by these unities, and we must
therefore acknowledge the superiority of the ancient authors.
This, then, is the presentation of classical authority in Drydens text. It is
Eugenius who first defends the moderns, saying that they have not restricted
themselves to dull imitation of the ancients; they did not draw after their
lines, but those of Nature; and having the life before us, besides the experience
of all they knew, it is no wonder if we hit some airs and features which they have
missed. This is an interesting and important argument which seems to have
been subsequently overlooked by Alexander Pope, who in other respects followed
Drydens prescriptions for following the rules of nature. In his Essay on
Criticism, Pope had urged that to copy nature is to copy the ancient writers.
Dryden, through the mouth of his persona Eugenius, completely topples this
complacent equation: Eugenius effectively turns against Crites the latters own
observation that the arts and sciences have made huge advances since the time
of Aristotle. Not only do we have the collective experience and wisdom of the
ancients to draw upon, but also we have our own experience of the world, a
world understood far better in scientific terms than in ages past: if natural causes
be more known now than in the time of Aristotle . . . it follows that poesy and
other arts may, with the same pains, arrive still nearer to perfection.
Turning to the unities, Eugenius points out (after Corneille) that by the time
of Horace, the division of a play into five acts was firmly established, but this
distinction was unknown to the Greeks. Indeed, the Greeks did not even confine
themselves to a regular number of acts. Again, their plots were usually based on
some tale derived from Thebes or Troy, a plot worn so threadbare . . . that
before it came upon the stage, it was already known to all the audience. Since
the pleasure in novelty was thereby dissolved, asserts Eugenius, one main end
of Dramatic Poesy in its definition, which was to cause delight, was of
consequence destroyed.
These are strong words, threatening to undermine a long tradition of
reverence for the classics. But Eugenius has hardly finished: not only do the
ancients fail to fulfill one of the essential obligations of drama, that of delighting;
they also fall short in the other requirement, that of instructing. Eugenius berates
the narrow characterization by Greek and Roman dramatists, as well as their
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imperfect linking of scenes. He cites instances of their own violation of the unities.
Even more acerbic is his observation, following Corneille, that when the classical
authors such as Euripides and Terence do observe the unities, they are forced
into absurdities. As for the unity of place, he points out, this isnowhere to be
found in Aristotle or Horace; it was made a precept of the stage in our own age
by the French dramatists. Moreover, instead of punishing vice and rewarding
virtue, the ancients have often shown a prosperous wickedness, and an unhappy
piety . Eugenius also berates the ancients for not dealing sufficiently with love,
but rather with lust, cruelty, revenge, ambition . . . which were more capable of
raising horror than compassion in an audience. Hence, in Drydens text, not
only is Aristotles definition of tragedy violently displaced by a formulation that
will accommodate modern poets, but also the ancient philosophers definition
itself is made to appear starkly unrealistic and problematic for ancient dramatists,
who persistently violated its essential features.
The next point of debate is the relative quality of French and English writers;
it is Lisideius who extols the virtues of the French while Neander (Dryden himself)
undertakes to defend his compatriots. Lisideius argues that the current French
theater surpasses all Europe, observing the unities of time, place, and action, and
is not strewn with the cumbrous underplots that litter the English stage. Moreover,
the French provide variety of emotion without sinking to the absurd genre of
tragicomedy, which is a uniquely English invention. Lisideius also points out
that the French are proficient at proportioning the time devoted to dialogue and
action on the one hand, and narration on the other. There are certain actions,
such as duels, battles, and deathscenes, that can never be imitated to a just
height; they cannot be represented with decorum or with credibility and thus
must be narrated rather than acted out on stage.
Neanders response takes us by surprise. He does not at all refute the claims
made by Lisideius. He concedes that the French contrive their plots more
regularly, and observe the laws of comedy, and decorum of the stage . . . with
more exactness than the English . Neander effectively argues that the very
faults of the English are actually virtues, virtues that take English drama far
beyond the pale of its classical heritage. What Neander or Dryden takes as a
valid presupposition is that a play should present a lively imitation of Nature.
The beauties of French drama, he points out, are the beauties of a statue, but not
of a man, because not animated with the soul of Poesy, which is imitation of
humour and passions.
Indeed, in justifying the genre of tragicomedy, Neander states that the contrast
between mirth and compassion will throw the important scenes into sharper
relief. He urges that it is to the honour of our nation, that we have invented,
increased, and perfected a more pleasant way of writing for the stage, than was
ever known to the ancients or moderns of any nation, which is tragi-comedy.
This exaltation of tragicomedy effectively overturns nearly all of the ancient
prescriptions concerning purity of genre, decorum, and unity of plot. Neander
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poignantly repeats Corneilles observation that anyone with actual experience of
the stage will see how constraining the classical rules are.
Neander now undertakes a brief assessment of the recent English dramatic
tradition. Of all modern and perhaps ancient poets, he says, Shakespeare had
the largest and most comprehensive soul. He was naturally learnd, not through
books but by the reading of nature and all her images: he looked inwards, and
found her there. Again, the implication is that, in order to express nature,
Shakespeare did not need to look outwards, toward the classics, but rather into
his own humanity. Beaumont and Fletcher had both the precedent of
Shakespeares wit and natural gifts which they improved by study; what they
excelled at was expressing the conversation of gentlemen, and the representation
of the passions, especially of love. Ben Jonson he regards as the most learned
and judicious writer which any theatre ever had, and his peculiar gift was the
representation of humors. Neander defines humour as some extravagant habit,
passion, or affection which defines the individuality of a person . In an important
statement he affirms that Shakespeare was the Homer, or father of our dramatic
poets; Johnson was the Vergil, the pattern of elaborate writing . What Neander
 or Dryden  effectively does here is to stake out an independent tradition for
English drama, with new archetypes displacing those of the classical tradition.
The final debate concerns the use of rhyme in drama. Crites argues that
rhyme is unnatural in a play. Following Aristotle, Crites insists that the most
natural verse form for the stage is blank verse, since ordinary speech follows an
iambic pattern. Neanders reply is ambivalent (Dryden himself was later to change
his mind on this issue): he does not deny that blank verse may be used; but he
asserts that in serious plays, where the subject and characters are great . . .
rhyme is there as natural and more effectual than blank verse. Moreover, in
everyday life, people do not speak in blank verse, any more than they do in
rhyme. He also observes that rhyme and accent are a modern substitute for the
use of quantity as syllabic measure in classical verse.
Underlying Neanders argument in favor of rhyme is an observation
fundamental to the very nature of drama. He insists that, while all drama represents
nature, a distinction should be made between comedy, which is the imitation of
common persons and ordinary speaking, and tragedy, which is indeed the
representation of Nature, but tis Nature wrought up to an higher pitch. The plot,
the characters, the wit, the passions, the descriptions, are all exalted above the
level of common converse, as high as the imagination of the poet can carry
them, with proportion to verisimility.
And while the use of verse and rhyme helps the poet control an otherwise
lawless imagination, it is nonetheless a great help to his luxuriant fancy.
This concluding argument, which suggests that the poet use imagination to
transcend nature, underlines Neanders (and Drydens) departure from classical
convention. If Dryden isneoclassical, it is in the sense that he acknowledges the
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classics as having furnished archetypes for drama; but modern writers are at
liberty to create their own archetypes and their own literary traditions. Again, he
might be called classical in view of the unquestioned persistence of certain
presuppositions that are shared by all four speakers in this text: that the unity of
a play, however conceived, is a paramount requirement; that a play present,
through its use of plot and characterization, events and actions which are probable
and express truth or at least a resemblance to truth; that the laws of nature be
followed, if not through imitation of the ancients, then through looking inward
at our own profoundest constitution; and finally, that every aspect of a play be
contrived with the projected response of the audience in mind.
But given Drydens equal emphasis on the poets wit, invention, and
imagination, his text might be viewed as expressing a status of transition between
neoclassicism and Romanticism.
Drydens other essays and prefaces would seem to confirm the foregoing
comments, and reveal important insights into his vision of the poets craft. In his
1666 preface to Annus Mirabilis, he states that the composition of all poems is,
or ought to be, of wit; and wit . . . is no other than the faculty of imagination in
the writer. He subsequently offers a more comprehensive definition: the first
happiness of the poets imagination is properly invention, or finding of the thought;
the second is fancy, or the variation, deriving, or moulding, of that thought, as
the judgment represents it proper to the subject; the third is elocution, or the art
of clothing or adorning that thought, so found and varied, in apt, significant, and
sounding words: the quickness of the imagination is seen in the invention, the
fertility in the fancy, and the accuracy in the expression . Again, the emphasis
here is on wit, imagination, and invention rather than exclusively on the classical
precept of imitation.
In fact, Dryden was later to write Defence of An Essay on Dramatic Poesy,
defending his earlier text against Sir Robert Howards attack on Drydens
advocacy of rhyme in drama. Here, Drydens defense of rhyme undergoes a shift
of emphasis, revealing further his modification of classical prescriptions. He
now argues that what most commends rhyme is the delight it produces: for
delight is the chief, if not the only, end of poesy: instruction can be admitted but
in the second place, for poesy only instructs as it delights. And Dryden states: I
confess my chief endeavours are to delight the age in which I live . We have
come a long way from Aristotle, and even from Sidney, who both regarded
poetry as having primarily a moral or ethical purpose. To suggest that poetrys
chief or only aim is to delight is to take a large step toward the later modern
notion of literary autonomy. Dryden goes on to suggest that while a poets task is
to imitate well, he must also affect the soul, and excite the passions as well
as cause admiration or wonder. To this end, bare imitation will not serve.
Imitation must be heightened with all the arts and ornaments of poesy.
If, in such statements, Dryden appears to anticipate certain Romantic
predispositions, these comments are counterbalanced by other positions which
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are deeply entrenched in a classical heritage. Later in the Defence he insists
that they cannot be good poets, who are not accustomed to argue well . . . for
moral truth is the mistress of the poet as much as of the philosopher; Poesy must
resemble natural truth, but it must be ethical. Indeed, the poet dresses truth, and
adorns nature, but does not alter them. Hence, notwithstanding the importance
that he attaches to wit and imagination, Dryden still regards poetry as essentially
a rational activity, with an ethical and epistemological responsibility. If the poet
rises above nature and truth, this is merely by way of ornamentation; it does not
displace or remold the truths of nature, but merely heightens them. Dryden states
that imagination is supposed to participate of Reason, and that when imagination
creates fictions, reason allows itself to be temporarily deceived but will never be
persuaded of those things which are most remote from probability . . . Fancy
and Reason go hand in hand; the first cannot leave the last behind. These
formulations differ from subsequent Romantic views of the primacy of
imagination over reason. Imagination can indeed outrun reason, but only within
the limits of classical probability. Drydens entire poetic and critical enterprise
might be summed up in his own words: he views all poetry, both ancient and
modern, as based on the imitation of Nature. Where he differs from the classics
is the means with which he undertakes this poetic project. Following intimations
in Platos Timaeus and Aristotles Poetics, he suggests in his Parallel of Poetry
and Painting (1695) that what the poet (and painter) should imitate are not
individual instances of nature but the archetypal ideas behind natural forms.6
While adhering to this classical position, he also suggests that, in imitating nature,
modern writers should vary the customs, according to the time and the country
where the scene of the action lies; for this is still to imitate Nature, which is
always the same, though in a different dress (Essays, II, 139). This stance
effectively embodies both Drydens classicism and the nature of his departure
from its strict boundaries.

Notes

Alexander Pope (16881744)
An Essay on Criticism, published anonymously by Alexander Pope in 1711, is
perhaps the clearest statement of neoclassical principles in any language. In its
broad outlines, it expresses a worldview which synthesizes elements of a Roman
Catholic outlook with classical aesthetic principles and with deism. That Pope
was born a Roman Catholic affected not only his verse and critical principles but
also his life. In the year of his birth occurred the so-called Glorious Revolution:
Englands Catholic monarch James II was displaced by the Protestant King
William III of Orange, and the prevailing anti-Catholic laws constrained many
areas of Popes life; he could not obtain a university education, hold public or
political office, or even reside in London.
Popes family, in fact, moved to a small farm in Windsor Forest, a
neighborhood occupied by other Catholic families of the gentry, and he later
moved with his mother to Twickenham. However, Pope was privately taught
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and moved in an elite circle of London writers which included the dramatists
Wycherley and Congreve, the poet Granville, the critic William Walsh, as well
as the writers Addison and Steele, and the deistic politician Bolingbroke. Popes
personal life was also afflicted by disease: he was a hunchback, only four and a
half feet tall, and suffered from tuberculosis.
He was in constant need of his maid to dress and care for him.
Notwithstanding such social and personal obstacles, Pope produced some of the
finest verse ever written. His most renowned publications include several mockheroic poems such as The Rape of the Lock (1712; 1714), and The Dunciad
(1728). His philosophical poem An Essay on Man (17331734) was a scathing
attack on human arrogance or pride in failing to observe the due limits of human
reason, in questioning divine authority and seeking to be self-reliant on the basis
of rationality and science. Even An Essay on Criticism is written in verse,
following the tradition of Horaces Ars poetica, and interestingly, much of the
philosophical substance of An Essay on Man is already formulated in this earlier
poem, in its application to literature and criticism. While An Essay on Man
identifies the chief fault of humankind as the original sin of pride and espouses
an ethic based on an ordered and hierarchical universe, it nonetheless depicts
this order in terms of Newtonian mechanism and expresses a broadly deistic
vision.
The same contradictions permeate the Essay on Criticism, which effects an
eclectic mixture of a Roman Catholic vision premised on the (negative)
significance of pride, a humanistic secularism perhaps influenced by Erasmus, a
stylistic neoclassicism with roots in the rhetorical tradition from Aristotle, Horace,
Longinus, and modern disciples such as Boileau, and a modernity in the wake of
figures such as Bacon, Hobbes, and Locke. Some critics have argued that the
resulting conglomeration is inharmonious; in fairness to Pope, we might cite
one of his portraits of the satirist:
Verse-man or Prose-man, term me which you will,
Papist or Protestant, or both between,
Like good Erasmus in an honest Mean,
In moderation placing all my glory,
While Tories call me Whig, and Whigs a Tory. (Satire II.i)
Clearly, labels can oversimplify: yet it is beyond doubt that, on balance,
Popes overall vision was conservative and retrospective. He is essentially calling
for a return to the past, a return to classical values, and the various secularizing
movements that he bemoans are already overwhelming the view of nature, man,
and God that he is attempting to redeem.
Indeed, Popes poem has been variously called a study and defense of
nature and of wit. The word nature is used twenty-one times in the poem;
the word wit forty-six times. Given the numerous meanings accumulated in
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the word nature as it has passed through various traditions, Popes call for a
return to nature is complex, and he exploits the multiple significance of the
term to generate within his poem a comprehensive redefinition of it. Among
other things, nature can refer, on a cosmic level, to the providential order of the
world and the universe, an order which is hierarchical, in which each entity has
its proper assigned place. In An Essay on Man Pope expounds the Great Chain
of Being, ranging from God and the angels through humans and the lower animals
to plants and inanimate objects. Nature can also refer to what is normal, central,
and universal in human experience, encompassing the spheres of morality and
knowledge, the rules of proper moral conduct as well as the archetypal patterns
of human reason. The word wit in Popes time also had a variety of meanings:
it could refer in general to intelligence and intellectual acuity; it also meant wit
in the modern sense of cleverness, as expressed for example in the ability to
produce a concise and poignant figure of speech or pun; more specifically, it
might designate a capacity to discern similarities between different entities and
to perceive the hidden relationships underlying the appearances of things. In
fact, during the late seventeenth and early eighteenth centuries, wit was the
subject of a broad and heated debate. Various parties contested the right to define
it and to invest it with moral significance.
A number of writers such as Nicolas Malebranche and Joseph Addison, and
philosophers such as John Locke, argued that wit was a negative quality, associated
with a corrupting imagination, distortion of truth, profanity, and skepticism, a
quality opposed to judgment, which was a faculty of clear and truthful insight.
Literature generally had come to be associated with wit and had been under
attack from the Puritans also, who saw it as morally defective and corrupting.
On the other side, writers such as John Dryden and William Wycherley, as well
as moralists such as the third earl of Shaftesbury, defended the use and freedom
of wit. Popes notions of wit were worked out in the context of this debate, and
his redefinition of true wit in Essay on Criticism was a means not only of
upholding the proper uses of wit butalso of defending literature itself, wit being
a mode of knowing or apprehension unique to literature.
It would be facile to dismiss Popes Essay on Criticism as an unoriginal
work, as a hotchpotch of adages drawn from the likes of Aristotle, Horace,
Quintilian, Longinus, and Boileau. While the isolated insights offered by Pope
may not be original, the poem as a whole undertakes a number of endeavors that,
in their poetic unification, might well be viewed as novel. To begin with, Pope is
not merely delineating the scope and nature of good literary criticism; in doing
this, he redefines classical virtues in terms of an exploration of nature and wit, as
necessary to both poetry and criticism; and this restatement of classicism is itself
situated within a broader reformulation of literary history, tradition, and religion.
Above all, these three endeavors are pursued in the form of a poem: the form of
the work exemplifies and enacts much of its overt meaning. And its power far
exceeds its paraphrasable meaning: this power rests on the poetic effects generated
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by its own enactment of classical literary dispositions and its own organic unity.
While much of Popes essay bemoans the abyss into which current literary
criticism has fallen, he does not by any means denounce the practice of criticism
itself. While he cautions that the best poets make the best critics (Let such teach
others who themselves excell,), and while he recognizes that some critics are
failed poets, he points out that both the best poetry and the best criticism are
divinely inspired:
Both must alike from Heavn derive their Light,
These born to Judge, as well as those to Write. (ll. 1314)
By the word judge, Pope refers to the critic, drawing on the meaning of
the ancient Greek word krites. Pope sees the endeavor of criticism as a noble
one, provided it abides by Horaces advice for the poet:
But you who seek to give and merit Fame,
And justly bear a Criticks noble Name,
Be sure your self and your own Reach to know,
How far your Genius, Taste, and Learning go;
Launch not beyond your Depth . .
Indeed, Pope suggests in many portions of the Essay that criticism itself is
an art and must be governed by the same rules that apply to literature itself.
However, there are a number of precepts he advances as specific to criticism.
Apart from knowing his own capacities, the critic must be conversant with every
aspect of the author whom he is examining, including the authors
. . . Fable, Subject, Scope in evry Page,
Religion, Country, Genius of his Age:
Without all these at once before your Eyes,
Cavil you may, but never Criticize.
Perhaps ironically, Popes advice here seems modern insofar as he calls for
a knowledge of all aspects of the authors work, including not only its subject
matter and artistic lineage but also its religious, national, and intellectual contexts.
He is less modern in insisting that the critic base his interpretation on the authors
intention: In evry Work regard the Writers End, / Since none can compass
more than they Intend (ll. 233234, 255256).
Pope specifies two further guidelines for the critic. The first is to recognize
the overall unity of a work, and thereby to avoid falling into partial assessments
based on the authors use of poetic conceits, ornamented language, and meters,
as well as those which are biased toward either archaic or modern styles or based
on the reputations of given writers. Finally, a critic needs to possess a moral
sensibility, as well as a sense of balance and proportion, as indicated in these
lines:
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Nor in the Critick let the Man be lost! /
Good-Nature and Good-Sense must ever join (ll. 523525).
In the interests of good nature and good sense, Pope urges the critic to
adopt not only habits of self-criticism and integrity (with pleasure own your
Errors past, / And make each Day a Critick on the last, ll. 570571), but also
modesty and caution. To be truthful is not enough, he warns; truth must be
accompanied by Good Breeding or else it will lose its effect. And mere bookish
knowledge will often express itself in showiness, disdain, and an overactive
tongue:
Fools rush in where Angels fear to tread. /
Distrustful Sense with modest Caution speaks (ll. 625626).
Pope ends his advice with this summary of the ideal critic:
But wheres the Man, who Counsel can bestow,
Still pleasd to teach, and yet not proud to know?
Unbiassd, or by Favour or by Spite;
Not dully prepossest, nor blindly right;
Tho learnd, well-bred; and tho well-bred, sincere;
. . . Blest with a Taste exact, yet unconfind;
A Knowledge both of Books and Humankind;
Genrous Converse; a Soul exempt from Pride;
And Love to Praise, with Reason on his Side? (ll. 631642)
As we read through this synthesis of the qualities of a good critic, it becomes
clear that they are primarily attributes of humanity or moral sensibility rather
than aesthetic qualities. Indeed, the only specifically aesthetic quality mentioned
here is taste. The remaining virtues might be said to have a theological ground,
resting on the ability to overcome pride. Pope effectively transposes the language
of theology (soul, pride) to aesthetics. It is the disposition of humility  an
aesthetic humility, if you will  which enables the critic to avoid the arrogant
parading of his learning, to avoid falling into bias, and to open himself up to a
knowledge of humanity.
The reason to which Pope appeals is not the individualistic and secular
reason of the Enlightenment philosophers; it is reason as understood by
Aquinas and many medieval thinkers, reason as a universal archetype in human
nature, constrained by a theological framework. Reason in this sense is a corollary
of humility: it is humility which allows the critic to rise above egotistical
dogmatism and thereby to be rational and impartial, and aware of his own
limitations, in his striving after truth.
Knowledge itself, then, has a moral basis in good breeding; and underlying
good breeding is the still profounder quality of sincerity, which we might
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understand here as a disposition commensurate with humility: a genuine desire
to pursue truth or true judgment, unclouded by personal ambitions and subjective
prejudices. Interestingly, the entire summary takes the form not of an assertion
but of an extended question, implying that what is proposed here is an ideal type,
to which no contemporary critic can answer.
Popes specific advice to the critic is grounded on virtues whose application
extends far beyond literary criticism, into the realms of morality, theology, and
art itself. It is something of an irony that the main part of his Essay on Criticism
is devoted not specifically to criticism but to art itself, of which poetry and
criticism are regarded as branches. In other words, Pope sees criticism itself as
an art. Hence most of the guidance he offers, couched in the language of nature
and wit, applies equally to poetry and criticism. Not only this, but there are
several passages which suggest that criticism must be a part of the creative process,
that poets themselves must possess critical faculties in order to execute their
craft in a self-conscious and controlled manner.
Hence there is a large overlap between these domains, between the artistic
elements within criticism and the critical elements necessary to art. While Popes
central piece of advice to both poet and critic is to follow Nature, his elaboration
of this concept enlists the semantic service of both wit and judgment, establishing
a close connection  sometimes indeed an identity  between all three terms; wit
might be correlated with literature or poetry; and judgment with criticism. Because
of the overlapping natures of poetry and criticism, however, both wit and judgment
will be required in each of these pursuits.
Before inviting the poet and critic to follow nature, Pope is careful to explain
one of the central functions of nature:
Nature to all things fixd the Limits fit,
And wisely curbd proud Mans pretending Wit;
. . . One Science only will one Genius fit;
So vast is Art, so narrow Human Wit . . . (ll. 5253, 6061)
Hence, even before he launches into any discussion of aesthetics, Pope
designates human wit generally as an instrument of pride, as intrinsically liable
to abuse. In the scheme of nature, however, mans wit is puny and occupies an
apportioned place. It is in this context that Pope proclaims his famous maxim:
First follow NATURE, and your Judgment frame
By her just Standard, which is still the same:
Unerring Nature, still divinely bright,
Once clear, unchangd, and Universal Light,
Life, Force, and Beauty, must to all impart,
At once the Source, and End, and Test of Art. (ll. 6873)
The features attributed to nature include permanence or timelessness and
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universality. Ultimately, nature is a force which expresses the power of the divine,
not in the later Romantic sense of a divine spirit pervading the physical
appearances of nature but in the medieval sense of expressing the order, harmony,
and beauty of Gods creation. As such, nature provides the eternal and archetypal
standard against which art must be measured: the implication in the lines above
is not that art imitates nature but that it derives its inspiration, purpose, and
aesthetic criteria from nature. Popes view of nature as furnishing the universal
archetypes for art leads him to condemn excessive individualism, which he sees
as an abuse of wit. Wit is abused when it contravenes sound judgment:
For Wit and Judgment often are at strife,
Tho meant each others Aid, like Man and Wife (ll. 8083).
However, Pope does not believe, like many medieval rhetoricians, that poetry
is an entirely rational process that can be methodically worked out in advance.
In poetry, as in music, he points out, are nameless Graces which no Methods
teach. Indeed, geniuses can sometimes transgress the boundaries of judgment
and their very transgression or license becomes a rule for art:
Great Wits sometimes may gloriously offend,
And rise to Faults true Criticks dare not mend;
From vulgar Bounds with brave Disorder part,
And snatch a Grace beyond the Reach of Art,
Which, without passing thro the Judgment, gains
The Heart, and all its End at once attains. (ll. 152157)
If Kant had been a poet, he might have expressed his central aesthetic ideas
in this very way. Kant also believed that a genius lays down the rules for art, that
those rules cannot be prescribed in advance, and that aesthetic judgment bypasses
the conventional concepts of our understanding. Indeed, Kant laid the groundwork
for many Romantic aesthetics, and if Popes passage above were taken in isolation,
it might well be read as a formulation of Romantic aesthetic doctrine. It seems to
assert the primacy of wit over judgment, of art over criticism, viewing art as
inspired and as transcending the norms of conventional thinking in its direct
appeal to the heart. The critics task here is to recognize the superiority of
great wit. While Popes passage does indeed in these respects stride beyond
many medieval and Renaissance aesthetics, it must of course be read in its own
poetic context: he immediately warns contemporary writers not to abuse such a
license of wit:
Moderns, beware!
Or if you must offend
/ Against the Precept, neer transgress its End (ll. 163164).
In fact, the passage cited above is more than counterbalanced by Popes
subsequent insistence that modern writers not rely on their own insights. Modern
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writers should draw on the common store of poetic wisdom, established by the
ancients, and acknowledged by Universal Praise (l. 190).
Popes exploration of wit aligns it with the central classical virtues, which
are themselves equated with nature. His initial definition of true wit identifies it
as an expression of nature:
True Wit is Nature to Advantage drest,
What oft was Thought, but neer so well Exprest (ll. 297298).
Pope subsequently says that expression is the Dress of Thought, and that
true expression throws light on objects without altering them (ll. 315318).
The lines above are a concentrated expression of Popes classicism. If wit is the
dress of nature, it will express nature without altering it. The poets task here
is twofold: not only to find the expression that will most truly convey nature, but
also first to ensure that the substance that he is expressing is indeed a natural
insight or thought. What the poet must express is a universal truth which we will
instantly recognize as such. This classical commitment to the expression of
objective and universal truth is echoed a number of times through Popes text.
For example, he admonishes both poet and critic:
Regard not then if Wit be Old or New,
But blame the False, and value still the True (ll. 406407).
A second classical ideal urged in the passage above is that of organic unity
and wholeness. The expression or style, Pope insists, must be suited to the subject
matter and meaning:
The Sound must seem an Eccho to the Sense (l. 365).
Elsewhere in the Essay, Pope stresses the importance, for both poet and
critic, of considering a work of art in its totality, with all the parts given their due
proportion and place (ll. 173174). Once again, wit and nature become almost
interchangeable in Popes text. An essential component underlying such unity
and proportion is the classical virtue of moderation. Pope advises both poet and
critic to follow the Aristotelian ethical maxim: Avoid Extreams.
Those who go to excess in any direction display Great Pride, or Little
Sense (ll. 384387). And once again, the ability to overcome pride  humility 
is implicitly associated with what Pope calls right Reason (l. 211). Indeed, the
central passage in the Essay on Criticism, as in the later Essay on Man, views all
of the major faults as stemming from pride:
Of all the Causes which conspire to blind
Mans erring Judgment, and misguide the Mind,
. . . Is Pride, the never-failing Vice of Fools. (ll. 201204)
It is pride which leads critics and poets alike to overlook universal truths in
favor of subjective whims; pride which causes them to value particular parts
instead of the whole; pride which disables them from achieving a harmony of
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wit and judgment; and pride which underlies their excesses and biases. And, as
in the Essay on Man, Pope associates pride with individualism, with excessive
reliance on ones own judgment and failure to observe the laws laid down by
nature and by the classical tradition.
Popes final strategy in the Essay is to equate the classical literary and critical
traditions with nature, and to sketch a redefined outline of literary history from
classical times to his own era. Pope insists that the rules of nature were merely
discovered, not invented, by the ancients:
Those Rules of old discoverd, not devisd,
Are Nature still, but Nature Methodizd (ll. 8889).
He looks back to a time in ancient Greece when criticism admirably
performed its function as the Muses Handmaid, and facilitated a rational
admiration of poetry. But criticism later declined from this high status, and those
who coud not win the Mistress, wood the Maid (ll. 100105). Instead of
aiding the appreciation of poetry, critics, perhaps in consequence of their own
failure to master the poetic art, allowed the art of criticism to degenerate into
irrational attacks on poets. Popes advice, for both critic and poet, is clear: Learn
hence for Ancient Rules a just Esteem; / To copy Nature is to copy Them (ll.
139140).Before offering his sketch of literary-critical history, Pope laments the
passing of the Golden Age of letters (l. 478), and portrays the depths to which
literature and criticism have sunk in the degenerate times of recent history:
In the fat Age of Pleasure, Wealth, and Ease,
Sprung the rank Weed, and thrivd with large Increase;
When Love was all an easie Monarchs Care;
Seldom at Council, never in a War . . .
. . . The following Licence of a Foreign Reign
Did all the Dregs of bold Socinus drain;
Then Unbelieving Priests reformd the Nation,
And taught more Pleasant Methods of Salvation;
Where Heavns Free Subjects might their Rights dispute,
Lest God himself shoud seem too Absolute.
Encouragd thus, Wits Titans bravd the Skies . . . (ll. 534537, 544552)
Pope cites two historical circumstances here. By easie Monarch he refers
to the reign of Charles II (16601685), whose father King Charles I had engaged
in a war with the English Parliament, provoked by his excessive authoritarianism.
Having lost the war, Charles I was beheaded in 1649, and England was ruled by
Parliament, under the leadership of the Puritan Oliver Cromwell. Shortly after
Cromwells death, a newly elected Parliament, reflecting the nations unease
with the era of puritanical rule, invited Prince Charles to take the throne of England
as Charles II.
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The new king, as Pope indicates, had a reputation for easy living, lax morality,
and laziness. The reigns of Charles II and his brother James II (16851688) are
known as the period of the Restoration (of the monarchy). Both kings were
strongly pro-Catholic and aroused considerable opposition, giving rise to the
second historical event to which Pope refers above, the Glorious Revolution of
16881689. In 1688 the Protestants Prince William of Orange and his wife Mary
(daughter of James II) were secretly invited to occupy the throne of England.
Under their rule, which Pope refers to as the Licence of a Foreign Reign, a
Toleration Act was passed which granted religious freedom to all Christians
except Catholics and Unitarians. Also enacted into law was a Bill of Rights
which granted English citizens the right to trial by jury and various other rights.
Hence, as far as understanding Popes passage is concerned, there were two
broad consequences of the Glorious Revolution. First, various impulses of the
earlier Protestant Reformation, such as religious individualism and amendment
of the doctrines of the Church of England, were reconfirmed. Pope refers to
Faustus Socinus (1539 1604), who produced unorthodox doctrines denying
Christs divinity, as being of the same theological tenor as the Unbelieving
Priests, the Protestants, who reformed the nation. The second, even more
significant, consequence of the revolution was the complete triumph of Parliament
over the king, the monarchys powers being permanently restricted. Protestantism
in general had been associated with attempts to oppose absolute government;
clearly, Popes sympathies did not lie with these movements toward democracy.
Significantly, his passage above wittily intertwines these two implications
of the Glorious Revolution: he speaks sarcastically of Heavns Free
Subjectsdisputing their rights not only with temporal power but also with God
himself. Such is the social background, in Popes estimation, of the modern
decline of poetry and criticism: religious and political individualism, the craving
for freedom, and the concomitant rejection of authority and tradition, underlie
these same vices in the sphere of letters, vices which amount to pride and the
contravention of nature. Pope now furnishes an even broader historical context
for these modern ills. He traces the genealogy of nature, as embodied in classical
authors, to Aristotle. Poets who accepted Aristotles rules of poetic composition,
he suggests, learned that Who conquerd Nature, shoud preside oer Wit (l.
652). In other words, the true and false uses of wit must be judged by those who
have learned the rules of nature. Likewise,
Horace, the next critic in the tradition Pope cites, was Supream in Judgment,
as in Wit and his Precepts teach but what his Works inspire (ll. 657, 660).
Other classical critics praised by Pope are Dionysius of Halicarnassus (ca. 307
bc) and the Roman authors of the first century Petronius and Quintilian, as well
as Longinus, the first-century Greek author of On the Sublime. After these writers,
who represent the classical tradition, Pope says, a dark age ensued with the
collapse of the western Roman Empire at the hands of the Vandals and Goths, an
age governed by tyranny and superstition, an age where Much was Believd,
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but little understood (ll. 686689). What is interesting here is that Pope sees
the medieval era as a continuation of the so-called Dark Ages. He refers to the
onset of medieval theology as a second Deluge whereby the Monks finishd
what the Goths begun (ll. 691692). Hence, even though he was himself a
Catholic and placed great stress on the original sin of pride, Pope seems to reject
the traditions of Catholic theology as belonging to an age of superstition and
irrational belief. He is writing here as a descendent of Renaissance thinkers who
saw themselves as the true heirs of the classical authors and the medieval period
as an aberration. What is even more striking is Popes subsequent praise of the
Renaissance humanist thinker Desiderius Erasmus, who drove those Holy
Vandals off the Stage (ll. 693694). Erasmus, like Pope, had a love for the
classics grounded on rationality and tolerance. He rejected ecclesiastical
Christianity, theological dogmatism, and superstition in favor of a religion of
simple and reasonable piety. His writings helped pave the way for the Protestant
Reformation, though he himself was skeptical of the bigotry he saw on both
Protestant and Catholic sides.
Popes implicit allegiance to Erasmus (and in part to contemporary figures
such as Bolingbroke) points in the direction of a broad deism which, on the one
hand, accommodates the significance of pride in secular rather than theological
contexts, and, on the other hand, accommodates reason within its appropriate
limits. His historical survey continues with praises of the Golden Days of
Renaissance artistic accomplishments, and suggests that the arts and criticism
thereafter flourished chiefly in Europe, especially in France, which produced the
critic and poet Nicolas Boileau. Boileau was a classicist influenced greatly by
Horace.
Given Boileaus own impact on Popes critical thought, we can see that
Pope now begins to set the stage for his own entry into the history of criticism.
While he notes that the English, Fierce for the Liberties of Wit, were generally
impervious to foreign literary influences, he observes that a handful ofEnglish
writers were more sound: they sided with the juster Ancient Cause, / And here
restord Wits Fundamental Laws (ll. 721722). The writers Pope now cites
were either known to him or his tutors. He names the earl of Roscommon, who
was acquainted with classical wit; William Walsh, his mentor; and finally himself,
as offering humble tribute to his dead tutor (ll. 725733). All in all, Popes
strategy here is remarkable: in retracing the lineage of good criticism, as based
on nature and the true use of wit, he traces his own lineage as both poet and
critic, thereby both redefining or reaffirming the true critical tradition and marking
his own entry into it. Pope presents himself as abiding by and exemplifying the
critical virtues he has hitherto commended.

Notes

Aphra Behn (16401689)
Aphra Behn was a pioneer in many respects. Because of her family circumstances
and her husbands early death, she was obliged to support herself as a writer 
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the first woman to do so. She is one of the founders of the English novel; her
extended stay in Surinam inspired her to write Oroonoko (1688), the first novel
to oppose slavery. And her experience as a female playwright exposed her to the
enormous obstacles faced by a woman in this profession, resulting in her highly
unorthodox and controversial views about drama. These views are expressed
largely in the prefaces to her plays, such as The Dutch Lover (1673), The Rover
(1677), and The Lucky Chance (1687). If figures such as Pierre Corneille took a
step away from the authority of classical rules of drama by appealing to experience,
Aphra Behns appeal to experience  to specifically female experience  was far
more radical. Moreover, she (perhaps unwittingly) elevates to a newly important
status the performative dimensions of drama, such as the ability and integrity of
the actors.
In the Epistle to the Reader which prefaces The Dutch Lover, Behn strikes
a tone of utter defiance. She defends the value of drama by contrasting it favorably
with traditional learning as taught in the universities. This learning, she says,
amounts to more absolutely nothing than the errantest Play that eer was writ.8
Having said that, she equally denies that poets, especially dramatic poets, can
be justly charged with too great reformation of mens minds or manners. It is
unrealistic, and lacks any foundation in experience, to expect drama to perform
a moral function. On the contrary, such expectations are little short of absurd
given that the most assiduous Disciples of the Stage are the most foolish and
lewd group of people in the city (Behn, I, 222).
Experience also encompasses the effects of the actual plays that have recently
been written: these dramas, asserts Behn, have not done much more towards
the amending of mens Morals, or their Wit, than hath the frequent Preaching,
which this last age hath been pesterd with (Behn, I, 222). By frequent
preaching, Behn is referring to the moral condemnation of the theater which
accompanied the rise of Puritanism in England. As far as moral intention goes,
Behn is adamant that no Play was ever writ with that design. Even the best
characters in tragedy, she says, present unlikely patterns for a wise man to pursue
. . . And as for Comedie, the finest folks you meet with there, are still unfitter for
your imitation. Behns own, carefully unstudied, opinion is that drama represents
the best entertainment that wise men have; to discourse formally about its
rules, as if it were the grand affair of human life, is valueless. Behns own
purpose, in writing her play The Dutch Lover, was only to make this as
entertaining as I could, and the judges of her success will be the audience (Behn,
I, 223). Behn now takes up the murky issues surrounding female authorship. She
heaps a barrage of insulting criticism (ill-favourd, wretched Fop and more)
upon a man who told the audience for her play to expect a woful Play . . . for it
was a womans.
Replying to his presumption, she asserts that women, if given the same
education as men, are just as capable of acquiring knowledge and in as many
capacities as men. Moreover, successful plays, she points out, do not rest on the
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learning which is mens point of advantage over women, citing Shakespeare and
Jonson as examples. Further, given that affectation hath always had a greater
share both in the actions and discourse of men than truth and judgment have,
women might well reach the heights attained by men (Behn, I, 224). The classical
rules of drama she dismisses in a breath: these musty rules of Unity, . . . if they
meant anything, they are enough intelligible, and as practicable by a woman
(Behn, I, 224). With no apology, she ends with: Now, Reader, I have easd my
mind of all I had to say (Behn, I, 225).
In her preface to The Lucky Chance, written some fifteen years later, Behn
states that she will defend her comedy against those Censures that Malice, and
ill Nature have thrown upon it, tho in vain. It is the very success of her play,
she exclaims, that caused critics to load it with all manner of Infamy. And they
heap upon it, she says, the old never failing Scandal  That tis not fit for the
Ladys (Behn, III, 185).
She hastens to point out that many works of poetry have long treated the
subject of women in an indecent fashion, but the offense is overlooked because
a Man writ them. She taunts the hypocritical critics: I make a Challenge to any
Person of common Sense and Reason . . . to read any of my Comedys and compare
em with others of this Age, and if they can find one Word that can offend the
chastest Ear, I will submit to all their peevish Cavills. She admonishes these
critics not simply to condemn her work because it is a womans, but to examine
whether it be guilty or not, with reading, comparing, or thinking (Behn, III,
185). Her play has been read, she points out, not only by Sir Roger LEstrange,
licenser of published works, and by the owners of the theatrical company that
produced The Lucky Chance, but by several ladys of very great Quality; none
of these readers found any obscenity in her work. Moreover, she contests not
only the charge of indecency but also the content of what counts as indecency.
She points out several great plays with scenes that might be alleged to be offensive
in this respect; yet these scenes are not indecent, she states, because they are
artistically justified, containing what is proper for the Characters and falling
naturally . . . into the places they are designd for (Behn, III, 186).
What Behn effectively does here is to place the virtues of good judgment,
critical reading, and thinking beyond the pale of traditional masculine learning
and the conventional male literary establishment, which have both, on account
of their transparent bias and maliciousness, forfeited their right to speak with
authority. Behn presents another voice, a womans voice, speaking not from a
position below that establishment but rather from above; she takes no great pains
to dislodge male assumptions about women writers; rather, she appropriates for
womens use the categories of common sense and reason, extricating them from
the tradition of male prejudice in which they have been misused and abused.
However, the status of her feminism is unclear. For one thing, she was politically
conservative, a consistent supporter of the royalists as against the English
Parliament. Furthermore, she does not see herself as outside the male literary
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tradition, and indeed, pleads to be included in it.
Or does she? These are her words: All I ask, is the Priviledge for my
Masculine Part the Poet in me . . . to tread in those successful Paths my
Predecessors have so long thrivd in, to take those Measures that both the Ancient
and Modern Writers have set me (Behn, III, 187). If she can so boldly attempt to
redeem the notions of common sense and reason from their sullied masculine
traditions, why can she not redeem poetry as a legitimately female activity?
Why must she appeal to the poet in her as the masculine part? And why does
she seem to be knocking on the doors of a literary tradition stretching all the way
back to ancient writers?
These statements may serve a rhetorical purpose: perhaps to reassure male
writers that she is not dismissing the tradition and that her disdain will dissolve
once she gains entry. It would be unrealistic to expect her, writing in 1687, to be
talking of a female tradition; but these final statements need to be read in the
context of her having scorned both male learning and classical rules of literary
composition. And her originality, surely, lies as much in the way she speaks as in
what she speaks: her texts adopt a tone and a style unprecedented in the history
of literary criticism. Defiant, unapologetic, and placing herself entirely outside
of the traditional canons of male learning and literature (an externality achieved
as much by her tone as by what she says), her writing does not follow a logical
pattern; it seems to be punctuated, rather, by the movement of her righteous
anger, her deliberate outpourings of emotion, the nodal points of her rebuttals of
insubstantial criticism, and the flow of particularity or detail  of names, and
particular circumstances  which itself infuses her general statements with
substance in a newly immediate and transparent manner, the general being treated
as being on the same level as the particulars which it comprehends, rather than
loftily coercing particulars (in what she would regard as a conventionally male
fashion) into the exemplificatory service of its own predetermined and prescriptive
nature.
Samuel Johnson (17091784)
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Of his numerous achievements, Samuel Johnson is perhaps best remembered
for his two-volume Dictionary of the English Language, first published in 1755.
Of almost equal renown are his Lives of the English Poets (1783) and his eightvolume edition of Shakespeare (1765). His most famous poem is The Vanity of
Human Wishes (1749), a speculation on the emptiness of worldly pursuits. He
also wrote drama and a fictional work, The History of Rasselas (1759), as well
as numerous essays in periodicals such as the Rambler, the Adventurer, and the
Idler.
In 1737 Johnson moved from his native town of Lichfield to London,
which became the center of his literary life; he moved in an intellectual circle
that included the conservative thinker Edmund Burke, the painter Joshua
Reynolds, and the economist Adam Smith. Johnsons own biography was
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recorded by his friend James Boswell, who published his celebrated Life of
Samuel Johnson in 1791.
An integral dimension of Johnsons literary output and personality was his
literary criticism, which was to have a huge impact on English letters. His famous
Preface to, and edition of, Shakespeares plays played a large part in establishing
Shakespeares reputation; his account of the lives of numerous English poets
contributed to the forming of the English literary canon and the defining of
qualities such as metaphysical wit; his remarks on criticism itself were also to
have an enduring impact. His criticalinsights were witty, acerbic, provocative,
sometimes radical, and always grounded on his enormous range of reading.
In his fictional work, The History of Rasselas, written during the evenings
of a single week to pay for the funeral of his mother, Johnson expresses through
one of his characters called Imlac certain central insights into the nature of poetry.
In chapter X, Imlac undertakes a disquisition on poetry which has often been
regarded as a summary of neoclassical principles; to what extent he represents
Johnsons own opinions is debatable, especially since his requirements for the
poet are shown in the text to be impossibly comprehensive. Yet much of what he
says is reiterated by Johnson elsewhere and therefore deserves to be considered
 even if tentatively  as part of Johnsons literary-critical outlook.
Imlac, who is a poet in ambition rather than in fact, states that wherever he
went, he found that Poetry was considered as the highest learning, and that,
in almost all countries, the most ancient poets are considered the best.10 He
suggests, anticipating later comments of Johnsons, that the early writers are in
possession of nature, and their followers of art: that the first excel in strength
and invention, and the latter in elegance and refinement. This seems to suggest
the conventional neoclassical view that modern writers can only proceed by
broadly imitating and refining the work of classical writers. Yet Imlac quickly
remarks that no man was ever great by imitation and that poetic excellence
can be achieved only by attending to nature and to life.
Moreover, there is an emphasis in Johnsons text on the direct experience of
life, as well as the writers knowledge of his audience. Imlac also stresses that
the poet must be conversant with all kinds of knowledge; he must store up images
and resemblances such that his mind is furnished with inexhaustible variety.
The ultimate purpose of such varied knowledge is moral: every idea is useful
for the enforcement or decoration of moral or religious truth. In general, the
business of the poet, says Imlac, is to examine, not the individual, but the species;
to remark general properties and large appearances . . . He is to exhibit in his
portraits of nature such prominent and striking features, as recall the original to
every mind. The poet must divest himself of the prejudices of his age or country;
he must consider right and wrong in their abstract and invariable state . . . and
rise to general and transcendental truths, which will always be the same.
Imlac also points out that knowledge of nature is only half the task of a

Notes

Self Learning
Material

55

Theoretical and Practical Criticism

Notes

56

Self Learning
Material

poet; he must be acquainted likewise with all the modes of life. The poet must
be able to estimate various conditions of happiness and misery, and to observe
all of the passions in all their combinations, and trace the changes of the human
mind as they are modified by various institutions and accidental influences of
climate or custom. These two sets of precepts appear to contradict: on the one
hand, the poet is to express timeless, universal truths; on the other, he will show
the changes that passions, cultures, and human mentality undergo. It could be
that Johnson is attempting to voice through his character the need for the poet to
be aware, through experience, both of the changes undergone by the human
mind in different periods and of the universal truths underlying these shifting
manifestations.
In a later chapter of Rasselas, Imlac makes certain comments on the faculty
of imagination that again exhibit a neoclassical disposition toward the expression
of truth.
Imlacs views are inspired by his encounter with a man of great learning, an
astronomer, whose solitary immersion in profound thought has driven him mad,
and who genuinely believes that he controls the weather. But Imlac also
acknowledges that, while this power of fancy over reason is a degree of insanity,
we are all under this power to some extent: There is no man whose imagination
does not sometimes predominate over his reason, no man who does not hope
or fear beyond the limits of sober probability (ch. XLIV). While Johnson follows
the classical path of Plato, Aristotle, and numerous others in viewing reason as
the avenue to truth, it is significant that what is opposed to reason here is not
passion or emotion but imagination elevated to the status of a mental faculty or
disposition. The very power and prevalence that Johnson accords to imagination
here, as something dangerously distortive of truth and nature, will be held up by
the Romantics as a transformative power, more comprehensive than reason, and
as an avenue to truths of a higher and more spiritual nature.
However, Johnsons classical commitment to reason, probability, and truth
was complemented by his equally classical insistence on the moral function of
literature.
In a brief essay written for the Rambler No. 4 (1750), he applauded
contemporary romance fiction for moving beyond the stock, unrealistic themes
of earlier romance, which had been filled with giants, knights, ladies in distress,
and imaginary castles.
Modern romances, he states, exhibit life in its true state.11 Hence, modern
writers require not only the learning that is to be gained from books but also
that experience which can never be attained by solitary diligence, but must
arise from general converse, and accurate observation of the living world
(Rambler, 10). However, given the audience for these modern romances, says
Johnson, the prime concern of the author should not be verisimilitude but moral
instruction. These books are chiefly addressed to the young, the ignorant, and
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the idle, to whom they serve as lectures of conduct, and introductions into life
(Rambler, 11). Johnson acknowledges that the greatest excellency of art is to
imitate nature; but it is necessary to distinguish those parts of nature, which are
most proper for imitation (Rambler, 1213). Hence the realism that Johnson
advocates is highly selective, constrained by moral imperatives: while the author
must indeed adhere to probability, he must not represent everything; he must not
confound the colors of right and wrong, and must indeed help to settle their
boundaries. Vice must always produce disgust, not admiration; and virtue must
be shown in the most perfect form that probability will allow (Rambler, 1415).
Johnsons position appears to be solidly entrenched within the tradition of classical
realism: like Aristotle, he desires literature, even the newly emerging genre of
the novel, to express truth in general and universal terms, rather than being tied
down by the need to represent a multitude of accidental events and
circumstances; in this way, the authors choice of material and manner can be
circumscribed by moral imperatives.
However, there are many instances in Johnsons work where he shows
himself to be flexible in his adherence to classical formulations. Many of the
rules and principles that have been long honored, he says, are nothing but the
arbitrary edicts of self-appointed legislators who have prohibited new
experiments of wit, restrained fancy from the indulgence of her innate inclination
to hazard and adventure, and condemned all future flights of genius to pursue
the path of the Meonian eagle [Homer].
Johnson stresses that rules should be drawn from reason rather than from
mere precedent (Rambler, 197199). In No. 156 he had also urged that many
rules have been advanced without consulting nature or reason. Among these,
he cites some long-held precepts about drama: the rule that only three persons
should appear at one time on stage; the limitation of a play to five acts; and the
unity of time, whereby a play should be performed in the compass of one day.
Johnson retorts that these precepts, aimed at realism, fail to accommodate our
general willingness to be deceived that the events on the stage are real: some
delusion must be admitted, I know not where the limits of imagination can be
fixed (Rambler, 193194). He applauds the mixed genre of tragicomedy,
suggesting that this does not violate either reason or the essential function of
drama, which pretends only to be the mirrour of life. Johnson does, however,
commend the absolute need to observe the rules of unity of action and unity of
character. In judging which rules to follow, he states that it ought to be the first
endeavor of a writer to distinguish nature from custom. There seems to be an
admission here, not that the foundations of classical precepts  adherence to
nature, reason, and truth  were wrong, but that some rules have not been truly
derived from these foundations.
Many of these issues are taken up in more detail in Johnsons renowned
Preface to his edition of Shakespeares plays. Three basic concerns inform
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this preface: how a poets reputation is established; the poets relation to nature;
and the relative virtues of nature and experience of life as against a reliance on
principles established by criticism and convention. Johnson begins his preface
by intervening in the debate on the relative virtues of ancient and modern writers.
He affirms that the excellence of the ancient authors is based on a gradual and
comparative estimate, as tested by observation and experience. If we judge
Shakespeare by these criteria  length of duration and continuance of esteem 
we are justified, thinks Johnson, in allowing Shakespeare to assume the dignity
of an ancient, since his reputation has survived the customs, opinions, and
circumstances of his time.
Inquiring into the reasons behind Shakespeares enduring success, Johnson
makes an important general statement: Nothing can please many, and please
long, but just representations of general nature . Once again, by general nature,
Johnson refers to the avoidance of particular manners and passing customs and
the foundation of ones work on the stability of truth, i.e., truths that are
permanent and universal. And it is Shakespeare above all writers, claims Johnson,
who is the poet of nature: the poet that holds up to his readers a faithful mirrour
of manners and of life. His characters are not molded by the accidents of time,
place, and local custom; rather, they are the genuine progeny of common
humanity, and they act and speak by the influence of those general passions
and principles by which all minds are agitated. Other poets, says Johnson, present
a character as an individual; in Shakespeare, character is commonly a species.
It is by virtue of these facts that Shakespeares plays are filled with practical
axioms and domestick wisdom . . . from his works may be collected a system of
civil and oeconomical prudence.
In contrast with the hyperbolical or aggravated characters of most
playwrights, Shakespeares personages are not heroes but men; he expresses
human sentiments in human language, using common occurrences. Indeed, in
virtue of his use of durable speech derived from the common intercourse of
life, Johnson views Shakespeare as one of the original masters of our language.
Though Shakespeare approximates the remote, and familiarizes the wonderful,
the events he portrays accord with probability. In view of these qualities,
Shakespeares drama is the mirrour of life.
Johnson now defends Shakespeare against charges brought by critics and
writers such as John Dennis, Thomas Rymer, and Voltaire. These critics argue
that Shakespeares characters insufficiently reflect their time period and status,
that his Romans, for example, are not sufficiently Roman, and his kings not
sufficiently royal.
Johnson retorts that Shakespeare always makes nature predominate over
accident; and . . . he preserves the essential character, extricated from accidental
conventions and the casual distinction of country and condition. A more serious
form of censure concerns Shakespeares mixing of comic and tragic scenes,
thereby violating the classical distinction between tragedy and comedy. Johnson
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acknowledges that Shakespeares plays are not in the rigorous and critical sense
either tragedies or comedies, but compositions of a distinct kind; exhibiting the
real state of sublunary nature, which partakes of good and evil, joy and sorrow,
mingled with endless variety of proportion and innumerable modes of
combination. The ancient poets selected certain aspects of this variety which
they restricted to tragedy and comedy respectively; whereas Shakespeare has
united the powers of exciting laughter and sorrow not only in one mind but in
one composition . It is here, in his defense of tragicomedy, that Johnson appeals
to nature as a higher authority than precedent. He allows that Shakespeares
practice is contrary to the rules of criticism . . . but there is always an appeal
open from criticism to nature. The end of writing is to instruct; the end of poetry
is to instruct by pleasing. That the mingled drama may convey all the instruction
of tragedy or comedy cannot be denied, . . . and approaches nearer than either to
the appearance of life. Moreover, says Johnson, the mixed genre makes for
greater variety, and all pleasure consists in variety (67). Johnson also points
out that when Shakespeares plays were first edited in 1623 by members of his
acting company, these editors, though they divided the plays into comedies,
histories, and tragedies, did not distinguish clearly between these three types.
And through all of the three forms, Shakespeares mode of composition is the
same; an interchange of seriousness and merriment, and he never fails to attain
his purpose.
Johnson does concede, however, that Shakespeare had many faults. His
first defect is that he is more careful to please than to instruct, that he seems to
write without any moral purpose. Johnson acknowledges that from Shakespeares
plays, a system of social duty may be culled. The problem is that Shakespeares
precepts and axioms drop casually from him; he makes no just distribution of
good or evil, leaving his examples of good and bad actions to operate by
chance. And it is always a writers duty, Johnson insists, to make the world
better. Among other faults of Shakespeare cited by Johnson are: the looseness
of his plots, whereby he omits opportunities of instructing or delighting; the
lack of regard for distinction of time or place, such that persons from one age or
place are indiscriminately given attributes pertaining to other eras and locations;
the grossness and licentiousness of his humor; the coldness and pomp of his
narrations and set speeches; the failure to follow through with scenes that evoke
terror and pity; and a perverse and digressive fascination with quibbles and
wordplay.
There is one type of defect, however, from which Johnson exonerates
Shakespeare: neglect of the classical unities of drama. Johnson takes this
opportunity to elaborate on his earlier cynicism regarding these ancient rules. To
begin with, he exempts Shakespeares histories from any requirement of unity:
since these are neither tragedies nor comedies, they are not subject to the laws
governing these genres. All that is required in these histories is that the changes
of action be so prepared as to be understood, that the incidents be various and
affecting, and the characters consistent, natural and distinct. No other unity is
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intended. Johnson argues that Shakespeare does observe unity of action: his
plots are not structured by a complication and denouement for this is seldom
the order of real events, and Shakespeare is the poet of nature. But he does
observe Aristotles requirement that a plot have a beginning, middle, and end.
For the unities of time and place, however, Shakespeare had no regard, a point
on which Johnson defends Shakespeare by questioning these unities themselves.
Like Corneille, he views these unities as having given more trouble to the poet,
than pleasure to the auditor . Johnson sees these unities as arising from the
supposed necessity of making the drama credible. And such a requirement is
premised on the view that the mind of a spectator or reader revolts from evident
falsehood, and fiction loses its force when it departs from the resemblance of
reality. The unity of place is merely an inference from the unity of time, since in
a short period of time, spectators cannot believe that given actors have traversed
impossible distances to remote locations. Such are the grounds on which critics
have objected to the irregularity of Shakespeares drama.
In Johnsons eyes, such premises are themselves spurious: in a striking
counter-argument, he appeals to Shakespeare himself as a counter-authority,
asserting: It is false, that any representation is mistaken for reality; that any
dramatick fable in its materiality was ever credible. Spectators, Johnson observes,
are always aware, in their very trip to the theater, that they are subjecting
themselves to a fiction, to a form of temporary self-delusion. And we must
acknowledge that, if delusion be admitted, it has no certain limitation. If we
can believe that the battle being enacted on stage is real, why would we be counting
the clock or dismissing the changing of places as unreal? We know, from first to
last, that the stage is only a stage, and that the players are only players .
Imitations give us pleasure, says Johnson, not because they are mistaken
for realities, but because they bring realities to mind. Johnson concludes that
nothing is essential to the fable, but unity of action, and that the unities of time
and place both arise from false assumptions and diminish the variety of drama
. Hence these unities are to be sacrificed to the nobler beauties of variety and
instruction, the greatest virtues of a play being to copy nature and instruct
life. Johnson is well aware of the forces arrayed against him on these points,
and that he is effectively recalling the principles of drama to a new examination.
Yet his strategy is both to argue logically against the incoherence of the unities
of time and place and to set up Shakespeare as an alternative source of authority
as against the classical tradition.
Ironically, his own views are thus sanctioned by a playwright to whom he
himself has painstakingly accorded the dignity of a classic. Johnson broadly
agrees with the tradition that Shakespeare lacked formal learning; the greater
part of his excellence was the product of his own genius. In contrast with most
writers, who imitate their predecessors, Shakespeare directly obtained an exact
knowledge of many modes of life as well as of the inanimate world, gathered
bycontemplating things as they really exist (89). He demonstrates clearly that
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he has seen with his own eyes; he gives the image which he receives, not
weakened or distorted by the intervention of any other mind. In summary, the
form, the characters, the language, and the shows of the English drama are his.
Johnson also shrewdly points out that Shakespeares reputation owes something
to his audience, to its willingness to praise his graces and overlook his defects .
In this text, Johnsons appeal to nature and direct experience and observation
over classical precedents and rules, as well as his assessment of Shakespeare as
inaugurating a new tradition, effectively sets the stage for various broader
perspectives of the role of the poet, the poets relation to tradition and classical
authority, and the virtues of individualistic poetic genius. His assessment of
Shakespeare is backed by a laborious editing of his plays.
Another area in which Johnson exerted great influence on his successors
was that of biography and comparative estimation of the poets in the English
canon. His accounts of the lives and works of numerous English poets were first
produced as a series of prefaces to a large edition of the works of the English
poets. These prefaces, fifty-two in all, were published separately as Lives of the
English Poets in 1781. In general, Johnson raises biography to an art: far from
being slavishly adherent to facts, Johnsons text is replete with all the apparatus
of imaginative texts: figures of speech, imaginative insights, hypothetical
argumentation, vivid descriptions, and speculative judgments; he appeals not
only to the intellects of his readers but also to their emotions, backgrounds, and
moral sensibilities. His most fundamental appeal, throughout these prefaces, is
to the notion of nature, as encompassing reason, truth, and moral propriety. He
considers various genres and styles of poetry, the nature of imitation, the problems
of translation, the classical rules of art, and the duties of literary criticism.
The typical structure and composition of each preface contributes important
elements to both the art of biography and the theory and practice of literary
criticism. Johnson characteristically places the work of a given poet within a
detailed account of his political context, his personal circumstances, his learning,
his character, and his relationship with his literary contemporaries and with the
public. He usually cites the ways in which a given poet was praised and blamed;
he engages in a close analysis of some of the poets verses; and he attempts a
general, comparative estimate of the poets greatness and significance, and his
place in the English literary tradition. All of these accounts are to some extent
informed by Johnsons own critical maxim that to judge rightly of an author,
we must transport ourselves to his time.13 Johnsons assessments have proved
influential in the establishing of an English canon or literary tradition. It was he,
for example, who most comprehensively defended Shakespeare and other poets
against the charge of violating the classical unities; it was he who named Dryden
both the father of English criticism and the poet who transformed English
poetry: He found it brick, and he left it marble. Likewise, it was Johnson who,
after considering Popes merits and defects, took it as a given that Popes
reputation as a poet had been secured: If Pope be not a poet, where is poetry to
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be found?. Again, it was Johnson who saw Addisons prose as the model of
the middle style, and his essential literary-historical function as the presenting
of knowledge in the most alluring form, not lofty and austere, but accessible
and familiar. Considered as a whole, Johnsons assessments of the English poets
have survived as what Arnold called natural centres, points of reference to
which criticism can repeatedly return. Though Johnsons criticism rested on the
classical foundation of adherence to nature, reason, and truth, as well as moral
instruction, what Johnson added was the need for historical contextualization of
authors and their works, as well as the obligation to place nature  in its most
comprehensive sense  above the authority of mere precedent or classical authors,
an obligation that might empower new or revised visions of the literary tradition.
Johnson stresses that truth . . . is . . . superior to rule . It is worth remembering
also that by nature, Johnson does not mean primarily the world of external,
physical nature, but rather human nature in its universal and historical embodiment
of reason and moral sensibility. In his essay on Milton he states that the
knowledge of external nature, and the sciences which that knowledge requires
or includes, are not the great or the frequent business of the human mind . . . the
first requisite is the religious and moral knowledge of right and wrong; the next
is an acquaintance with the history of mankind, and with those examples which
may be said to embody truth . . . Prudence and justice are virtues and excellences
of all times and of all places; we are perpetually moralists, but we are
geometricians only by chance . In both of these respects  the need for historical
contextualization and comparison, and the appeal to nature and truth over
convention  he anticipates, and sets the stage for, much Romantic and modern
criticism.
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1. Bernard Shaw got the Nobel Prize for
(a) Pygmalion
(b) Man and Superman
(c) Saint Joan
(d) None of these
2. Who wrote Don Juan?
(a) Shakespeare
(b) Tennyson
(c) Byron
(d) T.S. Eliot
3. Who wrote the Life of Johnson?
(a) Boswell
(b) Macaulay
(c) Churchill
(d) Sir Walter Raleigh
4. Priests Nuns Tale was written by
(a) Spenser
(b) Charles Lamb
(c) Tennyson
(d) Chaucer
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5. Malvolio is a character in
(a) Macbeth
(b) Hamlet
(c) Twelfth Night
(d) Much Ado About Nothing
6. Pip is a character in
(a) Much Ado About Nothing
(b) Great Expectations
(c) Mrs. Dalloway
(d) A Passage to India

Notes

1.9 SUMMARY
The period beginning around the fourteenth century and extending midway into
the seventeenth has conventionally been designated as the Renaissance, referring
to a rebirth or rediscovery of the values, ethics, and styles of classical Greece
and Rome. The term was devised by Italian humanists who sought to mark their
own period as reaffirming its continuity with the classical humanist heritage
after an interlude of over a thousand years, a period of alleged superstition and
stagnation known as the Dark Ages and Middle Ages. In this view, the Renaissance
overturned the medieval theological worldview, replacing it with a more secular
and humanist vision, promoting a newly awakened interest in the temporal world
both in economic and in scientific terms, and according a new importance to the
individual  all inspired by a rediscovery of the classics. This view has been
somewhat shaken, with even the term Renaissance itself becoming suspect
and often replaced by the broader and more neutral term early modern, which
tends to distance itself from the self-images of Renaissance writers.
Historians and scholars in several fields now tend to recognize that many
developments in the Renaissance were in fact continuations or modifications of
medieval dispositions. For example, much medieval thinking was characterized
by a reverence for  and indeed, a knowledge of  the classics; and certain periods,
such as the ninth century Carolingian renaissance and the renaissance of the
twelfth century, were marked by humanistic tendencies. In fact, as was seen in
the very distinction between scholastic and humanistic modes of thought has
been challenged, and scholastic thought continued to exert an influence well
beyond the medieval period. Moreover, the early modern periods undoubtedly
dazzling achievements in literature, art, science, and religion were often unrelated,
or only remotely related, to the classical past. Nonetheless, as scholars such as
David Norbrook have argued, there may be a case for retaining the label
Renaissance.
The early modern usage of the word, Norbrook points out, was largely
restricted to the spheres of literature and painting. It was in the nineteenth century
that historians saw culture as a unified system in which economic, social and
political factors all had their influence on the arts. While such unity was artificial
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and retrospectively imposed, the idea of the Renaissance may offer a way of
understanding how modernity changed the world. Images of the Renaissance
have of course been forged in conflict with one another: Jacob Burckhardts
highly courtly notion of the Renaissance, as expressed in his The Civilization
of the Renaissance in Italy (1860), has been challenged by the more populist
notions of scholars such as F. J. Furnivall (18251910). And New Critical notions
of Renaissance poetry which stress its isolatable formal qualities have been
contested by New Historicists, notably Stephen Greenblatt, who have insisted
on locating poetry within contexts of social power, and explaining the formation
of literary canons with reference to the interests of a social elite.
Indeed, if the early modern period was not a renaissance as such, it certainly
bore certain distinctive traits marking it as an era of profound transformation
and even revolution. The most dominant trait of this new period has
conventionally been identified as humanism, a term ultimately deriving from
Cicero and used by Italian thinkers and writers to distinguish themselves from
the medieval scholastics.
The term humanism has been very broadly used and cuts across boundaries
of political affiliation and class. In general, it implies a world view and a set of
values centered around the human rather than the divine, using a self-subsistent
definition of human nature (rather than referring this to God), and focusing on
human achievements and potential rather than on theological doctrines and
dilemmas; the term also retained its Ciceronian connection with the liberal arts
(one of the original definitions of a humanist was a teacher of the humanities)
and in general with secular and independent inquiry in all fields, as opposed to
viewing these areas of study as hierarchically bound within a theological
framework.
In this broad sense, humanism was indeed characteristic of much Renaissance
thought. However, humanism itself was only one manifestation of a more
profound shift in sensibility which encompassed other areas. This shift might be
aptly characterized as moving from a broadly other-worldly disposition 
viewing this earthly life as a merely transitory phase, as a preparation for the life
hereafter  to a this-worldly attitude, which saw actions and events in this
world as significant in their own right without referring them to any ultimate
divine meaning and purpose. This shift from other-worldliness to thisworldliness both underlies and reflects the major transformations of the early
modern period. The most fundamental of these changes were economic and
political: the fundamental institutions of the later Middle Ages  the feudal system,
the universal authority of the pope, the Holy Roman Empire, and the system of
trade regulated by medieval guilds  were all undermined. As a result of largescale investment of capital, booming manufacture, and expanding trade and
commerce, the focus of economic life increasingly shifted away from the manorial
estates of the feudal nobility to the newly emerging cities such as Florence, Milan,
Venice, and Rome, whose affluence enabled their prominence as centers of
cultural efflorescence.
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This renaissance extended to several other European cities such as Paris,
London, Antwerp, and Augsburg, which also contributed to humanist culture.
Many factors contributed to the decline of feudalism: the rise of monarchies and
centralized governments, and the ability of serfs and villeins (helped by the
absence oftheir warrior overlords during the Crusades) to free themselves from
the land and to find work in the expanding cities, which were increasingly
emancipated from the control of feudal lords. All of these developments went
hand in hand with the weakening of the feudal nobility and the rise of an
increasingly powerful and rich middle class. The decline of the Holy Roman
Empire and the power and prestige of the papacy resulted in the increasing
independence of states in Italy and elsewhere. Indeed, our modern conception of
the state  fundamental to the social, religious, and literary currents of the
Renaissance  derives from this period: the rulers of the most powerful Italian
states such as Florence, Milan, and Venice rejected any religious conception of
the state and stressed its independent and secular nature, promoting a new civic
consciousness as to the responsibility of the citizen, patriotism, and the pursuit
of the economic and political interests of the state as an end in itself. Like so
many other innovative notions in the Renaissance, this political modernity was
born of a return to classical political ideals of civic humanism and devotion to
the common welfare.
It was these broad economic and political transformations that enabled the
development of other features of the early modern period such as a more thisworldly orientation, the growth of humanism, the development of a secular
political philosophy, and the beginnings of a systematic examination of the world
of nature as well as of the human body and mind. Other characteristics include
the increasing importance of vernacular languages (and literatures) as opposed
to, and alongside, Latin, and a more pronounced focus on style and aesthetics, as
opposed to theology or logic. Indeed, most of the literary and artistic
accomplishments of this period were achieved by laymen rather than clergy, and
the patrons of art, such as the Medici rulers of Florence, were increasingly secular
rather than ecclesiastical.Elsewhere, in northern and western Europe, feudalism
underwent a similar decline, giving way before the centralized authority of
monarchs and absolute rulers who, with the help of the upwardly moving middle
classes, eroded the power of the nobles and of the feudal guilds. The Tudor
dynasty was established in England by Henry VII in 1485. The Hundred Years
War between France and England (13371453) enabled the French monarchs to
establish their rule; Louis XIs kingdom extended over nearly all of France; and
Spain was united in 1469 by the marriage of Ferdinand of Aragon and Isabella of
Castile. All of these states experienced a rapid upsurge of national consciousness;
only Italy, still torn by factional strife, and Germany, still part of the Holy Roman
Empire, did not become national states during this period. The empire itself,
however, was virtually a relic by this time, with real power in the hands not of
the emperor but of the princes of the various states. These struggles were decisive
both in fostering the growth of humanism and in shaping the literature and
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criticism of the period. With the consolidation of a centralized monarchy, the
composition of the aristocracy changed from the landed nobility as a warrior
class to a newly rising and expanding court aristocracy.

1.10 KEY-WORDS
1. Acanthine
relating to the acanthus, a small herb or shrub
2. Anesthetist
someone who delivers anesthesia to a patient
3. Bailiwick
a special place, domain
4. Caustic
marked by harsh sarcasm
5. Contusion
an injury without an open wound; a bruise
6. Cornucopia a receptacle shaped like a horn or cone
7. Cypress
a coniferous, evergreen tree
8. Efface to eliminate; to erase; to make indistinct
position; here, a dance

1.11 REVIEW QUESTIONS
1. Write a brief note on the 16th Century literary critics.
2. What do you mean by Neoclassical criticism? in which centrury it was
flourished?
3. Wrie a brief note on Dryden as a critic.
4. How does 16th century differ to 18th century literary criticism? Explain.
Answers: Self-Assessment
1. ( c ) 2. ( c) 3. (a ) 4. (d ) 5. (c ) 6. (b )

1.12 FURTHER READINGS
1. The Critical Sense - James Reeves.
2. Literature and Criticism-H. Coombes
3. Hstory of English Literature -I for Evans.
4. History of Literary Criticism- h. Blamires ( Harcourt)
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UNIT - 2
19TH CENTURY CRITICISM

SRUCTURE
2.0 Objectives
2.1 Introduction
2.2 The French Revolution: Background and Consequences
2.3 The Kantian System and Kants Aesthetics
2.4 Romanticism
2.5 Self-Assessment
2.6 Summary
2.7 Key-Words
2.8 Review Questions
2.9 Further Readings

2.0 OBJECTIVES
After reading this unit students will be able to:

Introduce G.B. Shaw as a Dramatist

Discuss  themes and plot of the Play Candida.

2.1 INTRODUCTION
The period of European history from 1760 to 1860 was dominated by two broad
series of events, the French Revolution and the Industrial Revolution, which
oversaw the emergence and growth of Romanticism. Both of these phenomena
contributed decisively to the most profound structural change of this era, the
transformation of Europe from a feudal to a bourgeois society. This introduction
will briefly examine that transformation in terms of the political, social, and
economic causes and effects of the French and Industrial Revolutions, the growth
of nationalism, the kinds of ideological and intellectual struggles emerging from
these phenomena, and the response of writers and critics, much of which was
forged in the heat of those struggles.
The present account is based in part on analyses of this era by Eric
Hobsbawm, Herbert Marcuse, Georges Lefebvre, and others, while much of the
historical material presented here derives from some of the general histories
cited in the bibliography at the end of the book.
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Throughout his long life (18561950) he was a prodigious letter writer.
In his twenties, with considerable effort, he transformed himself into an
accomplished public speaker so that he could help promote social and cultural
change.
Henry IV, founder of the Bourbon dynasty, had promoted industry
and manufacture and effectively minimized the sovereignty of the
feudal nobility.

2.2 THE FRENCH REVOLUTION: BACKGROUND AND
CONSEQUENCES
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It would not be an exaggeration to say that the effects of the French Revolution
of 1789 are still with us. The historian Eric Hobsbawm has suggested that most
political struggles through the nineteenth century into the twentieth century have
been for or against the principles which were at stake in that Revolution. The
effect of the Revolution was to bring about the destruction of the vast edifice of
feudalism which had lasted for centuries. Feudalism had been characterized by a
static and localized economy, hereditary privilege, and concentration of power
in the hands of monarchy and nobility, together with vast Church wealth and
influence. Each person was believed to have a fixed place in the allegedly natural
and divinely sanctioned order of things.
Essentially, the French Revolution, along with the numerous other
revolutions that succeeded it, initiated the displacement of the power of the king
and nobility by the power of the bourgeoisie or middle classes which comprised
recently appointed nobles,financiers, businessmen, traders, and members of the
liberal professions. In addition to the political and economic changes incited by
the French Revolution, there was a fundamental change in the thinking of people.
The feudal world had been characterized by values of static hierarchy, loyalty,
authority, religious faith, and monarchical or oligarchical exercise of power; these
values were increasingly displaced by bourgeois ideology, much of which
stemmed from Enlightenment thought. Such ideology was predominantly secular,
stressing reason, individual experience, efficiency, usefulness, and, above all,
political liberalism based on a free rational economy aided by technology and
science. Much Romanticism took its initial impetus as a response to the new
world created by these vast structural transformations in the realms of politics,
economy, philosophy, and aesthetics.
The broad background of the French Revolution was colored by a number
of overarching circumstances. The first of these was the rise of absolute
monarchies everywhere in Europe during the fourteenth and fifteenth centuries.
In England, absolute government was instituted by the Tudor monarchs and

19th Century Criticism

Notes

continued by the Stuarts, James VI and Charles I. Their inflated conceptions of
monarchy and their attempts to undermine Parliament eventually resulted in the
Civil War (16421649) between the supporters of the king and those of
Parliament. The latter, led by Oliver Cromwell, were victorious. Charles I was
beheaded in 1649 and England was ruled for a short spell by Parliament. However,
the so-called Restoration of 1660 placed Charles II upon the throne. In the Glorious
Revolution of 1688, William and Mary of Orange were invited to rule England.
This series of events put an end to absolute monarchy in England in favor of
parliamentary government.
Central Europe and Spain were also under the rule of despots, some
enlightened such as Frederick II the Great of Prussia (17401786) and Joseph II
of Austria (1780 1790), and others more repressive such as Catherine the Great
of Russia (17621796), who crushed a serf rebellion in 17731774. In France,
however, the situation was dire.
Henry IV, founder of the Bourbon dynasty, had promoted industry and
manufacture and effectively minimized the sovereignty of the feudal nobility.
The next three Bourbon kings, Louis XIV (16431715), Louis XV (17151774),
and Louis XVI (17741792), took to new extremes the arrogation of power and
the instruments of justice. Louis XIV had declared létat, cest moi, and both
of his successors professed the divine right of kings. Absolutism as a political
theory had been expressed by Jean Bodin (15301596), who had claimed that
the monarch derives his authority from God, as well as by the philosopher Thomas
Hobbes and the Dutch writer Hugo Grotius (15831645).
Hence, the French Revolution was in part a reaction against the excesses of
absolute government which had grown both in theory and practice since the
fourteenth century.
Another factor was the economic transformation of society. The fourteenth
through the seventeenth centuries had witnessed tendencies which would later
foster the growth of capitalism: the accumulation of wealth which was invested
for profit, the growth of banking and credit facilities, regulated associations of
companies and joint-stock companies, the decline of the feudal manufacturing
guilds, and the growth of new industries such as mining and wool, and the
revolutionizing of agricultural methods.
These trends were accompanied by economic nationalism, an ethic of
competition, and imperialism. By the seventeenth century, England, France, Italy,
Spain, Portugal, and Holland had become imperial powers; trade became a
worldwide rather than a national or local phenomenon. By the end of the
seventeenth century the bourgeoisie had achieved economic hegemony.
Against this background, it can be seen that the more proximate causes of
the French Revolution were economic, political, and intellectual. The economic
causes were perhaps the most important: though the middle classes had risen to
a dominant economic position, they were without correlative political privileges;

Self Learning
Material

69

Theoretical and Practical Criticism

Notes

70

Self Learning
Material

these classes were opposed to the age-old policies of mercantilism, which
established monopolies and control of purchase, wages, and prices. Another
economic cause was the survival of a feudal system of privileges, whereby the
higher clergy and certain classes of nobles monopolized government. Peasants
resented the fees and land taxes they were obliged to pay to their lords; and the
urban masses suffered greatly from high prices. The political causes included a
despotic monarchy, an unsystematic mode of government, finance, taxation, and
law. Perhaps the most direct causes were the costly Seven Years War (1756
1763) fought against England and Prussia, and the French involvement in the
American War of Independence (1778), which both contributed to the economic
bankruptcy of the government.
The intellectual influences stemmed largely from the Enlightenment, whose
major tendencies, as seen in the previous chapter, were toward rationalism,
empiricism, pragmatism, and utilitarianism; these tendencies, inspired by thinkers
such as John Locke and David Hume in Britain, Voltaire, Diderot, and dAlembert
in France, as well as Gotthold Lessing in Germany, formed the core of liberalbourgeois thought. The more specific influences on the French Revolution
included Lockes Second Treatise of Civil Government (1690), which justified
the new political system in England that prevailed after the English revolution
of 1688. Locke condemned despotic monarchy and the absolute sovereignty of
parliaments and suggested that the people had a right to resist tyranny. Voltaire
advocated an enlightened monarchy or republic governed by the bourgeois classes.
Baron de Montesquieu also influenced the first stage of the French Revolution,
advancing a liberal theory based on a separation of executive, legislative, and
judicial powers. Jean-Jacques Rousseau exerted a powerful impact on the second
stage of the Revolution through his theories of democracy, egalitarianism, and
the evils of private property, as advocated in his Social Contract and Discourse
on the Origin of Inequality. A final intellectual factor in the background of the
Revolution was the growth of bourgeois economics, which undermined
mercantilism and advocated (with varying qualifications) the doctrine of economic
laissez-faire, and labor theories of value.
The French Revolution began with aristocratic unrest with the monarchy
and the nobility demanding increase of their privileges; but events were soon
controlled by bourgeois interests which shaped the essentially bourgeois nature
of the Revolution.
In the first stage (17891792) Louis XVI called a meeting in 1789 of the
Estates General, a parliamentary body which had been convened only irregularly
in the past. The three estates represented there were the clergy, the nobility, and
the common people.
The Third Estate, of which the richest and most capable section was the
bourgeoisie (FR, 43), formed itself into the National Assembly which, led by
advocates of bourgeois reform, drafted a new constitution by 1791. It was in this
first stage, in which the Bastille was stormed, the Church secularized, and the
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Declaration of the Rights ofMan enacted, which proclaimed liberty, security,
and property as natural rights. The Declaration opposed feudal privilege but was
not egalitarian in character. The structure of government was not democratic but
a constitutional monarchy in which a propertied oligarchy would govern through
a representative assembly. The document was also nationalist in character, viewing
the source of authority as residing in the nation.
The second phase of the Revolution began in August of 1792. It was a more
radical phase, involving the masses, whose leaders, such as Maximilien de
Robespierre (1758 1794), Georges Jacques Danton (17591794), and JeanPaul Marat (17431793), were devoted to the egalitarian doctrines of Rousseau.
A National Convention was elected, its purpose being to draft a new democratic
constitution which would include rights and provisions for the poor. France
became a republic. In January 1793 Louis XVI was charged with treason and
beheaded. France entered into war with, and was defeated by, Austria and Prussia
whose rulers feared the spread of revolutionary ideals. The so-called Reign of
Terror (17931794) was instigated by the executive arm of the National
Convention, known as the Committee of Public Safety.
This period is usuallyremembered for its violence and thousands of
executions but, as Hobsbawm has pointed out, it was also a period of remarkable
achievements. These included the drafting of the first genuinely democratic
constitution produced by a modern state (though this was not put into effect), the
abolition of all remaining feudal rights, the fixing of maximum prices on grain,
the division of large estates to be sold to poorer citizens, the separation of Church
and state, the abolition of slavery in the French colonies, the expulsion of the
invading armies of Prussia and Britain from France, and the relative stabilizing
of the French economy (AR, 9091). Robespierres execution in 1794 effectively
marks the end of the second, radical stage of the Revolution. The Convention
was now dominated by more moderate leaders who acted in bourgeois interests.
In 1795 the Convention drafted a new constitution which was founded on the
security of property and which restricted voting to wealthy proprietors. Power was
vested in a five-man Directory. This stage was characterized by profiteering and a
great deal of corruption, and the ensuing inflation and economic chaos paved the
way for the coup détat of Napoleon Bonaparte on November 9 (the eighteenth
Brumaire), 1799, the date which marks the end of the French Revolution.
The Revolutions of 1848 and the Growth of Nationalism
The French Revolution, whose catchwords were liberty, equality, fraternity,
had fostered not only the idea of individual rights but also the obligations of the
individual toward society or the nation as a whole, which was seen as having a
specific history, culture, and direction. The revolutions of 1848 were partly
inspired by discontent among liberals with reactionary regimes, and were generally
fueled by nationalistic sentiment which had everywhere taken root since the
French Revolution.
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In 1848 widespread dissatisfaction with the increasing despotism of LouisPhilippe led to his deposition. France was made a republic and Louis Napoleon
Bonaparte (18081873), nephew of Napoleon I, was elected president by an
overwhelming majority. Inspired by the 1848 events in France, revolutions also
occurred in Austria and Hungary. In the former, Metternich was forced to resign
and the emperor obliged to accept a liberal constitution. Nationalism was an
especially potent force for change in Germany and Italy, which eventually
achieved unification. Another large empire that collapsed was the Ottoman
Empire, which began to crumble as a result of nationalist uprisings, aided by
Russia, in Greece and Serbia (1829), as well as in subject territories such as
Bosnia, Herzegovina, and Bulgaria (18751876).
The Industrial Revolution
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The Industrial Revolution, which was given its name by English and French
socialists of the 1820s, is cited by Hobsbawm as probably the most important
event in world history (AR, 44). It is usually divided into two phases, the first
stretching from the mid-eighteenth to the mid-nineteenth centuries, and the second
phase continuing effectively until the present day. Large-scale industrialization
began first in Britain on account of her wealth, her encouragement of private
profit, and her economic system backed by liberal policies which had ousted the
feudal guild system, as well as her colonies and effective monopoly of the world
market. Industrialism spread rapidly, however; by the mid-nineteenth century
France and Belgium were engaged in mechanized production; by the end of the
nineteenth century Germany had been transformed from an agricultural economy
to the greatest industrial power; and industrialization reached Japan and Italy
toward the end of the century. The economic transformation of Europe since the
fourteenth century had witnessed several technological innovations in many
industries such as cotton and iron, culminating in the invention of the steam
engine and the large-scale use of coal, along with the development of a factory
system using conveyor belts, assembly lines, and other techniques of mass
production. Cotton manufacture became mechanized through the invention of
the spinning jenny in 1767, the power loom in 1785, and the cotton gin in 1792.
The second phase of industrialization was marked by the use of electricity
and oil, the development of the iron and steel industries, increased automation,
division of labor, and an increasing harnessing of science by industry. The
nineteenth century also saw vast improvements in travel with the establishment
of better roads, the railway system, steamships, telecommunications, and cars.
Agriculture also became rationally organized and mechanized. More importantly,
the massively increased wealth of the bourgeois class sought more outlets for
investment in markets that were expanding both in the countries of Europe
themselves as a result of increased population and in the colonies of the European
powers. Capital was increasingly dominated by investment,finance, and the
formation of vast monopolies, while economic liberalism was increasingly
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displaced by government control, subsidy, and protectionism. By this period, the
bourgeois classes had established hegemony and, as Hobsbawm states, the gods
and Kings of the past were powerless before the businessmen and steam-engines
of the present (AR, 69).
Notwithstanding its promotion of prosperity and economic expansion,
industrialism was not without its social and economic problems and political
crises. While wages increased, there was large-scale unemployment, partly on
account of the use of women and children as cheap labor in factories. Extremely
poor working conditions, long hours, and disease increased the misery of the
working classes. These flaws in the capitalist economy helped precipitate the
European revolutions of 1848 and the Chartist uprising in Britain (18381848),
which struggled for the implementation of a Peoples Charter demanding universal
suffrage, a secret ballot, and salaries as opposed to property qualifications for
members of the House of Commons.
By the end of the nineteenth century most of the population of Europe was
occupied in industrial rather than agriculturallabor, embroiled in a crowded urban
way of life. These and other factors gave rise to a new political force, the
industrial proletariat, which became the main pponent of the recently established
hegemony of the new bourgeoisie, the bankers, the industrial magnates, the
proprietors of factories, railroads, steelworks, and mines.

2.3 THE KANTIAN SYSTEM AND KANTS AESTHETICS
Much modern literary and cultural theory has encouraged us to view literature
and art within their historical and ideological contexts. However, in both academia
and popular culture, we are still today very familiar with terms such as art for
arts sake and we still hear poetry or music or art spoken of as ends in
themselves, to be enjoyed for their own sake. The idea behind such expressions
is that literature must be free from any specific moral obligations or political
purposes: its primary purpose is not to furnish moral lessons or to promote social
causes but to give pleasure; we value it for its own sake, whatever other
significance it may have. Most thinkers from Plato to the eighteenth century
would have been puzzled or exasperated at such an idea: while they might admit
that one function of literature is to delight us, they would insist that literature
has an important moral, religious, or social dimension. Strange as it may seem,
the idea of literature as autonomous, as having no purpose beyond itself, received
its first most articulate expression not by a poet or a literary critic but by a
philosopher: Immanuel Kant (17241804). It was Kants Critique of Judgment,
first published in 1790, which synthesized previous haphazard attempts toward
expressing literary autonomy or the idea that literature is ruled only by its own
laws rather than by rules from other realms such as morality and education.
This book proved to have a vast influence on subsequent aesthetics and
poetry, an influence still alive today in our own reverence for the literary artifact
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as something which stands above and beyond the demands of morality, education,
and politics. There are many people today, for example, who would frown on a
movie which had an obvious purpose of political propaganda, or a poem whose
sole purpose was to inculcate a moral lesson or espouse a given religious
viewpoint. We tend to look for purposes which are internal to the literature or art
itself; we do this by focusing on the form of literature as much as on what it
seems to say, and it is this form (for example, the way the various parts of a
movie are synthesized) which gives us pleasure.
Kant was born in 1724 in the town of Königsberg in East
Prussia, to a family of modest means. His father was a harnessmaker and his mother was uneducated.
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All of these tendencies can be traced back to the aesthetics of Kant. Immanuel
Kant is usually considered, along with G. W. F. Hegel, as one of the two greatest
philosophers of modern times. His writings exerted a profound influence upon
the thought of Hegel and on several branches of modern philosophy; they
furnished a touchstone for much subsequent German political and legal theory;
and they had an enormous impact on the development of Romantic thought and
many modern aesthetic theories.
Kant was born in 1724 in the town of Königsberg in East Prussia, to a
family of modest means. His father was a harness-maker and his mother was
uneducated. A formative influence on Kants early life was his familys immersion
in the tradition of pietism, a Protestant sect which emphasized inward and
emotional spirituality.
Kants personal life was relatively uneventful, though he lived through the
Seven Years War (during part of which East Prussia was occupied by Russia),
as well as the French Revolution. These events may have played a part in leading
Kant away from pietism toward political and theological liberalism. He was a
believer in democracy and sympathized with the French Revolution until the
Reign of Terror in 17931794.
Kant is often portrayed as a recluse of extremely regular habits; it has been
noted that people were able to set their watches by the punctuality of his afternoon
stroll. However, although Kant hardly ever left Königsberg and although he never
married, he did enjoy social life among a group of articulate friends among whom
he was known as vivacious and witty.
Kant studied at the University of Königsberg from 1740 to 1746. In 1755 he
became an instructor at the same university, lecturing on a wide range of subjects,
including the natural sciences, metaphysics, logic, ethics, theory of law,
anthropology, and geography.
In 1770 he was appointed professor of logic and metaphysics, a position he
retained for most of his life. Unlike Hegel, Kant was a gifted lecturer, and his
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increasing fame was acknowledged in his appointment as rector of the university.
Significantly, Kants first publications were on scientific subjects. He was inspired
by the earthquake of Lisbon to write a theory of earthquakes. His most important
scientific treatise was his General Natural History and Theory of the Heavens
(1755), in which he advanced an original account  similar to that later proposed
by Laplace  of the origin of the universe. Part of Kants endeavor in this work
was to offer a philosophical justification of Newtonian physics. Kants awareness
of scientific developments was to prove crucial to his subsequent formulation of
a critical philosophy, by which Kant meant a philosophy examining not just
the objects which we know but our mode of knowing itself, its potential and its
limits.
This critical philosophy received elaborate expression in Kants most
important work, the Critique of Pure Reason (1781; second edition, 1787). Kant
himself saw this work as initiating a Copernican Revolution in philosophy, in
virtue of its attempt to prove that, although our knowledge cannot transcend
experience, some of it is a priori (not dependent on experience) and possesses
deductive certainty. This was in part, as will be seen, a response to the skepticism
of the Scottish philosopher David Hume.
Kants next important work, the Critique of Practical Reason, was published
in 1788. Kants third major work, the Critique of Judgment, came out in 1790.
His only other treatise on aesthetics had been the Observations on the Feeling of
the Beautiful and Sublime, published in 1764.
In his political writings, which grew organically out of his critical philosophy,
Kant expressed a liberal outlook. Influenced by thinkers such as Locke and
Rousseau, he attempted philosophically to justify mans right to political freedom
and espoused a representative constitutional government. In this, he shared
something of the ideals of the American and French Revolutions, with which he
largely sympathized. Kant broadly inherited from the Enlightenment a belief in
the power of reason not only to examine the external world of nature through a
systematic application of scientific method, but also to investigate the nature of
human beings, their mental apparatus, their morality and the political and social
systems in which they coexist. Yet Kants relationship to Enlightenment thought
is ambivalent. Central to his investigation of morality and politics is a belief in
human freedom; as a moral and political agent exercising free will, man is not
simply a machine, completely subject to the laws of the physical world, which is
the world of phenomena or things as they appear to us. Mans exercise of moral
choice is grounded upon certain assumptions, one of which is his freedom to rise
above the phenomenal world governed by sequences of cause and effect and to
base his actions on reason, regardless of their material or physical consequences.
Kants belief in this inner moral sense may stem partly from the pietism
which was pronounced in his family during his early years. Pietism was one of
the trends in eighteenth-century Germany which was antithetical to Enlightenment
thought, fostering as it did an emotionalistic outlook toward religion. The assertion
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of political and religious freedom is indeed the central theme of Kants essay
What is Enlightenment? (1784). He says there that the motto of enlightenment
is: Sapere aude! Have courage to use your own understanding!. The
intelligentsia of a society, says Kant, should disseminate the spirit of rational
respect for personal value and for the duty of all men to think for themselves.
Kant proceeds: For enlightenment of this kind, all that is needed is freedom . .
. freedom to make public use of ones reason in all matters . . . The public use of
mans reason must always be free, and it alone can bring about enlightenment
among men (KPW, 55). Kant acknowledges that a private use of reason may be
restricted without harm. By a private use of reason, he means the exercise of
reason in a particular post or office, which requires obedience to ones superiors
and certain institutional norms. For example, a preacher is obliged to teach certain
doctrines to his congregation. However, in a public use of reason, the preacher
will assume the role of a scholar addressing the real public or the world at
large (rather than a specific audience); and in this capacity he should enjoy
unlimited freedom, freedom even to criticize or undermine the very doctrines he
preaches in his private capacity. Kant is utterly opposed to any rigid
systematization of doctrines which are held to be unalterable and which are
imposed on future generations. This would be a crime against human nature,
whose original destiny lies in . . . progress. Each age should be allowed to
extend and correct its knowledge. Even a monarch, says Kant, cannot impose
views upon his people, for this would be trampling underfoot the sacred rights
of mankind. A monarchs legislative authority depends precisely upon his
uniting the collective will of the people in his own (KPW, 5658). We can hear
the voice of Rousseau behind these words. Kants views eventually brought him
into conflict with the authorities. His treatise Religion within the Limits of Reason
Alone (1793; second edition, 1794) offended the king of Prussia, Frederick
William II, on account of its rationalistic and unorthodox outlook. The king
compelled the reluctant philosopher to promise that he would not write again on
religious matters.
Kant reneged on his promise after the kings death. The foregoing remarks
illustrate how the notion of freedom was not only a touchstone of Kants political
thinking but also integral to his entire system as offered in the three Critiques.
Hence these major works need to be situated within their historical context, a
context which includes not only Enlightenment philosophy with its emphasis on
rational inquiry but also the political thinking behind the American and French
Revolutions, stressing human freedom and individual rights.
In order to understand Kants aesthetic views as expressed in the Critique
of Judgment, we need to see this work as part of a broader project which includes
the first two Critiques. The Critique of Pure Reason is by far the most important
and groundbreaking of Kants works. The essential project of this first Critique
is threefold: firstly, Kant wishes to define the boundaries of human reason: what
kinds of things can reason tell us about and what kinds of things are beyond its
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grasp. Secondly, he wishes to establish a secure foundation for metaphysics. The
empiricist philosophers Locke and Hume had argued that, since all of our
knowledge comes from experience, this knowledge cannot be grounded on any
necessary laws. For example, Hume argued that the concept of causality was not
based on any necessary relation between a cause and an effect but rested rather
on our habit of constant conjunction, whereby we habitually associate two
events, viewing one as cause and the other as effect. Locke and Hume had also
undermined a concept which had been central to much ancient and medieval
philosophy and theology: the AristotelianThomist idea of substance as the
primary reality on which all else was based. They had asserted that there is no
primal substance or essence which underlies objects in the external world, and
that our only connection with these objects is by means of our senses. In the
wake of Humes skepticism  a skepticism which, as Kant recalls, aroused him
from his dogmatic slumbers  Kant was concerned to ground metaphysics on
principles which were a priori (independent of experience) and necessary. In
other words, such knowledge as we do have must be shown to possess absolute
certainty. Such an endeavor represents in part Kants desire to accommodate the
findings of recent science, especially the fundamental laws of nature as formulated
by Newton.
Locke and Hume had argued that, since all of our knowledge comes
from experience, this knowledge cannot be grounded on any necessary
laws.
Finally, Kant made a distinction between phenomena and noumena.
Phenomena refer to the world of objects which we experience, objects as they
appear to us; noumena, or objects as they might be in themselves, are objects
which are merely thinkable and outside of our possible experience. This distinction
served not only to secure the world of phenomena on a sure foundation (the
project of the first Critique), but also to provide a feasible basis for the world of
morality, which for Kant is the noumenal realm (the project of the second Critique)
In the Critique of Pure Reason, Kant acknowledges that all our knowledge begins
with experience but does not accept the empiricist claim that all our knowledge
is somehow derived from experience.2 Knowledge not only consists of the
impressions we receive from the world but also has a component which we
ourselves supply in constructing the world as it appears to us. For example, Kant
says that the concept of causality is not something that is found in the world;
rather, it expresses one of the ways in which we look at the world. Similarly, the
concept of substance (the essential properties of an object, on which its other
qualities are based) is not found anywhere in the world: if we look at an object
and remove all its qualities as given by experience (its shape, color, size, etc.)
we are still left with the concept of substance, which, again, expresses our way
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of looking at objects. Kant uses these examples to show that the concepts of
causality and substance are not somehow in the world but are rooted in our own
faculty of a priori knowledge (CPR, 45); we bring these concepts to our experience
of the world, and they structure that experience. The same applies to all of the
twelve basic categories that Kant assigns to the understanding. These are divided
into four types, according to the four basic ways in which we view the world: the
categories of quantity are unity, plurality, and totality; under quality are included
reality, negation, and limitation; under relation are substance, causality, community;
finally, under the heading of modality, Kant lists possibility, existence, and necessity
(CPR, 113). It is not necessary here to examine these categories in detail; the
important point to realize is that collectively they represent what our own mental
apparatus brings to our experience of the world. It is through these categories or
basic concepts that we divide up and order our knowledge of the world.
In order to understand Kants account of how our mind contributes to the
formation of the world around it, we need to grasp two distinctions which are
central to his thought: that between a priori and a posteriori, and that between
analytic and synthetic judgments. Knowledge which is a priori is independent of
all experience; it possesses necessity and universality. Empirical knowledge, on
the other hand, is possible only a posteriori, i.e., through experience. This kind
of knowledge is inductive and can never achieve necessity or universality. Kant
explains the distinction between analytic and synthetic judgments as follows. In
an analytic judgment, the predicate adds nothing to the concept already contained
in the subject. To take the example offered by Kant, in the statement:
All bodies are extended the subject is All bodies and the predicate is are
extended. Since the concept of extension (occupying a certain amount of space)
is already included in the concept of body, it is clear that the predicate here
adds nothing to the concept of the subject.
This is an analytic judgment, which must be necessarily true and which
must apply universally to all bodies. It is also an a priori judgment since we do
not need the testimony of experience to verify it; we need not go beyond the
concept itself (CPR, 49).
Indeed, we apply this concept to our experience. In a synthetic judgment,
on the other hand, the predicate does add something to the subject. For example,
if we say:
Everything which happens has its cause the concept of cause (the predicate)
is not contained in the concept of everything which happens (the subject).
Hence this is a synthetic judgment. It also happens to be an a priori judgment
since the concept of causality cannot (as Hume showed) be derived from
experience, and since it has both necessity and universality (CPR, 5051).
Kant insists that only synthetic judgments are ampliative or able to furnish
genuine additions to our previous knowledge. Metaphysics, says Kant, ought to
contain knowledge which is both a priori and synthetic, since its business is not
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only to analyze concepts but also to extend our a priori knowledge (CPR, 54).
Hence the general problem of pure reason, says Kant, is: how are a priori synthetic
judgments possible?
Kant views this problem as so fundamental that on its solution rests the
success or failure of metaphysics (CPR, 55). Kant here rejects Humes skepticism,
by appealing to existing bodies of knowledge. Kant sees pure mathematics and
natural science as already containing bodies of a priori synthetic knowledge (CPR,
5354). Kant wishes to establish metaphysics as a special science, a science of
pure reason. He defines reason as the faculty which supplies the principles of a
priori knowledge. He also entitles his philosophy transcendental, by which he
means a philosophy which is occupied not so much with objects as with the
mode of our knowledge of objects in so far as this mode of knowledge is to be
possible a priori (CPR, 5859). In other words, Kant is concerned to make
metaphysics scientific inasmuch as it will make reason a self-conscious realm:
conscious of its limitations and of the precise manner in which it relates to the
outside world. He is concerned to oppose not only skeptical empiricism but
equally any dogmatic use of reason whereby reason transgresses its own
boundaries and ends in mere speculations which can always be contradicted by
other speculations (Kant refers to the possible self-contradictions produced by
such unrestricted use of reason as antinomies)
The Nature of Aesthetic Judgment
As mentioned earlier, this notion of purposiveness underlies Kants account of
aesthetic judgment. It is precisely this purposiveness  the harmony of natures
heterogeneous laws with our cognitive powers  which gives rise to pleasure.
We experience pleasure when we discover that the empirical laws of nature can
be unified under one principle, in other words, when we discover an order or
pattern in nature (CJ, 2627).
Such pleasure is integral to our aesthetic experience. According to Kant,
when we make an aesthetic judgment, we make a judgment about the form of an
object (not its content as given through our senses); this judgment is reflective
because we are not assessing the object from the perspective of any pregiven
concept; the objects form gives rise to pleasure because it exhibits a harmony
with our cognitive powers, namely, our understanding and imagination. We then
call the object beautiful and our ability to judge the object by such a pleasure
is taste (CJ, 30).
To understand Kants account of aesthetic judgment, we need to recall his
model, in the first Critique, of how we obtain knowledge. Kant had said that,
when we encounter a formless object in the world, we first apprehend it through
our sensible intuition; in other words, we create a mental representation of the
object, a representation which is given a certain form by being ordered in space
and time. After this, the imagination takes over and reproduces the representation
into an image. The resulting representation is now referred to the understanding,
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which recognizes it by placing it under a given concept or category. In an aesthetic
judgment, however, we go through only the first two of these processes: when
the imagination has reproduced the representation as a mental image, this image
is referred not to the understanding, which would give us conceptual knowledge
of it, but instead to the subject, to our self and its feeling of pleasure or displeasure.
Hence an aesthetic judgment is not a judgment of cognition; we do not objectively
know an object through this kind of judgment, since its ground is subjective. An
aesthetic judgment does not tell us anything about the object; it tells us only
about how we, as subjects, are affected by our mental representation of the object.
There are, according to Kant, certain distinctive features of aesthetic
judgment as we use it in describing an object as beautiful. Nearly all of these
features are related to the concept of purposiveness as outlined above, whereby
the underlying patterns we discover in objects of the world or in nature give rise
to a harmonious interplay between our cognitive faculties of imagination and
understanding, a harmony which affords us pleasure. To begin with, a judgment
of taste is disinterested. In other words, when we judge an object to be beautiful,
we have no interest, no ulterior motive, in the objects actual existence. We do
not care if the object produces certain effects in the world, or if it has some kind
of utility or even if it has a positive moral value.
To state this in Kantian terms, we might say that we have no interest in the
objects purpose, or at least, in any external purposes which might be assigned
to the object. We are content simply to contemplate the object and to take pleasure
in it. As Kant says, beautiful things have no meaning, and he defines beauty as
the object of a disinterested judgment of taste.
In contrast to such a pure and disinterested judgment of taste, our judgments
concerning sensory pleasure and the morally good do have an interest in the
existence of an object. These judgments both have reference to the faculty of
desire: for example, if we experience pleasure from a certain food, our pleasure
is based on the desire for that food and of course its actual existence. In a moral
judgment, we must bring an object under the principles of reason, using the
concept of a purpose. For example, a food could be pleasant or agreeable to our
senses but judged by reason to be harmful; in this case, we give an objective
value, not merely a subjective value, to the object. In both cases, the judgment is
interested or constrained by a purpose; in both cases the judgment is no longer
free and so cannot be an aesthetic judgment.
The Characteristics of Beauty
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Kants comments on beauty may help clarify his views on the subjective
universality of aesthetic judgments. His most famous definition of beauty reads
as follows: Beauty is the form of the purposiveness of an object, so far as this is
perceived without any representation of a purpose (CJ, 386). For example, we
could find a certain purposiveness in a flower which, in our judgment, is referred
to no purpose at all. In fact, Kant makes a distinction between two kinds of
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beauty. The first is free beauty (pulchritudo vaga), which does not presuppose
any concept of what the object is meant to be.
Again, an example of a free natural beauty might be a flower: when we
judge it aesthetically, it represents nothing, and we like it for itself. Here, our
imagination is in a state of play, contemplating merely the form of the flower. A
botanist might judge it differently, since he knows its functions and what it is
meant to be; in this case, he would be making a cognitive and rational judgment,
not a pure judgment of taste. The second kind of beauty is accessory beauty
(pulchritudo adhaerens), which does presuppose a concept of what the object is
meant to be. Examples of accessory or adherent beauty would be the beauty of a
human being, a church, palace, or summer-house. In each of these cases, beauty
is merely accessory to a given purpose, as defined by a determinate concept of
what the thing is meant to be. Hence, if we judged a church as beautiful, this
would not be a pure judgment of taste since our assessment of its beauty is
connected with our assessment of its goodness or perfection as a church. So our
judgment is partly rational, based on a concept, and partly aesthetic, based on
our feeling of pleasure. Kant acknowledges that our taste is enriched by such a
connection of aesthetic with intellectual liking: such a connection allows taste to
become fixed and amenable to rules.
However, these will not be rules of taste, but rules for uniting taste with
reason, the beautiful with the good. And such a union will enable us to use the
beautiful as an instrument for promoting a given kind of goodness. Kant suggests
that many disputes concerning beauty might be resolved by this distinction
between free and adherent beauty. One person, judging an object as a free beauty,
might earn the censure of another person who was looking primarily to the objects
purpose and viewing its beauty as merely accessory. Yet each of these, in his
own way, is judging correctly, the one aesthetically, by his feeling of pleasure,
and the other intellectually, by concepts (CJ, 78). What begins to emerge in
Kants discussion here is that he is not somehow averse to using art and literature
for moral purposes; he is simply concerned to establish that these spheres have a
certain autonomy and that when they are connected with other spheres such as
morality and practical usefulness, the nature of the connection be clearly
understood. Another way of saying this would be to acknowledge that art and
literature do not have external purposes inscribed in their very definition; once
their status as beautiful works is acknowledged on independent grounds, they
may serve all kinds of social, moral, and educational purposes.
So, while he is concerned to establish the freedom of aesthetic judgments
from morality, mere sensory pleasure, utility, and concepts of perfection, Kant
does acknowledge the need to situate aesthetic judgment in the broader contexts
implied by these other realms. He even talks of an ideal of beauty which might
be derived from the broadest possible agreement among all ages and peoples
regarding the feeling of pleasure in beautiful objects. The fact that we can derive
an ideal of beauty in such an empirical and inductive manner from the consensus
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of many people suggests, says Kant, that there must be a deeply hidden basis,
common to all human beings, underlying this consensus. This ideal or archetype
of taste is of course a mere idea.
And again Kant insists that we cannot acquire such ideal or exemplary taste
simply by imitating someone elses. It is an ideal which everyone must generate
within himself. It is not an ideal based on concepts which can then be taught to
someone else; rather, it is an ideal of the imagination, which is based on the
harmonious state of our representational powers and the consequent pleasure we
feel. However, this ideal can be sought only for the kind of beauty which is
fixed rather than free. In other words, the beauty must be fixed or determined
by a concept of what the object is meant to be. The object of such fixed beauty
will belong partly to an aesthetic judgment and partly to an intellectual one. It is
meaningless, says Kant, to talk of an ideal of beautiful flowers or a beautiful
view or even of a beautiful mansion or garden, since none of these objects has a
sufficiently determined purpose (CJ, 8081).
Hence the only entity in relation to which an ideal of beauty can be sought
is man, since only man has the purpose of his existence within himself. Man can
determine his own purposes by reason. Kant says that this ideal of beauty has
two components, the aesthetic standard idea and the rational idea (CJ, 81).
The first of these is a standard arrived at by the imagination, a standard for
judging each of the species aesthetically.
This standard will point to a kind of average in terms of physical proportions
and, as a standard, it will not be realized by any particular individual. Kant admits
that the standard idea of a beautiful man or woman will vary according to culture
and nation. It is in accordance with this standard that rules for judging become
possible in the first place. This provides a further answer as to the question of
how peoples aesthetic judgments can reach a consensus: though we each make
such judgments individually, on the basis of our own feelings, we do not do this
in a cultural vacuum; our very judgment is made possible by the various archetypes
of beauty that predominate in our culture (CJ, 8283). The second component in
the ideal of beauty is the rational idea, according to which we judge a human
beings appearance as the expression of his purpose and moral status (CJ, 81,
83). Unless we saw a human beings appearance as significant in these ways, we
would not, according to Kant, be disposed to feel pleasure in it (CJ, 83). But
again, this is not to say that in human beings, the aesthetic dimension intrinsically
carries moral significance. Kant is careful to state that when we make a judgment
according to such an ideal of beauty, our judgment is not a purely aesthetic
judgment (CJ, 84).
The Sublime
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In the second book of the Critique of Judgment, Kant turns his attention from
the beautiful to the sublime. To grasp his vastly influential views on the sublime,
we need to consider some important statements he makes in the first Critique on
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the faculty of reason and its connection with the understanding. Just as the
concepts of the understanding give unity to the data of sense-experience, so the
concepts of reason (which Kant calls ideas) give unity to the concepts of the
understanding (CPR, 305).
The concepts of reason are transcendental ideas because they are not
derived from experience and indeed they transcend experience. For example,
the idea of virtue or the idea of humanity is an idea of reason, not derived
from experience, but held up by reason as an ideal to be aimed at (CPR, 311
312). We have already seen this application of reason in our moral life where,
according to Kant, our actions should be determined by reason and not by
empirical circumstances. Hence, in the moral sphere, our experience itself is
made possible by ideas of reason (CPR, 313). We dont derive the idea of virtue
from experience; what we do is formulate this idea via reason and then use it as
a kind of paradigm or standard whereby we judge our experience. In the
phenomenal realm, ideas of reason, says Kant, are formed from pure concepts of
the understanding (i.e., without any corresponding intuitions of sense), and their
function is to organize the concepts of the understanding such that they form a
self-consistent unity and a totality (CPR, 314318). Kant calls this a regulative
employment of reason, by which he means that reason itself does not yield
nowledge of experience or of objects but rather sets forth, by means of its ideas,
an ideal of unity and totality toward which the understanding can aspire (CPR,
533). It is reason which gives us the idea of a whole of knowledge, which we
must assume if we are to gain knowledge of the various parts or particular objects.
These ideas, then, do not come from nature; rather, we use them to make
assumptions of coherence in our investigations of nature. We presuppose a
systematic unity of nature, as well as a systematic unity of our own understanding
(CPR, 534538). It will be recalled that Kants definition of purposiveness
was precisely the assumption that nature is adapted to our cognitive powers.
The Beautiful, the Sublime, and the Moral Kant says that the feeling for the
sublime in nature is a mental attunement similar to that which we experience in
moral feeling: reason exerts its dominance over sensibility, as it does in the moral
sphere (CJ, 128). The feeling of sublimity in nature corresponds with a capacity
of the mind to rise above obstacles of sense via moral principles (CJ, 131). In
fact, Kant suggests that a judgment about the sublime requires more aesthetic
cultivation and moral disposition than a judgment of beauty. Unlike Edmunds
Burkes empirical exposition of the beautiful and sublime, which can demand
only contingent assent from other people, Kant urges that such a demand must
be based on an a priori principle, not merely in an empirical fashion by gathering
votes, if it is to have necessity and universal validity (CJ, 138139, 143144).
In judging something sublime (or as occasioning a feeling of sublimity), our
demand that other people agree with us is based on the fact that we presuppose
moral feeling or a moral capacity in them (CJ, 124125).
It is clear that the feeling of sublimity has an intrinsic connection with moral
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feeling. As Kant says, the pleasure we experience in the sublime is a pleasure
involved in reasoning contemplation and has a moral foundation, hence this
pleasure lays claim to universal participation (CJ, 158). What of beauty? Is there
any intrinsic affinity, asks Kant, between a feeling for beauty and moral feeling?
Kant insists that only after a pure aesthetic judgment of taste has been made can
any kind of interest  moral, empirical, intellectual  be attached to it. It is in the
social world that we connect these various interests with beauty. The urge to
society is natural, says Kant, and sociability is a mark of our humanity. He even
talks of an original contract whereby our humanity dictates a need for universal
communication. When civilization reaches its peak, he says, such communication
becomes our most refined activity and even sensations are valued only insofar as
we can make them universally communicable. It is here, according to Kant, that
our capacity for aesthetic judgment provides a transition from sense enjoyment
to moral feeling, showing that judgment is a mediating link in the chain of
mans a priori powers (CJ, 163164).
Again, these insights of Kant were to prove vastly influential, leaving their
trace not only in the views of Romantic writers but also, however indirectly, in
the work of many literary figures of the late nineteenth century. To take a direct
interest in the beauty of nature, asserts Kant, is always the mark of a good
soul. If this interest is habitual, it indicates a mental attunement favorable to
moral feeling. Reason has an interest that nature should display some harmony
with our pleasure; hence we cannot meditate on the beauty of nature without
finding our moral interest aroused. Nature in its beauty exhibits itself as art, as if
it were intentionally designed according to a lawful arrangement, as purposiveness
without a purpose (CJ, 165168). Kant even suggests that when we reflect on
the form of sensations we receive from nature, these forms contain, as it were,
a language in which nature speaks to us and which seems to have a higher
meaning (CJ, 169). Such statements anticipate many comments made by
Wordsworth, Coleridge, and other Romantics concerning the profound
significance of nature, a significance inexpressible by rational thought.
Art, Imagination, and Genius
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Kants views on art and genius also laid the foundation for much Romantic
thought. And, for all his endeavor to secure the realm of aesthetic judgment as
an autonomous domain, his views on the connections between art and society
were to reverberate through many subsequent theories about the social,
educational, and moral functions of art. Kant initially defines art as a production
through freedom, i.e., through a power of choice that bases its acts on reason
(CJ, 170). Like Aristotle, Kant sees art as a productive or practical ability, as
distinguished from the theoretical ability of science.
He also makes an important distinction between art and mere craft. Genuine
art is free art, it is play . . . that is agreeable on its own account, whereas craft
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is mercenary art or labor which attracts us only through its product (CJ, 171).
Mechanical or mercenary art merely makes a possible object actual, whereas
aesthetic or free art intends directly to arouse a feeling of pleasure. If aesthetic
art is merely agreeable, it produces pleasure through the presentation of mere
sensations; if it is fine art, it yields pleasure by means of presentations that are
ways of knowing. Kant defines fine art as a way of presenting that is purposive
on its own and that furthers, even though without a purpose, the culture of our
mental powers to [facilitate] social communication (CJ, 173, editors
parenthetical insert). It was seen above that Kant espouses a social function for
art; even though our judgment of what counts as art must be based on formal
aesthetic grounds, our judgment of art differs from our judgment of nature. To
judge fine art as beautiful, we must have a concept of purpose, of what the artistic
product is meant to be; and we must assess the artworks perfection, or the degree
to which it fulfills its purpose (CJ, 179).
Kant says that the pleasure we take in the purposive form of fine art is also
culture. In other words, unlike the pleasure in mere sensory enjoyment, the
pleasure in fine art somehow attunes us to moral ideas. Unless we connect the
arts, either closely or remotely, with moral ideas, they will ultimately serve
only as diversion and will not satisfy the mind (CJ, 195196). Beauty, says Kant,
like sublimity, arouses in us a state of mind analogous to that produced by moral
judgments; our capacity of aesthetic taste enables us to make a transition from
mere sensory charm to a habitual moral interest, since taste teaches us to like
objects of sense freely, i.e., for their form rather than their sensory content
(CJ, 230). Kant also defines taste as an ability to judge the way in which moral
ideas are made sensible (CJ, 232).
Hence, Kant says, to study fine art, we cannot follow precepts or rules;
rather, we must cultivate our mental powers and expose ourselves to the
humanities; this will promote a universal feeling of sympathy and an ability to
engage in intimate communication. We can nurture our taste by developing our
moral ideas and cultivating moral feeling (CJ, 232). What Kant anticipates here
is later nineteenth-century and twentieth-century views of literary sensibility and
the moral and educational function of literature. For example, in the late nineteenth
century, Matthew Arnold was to urge that great literature cannot be defined; it
must be experienced, and our literary sensibility is developed by increasing
exposure to great works. Like F. R. Leavis in the twentieth century, Arnold saw
in literature a redemptive and moral function: they both saw literary education
as a means of fostering moral sensibility.
Kants treatment of genius also influenced many Romantic and postRomantic theories. He defines genius as the innate mental disposition through
which nature gives the rule to art (CJ, 174). What he means by this is that,
although every art has certain rules, there is no definite rule or set of rules for
producing a work of art. Rather, it is natural genius, resting on a subjective
attunement of the faculties of imagination and understanding, which produces
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something original and thereby provides an exemplary model or standard (CJ,
175). In contrast with much classical aesthetic theory, Kant considers genius to
be the very opposite of the spirit of imitation. Learning, he says, is nothing but
imitation. And the rules for art cannot be communicated directly as precepts;
rather, they must be abstracted from the actual products of art which are created
by genius.

2.4 ROMANTICISM
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Originally, the term Romantic had referred to medieval romance and tales of
adventure; its connotations extended to what was fictitious and fantastic, to
folklore and legend, as well as to the dazzling and rugged sights of nature.
Romanticism, as we understand it, was a broad intellectual and artistic disposition
that arose toward the end of the eighteenth century and reached its zenith during
the early decades of the nineteenth century.
The ideals of Romanticism included an intense focus on human subjectivity
and its expression, an exaltation of nature, which was seen as a vast repository
of symbols, of childhood and spontaneity, of primitive forms of society, of human
passion and emotion, of the poet, of the sublime, and of imagination as a more
comprehensive and inclusive faculty than reason. The most fundamental literary
and philosophical disposition of Romanticism has often been seen as irony, an
ability to accommodate conflicting perspectives of the world. Developing certain
insights of Kant, the Romantics often insisted on artistic autonomy and attempted
to free art from moralistic and utilitarian constraints, as expressed in the centuriesold formula, deriving from the ancient Roman poet Horace, that literature should
both please and instruct. It was in the fields of philosophy and literature that
Romanticism  as a broad response to Enlightenment, neoclassical, and French
revolutionary ideals  initially took root.
In general, this period can best be seen as one in which the major upheavals
such as the French Revolution, the Industrial Revolution, and the revolutions of
1830 and 1848, along with the growth of nationalism, impelled the bourgeois
classes toward political, economic, cultural, and ideological hegemony. It was
their world view  broadly, rationalist, empiricist, individualist, utilitarian, and
economically liberal  which dominated the thought and practice of this period,
and which spawned various oppositional movements such as socialism,
anarchism, cults of irrationalism, and revivals of tradition and religion.
Romanticism cannot be placed within any set of these movements since it
effectively spanned them all.
A question that might fruitfully be addressed here is the complex connection
of Romanticism to the predominating bourgeois world views. As writers such as
Plekhanov, Marcuse, and Hobsbawm have pointed out, it is too simplistic to
view Romanticism in any of its expressions as a straightforward reaction against
the prevalent bourgeois way of life. Some of the Romantics, such as Blake,
Wordsworth, and Hölderlin, initially saw the French Revolution as heralding the
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dawn of a new era of individual and social liberation. Schiller and Goethe in
their own ways exalted the struggle for human freedom and mastery of knowledge.
Shelley, Byron, Heine, George Sand, and Victor Hugo were passionate in their
appeals for justice and liberation from oppressive social conventions and political
regimes. Underlying nearly all Romantic views of literature was an intense
individualism based on the authority of experience and, often, a broadly
democratic orientation, as well as an optimistic and sometimes utopian belief in
progress.
Moreover, the Romantics shared Enlightenment notions of the infinite
possibility of human achievement, and of a more optimistic conception of human
nature as intrinsically good rather than as fallen and theologically depraved. In
all these aspects, there was some continuity between Enlightenment and Romantic
thought.
However, many of the Romantics, including some of the figures cited above
such as Blake, Wordsworth, Shelley, and Byron, reacted against certain central
features of the new bourgeois social and economic order. Appalled by the squalor
and the mechanized, competitive routine of the cities, as well as by the moral
mediocrity of a bourgeois world given over to what Shelley called the principles
of utility and calculation, they turned for spiritual relief to mysticism, to
nature, to Rousseauistic dreams of a simple, primitive, and uncorrupted lifestyle,
which they sometimes located in an idealized period of history such as the Middle
Ages. Wordsworth held that the poet should emulate the language of real life;
he, along with Blake and Coleridge, exalted the state of childhood and innocence
of perception, untainted by conventional education; and many Romantic writers
 in tune with growing nationalistic sentiments  revived primitive forms such
as the folktale and the ballad.
Nature, for the Romantics, departed from the conception of nature held by
neoclassical writers such as Pope, for whom the term signified an eternal,
unchangeable, and hierarchical order of the cosmos as well as certain criteria for
human thought and behavior. Popes view had been influenced by notions deriving
from Newton of the universe as a vast machine, as well as by Christian providential
notions of nature surviving from the Middle Ages.
For the Romantics, nature was transfigured into a living force and held
together as a unity by the breath of the divine spirit. It was infused with a
comprehensive symbolism resting on its profound moral and emotional
connection with human subjectivity.
Coleridge referred to nature as the language of God.
Perhaps the most fundamental trait of all Romanticism was its shift of
emphasis away from classical objectivity toward subjectivity: in the wake of the
philosophical systems of Fichte, Schelling, and above all, of Hegel, the worlds
of subject and object, self and world, were viewed as mutually constructive
processes, human perception playing an active role rather than merely receiving
impressions passively from the outside world. Such an emphasis placed a high
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value on uniqueness, originality, novelty, and exploration of ever expanding
horizons of experience, rather than the filtering of experience through historically
accumulated layers of tradition and convention. The emphasis on uniqueness is
amply exemplified in Rousseaus Confessions, which both in part vi: the earlier
nineteenth century and romanticism its very form asserts the value of the
confessional mode, of private experience, and in its content places great value
on uniqueness and particularity rather than typicality and conformity. Moreover,
the self which is exalted in Romanticism was a far cry from the self as an atomistic
(and economic) unit as premised in the political and economic philosophies of
bourgeois individualism. The Romantic self was a profounder, more authentic
ego lying beneath the layers of social convention, a self which attempted through
principles such as irony to integrate the increasingly fragmented elements of the
bourgeois world into a vision of unity. And it was primarily the poet who could
achieve such a vision. In general, the Romantics exalted the status of the poet, as
a genius whose originality was based on his ability to discern connections among
apparently discrepant phenomena and to elevate human perception toward a
comprehensive, unifying vision.
The most crucial human faculty for such integration was the imagination,
which most Romantics saw as a unifying power, one which could harmonize the
other strata of human perception such as sensation and reason. It should be noted
that Romanticism is often wrongly characterized as displacing Enlightenment
reason with emotion, instinct, spontaneity, and imagination. To understand
what is at issue here, it is necessary to recall that much Romantic thought took
Kants philosophy (which itself was not at all Romantic) as its starting point,
notably his distinction between phenomena and noumena, his treatment of
imagination, and his establishing of a relative autonomy for the category of the
aesthetic. Kants relation to Enlightenment thought was indeed ambivalent
inasmuch as he attempted to establish the limitations of reason.
However, Kant declared that the categories of the understanding applied
throughout the phenomenal world; his notion of the noumenon is merely a limiting
concept and its actual existence is nothing more than a presupposition of morality
and free will. He had, moreover, viewed imagination as a mediating principle
which reconciled the deliverances of sensation with the categories of the
understanding. The Romantics, like Hegel (who himself was certainly not a
Romantic), placed the noumenal realm within the reach of human apprehension,
and often exalted the function of imagination, viewing it as a vehicle for the
attainment of truths beyond the phenomenal world and beyond the reach of reason
alone. But they did not attempt to dismiss or discard the findings of logic and
reason, merely to place these within a more embracing scheme of perception.
Hence Coleridge saw the secondary imagination, peculiar to the poet, as a
unifying power which could reconcile general and concrete, universal and
particular. Shelley even saw imagination as having a moral function, as a power
enabling the self to situate itself within a larger empathetic scheme, as opposed
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to reason, which expressed the selfish constraints of the liberal atomistic self.
Hence the relation between Romanticism and the mainstreams of bourgeois
thought, which had risen to hegemony on the waves of the Enlightenment, the
French Revolution, and the Industrial Revolution, was deeply ambivalent. Our
own era is profoundly pervaded by this ambivalent heritage.
Romanticism in England
In England, the ground for Romanticism was prepared in the latter half of the
eighteenth century through the economic, political, and cultural transformations
mentioned in the preceding chapters. The system of absolute government
crumbled even earlier in Britain than elsewhere; nationalistic sentiment
sharpened, imperialistic endeavors widened, and the century saw an increasing
growth of periodical literature which catered to the middle classes. The ideals of
neoclassicism, such as decorum, order, normality of experience, and moderation,
were increasingly displaced by an emphasis on individual experience.
The moral function of literature was increasingly counterbalanced by an
emphasis on aesthetic pleasure and the psychology of the readers response to
beauty and sublimity. An emphasis on originality and genius supplanted the
primacy of imitation of classical authors or nature. Thinkers such as Locke, Hume,
and Burke had been instrumental in these shifts of taste and philosophical
orientation. Critics such as Edward Young, William Duff, and Joseph Warton
produced influential treatises: Youngs Conjectures on Original Composition
(1759) and Duffs An Essay on Original Genius (1767) stressed the claims of
originality, genius, and the creative imagination. Poets and critics of this period,
such as Richard Hurd, idealized the Middle Ages and expressed an admiration
for primitive societies and a native literary tradition, in which the figures of
Chaucer, Spenser, and Shakespeare were accorded prominence. The artist Sir
Joshua Reynolds praised the genius and sublimity of the Renaissance painter
Michelangelo.
The early British practitioners of Romanticism included Thomas Gray, Oliver
Goldsmith, and Robert Burns. The English movement reached its most mature
expression in the work of William Wordsworth, who saw nature as embodying a
universal spirit, and Samuel Taylor Coleridge who, drawing on the work of Kant,
Fichte, and Schelling, gave archetypal formulation to the powers of the poetic
imagination. Like their European counterparts, the English Romantics reacted
at first favorably to the French Revolution and saw their own cultural and literary
program as revolutionary. As many critics, ranging from Lukács to Abrams and
Raymond Williams, have noted, the Romantics saw themselves as inheriting a
world disfigured by the squalor of bourgeois economic and political practice, a
world fragmented by dualisms such as individual and society, past and present,
sensation and intellect, reason and emotion; their task was to seek once again a
unifying vision, usually through the aesthetic and cultural realms.
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The first major figure of English Romanticism, William Blake (17571827),
had recourse to mysticism and a mythical vision of history; he saw the world as
inherently harboring opposites and contradictions, which it was the poets task
to harmonize.
His own idiosyncratic religious views were presented in poems such as The
Marriage of Heaven and Hell (1793). In other poems, he expressed powerfully a
vision of the new urban world as plagued by social injustice, and he railed against
what he saw as the oppressive rationality embodied by figures such as Voltaire
and Rousseau. In his Pursuits of Literature (17941798) the writer T. J. Mathias
accorded to literature an explicitly ideological function. Other writers such as
the liberal William Hazlitt attempted to separate the political and aesthetic realms,
though he saw the literature of the new era as no longer subservient to the forces
of absolutism. The literary-critical insights of Wordsworth and Coleridge,
concerning the nature of poetry, language, and the imagination, in the context of
their ideological orientations, will be discussed below. The other English
Romantics included Dorothy Wordsworth (17711855), who authored letters,
poems, and a series of journals, and who had a considerable influence on her
brother and Coleridge; John Keats (17951821), Percy Bysshe Shelley (1792
1822), Mary Shelley (17971851), author of Frankenstein (1818), and George
Gordon Lord Byron (17881824).
Shelleys Defence of Poetry is a powerful and beautifully expressed manifesto
of fundamental Romantic principles, detailing the supremacy of imagination
over reason, and the exalted status of poetry. Keats brief literary-critical insights
are centered around the notion of negative capability. In a letter to Benjamin
Bailey, Keats suggests that, in poetic creation, the poet acts as a catalyst for the
reaction of other elements, stating that Men of Genius are great as certain ethereal
Chemicals operating on the Mass of neutral intellect . . . they have not any
individuality, any determined Character. Writing to Richard Woodhouse, Keats
distances himself from the wordsworthian or egotistical sublime: the poetical
Character . . . has no self  it is every thing and nothing  It has no character . . .
A Poet . . . has no Identity  he is continually in for and filling some other
Body (Letters, 386387). The idea behind this annihilation of character is
that the poets mentality infuses, and is infused by, everything. Deploying what
Keats calls the negative capability of abstaining from particular positions or
dogmas, it loses itself wholly among the objects and events of the external world
which are its poetic material (Letters, 184, 386387). The ego, then, should not
interpose itself between the poet and his direct sensations. Keats apparent
identification of beauty with truth in his Ode on a Grecian Urn has received
much critical attention. Though the Romantics are often viewed as writing
confessional poetry and expressing personality, it is significant that both Keats
and Shelley rejected this notion. Like Shelley, Byron rebelled against conventional
beliefs, and in his poems such as Don Juan engaged in pungent satire of the
hypocrisy and corruption of those in power. His stormy and eccentric life ended
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in the struggle for Greek independence. Many of these issues can now be examined
in detail in the literary theories of Wordsworth and Coleridge.
William Wordsworth (17701850)
It was Wordsworth who wrote the following famous lines about the French
Revolution
as it first appeared to many of its sympathizers:
Bliss was it in that dawn to be alive,
But to be young was very Heaven! O times,
In which the meagre, stale, forbidding ways
Of custom, law, and statute, took at once
The attraction of a country in romance!
When Reason seemed the most to assert her rights . . .
Prelude, XI, 108113
These lines, first published in 1809, embodied the initial promise of the
Revolution, and the hopes of reform it inspired in many hearts: the old world,
resting on the tottering foundations of feudalism, a world based on authority,
caprice, hierarchy, and inheritance, was about to give way before a gleaming
new era based on reason, equality, and freedom. It is no accident that many
Romantic theories of literature were forged in the heat of such revolutionary
enthusiasm. But, as Wordsworths own modified reactions reveal, Romantic
literary theory has an oblique and complex, often contradictory, connection with
the ideals behind  and the reality of  the Revolution.
The foregoing lines were eventually incorporated into Wordsworths long
autobiographical poem, the Prelude, completed in 1805 but not published until
just after his death. Three books of this poem are concerned with revolutionary
events in France; and these books effectively contextualize the somewhat idealistic
impulse of his own early revolutionary fervor and republican sympathies.
Wordsworth describes in the Prelude how he forsook the crowded solitude
of London society, resolving to go to France. There, he saw the Revolutionary
Power / Toss like a ship at anchor, rocked by storms, and witnessed how the
silent zephyrs sported with the dust / Of the Bastille (IX, 5051, 6667). He
describes the time as an hour / Of universal ferment, and himself as a patriot
whose heart was given over to the French people (IX, 123124, 161162). What
is interesting here is that, on account of his upbringing, whereby he learned to
disdain the feudal values of wealth and titles, in favor of republican ideals
such as talents, worth, and prosperous industry, Wordsworth hailed the first
part of the Revolution as simply an expression of natures certain course (IX,
215247). Wordsworths devotion to nature was lifelong; from first to last, he
viewed himself as a follower of nature. What is striking, at this point of his
autobiographical masterpiece, is the equation of nature  a concept fundamental
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to the work of nearly all Romantic poets  with certain political events, events
directed, at least in theory, toward a government of equal rights and a republic
where, as Wordsworth states, all stood thus far / Upon equal ground, and where
we were brothers all / In honour, as in one community (IX, 226228). Nature
is regarded by Wordsworth as a fundamental unity, and here a human community
resting on equality is held to be an integral part of that unity. At this stage,
Wordsworth regarded the entire feudal fabric, resting on the power of royal courts
and voluptuous life, as removed from the natural inlets of just sentiment, /
From lowly sympathy and chastening truth (IX, 350351). He expressed a desire
to see:
. . . the earth
Unthwarted in her wish to recompense
The meek, the lowly, the patient child of toil, . . .
And finally, as sum and crown of all,
Should see the people having a strong hand
In framing their own laws; whence better days
To all mankind. (IX, 522532)
Wordsworth even names the violent outbursts against prevailing power as
Natures rebellion against monstrous law (IX, 571). He states also that nothing
hath a natural right to last / But equity and reason (IX, 205206). In book X,
however, Wordsworthbegins to describe the conflict he felt, as an Englishman
who thought of himself as a patriot of the world, when England declared war
against France on February 11, 1793; he actually rejoiced to hear of English
setbacks in the war (X, 285290).
His inner conflicts intensified as he learned of the domestic carnage in
France, and were palliated briefly when the death of Robespierre seemed to
presage the end of the reign of terror (September 1793July 1794) and to
renew the promise of future golden times (X, 573578). In book XI, Wordsworth
once again equates this seemingly positive turn of events with nature: To Nature,
then, / Power had reverted (XI, 3132). It is in this section that he recalls his
youthful confidence in the outcome of the Revolution:
Bliss was it in that dawn to be alive (XI, 108).
Wordsworth described himself at this stage as an active partisan (XI, 153).
Retrospecting, however, he believes he had lent too careless an ear to wild
theories that were not borne out by actual events. The French became oppressors
in their turn, changing a war of self-defence / For one of conquest, losing sight
of all / Which they had struggled for (XI, 206209). Wordsworth is referring to
the French aggression against Spain, Italy, Holland, and Germany in 17941795.
This was a time, he recalls, fed on speculative schemes based on the worship
of abstract reason, or as Wordsworth puts it, Reasons naked self  (XI, 224,
234). Wordsworths own disposition was already becoming distanced from these
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events. He pursued:
. . . what seemed
A more exalted nature; wished that Man
Should start out of his earthy, worm-like state,
And spread abroad the wings of Liberty,
Lord of himself . . . (XI, 250254)
While Wordsworth insists that he will always retain this aspiration toward
human liberty, he notes also that he fell into errors, betrayed by false reasonings
that had turned him aside From Natures way by outward accidents (XI, 288
291). Despairing of moral questions, and losing his faith in the authority of abstract
reason alone, he describes himself as turning to the realm of abstract science
where reason might operate undisturbed by the world of space and time, matter,
and human will and power (XI, 328332). Guided by nature, he returns to his
true self, his fundamental identity as a poet, open To those sweet counsels
between head and heart / Whence grew that genuine knowledge, fraught with
peace. External events, of course, aided this redirection of Wordsworths
energies, the last straw for him being the coronation of Napoleon as emperor in
1804, attended by Pope Pius VII. In a passage reminiscent of Burke, Wordsworth
comes to the conclusion that:
There is
One great society alone on earth:
The noble living and the noble Dead. (XI, 393395)
And he addresses his friend Coleridge, commending their common turning
toward nature for solace and restoration, after the tumultuous events which have
proved to be a sorrowful reverse for all mankind (XI, 404). Hence, for
Wordsworth, the equation of nature with republican ideals has dissolved: his
continued pursuit of nature retains these ideals  liberty, equality, reason  at
most in a form abstracted from immediate political applicability. His return to
nature is marked by a balancing of reason (the head) with the counsels of the
heart; by a vision of human life as extending beyond merely present concerns to
encompass past and future; by an assertion of certain ideals, such as liberty, as
timelessly valid.
The most elemental factor in Wordsworths return to nature was imagination.
Earlier in the Prelude, he had referred to imagination as an awful Power that
reveals with a flash the invisible world (VI, 594602). In the conclusion of the
poem, he says that imagination is but another name for absolute power / And
clearest insight, amplitude of mind, / And Reason in her most exalted mood
(XIV, 188193). This faculty has been his feeding source, and it is a power
which enables one to engage in spiritual Love, whereby one can transcend the
dictates of custom, the pressures of conventional opinion, and the narrowness of
concerns that are confined to the present. It is also a faculty which allows
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communion with nature and in fact with all things (XIV, 160188). In book XIII,
he called imagination a Power / That is the visible quality and shape / And
image of right reason, a power which teaches us humility by presenting us with
a temperate show / Of objects that endure, the permanent forms of goodness
in man and nature (XIII, 3037). Interestingly, Wordsworth does not merely
associate imagination with reason as two concurrent powers; rather, he identifies
the two powers, imagination being the sensible image of reason. The idea here
seems to be that imagination is an intermediary power that stands above both
reason and sense even as it connects them. Imagination, in its capacity as right
reason, orients our sensibility to the things that are truly universal and permanent;
by implication, a wrong use of reason, abstracted entirely from things of the
sense, would either impel us to impose false schemes upon the world of sense,
or to be at the mercy of the world of sense, taking this alone as reality, and
understanding its own function as ordering this reality which is already given,
already presented to our senses.
In contrast, imagination frees us from what Wordsworth calls this tyranny
of sense, bringing us to the realization that we are creative in our interaction
with nature and the world, and that the mind is lord and master over outward
sense (XII, 127136, 203206, 222223). In this passage Wordsworth makes
his celebrated declaration that there are in our existence spots of time, or
moments of imaginative insight, whereby our minds are nourished and
renovated above the deadly weight of trivial and present occupations. In Lines
Composed a Few Miles above Tintern Abbey, Wordsworth also recalls his
progress from a merely sensual to an imaginative apprehension of nature, which
allows him to see the unity of nature in itself as well as the unity of humankind
with nature: he perceives in the round ocean and the living air, / And the blue
sky, and in the mind of man: / A motion and a spirit, that impels / All thinking
things, all objects of all thought, / And rolls through all things (Tintern Abbey,
95102). The human mind here is no longer regarded as a passive receiver of
external impressions but as active in the construction of its world.
In the Prelude Wordsworth opposes such insight as furnished by the
imagination to conventional education, the conventional misleading wisdom
of books, and the stunting of the passions by overcrowded life in the cities where
the human heart is sick. Such wisdom, he states, is fostered by the wealthy
few in the service of their own interests (XIII, 169212). The poet above all,
having the gift of imagination, apprehends a mighty scheme of truth, and,
exercising his mind upon the vulgar form of present things and the appearances
of the everyday world, discerns a new world that is founded on permanent and
universal principles (XIII, 300312, 355370). Hence, imagination is a power
that does not simply, like abstract reason, leave behind the world of sense
altogether and impose its abstract ideals; rather, it has its foundation in the world
of sense but transcends that world in its ability to discern what is truly enduring
and universal in it; imagination is a comprehensive and unifying power, allowing
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the poet to connect sympathetically with all of nature and human nature; it lifts
us beyond the world we see through our eyes to an invisible world that acts as an
ideal. Imagination has not only an important perceptual function, showing that
human perception is creative, but also a vital moral function, guiding us to the
realization of truths that are beyond mere sensation and that are not located in
the world as it is given. Wordsworth has effectively relocated the idealism of
political revolutionary movements to a transcendent realm.
Some of Wordsworths early republican sentiments, however, appear to
inform his most important contribution to literary criticism, the celebrated and
controversial Preface to Lyrical Ballads. This collection of poems was published
jointly by Wordsworth and Coleridge in 1798; Wordsworth added his preface to
the 1800 edition, and revised it for subsequent editions.2 In the Advertisement
which accompanied the first publication of the Lyrical Ballads in 1798,
Wordsworths primary concern is with the language of poetry. He states that the
poems in this volume are experiments, written chiefly to discover how far
the language of conversation in the middle and lower classes of society is adapted
to the purposes of poetic pleasure (PLB, 116). This apparently democratic
sentiment underlies his central argument in this text, that the poet is a man
speaking to men; such sentiment, however, is associated, as in Wordsworths
modified political reaction, not with reason but with a balance between emotion
and thought.
Wordsworths Preface is intended to justify the style, subject matter, and
language of the poems included in Lyrical Ballads. But the underlying intention
is to make some more general statements which effectively redefine what properly
constitutes poetic language, as well as the nature and scope of the poet. Some of
these comments have become classic statements of Romantic aesthetic doctrine,
sometimes through isolation from their contexts. Wordsworths initial claim is
that his poems attempt to present the real language of men in a state of vivid
sensation (PLB, 119). What Wordsworth is reacting against here, as he explains
in an Appendix to the Preface, is the stylized and artificial modes of expression
that poetry has accumulated over the centuries. The earliest poets, writes
Wordsworth in this Appendix, used a language that was daring, and figurative,
inspired by powerful feelings and passions. Later poets, however, desiring to
reproduce the effects of such language, adopted these figures of speech in a
mechanical and automatic manner, applying them to feelings and thoughts with
which they had no natural connection. Over time, the language of poetry was
largely separated from that of common life, the use of meter in poetry further
deepening this chasm (PLB, 160162). What Wordsworth is calling for, then, is
a return to a kind of realism, a descent of poetic language from its stylized status,
from its self-created world of metaphorical expression and artificial diction, to
the language actually used by human beings in common life. These expressions
 real language, common life  are of course highly problematic, as Coleridge
will later point out.
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In what is perhaps the most striking and important passage of the Preface,
Wordsworth states that the central aim of the poems in Lyrical Ballads was:
to choose incidents and situations from common life, and
to relate or describe them, throughout, as far as was possible in a selection
of language really used by men, and, at the same time,
to throw over them a certain colouring of imagination, whereby ordinary
things should be presented to the mind in an unusual aspect . . .
to make these incidents and situations interesting by tracing in them . . . the
primary laws of our nature: chiefly, as far as regards the manner in which
we associate ideas in a state of excitement.
Humble and rustic life was generally chosen, because, in that condition, the
essential passions of the heart . . . are under less restraint, and speak a plainer
and more emphatic language; because in that condition of life our elementary
feelings co-exist in a state of greater simplicity, and, . . . in that condition the
passions of men are incorporated with the beautiful and permanent forms of
nature . . .
Accordingly, such a language, arising out of repeated experience and regular
feelings, is a more permanent, and a far more philosophical language, than that
which is frequently substituted for it by Poets, who think that they are conferring
honour upon themselves and their art, in proportion as they separate themselves
from the sympathies of men . . . in order to furnish food for fickle tastes, and
fickle appetites, of their own creation.
In many ways, this statement embodies the aesthetic impulse of Wordsworths
entire text. If it is a pivotal statement of Romantic doctrine, it is nonetheless a
complex statement, fraught with difficulty and irony. Even in the central thrust
of its import, the passage appears to harbor conflicting dispositions: the passage
reacts fundamentally against urban, industrialized society.
By implication, city life promotes vanity, artifice and confusion, and even
vulgarity in our feelings. But this is the very society produced by ostensibly
democratic ideals. The ideal held up in opposition to such urbanity is the artless
simplicity of rural life: people living close to nature experience emotions in their
fundamental, unadulterated state, emotions that are capable of clear romanticism
expression. Such an ideal is of course not original to Wordsworth; the primitivistic
theories of such eighteenth-century writers as Rousseau, William Duff, and James
Beattie had already extolled the simple manners and passions of earlier peoples
living in a state of nature. Hence, the common life that Wordsworth claims to
portray is hardly the common life of modern industrial society; rather, it is the
life of those on the periphery of such a social order, those whose lifestyles are
the vestiges of a preindustrial, agricultural era. So, what first appears to be a
democratic sentiment on Wordsworths part is effectively a desire to return to
nature, which is now equated not with republican political ideals but with an
externality to the very world in which those ideals might operate, the squalid
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world of political and economic conflict, the world of reason and calculation,
the world of industrialism, factories, and crowded cities, the world bequeathed
by Enlightenment thought and bourgeois revolution. Instead of seeking nature
within that world, Wordsworth now sees the two realms not as standing outside
of each other but as sharply opposed. Nature is viewed as eternal, the repository
and projection of what is permanent in human nature; the city is an ephemeral
product of ephemeral philosophies and ephemeral political movements.
As for the democratic impulse of Wordsworths comments on poetic
language, these are somewhat tempered by his view of imagination as well as
his conception of a poet.
Wordsworths suggestion that rural people speak a more philosophical
language may have been influenced by the theories of Hartley and Joseph Priestley,
who anticipated the formation of a philosophical language among humankind, a
language that would be universal and accurate in its expression of human
conceptions and emotions.
Wordsworths underlying aim is that the poet return to the expression of
permanent and fundamental human emotions, which are fostered by perpetual
communion with nature. He regards both the human mind and nature as possessed
of inherent and indestructible qualities which have been clouded over and
corrupted by recent historical transformations:
a multitude of causes, unknown to former times, are now acting with a
combined force to blunt the discriminating powers of the mind, and, unfitting it
for all voluntary exertion, to reduce it to a state of almost savage torpor. The
most effective of these causes are the great national events which are daily taking
place, and the increasing accumulation of men in cities, where the uniformity of
their occupations produces a craving for extraordinary incident, which the rapid
communication of intelligence hourly gratifies. To this tendency of life and
manners the literature and theatrical exhibitions of the country have conformed
themselves.
Such a statement has perhaps even more pertinence in our world where the
tendencies Wordsworth bemoans have reached an intensity beyond what he might
have imagined: the mail coach and the telegraph, recent inventions in
Wordsworths memory, have been ousted by almost instantaneous means of
communication and by far more powerful channels of blunting the human senses
and imagination. Wordsworth is indeed lamenting the woes caused by an earlier
phase of industrial capitalism, a phase brought into being by national events
such as the French Revolution and the ensuing wars between France and other
nations, as well as the struggles of the bourgeoisie to gain political hegemony.
While Wordsworth has acknowledged in the past that the ideals part vi: the earlier
nineteenth century and romanticism behind these historical tendencies may have
been noble, he is now addressing their actual effects: the chief of these is the
artificial stimulation of peoples passions, the blunting of their imaginations,
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and the degradation of their moral sensibilities.
Wordsworth sees nature as harboring the remedy for all of these effects,
and he sees part of the poets task as using nature to enlarge peoples original,
undistorted sensibilities.
Hence he calls on the poet to return to an uncorrupted idiom, an idiom that
does not pander to the vulgarity of modern taste. Yet this imperative for the poet
to return to a purer language, a language that can express not only purer human
emotions but also the often forgotten and blurred connection between humanity
and nature, is fraught with complexity and contradiction.
While Wordsworth insists that the poet is a man speaking to men, that he
should weep natural and human tears, and that there is no essential difference
between the language of poetry and that of prose, he acknowledges that the poets
composition must be informed by true taste and feeling such as will separate it
entirely from the vulgarity and meanness of ordinary life. Even in the passage
cited above where he claims to take incidents from common life, he is careful
to state that the poet must throw over them a certain colouring of imagination,
whereby ordinary things should be presented to the mind in an unusual aspect.
So the poet does not, after all, present ordinary things in an ordinary way: he
selects ordinary things but makes them appear extraordinary, through the
transforming power of imagination.
What, then, is the difference between the poet and other men?
According to Wordsworth, the poet is endowed with a more lively
sensibility, . . . greater knowledge of human nature, and a more comprehensive
soul.
In addition to these qualities, he has a disposition to be affected more than
other men by absent things as if they were present; an ability of conjuring up in
himself passions, passions that are closer to those produced by real events than
those that most men can otherwise reproduce. The power to which Wordsworth
alludes here, without naming it, is the power of imagination, or the imagemaking power. It is this which allows the poet both to recreate in his mind the
images of absent things and also to respond to these images with appropriate
emotions, thereby acquiring a greater readiness and power in expressing what
he thinks and feels than that possessed by other men.
In a sense, then, the very faculty which characterizes the poet  imagination
 is not a faculty oriented toward realism; rather, in its very nature, it is a
transformative faculty which uses the real world as its raw material. And yet,
the imaginary world created by the poet must resemble that real world:
Wordsworth encourages the poet to slip into entire delusion, so as to identify
completely with the person whose feelings he is describing. Indeed, he suggests
that no words which the poets own fancy or imagination can suggest can be
compared with those which are the emanations of reality and truth (PLB, 139).
Hence even the poetic imagination here is enlisted in the service of a broad
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realism, rather than the ideal world associated with many Romantic aesthetic
theories.
In support of such realism, Wordsworth cites a classical authority: Aristotle,
I have been told, has said, that Poetry is the most philosophic of all writing: it is
so: its object is truth, not individual and local, but general, and operative; not
standing upon external testimony, but carried alive into the heart by passion;
truth which is its own romanticism testimony (PLB, 139). The reaffirmation of
Aristotles definition has a quite different valency in Wordsworths era than in
its original context: Wordsworth is not espousing the realism of the Enlightenment,
or the realism that will dominate much nineteenthcentury literature, a realism
based on close and scientific observation of particulars.
Rather, he is reaffirming a realism of the universal: poetry expresses timeless
and universal truths. Once again, Wordsworth sees in poetry a means of
transcending what he considers to be ephemeral political and literary fashions.
Notwithstanding the fact that Wordsworths Preface is often held up as one of
the seminal manifestos of Romanticism, it is clear that the poetic ideal he is
espousing here is a classical one: poetry does not so much express private
emotions and the particulars of a given situation as the universal truths underlying
these. Wordsworth insists that the poet converses with general nature, and
directs his attention to the knowledge and sympathies shared by all human beings
(PLB, 140). The passions and feelings that are produced in the poet are the
general passions and thoughts and feelings of men
All of the qualities possessed by the poet, according to Wordsworth, imply
that he does not differ in kind from other men, but only in degree. In a long and
famous statement which anticipates Shelley, Wordsworth urges the claims of
poetry: in contrast with the other arts and sciences which work within the
constraints of a particular field, the poet writes as a Man; he sings a song in
which all human beings join with him . . . . . . he looks before and after. He is
the rock of defence of human nature; . . . carrying everywhere with him
relationship and love . . . the Poet binds together by passion and knowledge the
vast empire of human society, as it is spread over the whole earth, and over all
time (PLB, 139, 141). If the poet is the same in kind as other men, his language,
infers Wordsworth, cannot differ in any material degree from that of all other
men who feel vividly and see clearly . . . Poets do not write for Poets alone, but
for men . . . the Poet must descend from this supposed height; and, in order to
excite rational sympathy, he must express himself as other men express
themselves (PLB, 142143). And the object of his writing will be the great
and universal passions of men, the most general and interesting of their
occupations, and the entire world of nature (PLB, 145). Wordsworth insists that
such poetry will interest mankind permanently (PLB, 159). Again, the impulse
behind these sentiments is classical: Wordsworth sees poetry as concerned with
what is central and universal in human experience, rather than with accidental
attributes produced by particular times, customs, or circumstances. In transcending
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his time, the poet reestablishes the unity of humankind, reaffirming the
relationship and unity of all things. Also classical is Wordsworths insistence on
poetry as a rational art: in the lines above, he talks of the poet as exciting
rational sympathy. And at the very beginning of the Preface he speaks of the
pleasure that a Poet may rationally endeavour to impart. Wordsworths
comments on the nature of poetic composition reinforce this view of poetry as a
conscious and controlled activity. His statement that all good poetry is the
spontaneous overflow of powerful feelings has often been torn from its context
to illustrate an allegedly Romantic view of poetic creation as an expression of
immediate feelings. Yet Wordsworths statement continues:
and though this be true, Poems to which any value can be attached were
never produced on any variety of subjects but by a man who . . . had also thought
long and deeply. For part vi: the earlier nineteenth century and our continued
influxes of feeling are modified and directed by our thoughts, which are indeed
the representatives of all our past feelings. (PLB, 127)
Wordsworth adds that when we contemplate the connections between these
thoughts or general representatives, we discover what is really important to
men and, by continued experience we can make this process automatic: we
shall describe objects, sentiments, and their connection in a way that the
understanding of the Reader must necessarily be in some degree enlightened,
and his affections strengthened and purified (PLB, 127).
This view is far removed from any notion of poetry as an outpouring of
emotion. Wordsworth sees such a close connection between thought and feeling
that these can actually pass into each other: not only is feeling directed and
governed by thought, but the content of past feelings becomes thought. The
process merely appears automatic when it is subjected to continued practice.
Moreover, it is not merely the emotions of the reader, but also his understanding,
to which poetry appeals. What the poet expresses, then, is neither thought nor
feeling alone but a complex of both; and what appears as spontaneity is the
result of long reflection and practice.
This view of poetry as a meditated craft is elaborated in Wordsworths other
renowned comment in the Preface concerning poetic composition. After repeating
his original statement that poetry is the spontaneous overflow of powerful
feelings, he adds that poetry takes its origin from emotion recollected in
tranquillity: the emotion is contemplated till, by a species of re-action, the
tranquillity gradually disappears, and an emotion, kindred to that which was
before the subject of contemplation, is gradually produced, and does itself actually
exist in the mind. In this mood successful composition generally begins.
So the poetic process begins with emotion that is remembered and subjected
to thought; in this initial state, the emotion is thought. The word tranquillity
implies a certain distance from, and perhaps a certain contextualization of, the
original emotion: the disappearing of this tranquillity is the process whereby the
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thought reverts to emotion; the original emotion which is represented by the
current thought is once again felt, is brought to life again as a feeling, extricated
from its current context, a context which allowed it to be contemplated
dispassionately. To put it another way, we leave behind the current emotion as
mediated by thought and retrospection, returning to it in its immediate state. In
this sense, poetic composition begins in feeling, but this feeling will be
subsequently modified again by thought.
While Wordsworth accepts Aristotles definition of poetry, then, as expressing
universal truths, and while he sees poetry as an activity controlled by thought, he
enlists these classical views in the service of a more Romantic aesthetic purpose.
The poets essential focus is not on the external world, or supposedly objective
events and actions, but on the connection between the inner world of human
nature and the world of external nature. Archetypally Romantic is his view that
these two worlds are created by mutual interaction. He also diverges from Aristotle
and other classical thinkers in his views of the purpose of poetry. This purpose,
he says, is to give immediate pleasure. He does not consider such an aim to be
a degradation of the poets art because this grand elementary principle of
pleasure is an acknowledgment of the beauty of the universe. We have no
sympathy or knowledge, Wordsworth says, except that which is founded on
pleasure. The poet considers man and the objects that surround him as acting
and re-acting upon each other, so as to produce an infinite complexity of pain
and pleasure (PLB, 140). In a later passage, Wordsworth reaffirms that the end
of Poetry is to produce excitement in co-existence with an overbalance of pleasure;
but by the supposition, excitement is an unusual and irregular state of the mind;
ideas and feelings do not, in that state, succeed each other in accustomed order.
While Wordsworth does not believe that the use of meter is an integral
component of poetry, he concedes that we receive pleasure from metrical
language; the source of this is the pleasure which the mind derives from the
perception of similitude in dissimilitude. This principle is the great spring of the
activity of our minds . . . From this principle the direction of the sexual appetite,
and all the passions connected with it, take their origin: it is the life of our ordinary
conversation; and upon the accuracy with which similitude in dissimilitude, and
dissimilitude in similitude are perceived, depend our taste and our moral feelings.
Hence the principle of pleasure is more profound than at first appears: it is
founded on our ability to perceive similarity in difference and vice versa. This
ability, in turn, is a capacity for viewing objects, for seeing the world, in a new
light: we discern patterns in nature, as well as in thought, emotion, and experience,
that were hitherto overlooked. The order of ideas and emotions in ordinary
perception is changed. We also effectively return to a more authentic view of
things that penetrates through their character as accumulated by convention.
Wordsworth sees the whole of life as governed by this principle, from our
sexuality to our moral sensibility. So the poets task, in giving pleasure, is a
difficult one, that of searching for the universal truths which have been clouded
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by convention, authority, and prejudice. But where classical thinkers regarded
such truths as objective and accessible to reason, Wordsworth sees such truths as
discernible only by poetic insight.
Samuel Taylor Coleridge (17721834)
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The genius of Samuel Taylor Coleridge extended over many domains. In poetry
he is best known for compositions such as The Rime of the Ancient Mariner,
Frost at Midnight, Christabel, and Kubla Khan, as well as Lyrical Ballads
(1798), which he co-authored with Wordsworth. He also wrote on educational,
social, political, and religious matters in his Lectures on Politics and Religion
(1795), Lay Sermons (1816), and On the Constitution of the Church and State
(1829). Much of his thinking on philosophical issues is contained in his Logic.
His literary criticism includes detailed studies of Shakespeare and Milton, and a
highly influential text, Biographia Literaria (1817). The Biographia is an eclectic
work, combining intellectual autobiography, philosophy, and literary theory; some
critics have praised the insight and originality of this work, viewing Coleridge
as the first English critic to build literary criticism on a philosophical foundation,
which he derived from German idealist thinkers such as Immanuel Kant, and
German Romantics such as Schiller, the Schlegels, and Schelling. Other part vi:
the earlier nineteenth century critics have viewed Coleridges efforts as a
philosopher as haphazard and irrelevant to his essential literary-critical insights.
Indeed, Coleridges genius was somewhat thwarted by his eccentric character
and his tendency to undertake ambitious projects that proved abortive. In 1794
he left Cambridge University without completing his degree. In the same year he
devised a plan with the poet Robert Southey to establish a society of equals ruled
by all, a pantisocracy, in Pennsylvania, a plan that rapidly dissolved. Coleridges
marriage to Sara Fricker in 1815 eventually went awry, and he fell in love with
Sara Hutchinson. He became dependent on laudanum, a form of opium.
Nonetheless, his achievement was vast: not only did he lecture on a broad range
of topics, but also, in addition to his other writings, published two journals, first
the Watchman in 1796, and then the Friend from 1809 to 1810. Two experiences
were central to his future development as a poet and thinker: the first was his
meeting with the poet Wordsworth in 1795, resulting in a friendship that lasted
until 1810. Coleridge and his wife Sara lived close to Wordsworth and his sister
Dorothy from 1796; in 1800 they all moved to the Lake District, which proved
to be a rich source of poetic inspiration. The other experience was travel (with
the Wordsworths) to Germany in 1798 where Coleridge studied the work of
Kant and the German Romantic thinkers.
Coleridges Biographia Literaria is his most significant literary-critical work,
and will be the focus of the following discussion. The insights achieved in that
text, however, need to be contextualized within some broader developments in
Coleridges life and work. Like Wordsworth, Coleridge was at first of radical
mind, inspired by the promise of the French Revolution. In an early poem, Ode
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on the Destruction of the Bastille in 1789, he had written:
I see, I see! glad Liberty succeed
With every patriot virtue in her train!
And mark yon peasants raptured eyes;
Secure he views his harvests rise;
No fetter vile the mind shall know,
And Eloquence shall fearless glow.
Yes! Liberty the soul of Life shall reign,
Shall throb in every pulse, shall flow thro every vein!3
In the same poem Coleridge expressed the hope that the influence of France
might spread Till every land from pole to pole / Shall boast one independent
soul.
By 1792, while at Cambridge, Coleridge had befriended the radical leader
William Frend, an active sympathizer of the Revolution. Frends political opinions
brought him into conflict with the university authorities after the beginning of
war between France and England in 1793. A few years earlier, Frends religious
views had also roused antagonism: he had been dismissed from his post as tutor
in the university on account of his Unitarian beliefs. It was under the influence
of Frend that Coleridge himself became a Unitarian by 1794 and, in 1796, decided
to become a Unitarian minister (a decision, for various reasons, not realized).
Other radical acquaintances of Coleridges at this time included John Thelwall,
often in trouble for his Jacobin sympathies.
Coleridge himself gave numerous radical lectures at Bristol and a number
of cities in the midlands, with the Unitarians. Thelwall described Coleridges
talks as replete with levelling sedition and constructive treason.
However, like Wordsworth  near whom he was living at the time  Coleridge
became disillusioned with the revolutionary movement. Frances invasion of
Switzerland in 1798 provoked him to write and publish a poem which he first
entitled Recantation, and then simply France: An Ode. Here, Coleridge neatly
recounts the history of his own attitudes toward the Revolution. The poem is
interestingly structured: it begins by addressing the clouds, the ocean waves,
and the woods, elements of nature which pay homage only to eternal laws and
which have inspired the poet to adore the spirit of divinest Liberty (CPW,
244). The second stanza describes how Coleridge hoped and feared with the
Revolutions promise of freedom; and, like Wordsworth, he describes himself as
torn between love of liberty and loyalty to his native country when Britain warred
against France. At this stage, however, liberty won the day:
Coleridge recalls how he blessed the paeans of delivered France, / And
hung my head and wept at Britains name (CPW, 245).
The poets doubts begin to creep to the surface of the third stanza: though
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shocked by the blasphemies and horrors of the Reign of Terror, he took these
as an understandable reaction to the despotism of former times; and he still
embraced the hope that conquering by her happiness alone, / Shall France compel
the nations to be free.
By the beginning of the fourth stanza, however, the poet has nothing but
remorse for his early revolutionary fervor. He hears freedoms loud lament,
and addresses France now in less flattering terms:
O France, that mockest Heaven, adulterous, blind, /
And patriot only in pernicious toils! . . .
To insult the shrine of Liberty with spoils /
From freemen torn (CPW, 246).
In Biographia Coleridge described himself, after the invasion of Switzerland,
as a more vehement anti-gallican, and still more intensely an anti-jacobin. The
final stanza is a direct address to Liberty, which the poet dissociates from any
possibility of realization in human government; rather, he finds the spirit of liberty
in the minds contemplation of its own individuality and the surrounding sublime
objects of nature, as pervaded by the love of God.
O Liberty! . . .
The guide of homeless winds, and playmate of the waves!
And there I felt thee!  on that sea-cliff s verge,
. . . Possessing all things with intensest love,
O Liberty! my spirit felt thee there. (CPW, 247)
This reads very much like Wordsworths retraction of the ideal of liberty
from political affairs into the connection between humanity and nature; whatever
the direction of influence (several commentators have suggested that it was
Coleridge who impressed these ideas on Wordsworth), it is clear that for both
men the notion of liberty is transmuted from its status as a political ideal
commensurate with certain forms of government and economic structures to an
eternal ideal, raised above the sphere of political economy and subsisting, in
somewhat Kantian fashion, within the selfconsciousness of the individual. For
Coleridge, such an ideal of liberty implied an essentially religious vision of the
world, one that went hand in hand with political part vi: the earlier nineteenth
century and conservatism. Shortly after his explicit disillusionment with French
revolutionary principles and practice, he also questioned his own unorthodox
Unitarian views, and by 1805 he had made positive overtures toward
trinitarianism. On several occasions in both his prose and poetry Coleridge
expressed admiration for Edmund Burke (BL, I, 191). Likewise, though Coleridge
was accused of being a renegade, he claimed that he had adhered to principles
rather than loyalty to nation or political party. Coleridge eventually took his place
in the tradition of English conservatism, on which he exerted considerable
influence..
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At the heart of Coleridges conservatism was his insistence, similar to
Burkes, that truth cannot be reached by focusing on the present alone. Rather,
both men appealed to what they called universal principles that would comprehend
past, present, and future. Both men reacted against the prevailing philosophies
of the Enlightenment, and especially against what they saw as the principle of
abstract reason governing French and other revolutionary attempts to reform
society according to abstract principles rather than on the basis of actual history
and culture. Many of Coleridges views on these issues are contained in The
Statesmans Manual (1816), the first essay in what was planned as a series of
three lay sermons intended to address the ills of contemporary society.
In these sermons, Coleridge bemoaned the modern spirit of commerce and
speculation that had thwarted the diverse potential of human beings; like
Wordsworth, he lamented the contemporary frivolous craving for novelty, and
what he called the general contagion of the mechanical philosophies of the
Enlightenment derived from thinkers such as Locke, Hume, and David Hartley.
He saw this commercial spirit as underlying the principles of the French
Revolution, principles which erected immediate utility and the gratification of
the senses into the ultimate criteria of value, and which reduced all relations into
essentially economic relations. He saw the Revolution as deifying human reason
and as arrogantly misapplying this reason in the presumption that states and
governments might be and ought to be constructed as machines, rather than
evolving naturally on universal principles.
Coleridge sought the antidote to these evils in the collation of the present
with the past, in the habit of thoughtfully assimilating the events of our own age
to those of the time before us. He saw the universal principles of truth and
morality as contained in the Bible, which he advocated as the end and center of
our reading. He insisted that the Bible was the true moral and intellectual
foundation of Europe, and that it expressed a Science of Realities . . . freed
from the phenomena of time and space.
In a formulation which proved to have great impact on later writers such as
Poe and Baudelaire, Coleridge returned to the medieval idea of the Book of
Nature, whereby the world of nature itself contained the correspondences and
symbols of the spiritual world . He made a distinction between symbol and
allegory, defining the latter as merely a translation of abstract notions into a
picture-language which is itself nothing but an abstraction from objects of the
senses. A symbol, on the other hand, is characterized by a translucence of the
Special in the Individual or of the General in the Especial or of the Universal in
the General. Above all by the translucence of the Eternal through and in the
Temporal. It always partakes of the Reality which it renders intelligible; and
while it enunciates the whole, abides itself as a living part in that Unity, of
which it is the representative. The poverty of the modern age, argued Coleridge,
rests partly on its inability to recognize any medium between Literal and
Metaphorical:
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modern thinking either buries faith in the dead letter or replaces it with
products of a mechanical understanding. Coleridge was to be followed by many
others, both radical and conservative, in his reaction against the reduction of
thought and language to a literal, aggregative character. What is perhaps most
interesting about Coleridges perspective is the way he presents eternal and
vital scripture as opposed to modern mechanical or dead philosophies in
terms of the faculties of the human mind. His elaboration of this is integral to his
aesthetics.
In the first place, Coleridge attempted to redeem the notion of reason from
its reductive and abstract status as bequeathed by the Enlightenment. He accused
modern thinkers of seducing understanding from its natural allegiance, whereby
it stood in the courts of faith and reason, allowing it to operate instead in a
misguided independence.
Coleridge effectively charged modern bourgeois thought with reducing
reason to understanding. His thinking here appears to have been influenced by
Kant: he sees reason as a higher and more comprehensive faculty than
understanding. The understanding, according to Coleridge, concerns itself
exclusively with the quantities, qualities, and relations of particulars in time
and space (LS, 59). The understanding, then, gives us a piecemeal knowledge
of what Kant called the phenomenal world, the world of our sense-experience
in space and time. Mere understanding, as elaborated by empiricist philosophers
such as David Hume, is fragmentary; moreover, it cannot comprehend the realm
of morality (LS, 2022). Reason, says Coleridge, is the knowledge of the laws
of the Whole considered as One. It is the science of the universal . So, as with
Kant, reason is a faculty which stands above the understanding, organizing the
knowledge derived from the latter into a more comprehensive unity.
If the understanding is employed in isolation from reason, says Coleridge, it
can be directed only to the material world and our worldly interests; he insists
that the understanding is merely the means not the end of knowledge. This
contrast and connection between reason and understanding furnishes the broader
context for Coleridges view of the imagination. Like Kant, he sees understanding
as a limited power, which, used in independence, entangles itself in
contradictions. Unlike Kant, he sees the corrective and contextualizing relation
of reason to understanding as mediated by the imagination: The completing
power which unites clearness with depth, the plenitude of the sense with the
comprehensibility of the understanding, is the IMAGINATION, impregnated
with which the understanding itself becomes intuitive, and a living power (LS,
69). So Coleridge seems to follow Kant (and much eighteenth-century thought)
in viewing the imagination as a faculty which unites what we receive through
our senses with the concepts of our understanding; but he goes further than Kant
in viewing imagination as a power which completes and enlivens the
understanding so that the understanding itself becomes a more comprehensive
and intuitive (rather than merely discursive) faculty. The Romantics, including
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Coleridge, are often characterized as extolling imagination as the supreme human
faculty. Nonetheless, Coleridge appears to view reason as the supreme faculty,
one which contains all the others: The REASON, (not the abstract reason, not
the reason as the mere organ of science . . . ) . . . the REASON without being
either the SENSE, the UNDERSTANDING or the IMAGINATION contains all
three within itself, even as the mind contains its thoughts, and is present in and
through them all (LS, 6970).
Hence, just as imagination combines sense with understanding, so reason,
placed at a higher vantage point, unites the knowledge derived from all three of
these. And while Coleridge insists that each individual must bear witness to the
light of reason in his own mind, this reason is not strictly a faculty or personal
property of any individual; rather, the individual partakes of the light of a reason
which is universal and divine. Coleridge is now very far from Kant, who had
indeed viewed reason as a higher, regulative faculty but one which was human,
not divine.
What, in fact, Coleridge does in attempting to rescue reason from its modern
reduction to mere fragmentary understanding is to redefine it. What the
Enlightenment philosophers called reason was essentially an individualistic
reason based on direct but piecemeal observation and experience. This is not the
same conception of reason as was espoused by the classical philosophers, or by
Christian theologians, who viewed it as a faculty through which we could acquire
a universalizing knowledge that might contextualize in both moral and intellectual
terms the information we received through our senses. In a sense, then, Coleridge
is returning to an earlier and broader notion of reason, one that he elaborates,
however, in post-Kantian terms. What he does, in a bold and drastic gesture, is
to equate reason with religion. He suggests that Reason and Religion differ
only as a two-fold application of the same power . . . Reason as the science of All
as the Whole, must be interpenetrated by a Power, that represents the concentration
of All in Each  a Power that acts by a contraction of universal truths into
individual duties, as the only form in which those truths can attain life and reality.
Now this is RELIGION, which is the EXECUTIVE of our nature, and on
this account the name of highest dignity, and the symbol of sovereignty. Hence
Coleridge sees the precepts and duties inscribed in religion as an expression of
reason itself. And this reason, for Coleridge, is divine reason: he argues that
human understanding merely snatches at truth; it is partial, fragmentary, and
uncertain; whereas Gods knowledge is absolute and certain (LS, 20). If God
alone is the ground and cause of all things, if God alone contains in himself the
ground of his own nature, and therein of all natures, then Reason hath faith in
its elf, in its own revelations (LS, 32). The primal act of faith, says Coleridge,
is enunciated in the word, GOD: a faith not derived from experience, but its
ground and source, and without which the fleeting chaos of facts would no more
form experience, than the dust of the grave can of itself make a living man. The
imperative and oracular form of the inspired Scripture is the form of reason
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itself in all things purely rational and moral (LS, 18). Whereas, for Kant, the
ultimate ground and enabling principle of experience was the transcendental
ego that stood aloof from and organized particular experiences, Coleridge sees
this transcendental ground not in ourselves but in the Word of God; for him,
reason itself is equated with divine scripture, and thereby made transcendental;
in other words, reason is not, as for the Enlightenment thinkers, a faculty that
operates directly on the data derived from experience; rather, it precedes, enables,
and defines the very possibility of experience.
According to Coleridge, it is the distinguishing principle of Christianity
that in it alone . . . the Understanding in its utmost power and opulence . . .
culminates in Faith, as in its crown of Glory.
These assertions bear broad similarities to the arguments of Aquinas on the
commensurability and mutual complementarity of faith and reason.
Coleridge sees reason defined in this broader sense as a means of
counteracting the tendency of Enlightenment philosophy to reduce reason to a
merely human faculty and one which operates independently of faith: To this
tendency . . . RELIGION, as the consideration of the Particular and Individual
(in which respect it takes up and identifies with itself the excellence of the
Understanding) but of the Individual, as it exists and has its being in the Universal
(in which respect it is one with the pure Reason,)  to this tendency, I say,
RELIGION assigns the due limits (LS, 62).
As Coleridge later states, the elements . . . of Religion are Reason and
Understanding. Hence, if modern thought has reduced all knowledge to the
piecemeal knowledge of the understanding, religion does not dismiss such
knowledge but situates this within a unifying context, one which delves beneath
the particularity of things to their true reality as contained in their universal
characteristics and the pattern of their connections with other entities. Coleridge
states that, because religion comprehends both faculties, of reason and
understanding, throughout civilized history, religion has been the fosterer of poetry
and the fine arts.
Coleridges views of the connection of the various faculties and their
intersection with religion have interesting implications for his aesthetics. Reason
is the supreme faculty or power which embraces the senses, the understanding,
and the imagination.
Coleridge equates this supreme faculty with religious revelation, i.e.,
revelation that precedes and enables human experience, furnishing it with a
transcendent foundation and meaning. He aligns scripture with a mode of writing
that he calls symbolic, and for Coleridge, the symbolic is the realm of the
imagination. In The Statesmans Manual he calls imagination a reconciling and
mediatory power, which incorporating the Reason in Images of the Sense, and
organizing (as it were) the flux of the Senses by the permanence and self-circling
energies of the Reason, gives birth to a system of symbols, harmonious in

19th Century Criticism

themselves, and consubstantial with the truths, of which they are the conductors
(LS, 62). Hence Coleridge sees the notion of a symbol as intrinsically religious;
or, to put it conversely, he sees religious writing as intrinsically symbolic, whereby
events on the worldly temporal level are understood as meaningful ultimatelyin
their symbolic capacity, their capacity to refer to a higher, spiritual system of
significance.
Coleridges views of imagination, and specifically of poetic imagination,
are elaborated in his Biographia Literaria (1817), published shortly after his
Lay Sermons. The Biographia is a highly eclectic mixture of literary
autobiography, literary theory, philosophicalspeculation, and polemic. It is here
that Coleridge offers his best-known definitions of imagination, definitions which,
however, need to be understood in the context outlined above. In the fourth
chapter of the Biographia, Coleridge makes his famous suggestion that fancy
and imagination, contrary to widespread belief, are two distinct and widely
different faculties: they are not two names with one meaning, or . . . the lower
and higher degree of one and the same power. Coleridge sees his distinction
between these faculties, inspired in part by Wordsworths writings, as part of a
broader historical tendency, concomitant with cultural and linguistic refinement,
to desynonymize words that originally shared the same meaning (BL, I, 82
83). It is not, however, until the thirteenth chapter, On the Imagination, that
Coleridge explains his distinction. And even here, his elaboration is drastically
compacted:
Coleridge interrupts his own meditations by quoting a letter (allegedly from
a friend, but actually written by Coleridge himself ) urging him to reserve the
treatment of imagination for a later work where it can be more fully contextualized.
The later work was never written and Coleridges analysis of imagination and
fancy is restricted to the following definitions, which are worth quoting in full:
The IMAGINATION then I consider either as primary, or secondary. The
primary IMAGINATION I hold to be the living Power and prime Agent of all
human Perception, and as a repetition in the finite mind of the eternal act of
creation in the infinite I AM. The secondary I consider as an echo of the former,
co-existing with the conscious will, yet still as identical with the primary in the
kind of its agency, and differing only in degree, and in the mode of its operation.
It dissolves, diffuses, dissipates, in order to re-create; or where this process is
rendered impossible, yet still at all events it struggles to idealize and to unify. It
is essentially vital, even as all objects (as objects) are essentially fixed and dead.
FANCY, on the contrary, has no other counters to play with, but fixities and
definites. The Fancy is indeed no other than a mode of Memory emancipated
from the order of time and space; and blended with, and modified by that empirical
phenomenon of the will, which we express by the word CHOICE. But equally
with the ordinary memory it must receive all its materials ready made from the
laws of association. What Coleridge designates as the primary imagination is
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roughly equivalent to what Kant views as the reproductive imagination: it operates
in our normal perception, combining the various data received through the senses
into a unifying image, which can then be conceptualized by the understanding.
In this role, imagination is an intermediary faculty, uniting the data of the senses
with the concepts of the understanding.
Even in this primary role, however, imagination as formulated by Coleridge
evokes a wider, cosmic context: the very act of perception repeats on a finite
level the divine act of creation. In other words, human perception actively recreates
or copies elements in the world of nature, reproducing these into images that can
be processed further by the understanding. The imagination in this primary
capacity helps us to form an intelligible perspective of the world; this
understanding, however, is fragmentary: we do indeed perceive Gods creation
but in a piecemeal, cumulative fashion. Moreover, there is no originality in the
primary imagination: like Kants reproductive imagination, it is bound by what
we actually experience through the senses as well as the laws for associating
these data.
It is the secondary imagination which is poetic: like Kants productive or
spontaneous imagination, this is creative and forms new syntheses, new and
more complex unities out of the raw furnishings of sense-data. As Coleridge
indicates in the passage above, it breaks down the customary order and pattern
in which our senses present the world to us, recreating these into new
combinations that follow its own rules, rather than the usual laws of association.
Coleridge also stresses in this passage the voluntary and controlled nature of the
secondary or poetic imagination; whereas the primary imagination operates in
an involuntary manner in all people, the secondary imagination belongs to the
poet and is put into action by the conscious will. Nonetheless, this poetic
imagination is still dependent for its raw material on the primary imagination:
Coleridge is careful to state that the two types of imagination differ not in
kind but only in degree. The secondary imagination must exert its creative powers
on the very perceptions supplied by the primary imagination; it cannot operate
independently of them. Another way of putting this might be to say that even the
creative poetic imagination is ultimately rooted in our actual perceptions of the
world: it cannot simply create from nothing, or from the insubstantiality of its
own dreams. For, ultimately, the secondary imagination is perceiving the world
at a higher level of truth, one that sees beneath the surface appearances of things
into their deeper reality, their deeper connections, and their significance within a
more comprehensive scheme that relates objects and events in their human, finite
significance to their symbolic place in the divine, infinite order of things.
We might simply regard Coleridges passage as an index of a reaction against
the primacy of Enlightenment reason, and its displacement by imagination as
the higher and more creative power. Such an explanation, however, tends to be
based on the isolated passage above and tends to over simplify the Romanticism
of both Coleridge and many of the thinkers on whom he drew. It needs to be
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recalled that, even for Coleridge, it is not imagination but reason which is the
highest faculty. As seen earlier, reason for Coleridge is a comprehensive faculty,
whose unifying disposition far exceeds the fragmentary and cumulative operations
of the mere understanding. Coleridge does talk in the Biographia of a philosophic
imagination, which he also calls the sacred power of self-intuition. But this
use of the term imagination seems to be generic: Coleridge uses it synonymously
with what he calls philosophic consciousness or the use of the higher and
intuitive power of reason which alone can view the concepts of the understanding
as an essentially symbolic expression of a higher unity . Hence the secondary,
poetic imagination occupies an intermediary role between the primary
imagination, which unifies the data of sense so that these can be brought under
the concepts of the understanding, and reason, whose ideas unite those concepts
into a still higher unity.
Coleridges view of imagination may be somewhat indebted to Kant, to
Schelling, who identified three levels of imagination (perceptual, philosophical,
and artistic), and to the psychologist Johann Nicolaus Tetens.7 The important
point here is that Coleridges work was part of a growing tendency to ascribe to
the imagination a role beyond the merely perceptual function assigned to it by
Hobbes, Berkeley, and Enlightenment empiricists such as Locke and Hume. An
important element in this elevation of imaginations role was the distinction
between this higher faculty and mere fancy. In the passage above, Coleridge
reproduces with his own modifications a distinction between fancy and
imagination made by several German thinkers such as Tetens, Kant, Ernst Platner,
and Schelling. A long tradition of classical and medieval thought, prevailing
into the eighteenth century, had viewed fancy (the Greek phantasia) as a more
creative power than imagination (from the Latin imaginatio): fancy was associated
with the free play of thought whereas imagination had been restricted to the role
of recalling images.
The German thinkers cited above overturned this hierarchy, lifting
imagination above its merely perceptual role and viewing it as a creative and
unifying force, and assigning to fancy the more mundane role of selecting and
connecting images. In Coleridges formulation, fancy is a more mechanical mode
of creativity: it receives its materials ready made from the law of association,
and Coleridge calls it merely a mode of Memory. In other words, it is a mode
of recalling and recombining images that have actually been experienced.
It may well be asked: what is the difference between fancy and the primary
imagination, which, after all, is also constrained by the experience of our senses?
Two factors might distinguish these faculties. Firstly, though fancy is a mode of
recalling, it is nonetheless emancipated from the order of time and space.
Secondly, it is modified by that empirical phenomenon of the will, which we
express by the word choice. So fancy has a degree of freedom in the way it
recalls images; it is not restricted to the original order of images in time and
space; and it can exercise some choice in the way it combines images. Unlike
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the primary imagination, then, fancy is not merely a perceptual agent; rather, it is
a creative power but operates at a lower level of creativity than the secondary or
poetic imagination, which has the power to dissolve perceptions entirely and
create new combinations. Elsewhere, Coleridge calls imagination a shaping
and modifying power, and fancy the aggregative and associative power .
Indeed, Coleridge refers to imagination as the esemplastic power, a term he
derives from the Greek eis hen plattein meaning to shape into one (BL, I, 168).
Collectively, these statements suggest that imagination unifies material in an
internal organic matter, changing the very elements themselves that are united,
whereas the combinations produced by fancy are aggregative, comprising merely
external addition, as in the placing of images side by side.
Coleridges passage on imagination and fancy is an index of some broader
and more profound changes of world view between eighteenth-century thought,
especially Enlightenment thought, and Romanticism. He saw much modern
philosophy as beset by a dualism between the self and the world, a dualism
introduced into modern philosophy by Descartes in the form of a distinction
between mind and body: To the best of my knowledge Des Cartes was the first
philosopher, who introduced the absolute and essential heterogeneity of the soul
as intelligence, and the body as matter (BL, 129).
Descartes had characterized the mind (or what Coleridge calls soul) as a
thinking substance, a substance that he identified as the essential human self,
whereas matter for him was of a completely different nature, characterized
primarily by extension in space and time. Coleridge sees this distinction as further
refined in modern thought by philosophies such as materialism, hylozoism, and
empiricism. The empiricists Locke and Hume were unable to reconcile the self
and the external world, saying that we could only know our own ideas or
impressions of the world rather than the world itself. Coleridge rejects the various
theories of associationism expounded by Hume and psychologists such as David
Hartley as offering any feasible means of explaining the connection between
mind and body or between self and world, though he accepts Aristotles
explanation of the ways in which ideas are associated (BL, I, 102103).
Coleridge saw most of these philosophies as reducing nature to a dead and
lifeless entity, subject merely to mechanical laws (BL, I, 129 n. 1). He viewed
Kants metaphysics as having taken an important step in overcoming this
fundamental dualism between self and world, or self and nature. He acknowledged
that Kants writings, more than any work, at once invigorated and disciplined
my understanding (BL, I, 153). Kant had attempted to display a necessary
connection between our mental faculties and the world of phenomena or the
world as it appears to us: our minds have an active and necessary role in
constructing this world. However, Kant achieved this necessity at the expense of
positing a noumenal world (the world of things in themselves) which we could
never know through our intellectual apparatus. Like Fichte and Schelling (and
Hegel), Coleridge saw Kants phenomenanoumena distinction as reintroducing
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a distinction or dualism between reality as we know it and ultimate reality
which is unknowable. And, like these other thinkers, he rejected what he took to
be Kants explanation of the noumenon.
The German philosophers Fichte and Schelling had attempted to overcome
Kants distinction. Fichte placed emphasis on the ego, which he identified as the
primary reality: the ego posits itself in a primal act of affirmation, and subsequently
posits nature or the non-ego as a limitation of itself. But Coleridge saw this
stress on the ego as inordinate, and sees Fichtes theory as degenerating into a
crude egoism, opposed to nature which is lifeless, godless, and altogether unholy
(BL, I, 158159). It is primarily to Schelling that Coleridge turns for the resolution
of the dualism between self and nature. However, Coleridge qualifies his debt to
Schelling, tracing the similarities between their ideas to their common reading
of Jacob Bohme (BL, I, 160161).
Though Coleridge claims to have arrived at his fundamental ideas
independently, he calls Schelling the founder of the dynamic philosophy of
nature (as opposed to the empiricist and materialist traditions which rendered
nature lifeless). As Coleridge sees it, philosophy is neither a science of the
reason or understanding only, nor merely a science of morals, but the science of
BEING altogether: it must combine the realms of the speculative and the practical
(or moral). Moreover, all knowledge rests on the coincidence of an object with
a subject (BL, I, 252). For knowledge to arise, then, the dualism of subjective
and objective, inherent in modern philosophy since Descartes, must be overcome.
Coleridge thinks that we can arrive at this reconciliation whether we start from
the subjective or objective pole. If we begin with the objective, or nature, our
initial perspective is that of the natural philosopher:
the more we examine the world of nature, the more we realize that its essence
subsists not in material objects but in the laws that govern those objects and
their connections, the very laws that subsist in man as intelligence and selfconsciousness. We realize, in other words, the essential identity of nature as
object and ourselves as subjects. If, on the other hand, we start out from the
subjective side, our initial position will be that of a transcendental philosopher:
like Kant, Coleridge sees transcendental philosophy as assuming that there is a
reality beyond our senses, but it is nonetheless ultimately grounded in our senses:
it cannot simply construct schemes of its own that bear no relation to our actual
experience (the latter kind of philosophy would be transcendent).
Transcendental philosophy, then, would start out from the fundamental fact of
subjectivity, the I AM or immediate selfconsciousness, which Coleridge sees
as the ground of all other certainty. In proceeding to examine nature, we would
find that this is identical with our self-consciousness. In other words, all the
external objects that we view are in fact modifications of this self-consciousness
or I AM which is the fundamental principle of all philosophy: Only in the
self-consciousness of a spirit is there the required identity of object and
representation . . . the spirit in all the objects which it views, views only itself .
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Hence, though Coleridge begins with the ostensibly Cartesian principle of selfconsciousness, he adopts this principle toward a very different conclusion: instead
of arriving at the dualism of Descartes or other modern philosophers, he is
concerned to abrogate that antithesis, by means of viewing the external world as
a development of self-consciousness. But Coleridge of course situates this identity
of subject and object within an absolute identity of subject and object that
expresses the eternal and divine I AM . Hence all nature is an expression of
the selfconscious will or intelligence of God: We begin with the I KNOW
MYSELF, in order to end with the absolute I AM. We proceed from the SELF, in
order to lose and find all self in GOD. What Coleridge desires is a total and
undivided philosophy where philosophy would pass into religion, and religion
become inclusive of philosophy.
Though many of these ideas may have come directly from Schelling, it is
worth noting that they bear similarities with those of Hegel, whose system also
attempts to overcome the fundamental dualisms and contradictions of bourgeois
thought. What is interesting here is Coleridges historical position as an English
Romantic who introduced or imported into his native tradition some of the
principal tenets of German speculative philosophy, tenets that have become
identified with the broad spectrum of Romantic movements. These tenets, aimed
in part against the mechanistic, fragmentary, and secular spirit of much
Enlightenment thought, include the primacy of subjectivity and selfconsciousness, the elevation of nature beyond mere lifeless mechanism to a
spiritual status, and the perception of a fundamental unity between the human
self and the world of nature.
Coleridges views on the nature of poetry and poetic language are intrinsically
tied to his broader vision as outlined above and, in particular, to his views of
poetic imagination. While he shares some components of this broader vision
with Wordsworth, he takes some pains, in Biographia, to distinguish his positions
precisely from those of his friend. The most basic point on which he differs from
Wordsworth is in his insistence that the language of poetry is essentially different
from that of prose (BL, II, 73).
Whereas Wordsworth saw the poet as a man speaking to men, using the
language of real life (albeit in a more refined form), Coleridge, like the New
Critics of the early twentieth century, saw poetry as essentially untranslatable
into prose. Indeed, Coleridge criticized the poetic practice of neoclassical writers
such as Pope for precisely this, that their poetry took the form of logical argument
and that it seemed to be characterized not so much by poetic thoughts, as by
thoughts translated into the language of poetry.
Coleridge acknowledges that poetry is formed from the same elements as
prose; the difference lies in the different combination of these elements and the
difference of purpose (BL, II, 11). Whereas science, history, and other disciplines
have the communication of truth as their immediate purpose, this conveyance of
truth is for poetry an ultimate purpose. Poetry is distinguished from these other

19th Century Criticism

realms by proposing for its immediate object pleasure, not truth; it is also
distinguished by its insistence on organic unity, such that the pleasure yielded by
any component part of the poem is consonant with the pleasure afforded by any
other part and by the poem as a whole (BL, II, 1213). Coleridge later gives
something like a definition of organic unity: all the parts of an organized whole
must be assimilated to the more important and essential parts (BL, II, 72). Hence,
unlike Pope, who viewed language as the external dress of thought, Coleridge
sees the unity of a poem as shaped from within, through internal connections of
its elements. Wordsworth, too, had seen the immediate purpose of poetry as
producing pleasure. Coleridges explanation of this, however, is different: the
ultimate aim of poetry is indeed the expression of truth, but pleasure is derived
not merely from our view of this final goal but by the attractions of the journey
itself  (BL, II, 14). This view anticipates many modern conceptions of poetry
and poetic autonomy: the primary purpose of poetry is not referential, but rather
to draw attention to itself as a linguistic and material construct, to the journey or
means whereby truth is achieved.
Coleridges renowned definition of poetic faith as a willing suspension
of disbelief  helps explain this poetic autonomy: the images in poetry have a
force and logic of their own that urge the reader to enter the world of poetic
illusion and to suspend judgment as to whether the images of that poetic world
have a real existence. In other words, the question of poetrys reference to reality
is suspended, and the readers gaze is focused on the autonomous poetic world
which is temporarily isolated from all contexts.
Coleridges most comprehensive definition of the activity of the poet
adumbrates the essential features of the foregoing discussion:
The poet, described in ideal perfection, brings the whole soul of man into
activity, with the subordination of its faculties to each other, according to their
relative worth and dignity. He diffuses a tone, and spirit of unity, that blends, and
(as it were) fuses, each into each, by that synthetic and magical power, to which
we have exclusively appropriated the name of imagination. This power, first put
in action by the will and understanding, and retained under their irremissive,
though gentle and unnoticed, controul . . . reveals itself in the balance or
reconciliation of opposite or discordant qualities: of sameness, with difference;
of the general, with the concrete; the idea, with the image; the individual, with
the representative; the sense of novelty and freshness, with old and familiar
objects; a more than usual state of emotion, with more than usual order; judgment
ever awake and steady self-possession, with enthusiasm and feeling profound or
vehement; and while it blends and harmonizes the natural and the artificial, still
subordinates art to nature; the manner to the matter; and our admiration of the
poet to our sympathy with the poetry.
Once again, the composing of poetry is seen as distinct, relying primarily
on the unifying power of imagination, which is put into effect in a voluntary and
controlled manner.What the mere understanding can perceive only in terms of
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opposites  general, concrete, individual, representative, etc.  imagination has
the power to reconcile in a higher vision of unity. This use of the imaginative
power lies at the core of poetrys distinction from prose or from any discursive
activity that brings us conventional perceptions of the world: the poet, through
imagination, can not only reassemble whatever elements the world presents to
our senses but also see the profounder connection of those elements. Nonetheless,
while the poet for Coleridge is a kind of genius, set apart from other men, he
insists that the readers engagement should be with the poetry itself, not with the
poet. Such an insistence contributes to a conception of poetry as autonomous,
and will be repeated by the twentieth-century formalists and New Critics.
Given Coleridges views of the unique status of the poet, it is hardly surprising
that he takes issue with Wordsworths views of poetic language. In his Preface
to the Lyrical Ballads, Wordsworth had urged the poet to abandon the artificial
language of poetic tradition and instead to adopt what he called the real language
of men. He claimed that language in its purest and most philosophical form was
exhibited in rustic life, which had been uncontaminated by the vulgar idioms
and emotions of the city.
Coleridges many objections to these statements can be distilled into two
central arguments: firstly, the term real is equivocal. Every mans language,
says Coleridge, has its individualities, as well as properties common to his social
class and certain words or phrases that are universally used. Moreover, language
varies in every country and every village; given such variety, what would real
language mean? Hence, for real, thinks Coleridge, we should substitute the
term ordinary or lingua communis. And this, he says, is no more to be found in
the language of rustics than in that of any other class.
The second, more fundamental, objection to Wordsworth is that, far from
being the most philosophical language, the rustics discourse is marked by scanty
vocabulary and the communication of isolated facts, rather than the connections
or general laws which constitute the true being of things.
Hence, it is imagination which underlies not only the poets distinctive role,
as set above the sphere of conventional perception, but also his refined use of
language: it is this power through which the poet has the ability to see the
connections and underlying patterns behind the facts that are received discretely
or in a fragmentary and isolated way by the ordinary consciousness.
Thus, as with Wordsworth, Coleridge uses classical Aristotelian precepts 
in this case, the poetic expression of universal truths, and poetry as an imitation
of nature or human nature  toward Romantic ends. What allows the poet to
communicate general and essential truths is the unifying power of imagination,
which sees the connections between particular and general, concrete and abstract,
individual and representative. It is through this very power that the poets
imitation is itself creative, reaffirming and replicating on a lower level the
original creative act of the divine I AM.
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Choose the correct answer:
1. Shaw was a ...........................
(a) Vegetarian
(b) Fabian
(c) Social Fascist
(d) All of these .
2. G.B. Shaw was a/an ......................?
(a) English man
(b) Irish man
(c) American man
(d) None of these
3. From 1888 to 1898 Shaw spent his life as .................. .
(a) Dramatist
(b) Teacher
(c) Professional Critic
(d) None of these
4. Shaw died on 2nd November .................. .
(a) 1950
(b) 1970
(c) 1956
(d) 1945
5. The Swedish Academy voted him the Nobel Prize for Literature
in..........................
(a) 1925
(b) 1926
(c) 1930
(d) 1940

2.6 SUMMARY
Literary criticism is the study, evaluation, and interpretation of literature. Modern
literary criticism is often influenced by literary theory, which is the philosophical
discussion of its methods and goals. Though the two activities are closely related,
literary critics are not always, and have not always been, theorists.
Whether or not literary criticism should be considered a separate field of
inquiry from literary theory, or conversely from book reviewing, is a matter of
some controversy. For example, the Johns Hopkins Guide to Literary Theory
and Criticism draws no distinction between literary theory and literary criticism,
and almost always uses the terms together to describe the same concept. Some
critics consider literary criticism a practical application of literary theory, because
criticism always deals directly with particular literary works, while theory may
be more general or abstract.
The period of European history from 1760 to 1860 was dominated by two
broad series of events, the French Revolution and the Industrial Revolution,
which oversaw the emergence and growth of Romanticism. Both of these
phenomena contributed decisively to the most profound structural change of
this era, the transformation of Europe from a feudal to a bourgeois society. This
introduction will briefly examine that transformation in terms of the political,
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social, and economic causes and effects of the French and Industrial Revolutions,
the growth of nationalism, the kinds of ideological and intellectual struggles
emerging from these phenomena, and the response of writers and critics, much
of which was forged in the heat of those struggles.

2.7 KEY-WORDS
1.

Paraphernalia

2. Euphemism

:

Personal belongings, the article used a particular
activity.
An inoffensive expression used in place of a blunt
one that is felt to be disagreeable or embarrassing.
Euphemisms are used frequently with reference
to such subjects as religion (Gosh darn! for God
damn!), death (pass away instead of die),
bodily functions (comfort station instead of
toilet), and sex (to sleep with instead of to
have sexual intercourse with).On the
extraordinary number and variety of sexual
euphemisms in Shakespeares plays, see Eric
Partridge, Shakespeares Bawdy (1960).

:

2.8 REVIEW QUESTIONS
1. Discuss the importance of 19th century in the history of literary criticism.
2. Critically comment on Kant.
3. Wrtie a brief note on the life of Kant.
4. What is meant by Romanticism? Explain.
Answers: Self-Assessment
1. (d),

2. (b),

3. (c),

4. (a),

5. (a),

2.9 FURTHER READINGS
1. The Critical Sense - James Reeves.
2. Literature and Criticism-H. Coombes
3. Hstory of English Literature -I for Evans.
4. History of Literary Criticism- h. Blamires ( Harcourt)
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UNIT - 3
T. S. ELIOT: ESSAYS
STRUCTURE
3.0 Objectives
3.1 Introduction
3.2 Tradition and the Individual Talent
3.3 The Function of Criticism
3.4 The Achievement of T.S. Eliot as a Critic
3.5 The Concept of Tradition and Individual talent
3.6 TextTradition and Individual Talent
3.7 Tradition and Individual Talent: Critical Appreciation
3.8 Analysis
3.9 Self-Assessment
3.10 Summary
3.11 Key-Words
3.12 Review Questions
3.13 Further Readings

3.0 OBJECTIVES
After reading this Unit students will be able to :


Discuss Tradition and the Individual Talent, the most influential essay
Eliot wrote, and The Function of Criticism where he talks about the tools
of the critic.



Evaluate his achievement as a critic, and try to gauge his influence on later
critics.

3.1 INTRODUCTION
Thomas Stearns Eliot (1888-1965) is probably the best known and most influential
English poet of the twentieth century. His work as a critic is equally significant.
He was born in St Louis, Missouri; his parents belonged to New England, from
a section of society which has been called WASP : White, Anglo-Saxon,
Protestant, that is, part of the mainstream of society which colonized the eastern
coast of America. He joined Harvard University in 1906, obtained his M.A. in
1911, and started work on a doctoral thesis on the philosophy of F.H. Bradley. In
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1912 he was appointed an assistant at Harvard, but he was already under the
influence of the symbolists, and had started writing poems in the manner of
Jules Laforgue. He spent one year (1910-11) in Paris, and in 1914 he joined
Merton College, Oxford. He settled in London, and became a member of the
Anglican church and a British citizen in 1927, preferring to renounce his American
heritage. He left academic pursuits to earn a living, working first in a bank, later
as an editor with the publishing firm of Faber and Faber. In 1922 he founded The
Criterion, a cultural quarterly, and The Waste Land was published in the inaugural
issue. In 1924 he published Homage to John Dryden, which contained studies of
Dryden and the metaphysical poets. This was followed by For Lancelot Andrews
: Essays on Style and Order (1928) in which he announced himself to be classicist
in literature, royalist in politics and Anglo-Catholic in religion. His major books
of criticism include The Sacred Wood (1920), The Use of Poetry and the Use of
Criticism (1933), and Notes Towards the Definition of Culture (1949) and On
Poetry and Poets (1957). I am sure you are already familiar with his achievements
as a poet and dramatist. He was awarded the Nobel Prize for Literature in 1948.

Novels of Forster: Where Angels Fear to Tread (1905); The Longest
Journey (1907); A Room with a View (1908); Howards End (1910);
A Passage to India (1924); and Maurice (posthumously, 1971).
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T.S. Eliots critical output was quite diverse; he wrote theoretical pieces as well
as studies of particular authors. In To Criticize the Critic, a lecture delivered
at Leeds University in 1961, Eliot divided his prose writings into three periods.
During the first, he was writing for journals like The Egoist; the main influences
on him were Ezra Pound, and Eliots teacher Irving Babbitt, who had introduced
him to the philosophy of Humanism at Harvard. The second period, roughly
from 1918 to 1930, was primarily one of regular contributions to the Athenaeum
and the Times Literary Supplement; the third period was one of lectures and
addresses, after Eliot had established himself as the leading poet of the age. As
he grew older, he produced a lot of social and religious criticism; books like
The Idea of a Christian Society (1939) shed light on his literary criticism and
poetry. The later writings reveal a certain tiredness, a refusal to take his role as
poet-critic seriously. He often suggested in his later lectures that he ought not to
be taken too seriously. His second lecture on Milton, delivered in 1947,
contradicts his first one, delivered in 1936, which declared that Miltons poetry
could only be an influence for the worse, upon any poet whatsoever and
accused Milton of having done damage to the English language from which it
has not wholly recovered. His convoluted style of qualification and reservations
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grows more complex over the years. In the words of George Watson, (he is
commenting on Eliots two lectures on Milton), Argument advances crabwise.
His first book, The Sacred Wood : Essays on Poetry and Criticism (1920),
containing seminal essays like Tradition and the Individual Talent and
Hamlet, is central to his achievement as a critic. It is this early work which
influenced the New Critics.

3.2 TRADITION AND THE INDIVIDUAL TALENT
Tradition and the Individual Talent (1919) clearly expresses Eliots concepts
about poetry and the importance of tradition. Eliot emphasizes the need for critical
thinkingcriticism is as inevitable as breathing. He feels that it is unfortunate
that the word tradition is mentioned only with pejorative implications, as when
we call some poet too traditional. He questions the habit of praising a poet
primarily for those elements in his work which are more individual and
differentiate him from others. According to T.S. Eliot, even the most individual
parts of a poets work may be those which are most alive with the influence of
his poetic ancestors. Eliot stresses the objective and intellectual element. The
whole of past literature will be in the bones of the poet with the true historical
sense, a feeling that the whole of the literature of Europe from Homer and
within it the whole of the literature of his own country has a simultaneous
existence and composes a simultaneous order. No poet has his complete meaning
alone. For proper evaluation, you must set a poet, for contrast and comparison,
among the dead poets. Eliot envisages a dynamic relationship between past and
present writers. The existing monuments form an ideal order among themselves,
which is modified by the introduction of the new (the really new) work of art
among them. An artist can be judged only by the standards of the past; this does
not mean the standards of dead critics. It means a judgement when two things,
the old and the new, are measured by each other. To some extent, this resembles
Matthew Arnolds touchstone; the ideal order formed by the existing
monuments provide the standard, a kind of touchstone, for evaluation. As with
Arnolds touchstones, Eliots ideal order is subjective and in need of modification
from time to time.
Eliot lays stress on the artist knowing the mind of Europe  the mind of
his own countrya mind which he learns in time to be much more important
than his own private mind. But he does not mean pedantic knowledge, he means
a consciousness of the past, and some persons have a greater sensitivity to this
historical awareness. As Eliot states, with epigrammatic brevity, Some can absorb
knowledge, the more tardy must sweat for it. Shakespeare acquired more essential
history from Plutarch than most men could from the whole British Museum.
Throughout Eliots poetry and criticism, we find this emphasis on the artist
surrendering himself to some larger authority. His later political and religious
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writings too valorized authority. It is interesting that Eliot always worked within
his own cultural space : religion meant Christianity, while literature, culture and
history meant exclusively European literature, culture or history. Tradition, for
Eliot, means an awareness of the history of Europe, not as dead facts but as an
ever-changing yet changeless presence, constantly interacting subconsciously
with the individual poet.
He wants the poet to merge his personality with the tradition. The progress
of the artist is a continual self-sacrifice, a continual extinction of personality.
He suggests the analogy of the catalyst in a scientific laboratory for this process
of depersonalization. The mind of the poet is a medium in which experiences
can enter into new combinations. When oxygen and sulphur dioxide are mixed
in the presence of a filament of platinum, they form sulphuric acid. This
combination takes place only in the presence of platinum, which is the catalyst.
But the sulphuric acid shows no trace of platinum, which remains unaffected.
The catalyst facilitates the chemical change, but does not participate in it, and
remains unchanged. Eliot compares the mind of the poet to the shred of platinum,
which will digest and transmute the passions which are its material. Eliot shifts
the critical focus from the poet to the poetry, and declares, Honest criticism and
sensitive appreciation are directed not upon the poet but upon the poetry. Eliot
sees the poets mind as a receptacle for seizing and storing up numberless
feelings, phrases, images, which remain there until all the particles which can
unite to form a new compound are present together. He says that concepts like
sublimity, greatness or intensity of emotion are irrelevant. It is not the
greatness of the emotion that matters, but the intensity of the artistic process, the
pressure under which the artistic fusion takes place, that is important. In this
way he rejects the Romantic emphasis on genius and the exceptional mind.
Eliot refutes the idea that poetry is the expression of the personality of the
poet. Experiences important for the man may have no place in his poems, and
vice-versa. The emotions occasioned by events in the personal life of the poet
are not important. What matters is the emotion transmuted into poetry, the feelings
expressed in the poetry. Emotions which he has never experienced will serve
his turn as well as those familiar to him. Eliot says that Wordsworths formula
is wrong. (I am sure you would remember Wordsworths comments on poetry in
the Preface to the Lyrical Ballads : Poetry is the spontaneous overflow of
powerful feeling : it takes its origins from emotion recollected in tranquility.)
For Eliot, poetry is not recollection of feeling, it is a new thing resulting from
the concentration of a very great number of experiences ... it is a concentration
which does not happen consciously or of deliberation. Eliot believes that Poetry
is not a turning loose of emotion, but an escape from emotion; it is not the
expression of personality, but an escape from personality. For him, the emotion
of art is impersonal, and the artist can achieve this impersonality only by
cultivating the historical sense, by being conscious of the tradition.
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It is now generally believed that Eliots idea of tradition is rather narrow in
two respects. First, hes talking of simply the poetic tradition and neglects the
fact that even the poetic tradition is a complex amalgam of written and oral
poetry and the elements that go into them. It was only in later writings that he
realised the fact that in the making of verse many elements are involved. In his
writings on poetic drama he gives evidence of having broadened his scope.
Second, Eliot is neglecting other traditions that go into social formations. When
he later wrote Religion and Literature, he gives more scope to non-poetic
elements of tradition. On these considerations one can say that he develops his
ideas on tradition throughout his literary career  right up to the time he wrote
Notes Towards a Definition of Culture in which tradition is more expansive
than in his earlier writings.

3.3 THE FUNCTION OF CRITICISM
Early in his career, Eliot had declared, The poet critic is criticizing poetry in
order to create poetry (The Perfect Critic, 1920). Eliots criticism was
subsidiary to his creative writing. We can consider him Drydens successor
because his critical work serves the purpose of introducing and justifying his
own practice as a poet and playwright. He also shared Drydens classical leanings.
In The Function of Criticism (1923), Eliot unambiguously states his views on
criticism, and on the methodology it should adopt.
He begins the essay by repeating his views on tradition expressed in
Tradition and the Individual Talent. That essay postulated a certain order of
literary masterpieces which constituted tradition. It is only in relation to this
tradition that individual artists have their significance. He says that criticism too
requires the same sacrifice of the ego.
He defines criticism as the commentation and exposition of works of art
by means of written words. Criticism, unlike literature, is not an autotelic activity,
it is dependent on literature. The purpose of criticism is the elucidation of works
of art and the correction of taste. Commenting on the prevailing state of criticism,
Eliot bemoans the fact that criticism, far from being a simple and orderly field
of beneficent activity is a field where critics excel in opposing each other. For
Eliot, criticism should be marked by cooperative labour. The critic ... should
endeavour to discipline his personal prejudices and cranks ... and compose his
differences with as many of his fellows as possible, in the common pursuit of
true judgement. In the New Critics in America, we find a demonstration of this
co-operative venture. And much of Leaviss criticism is expressed in terms of
friendly debate, as if he were discussing the work with a colleague, and trying to
reach a consensus. A collection of his essays has the very apt title, The Common
Pursuit; the title pays a graceful compliment to Eliots theory of criticism, and
also demonstrates the use of this collaborative method.
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Eliot refutes a fellow critic Middleton Murrays suggestion that progress is
possible by following the Inner Voice. He believes that following the Inner
Voice is only an excuse for doing as one likes. He feels that Matthew Arnold
is among those who value tradition and the accumulated wisdom of time.
According to Eliot, Arnold distinguishes too sharply between the creative and
critical, he overlooks the importance of criticism in the work of creativity.
Eliot believes that the larger part of the labour of an author in composing his
work is critical labour : the labour of sifting, combining, constructing, expunging,
correcting, testing : this frightful toil is as much critical as creative. He says
some creative writers are superior to others solely because their critical faculty
is superior. He believes that the criticism employed by a good writer on his own
work is the most vital, the highest kind of criticism. The vast amount of critical
labour may not be apparent, it may have flashed in the very heat of creation.
Just because it is not obvious, and we have no way of knowing what goes on in
the mind of the creative artist, we should not assume that this critical activity is
absent. Here Eliot is presenting his concept of artistic activity; in Tradition and
the Individual Talent, he had talked about impersonality and criticized
Wordsworths concept of poetry as a spontaneous overflow. Here Eliot attacks
the idea that the great artist is an unconscious artist. Art does not arise just
from inspiration; a lot of effort has to go into perfecting it, expunging, correcting,
testing.
According to Eliot, The critical activity finds its highest, its true fulfilment
in a kind of union with creation in the labour of the artist. It follows that creative
artists would be the best critics. He admits that at one time he believed that the
only critics worth reading are the critics who practised and practised well, the art
of which they wrote. He says that what gives the practitioners criticism its
special force is his highly developed sense of fact. The best critics can make
nebulous feelings into something precise, tractable, under control.
Eliot then considers the importance of interpretation. A critic may feel that
he has the true understanding of a work, but there is no way of confirming this
interpretation. Eliot feels that such interpretations are of no use; far more useful
would be to put the reader in possession of facts about the work to enable him to
respond to it fully. Interpretation is only legitimate when it is not interpretation
at all, but merely putting the reader in possession of facts which he would
otherwise have missed.
Eliot has already said that criticism is a common pursuit. Now he tells us
how to go about it. Comparison and analysis, I have said before, and Remy de
Gourmont has said before me, are the chief tools of the critic. But one must
know what to compare and what to analyze, we should not reduce it to a
mechanical exercise, counting the number of times giraffes are mentioned in
the English novel. He is against interpreters who can find things in the poem
which are not there. He uses the metaphor of medical dissection to emphasize
his point : Comparison and analysis need only the cadavers on the table; but

T.S. Eliot : Essays

Notes

interpretation is always producing parts of the body from its pockets, and fixing
them in place. The text is compared to the dead body on the operation table;
when an interpreter puts ideas of his own making into the reading of the poem,
he is compared to a doctor bringing in parts from outside when conducting a
post mortem. Eliot feels that anything which produces a fact even of the lowest
order about a work of art is better. With a trace of wit, he states, We assume, of
course, that we are masters and not servants of facts, and that we know that the
discovery of Shakespeares laundry bills would not be of much use to us. But
he adds that we should reserve judgement on the futility of research, it is possible
that some genius may appear in the future who would make good use of even
trivial facts. He feels that facts cannot corrupt taste, but impressionistic criticism,
expressing opinion or fancy (he suggests Coleridges comments on Hamlet as an
example) can be harmful. He ends the essay by warning us against an ever present
danger of criticism : the multiplication of critical books and essays may create
.. a vicious taste for reading about works of art instead of reading the works
themselves, it may supply opinion instead of educating taste.
Eliot anchors criticism squarely in the text and is wary of opinionated views.
In this respect Eliot echoes some contemporary theorists who believe that a text
is animated by the reader and the critic only facilitates the exercise.

3.4 THE ACHIEVEMENT OF T.S. ELIOT AS A CRITIC
Eliots influence as a poet and critic has done a lot to establish a climate favorable
to objective criticism, eschewing the nebulous impressionism of the preceding
age. His best critical writing analyzes and clarifies the theoretical and technical
problems which had a bearing on his writing of poetry. He made an important
contribution to ideas concerning the integrity of poetry, the process of poetic
composition, the importance of tradition to the maturing of the individual talent,
the relation of the past and the present, and the fusion of feeling and thought.
Eliot as a critic can be considered a successor of Matthew Arnold, because he
assumed the role of a guardian of culture; like Arnold, he laid stress on impartiality,
and proper evaluation of a poet. And like Arnold, he became a legislator of literary
culture, as his later writings testify.
The earlier Eliot staunchly defended the autonomy of art, arguing against
linking up art and religion or art and morality. But later he started believing in
the importance of the poets beliefs. R, n, Wellek points out that Eliot advocated
a double standard of criticism : artistic on the one hand and moral-philosophicaltheological on the other. Eliot declared (in Essays Ancient and Modern, 1936)
In an age like our own ... it is the more necessary ... to scrutinize works of
imagination, with explicit ethical and theological standards. The greatness of
literature cannot be determined solely by literary standards; though we must
remember that whether it is literature or not can be determined only by literary
standards.
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Many fellow critics have expressed their dissatisfaction with Eliots
criticism, in spite of its great influence. Yvor Winters categorically states,
Eliot is a theorist who has repeatedly contradicted himself on every important
issue that he has touched... many of them [the contradictions] occur within
the same book or even within the same essay. F.R. Leavis grants Eliots
eminence as a poet, but feels that his criticism falls short of the consciousness
that one thinks of as necessary to the great creative writer. According to
Leavis, some of the ideas, attitudes, and valuations put into currency by
Eliot were arbitrary. He says that Tradition and the Individual Talent is
notable for its ambiguities, its logical inconsequence, its pseudo-precisions,
its fallaciousness, and the aplomb of its equivocations and its specious
cogency. He attacks the falseness of Eliots doctrine of impersonality,
and says that it is designed to eliminate the conception of the artist as an
individual distinguished by his openness to life.
Lack of clarity is another common charge. W.K. Wimsatt says of Tradition
and the Individual Talent :
This celebrated early essay, despite its forceful suggestiveness, the
smoothness and fullness of its definition of the poets impersonality was a highly
ambiguous statement. Therein, no doubt, consisted something of its pregnancy.
In this essay as poet and critic Eliot is saying two things about three ideas (man,
poet and poem) and saying them simultaneously. He is saying that a poet ought
to depersonalize his raw experience, transcend the immediacy of the suffering
man. At the same time, he is saying that the reader ought to read the poem
impersonally, as an achieved expression, not personally, with attendant inquiries
into the sufferings, the motives of the man behind the poem. The idea poet as
Eliot employs it in this essay is sometimes the antithesis of man and sometimes
the antithesis of poem.
The attempt to minimize the role of the poets personality leads to
confusion, as two views of the mind emerge from this essay. The mind is
presented as an agent of change, it is an active force which transmutes
experience, Eliot refers to the mind which creates. But it is also referred to
as a catalyst, which facilitates change without itself changing. His further
statement only confuses the issue further, when he says, the more perfect
the artist the more completely separate in him will be the man who suffers
and the mind which creates.
In many places there is a gap between his theoretical formulations and
his practical criticism. He insisted that critics should not indulge in
interpretation or judgement : The critic must not coerce, and he must not
make judgements of worse or better (The Sacred Wood,). But his best
essays, whether on the metaphysical poets, Marvell or Milton, make clear
value judgements. Even the concept of a tradition implies an hierarchy, for
it is the best works which make up the tradition that Eliot considers so
important.
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3.5 THE CONCEPT OF TRADITION AND INDIVIDUAL
TALENT
According to the Cambridge Advanced Learners Dictionary, Tradition means a
belief, principle or way of acting which people in a particular society or group
have continued to follow for a long time, or all of these beliefs, etc. in a particular
society or group. Merriam-Webster Dictionary describes Tradition an inherited,
established, or customary pattern of thought, action or behavior (as a religious
practice or a social custom). Eliot commences the essay with the general attitude
towards Tradition. He points out that every nation and race has its creative and
critical turn of mind, and emphasises the need for critical thinking. We might
remind ourselves that criticism is as inevitable as breathing.In Tradition and
Individual Talent, Eliot introduces the idea of Tradition. Interestingly enough,
Eliots contemporaries and commentators either derided the idea as irrelevant,
conservative and backward-looking stance or appreciated the idea and read it in
connection with Matthew Arnolds historical criticism of texts popularly known
as touchstone method. In this section we will first make an attempt to summarize
Eliots concept of tradition and then will seek to critique it for a comprehensive
understanding of the texts.
At the very outset, Eliot makes it clear that he is using the term tradition as
an adjective to explain the relationship of a poem or a work to the works of dead
poets and artists. He regrets that in our appreciation of authors we hardly include
their connections with those living and dead. Also our critical apparatus is
significantly limited to the language in which the work is produced. A work
produced in a different language can be considered for a better appreciation of
the work. In this connection, he notices our tendency to insist those aspects
of a writers work in which he least resembles anyone else. Thus, our
appreciation of the writer is derived from exhumation of the uniqueness of the
work. In the process, the interpretation of the work focuses on identifying the
writers difference from his predecessors. Eliot critiques this tendency in literary
appreciation and favours inclusion of work or parts of work of dead poets and
predecessors.
Although Eliot attaches greater importance to the idea of tradition, he rejects
the idea of tradition in the name of Blind or Timid Adherence to successful
compositions of the past. By subscribing to the idea of tradition, Eliot does not
mean sacrificing novelty nor does he mean slavish repetitions of stylistic and
structural features. By the term Tradition, he comes up with something of
much wider significance. By Tradition, he does not refer to a legacy of writers
which can be handed down from a generation to another generation. It has nothing
to do with the idea of inheritance; rather it regrets a great deal of endeavour. He
further argues, It involves... The historical sense... and the historical sense
involves a perception, not only of the pastness of the past but its presence;
This historical sense, which is a sense of the timeless as well as of the temporal
and of the timeless and of the temporal together, is what makes a writer
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traditional. By this statement, Eliot wants to emphasize that the writer or the
poet must develop a sense of the pastness of the past and always seeks to examine
the poem or the work in its relation to the works of the dead writers or the poets.
To substantiate his point of view, Eliot says, No poet, no artist of any art, has
his complete meaning alone. His significance, his appreciation is the appreciation
of his relation to the dead poets and the artists. As he says this, he is perfectly
aware of Matthew Arnolds notion of historical criticism and therefore distances
himself from such the Arnoldian critical stance. He identifies his approach to
literary appreciation as a principle of aesthetics and thereby distinguishes it
from Arnolds Historical Criticism. Thus, Eliot offers an organic theory and
practice of literary criticism. In this, he treats tradition not as a legacy but as an
invention of anyone who is ready to create his or her literary pantheon, depending
on his literary tastes and positions. This means that the development of the writer
will depend on his or her ability to build such private spaces for continual
negotiation and even struggle with illustrious antecedents, and strong influences.
Harold Bloom terms the state of struggle as The anxiety of influence, and he
derides Eliot for suggesting a complex, an elusive relationship between the
tradition and the individual, and goes on to develop his own theory of influence.
The Concept of Impersonality
In the second part of the essay Eliot argues that Honest Criticism and sensitive
appreciation are directed not upon the poet but upon the poetry. This hints at
the actual beginning of New Criticism where the focus will shift from author to
the text. Eliot here defines the poets responsibility. The poet is not supposed to
compose poetry which is full of his personal emotions. He must subscribe himself
to something more valuable, i.e., what others have composed in the past. Thus,
Eliot emphasizes objectivity in poetry. Eliot believes that some sort of physical
distancing, to use Bulloughs term, is necessary for successful composition. He
also mentions that the poet has to merge his personality with the tradition:The
progress of the artist is a continual self-sacrifice, a continual extinction of
personality. The mind of the poet is a medium in which experiences can enter
new combinations. He exemplifies this process as when oxygen and sulphur
dioxide are mixed in the presence of a filament of platinum, they form sulphuric
acid. This combination takes place only in the presence of platinum, which acts
as the catalyst. But the sulphuric acid shows no trace of platinum, and remains
unaffected. The catalyst facilitates the chemical change, but does not participate
in the chemical reaction, and remains unchanged. Eliot compares the mind of
the poet to the shred of platinum, which will digest and transmute the passions
which are its material. He suggests the analogy of a catalysts role in a chemical
process in a scientific laboratory for this process of depersonalization. Eliot sees
the poets mind as a receptacle for seizing and storing up numberless feelings,
phrases, images, which remain there until all the particles which can unite to
form a new compound are present together. He says that concepts like
sublimity, greatness or intensity of emotion are irrelevant. It is not the
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greatness of the emotion that matters, but the intensity of the artistic process, the
pressure under which the artistic process takes place, that is important. In this
way he dissociates the notion on the artistic process from an added emphasis on
genius and the exceptional mind.
Eliot refutes the idea that poetry is the expression of poets personality.
Experiences in the life of the man may have no place in his poems, and viceversa. The emotions occasioned by events in the personal life of the poet are not
important. What matters is the emotion transmuted into poetry, the feelings
expressed in the poetry. Emotions which he has never experienced will serve
his turn as well as those familiar to him. Eliot critiques Wordsworths definition
of poetry in the Preface to the Lyrical Ballads: Poetry is the spontaneous overflow
of powerful feeling: it takes its origins from emotion recollected in tranquility.For
Eliot, poetry is not recollection of feeling, it is a new thing resulting from the
concentration of a very great number of experiences . . . it is a concentration
which does not happen consciously or of deliberation. Eliot defines that Poetry
is not a turning loose of emotion, but an escape from emotion; it is not the
expression of personality, but an escape from personality. For him, the emotion
of art is impersonal, and the artist can achieve this impersonality only by and
being conscious of the tradition, He is talking about the poetic tradition and
neglects the fact that even the poetic tradition is a complex mixture of written
and oral poetry and the elements that go into them. It was only in his later writings
that he realized that in poetic composition many elements are involved. In his
poetic dramas, he sought to brodent his scope. Eliot has also ignored other
traditions that go into social formations. In Religion and Literature, he has
dealt with the non-poetic elements of tradition at length. He kept on developing
his notion of tradition right up to the time he wrote Notes towards a definition
on culture.
Creative writer has artistic sensibility. He observes the world like any
common men. But his vision observes the world quite differently. He can perceive
from life-experience what common man cannot see at all. This experience and
observation get imaginative colours with the help of artistic sensibility. He creates
a world of imaginative reality. His world is more beautiful and artistic than the
real world. He is naturally gifted to create the work which has power to move or
transport the reader. He gets his raw material from the life. He is critic of life.

3.6 TEXTTRADITION AND INDIVIDUAL TALENT
In English writing we seldom speak of tradition, though we occasionally apply
its name in deploring its absence. We cannot refer to the tradition or to a
tradition; at most, we employ the adjective in saying that the poetry of So-andso is traditional or even too traditional. Seldom, perhaps, does the word
appear except in a phrase of censure. If otherwise, it is vaguely approbative,
with the implication, as to the work approved, of some pleasing archæological
reconstruction. You can hardly make the word agreeable to English ears without
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this comfortable reference to the reassuring science of archæology.
Certainly the word is not likely to appear in our appreciations of living or
dead writers. Every nation, every race, has not only its own creative, but its own
critical turn of mind; and is even more oblivious of the shortcomings and
limitations of its critical habits than of those of its creative genius. We know, or
think we know, from the enormous mass of critical writing that has appeared in
the French language the critical method or habit of the French; we only conclude
(we are such unconscious people) that the French are more critical than we,
and sometimes even plume ourselves a little with the fact, as if the French were
the less spontaneous. Perhaps they are; but we might remind ourselves that
criticism is as inevitable as breathing, and that we should be none the worse for
articulating what passes in our minds when we read a book and feel an emotion
about it, for criticizing our own minds in their work of criticism. One of the facts
that might come to light in this process is our tendency to insist, when we praise
a poet, upon those aspects of his work in which he least resembles anyone else.
In these aspects or parts of his work we pretend to find what is individual, what
is the peculiar essence of the man. We dwell with satisfaction upon the poets
difference from his predecessors, especially his immediate predecessors; we
endeavour to find something that can be isolated in order to be enjoyed. Whereas
if we approach a poet without this prejudice we shall often find that not only the
best, but the most individual parts of his work may be those in which the dead
poets, his ancestors, assert their immortality most vigorously. And I do not mean
the impressionable period of adolescence, but the period of full maturity.
Yet if the only form of tradition, of handing down, consisted in following
the ways of the immediate generation before us in a blind or timid adherence to
its successes, tradition should positively be discouraged. We have seen many
such simple currents soon lost in the sand; and novelty is better than repetition.
Tradition is a matter of much wider significance. It cannot be inherited, and if
you want it you must obtain it by great labour. It involves, in the first place, the
historical sense, which we may call nearly indispensable to anyone who would
continue to be a poet beyond his twenty-fifth year; and the historical sense involves
a perception, not only of the pastness of the past, but of its presence; the historical
sense compels a man to write not merely with his own generation in his bones,
but with a feeling that the whole of the literature of Europe from Homer and
within it the whole of the literature of his own country has a simultaneous
existence and composes a simultaneous order. This historical sense, which is a
sense of the timeless as well as of the temporal and of the timeless and of the
temporal together, is what makes a writer traditional. And it is at the same time
what makes a writer most acutely conscious of his place in time, of his
contemporaneity.
No poet, no artist of any art, has his complete meaning alone. His
significance, his appreciation is the appreciation of his relation to the dead poets
and artists. You cannot value him alone; you must set him, for contrast and
comparison, among the dead. I mean this as a principle of æsthetic, not merely
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historical, criticism. The necessity that he shall conform, that he shall cohere, is
not one-sided; what happens when a new work of art is created is something that
happens simultaneously to all the works of art which preceded it. The existing
monuments form an ideal order among themselves, which is modified by the
introduction of the new (the really new) work of art among them. The existing
order is complete before the new work arrives; for order to persist after the
supervention of novelty, the whole existing order must be, if ever so slightly,
altered; and so the relations, proportions, values of each work of art toward the
whole are readjusted; and this is conformity between the old and the new. Whoever
has approved this idea of order, of the form of European, of English literature,
will not find it preposterous that the past should be altered by the present as
much as the present is directed by the past. And the poet who is aware of this will
be aware of great difficulties and responsibilities.
In a peculiar sense he will be aware also that he must inevitably be judged
by the standards of the past. I say judged, not amputated, by them; not judged to
be as good as, or worse or better than, the dead; and certainly not judged by the
canons of dead critics. It is a judgment, a comparison, in which two things are
measured by each other. To conform merely would be for the new work not
really to conform at all; it would not be new, and would therefore not be a work
of art. And we do not quite say that the new is more valuable because it fits in;
but its fitting in is a test of its valuea test, it is true, which can only be slowly
and cautiously applied, for we are none of us infallible judges of conformity. We
say: it appears to conform, and is perhaps individual, or it appears individual,
and may conform; but we are hardly likely to find that it is one and not the other.
To proceed to a more intelligible exposition of the relation of the poet to the
past: he can neither take the past as a lump, an indiscriminate bolus, nor can he
form himself wholly on one or two private admirations, nor can he form himself
wholly upon one preferred period. The first course is inadmissible, the second is
an important experience of youth, and the third is a pleasant and highly desirable
supplement. The poet must be very conscious of the main current, which does
not at all flow invariably through the most distinguished reputations. He must be
quite aware of the obvious fact that art never improves, but that the material of
art is never quite the same. He must be aware that the mind of Europethe mind
of his own countrya mind which he learns in time to be much more important
than his own private mindis a mind which changes, and that this change is a
development which abandons nothing en route, which does not superannuate
either Shakespeare, or Homer, or the rock drawing of the Magdalenian
draughtsmen. That this development, refinement perhaps, complication certainly,
is not, from the point of view of the artist, any improvement. Perhaps not even
an improvement from the point of view of the psychologist or not to the extent
which we imagine; perhaps only in the end based upon a complication in
economics and machinery. But the difference between the present and the past is
that the conscious present is an awareness of the past in a way and to an extent
which the pasts awareness of itself cannot show.
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Some one said: The dead writers are remote from us because we know so
much more than they did. Precisely, and they are that which we know. I am
alive to a usual objection to what is clearly part of my programme for the métier
of poetry. The objection is that the doctrine requires a ridiculous amount of
erudition (pedantry), a claim which can be rejected by appeal to the lives of
poets in any pantheon. It will even be affirmed that much learning deadens or
perverts poetic sensibility. While, however, we persist in believing that a poet
ought to know as much as will not encroach upon his necessary receptivity and
necessary laziness, it is not desirable to confine knowledge to whatever can be
put into a useful shape for examinations, drawing-rooms, or the still more
pretentious modes of publicity. Some can absorb knowledge, the more tardy
must sweat for it. Shakespeare acquired more essential history from Plutarch
than most men could from the whole British Museum. What is to be insisted
upon is that the poet must develop or procure the consciousness of the past and
that he should continue to develop this consciousness throughout his career.
What happens is a continual surrender of himself as he is at the moment
to something which is more valuable. The progress of an artist is a continual
self-sacrifice, a continual extinction of personality. There remains to define this
process of depersonalization and its relation to the sense of tradition. It is in this
depersonalization that art may be said to approach the condition of science. I
shall, therefore, invite you to consider, as a suggestive analogy, the action which
takes place when a bit of finely filiated platinum is introduced into a chamber
containing oxygen and sulphur dioxide.
Honest criticism and sensitive appreciation is directed not upon the poet
but upon the poetry. If we attend to the confused cries of the newspaper critics
and the susurrus of popular repetition that follows, we shall hear the names of
poets in great numbers; if we seek not Blue-book knowledge but the enjoyment
of poetry, and ask for a poem, we shall seldom find it. In the last article I tried to
point out the importance of the relation of the poem to other poems by other
authors, and suggested the conception of poetry as a living whole of all the poetry
that has ever been written. The other aspect of this Impersonal theory of poetry
is the relation of the poem to its author. And I hinted, by an analogy, that the
mind of the mature poet differs from that of the immature one not precisely in
any valuation of personality, not being necessarily more interesting, or having
more to say, but rather by being a more finely perfected medium in which
special, or very varied, feelings are at liberty to enter into new combinations.
The analogy was that of the catalyst. When the two gases previously mentioned
are mixed in the presence of a filament of platinum, they form sulphurous acid.
This combination takes place only if the platinum is present; nevertheless the
newly formed acid contains no trace of platinum, and the platinum itself is
apparently unaffected; has remained inert, neutral, and unchanged. The mind of
the poet is the shred of platinum. It may partly or exclusively operate upon the
experience of the man himself; but, the more perfect the artist, the more completely
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separate in him will be the man who suffers and the mind which creates; the
more perfectly will the mind digest and transmute the passions which are its
material.
The experience, you will notice, the elements which enter the presence of
the transforming catalyst, are of two kinds: emotions and feelings. The effect of
a work of art upon the person who enjoys it is an experience different in kind
from any experience not of art. It may be formed out of one emotion, or may be
a combination of several; and various feelings, inhering for the writer in particular
words or phrases or images, may be added to compose the final result. Or great
poetry may be made without the direct use of any emotion whatever: composed
out of feelings solely. Canto XV of the Inferno (Brunetto Latini) is a working up
of the emotion evident in the situation; but the effect, though single as that of
any work of art, is obtained by considerable complexity of detail. The last quatrain
gives an image, a feeling attaching to an image, which came, which did not
develop simply out of what precedes, but which was probably in suspension in
the poets mind until the proper combination arrived for it to add itself to. The
poets mind is in fact a receptacle for seizing and storing up numberless feelings,
phrases, images, which remain there until all the particles which can unite to
form a new compound are present together.
If you compare several representative passages of the greatest poetry you
see how great is the variety of types of combination, and also how completely
any semi-ethical criterion of sublimity misses the mark. For it is not the
greatness, the intensity, of the emotions, the components, but the intensity of
the artistic process, the pressure, so to speak, under which the fusion takes place,
that counts. The episode of Paolo and Francesca employs a definite emotion, but
the intensity of the poetry is something quite different from whatever intensity in
the supposed experience it may give the impression of. It is no more intense,
furthermore, than Canto XXVI, the voyage of Ulysses, which has not the direct
dependence upon an emotion. Great variety is possible in the process of
transmution of emotion: the murder of Agamemnon, or the agony of Othello,
gives an artistic effect apparently closer to a possible original than the scenes
from Dante. In the Agamemnon, the artistic emotion approximates to the emotion
of an actual spectator; in Othello to the emotion of the protagonist himself. But
the difference between art and the event is always absolute; the combination
which is the murder of Agamemnon is probably as complex as that which is the
voyage of Ulysses. In either case there has been a fusion of elements. The ode of
Keats contains a number of feelings which have nothing particular to do with the
nightingale, but which the nightingale, partly, perhaps, because of its attractive
name, and partly because of its reputation, served to bring together.
The point of view which I am struggling to attack is perhaps related to the
metaphysical theory of the substantial unity of the soul: for my meaning is, that
the poet has, not a personality to express, but a particular medium, which is
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only a medium and not a personality, in which impressions and experiences
combine in peculiar and unexpected ways. Impressions and experiences which
are important for the man may take no place in the poetry, and those which
become important in the poetry may play quite a negligible part in the man, the
personality.
I will quote a passage which is unfamiliar enough to be regarded with fresh
attention in the lightor darknessof these observations:And now methinks I
could een chide myselfFor doating on her beauty, though her deathShall be
revenged after no common action.Does the silkworm expend her yellow
laboursFor thee? For thee does she undo herself?Are lordships sold to maintain
ladyshipsFor the poor benefit of a bewildering minute?Why does yon fellow
falsify highways,And put his life between the judges lips,To refine such a thing
keeps horse and menTo beat their valours for her? In this passage (as is evident
if it is taken in its context) there is a combination of positive and negative
emotions: an intensely strong attraction toward beauty and an equally intense
fascination by the ugliness which is contrasted with it and which destroys it.
This balance of contrasted emotion is in the dramatic situation to which the
speech is pertinent, but that situation alone is inadequate to it. This is, so to
speak, the structural emotion, provided by the drama. But the whole effect, the
dominant tone, is due to the fact that a number of floating feelings, having an
affinity to this emotion by no means superficially evident, have combined with it
to give us a new art emotion.
It is not in his personal emotions, the emotions provoked by particular events
in his life, that the poet is in any way remarkable or interesting. His particular
emotions may be simple, or crude, or flat. The emotion in his poetry will be a
very complex thing, but not with the complexity of the emotions of people who
have very complex or unusual emotions in life. One error, in fact, of eccentricity
in poetry is to seek for new human emotions to express; and in this search for
novelty in the wrong place it discovers the perverse. The business of the poet is
not to find new emotions, but to use the ordinary ones and, in working them up
into poetry, to express feelings which are not in actual emotions at all. And
emotions which he has never experienced will serve his turn as well as those
familiar to him. Consequently, we must believe that emotion recollected in
tranquillity is an inexact formula. For it is neither emotion, nor recollection,
nor, without distortion of meaning, tranquillity. It is a concentration, and a new
thing resulting from the concentration, of a very great number of experiences
which to the practical and active person would not seem to be experiences at all;
it is a concentration which does not happen consciously or of deliberation. These
experiences are not recollected, and they finally unite in an atmosphere which
is tranquil only in that it is a passive attending upon the event. Of course this
is not quite the whole story. There is a great deal, in the writing of poetry, which
must be conscious and deliberate. In fact, the bad poet is usually unconscious
where he ought to be conscious, and conscious where he ought to be unconscious.
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Both errors tend to make him personal. Poetry is not a turning loose of emotion,
but an escape from emotion; it is not the expression of personality, but an escape
from personality. But, of course, only those who have personality and emotions
know what it means to want to escape from these things.
This essay proposes to halt at the frontier of metaphysics or mysticism, and
confine itself to such practical conclusions as can be applied by the responsible
person interested in poetry. To divert interest from the poet to the poetry is a
laudable aim: for it would conduce to a juster estimation of actual poetry, good
and bad. There are many people who appreciate the expression of sincere emotion
in verse, and there is a smaller number of people who can appreciate technical
excellence. But very few know when there is expression of significant emotion,
emotion which has its life in the poem and not in the history of the poet. The
emotion of art is impersonal. And the poet cannot reach this impersonality without
surrendering himself wholly to the work to be done. And he is not likely to know
what is to be done unless he lives in what is not merely the present, but the
present moment of the past, unless he is conscious, not of what is dead, but of
what is already living.
Where Angels Fear to Tread is a 1991 British drama film directed by
Charles Sturridge. The screenplay by Sturridge, Tim Sullivan, and
Derek Granger is based on the 1905 novel of the same title by E. M.
Forster.

3.7 TRADITION AND INDIVIDUAL TALENT: CRITICAL
APPRECIATION
The essay  tradition and individual talent was first published in 1919 in the
times literary supplement, as a critical article. The essay may be regarded as an
unofficial manifesto of eliots critical creed, for it contains all those critical
priciples from which his criticism has been derived ever slince. The seed which
have been sown here come to fryition in his subsequent essays. It is a declaration
of eliots critical creed and these principles are the basis of all his subsequent
criticism. Its Three Parts.
The Eassay is Divided Into Three Parts
The first part gives us eliots concept of tradition, and in the second part is
developed his theory of the impersonality of poetry. The short third part is in the
nature of a conclusion, or summing up of the whole discussion.
Tradition : Ways on which it can be acquired For eliot, tradition is a matter
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of much wider significance. Tradition in the ture sence of the trem cannot be
inherited, it can only be obtained by hard labour. This this labour is the labours
of the knowing the past writers. It is the critical labour of shifting the good and
useful. Tradition can be obtained only by those who have the histroical sense.
The historical sense involves a preception  not only of the pastness of the
part, but also of ots presense. One who has the histroic sense feels that the whole
of the literture of europ from romar down to his own day, including the literature
of his own century, forms one continuous literary tradition.
He realises thea past exists in present, and the past and present form one
simultaneous order. This historica sense is the sense of timeless and the temporal,
as well as of the timeless and the temporal together. It is this historic sense
which makes a writer traditional. A writer with the sense of tradition is fully
conscius of his own genration, of his place in the present, but he is also acutely
conseious of his relationship with the writer of the past.
Dynamic Conception Of Tradition : Emphasising future the value of
tradition, eliot points out that no writers has his value and significance in isolation
to judge the work of a poet or an artist, we must compare and contrast his work
with the work of poet and aritist in the past. Such comparison and contrast is
essential for forming an idea a new the real worth and significance of a new
writer and his work. Eilots conception of tradition is a dynamic one.
According to his view, tradition is not anything fixed and ststic, it is constantly
changing, growing and becoming different from what it is a writer in the present
must seek gudinece from the past, he must conform to the literary tradition, but
just as the past directs and gudies the present, so the present alters and modifies
the past when a ne work of art is created, if it is a really new and original the
whole literary tradition is modified though ever so silghtly.
Its Function : The work of a poet in the present is to be compared and
contrasted with works of the past, and judged by the standards of the past. But
this judgement dose not mean determining good or bad it dose not mean deciding
whether the present work is better or worse then works of the past an author in
the present is certainly only to be judged by the priciples and standard of the past
the comparison is to be made for knowing the facts, all he facts, about the new
work of art. The comparison is made for the purposes of analysis, and for forming
a better understanding of the new.
The past helps us to understand the present, and he throws light on the past.
It is this way along that we can form an idea of what is really individual and new.
It is by comparison along that we can sift the traditional from individual elements
in a given work of art.
Sence of Tradition : Eliot now explains future what he means by a sense of
tradition. The sense of tradition dose not mean that the poet should try to know
the past as whole,take it to be lump or mass without any discrimination. Such a
ciurse is impossinle as well as undersirable.
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A sense of tradition in the real sense means consciusness,  of the main
current, which does not at all flow invariably through the most distinquished
reputation In other words, to know the tradition, the poet must judge critically
what are the main trands and what are not. He must cnfine himself to the main
trands to the exclusion of all that is incidental or topical.
The poet must also realise that art never improves, though its ,aterial is
never the same. The great works of art never lose their significance, for there is
no qualitative improvement in art. There may be refinment, there may be
development. But from the point of view of the artist there is no improvement.
Impresonality of Poetry : The artist must continually surrender himself to
something which is more valueable then himeself , i.e. the ilteraly tradition. he
must allow his poetic sensibility to be shaped and modified by the past. he must
continue to acuire the sense of tradition throughout his career in the beginning,
his self, his individuality, may assert itslef , but as power mature there must be
greater and greater extinction of personality.he must acaurie greater and greater
objectivity his emotions and passion must be deper sonalised: he must be as
impresonal and objective as a sceintifist. the presonality of the artist is not
important : the important thing is his sense of tradition a good poem is a living
whole of all the poetry that has ever been written.
Thus the poets personality is merely a medium, having the same significance
as catalytic agent, or a recepatabtacle in whice chemical reactions take place.
that is why the poet hold that ,  honest criticism and sensitive appreciation is
driect not upon the poet but uopn the poetry.
The Poetics Process :- In the second part of the essay eliot develops furture
his theory of the impersonality of poetry. He compares ths mind of the poet to a
catalyst and the process of a chemical reaction, hust as chemical reactions take
place in the presence of a catalyst along, so also the poets mind is the catalytic
agent for combining different emotions into something new suppose there is a
jar containing oxygen and sulphre dioxide. These two gases combine to form
sulphureous acid when a fine filament of platinum is introduced into the jar. The
Combination takes place only in the presence of the place of platium, but the
metal ifself dose not undergo any change, it remains insert, neutural and un
affected. The mind of the poet is like the cataytic agent. It is necessary for
combinations of emotions and experiences to take place, but itself dose not
undergo any change during the process of poetic combination.
In the case of a young and immature poet, his mind , his personal emotions
and experincess, may find some experssion in his composition, but ,says eliot,
the more perfact the artist, the more completely separste in him will be the man
suffer and the mind which creates.T.s. eliot here distinguisher between emotions
and feeling , but he dose not state what this difference is .  Nowhere else in his
writingssays a.g. george, is this distinction maintained: nither dose he adeauately
distinguish between the meaning of the two words The distinction should ,
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therefore, be ignored more as it has bearing on his impersonal theory of poetry.
Poetry as Orgnasation:-Eliot next compares the poets mind to a jar or
receptable in which are stored numberless feeling, emotions etc. Which remain
there is an organised and chaotic form till all the particles which can unite to
form a new compound are present together. Thus poetry is organisation rather
then inspiration imperssion and experience which are important in for the man
way find no place in his poetry, and those which become important in the poetry
amy have no significance for the man.
Eliots rejects words woths theory of poetry. Having its origin emotions
recollected in tranquality. And points out that in the process of poetic composition
there is neither emotion, nor recollection for tranquality. In the poetic process
there is only concentration of a number of experincess, and anew thing results
from concentration. And this process of concentration is neither conscious nor
deliberate : it is a passice one.
The difference between a good and a bad poet is that a bad is conscious and
unconscious where he should be conscious. It is this consciouness of the wrong
kind which makes a poem personal, whereas mature art must be impersonal, but
eliot dose not tell us when a poet should be conscious, and when not. The point
has been left vague and interminate.
Poetry As Escape from Personality :- Eliot conclude: poetry is not a turing
loose of emotion, but as escape from emotion: it is not the expression of
personality,but an escape from personality.
Thus, eloit dose not deny personality or emotion to the poet only , the must
depersonalise his emotions. There should be exitinotion of his personality this
impersonamlity can be achived only when the poet surrenders himself completely
to the work that is to be done and the poet can know what is to be done , only if
he acquires a sense of traditon, the historic sense, which makes him conscious,
not only of the present, but alos of the present movement of the past, not only of
what is dead, but of what is already living.

3.8 ANALYSIS
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Tradition and Individual Talent is the essay of lasting significance in the history
of modern criticism. The essay brought into being two principal aspects of Eliots
critical domain  tradition and impersonality in art and poetry, that rated over the
realm of criticism. The essay also brings forth Eliots views on the interrelation
between traditional and individual talent. The essay brought into being the new
approach with poets of everlasting significance and it also provided the parameters
for the assessment of the genius and the shortcomings of the masters but
contributed to the history of English Literature. The idea of tradition with all its
magnificence, has a meaning beyond the conventional sense of term. It begins
with a historical sense and goes on acquiring new dimensions along political
and cultural dimension, and this creates a system of axes for the assessment of
the worth and genius of a poet.The idea of Eliots theory of tradition is based on
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the inevitable phenomenon of the continuity of the values during the process
called civilization. Eliot beings with a description that makes tradition a term of
abuse and develops to a metaphor of unquestionable authenticity. Seldom
perhaps, he says, does the word appear except in a phrase of censure. He
further says :You can hardly make the word aggreable to English ears without
this comfortable reference to the reassuring science of archaeology.The above
quoted lines from one of the most celebrated critical endeavours make it clear
that Eliot aims at developing a new concept and structuring a new approach to
the very phenomenon called poetry.
Eliot, after beginning with the seemingly derogatory implications of the
term imparts a new meaning and magnificence to the term when he identifies
tradition with historical sense. The identification discussed above makes it clear
that the tradition according to Eliot is something more than mere conglomeration
of dead works. The identification of tradition with historical sense serves to
ratify the stature of tradition in assessing the works and function of pets and
poetry. He elaborates the idea of historical sense and says : and the historical
sense invokes a perception not only of the partners of the past but also of its
presence : The historical sense compels a man to write not merely with his own
generation in his bones but with a feeling that whole of the literature of Europe
from Homer and within it the whole of the literature of his own country has a
simultaneous existence and composes a simultaneous order.
Eliot in the above quoted line puts forth a dynamic manifestation of tradition
which shapes the minds of different poets of different generation. Eliot also
inkles that the poets conformity into tradition is an act of rigorous intellectual
efforts that constitute a poet in him. Eliot further defines the idea of historical
sense and says : The historical sense which is a sense of the timeless as well as of
the temporal, and of timeless and temporal together, is what makes a writer
tradition. And it is at the same time what makes a writer most acute by conscious
of his place in time of his contemporaneity .The excerpt from the essay makes it
clear that Eliot pus the whole term in a much wider context than it is otherwise
used before. Eliot takes tradition to be an embodiment of values and beliefs
shared by a race which leads to the idea that there is a process of natural selection
and rejection.
The values and the belief that die with the passage of time are subject to
rejection. The values and beliefs that constitute the tradition are living one with
capacity of mutual interaction. The old and the new interpenetrate and this
interpenetration results into a new order defined in terms of the simultaneous
existence of the values of the past and the present. The survival of past ratifies
the presentness of it. The simultaneous existence of the past and the present, of
the old and the new. It is, thus, evident that the poet is guided chiefly by the
dynamics of the tradition.
Eliot further elaborates: No poet, no artist has a complete meaning alone.
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His significance, his appreciation in the appreciation of his relation to the dead
poets and artists. You cannot value him alone, you must set him from contrast
and comparison among the dead.

3.9 SELF-ASSESSMENT
1. ....................... English town that is home to the conventional middle-class
Herriton family.
(a) Sawston
(b) Sewaka
(c) Peru
(d) None of these
2. ................. is the region of west-central Italy along the Ligurian and
Tyrrhenian Seas that includes the provinces of Firenze (Florence), Pisa,
Livorno, and Siena.
(a) London boys schools
(b) High Wycombe Grammar School
(c) Highgate Junior School
(d) Tuscany.
3.
..........................is a hill town in Tuscany modeled on San Gimignano
southwest of Florence and northwest of Siena, which is one of the best
preserved medieval towns in Italy.
(a) London
(b) Peris
(c ) Newyork
(d) Monteriano
4. In 1927 he became a naturalized British subject and a member of the Anglican
Church, at which point, his work began to change thematically, addressing
more religious issues.
(a) In 1927

(b) in 1924

(c ) in 1926

(d) in 1925

5. Where Angels Fear to Tread is a 1991 ...................... film directed by Charles
Sturridge.
(a) British drama

(b) American drama

(c ) Irish drama

(d) none of these

3.10 SUMMARY
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T.S. Eliots critical pronouncements stimulated a revaluation of various literary
reputations. He brought about the re-appraisal of metaphysical poetry and
sixteenth and seventeenth century drama. His successful practice as a poet gave
special weight to his pronouncement as a critic. His later prose writing gives
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more attention to society and culture, and the literary essays and lectures of the
later part of his life tend to be more conventional than his early work. Tradition
and the Individual Talent presents a view of the great artist as part of tradition.
Eliot refutes the concept of poetry as an expression of emotion, and lays stress
on its impersonality. He used the phrase the objective correlative to describe
how emotion can be represented in literature. The Metaphysical Poets presented
the concept of a dissociation of sensibility, and declared that poets in our
civilization ... must be difficult; these comments shed as much light on Eliots
own poetry as on the process of literary creation. His essay, The Function of
Criticism, discusses the tools, like comparison and analysis which have been
used by most New Critics in their analysis of literary texts.
The first section of The Waste Land takes its title from a line in the Anglican
burial service. It is made up of four vignettes, each seemingly from the perspective
of a different speaker. The first is an autobiographical snippet from the childhood
of an aristocratic woman, in which she recalls sledding and claims that she is
German, not Russian (this would be important if the woman is meant to be a
member of the recently defeated Austrian imperial family). The woman mixes a
meditation on the seasons with remarks on the barren state of her current existence
(I read, much of the night, and go south in the winter). The second section is a
prophetic, apocalyptic invitation to journey into a desert waste, where the speaker
will show the reader something different from either / Your shadow at morning
striding behind you / Or your shadow at evening rising to meet you; / [He] will
show you fear in a handful of dust (Evelyn Waugh took the title for one of his
best-known novels from these lines).
The almost threatening prophetic tone is mixed with childhood
reminiscences about a hyacinth girl and a nihilistic epiphany the speaker has
after an encounter with her. These recollections are filtered through quotations
from Wagners operatic version of Tristan und Isolde, an Arthurian tale of adultery
and loss. The third episode in this section describes an imaginative tarot reading,
in which some of the cards Eliot includes in the reading are not part of an actual
tarot deck. The final episode of the section is the most surreal. The speaker
walks through a London populated by ghosts of the dead. He confronts a figure
with whom he once fought in a battle that seems to conflate the clashes of World
War I with the Punic Wars between Rome and Carthage (both futile and
excessively destructive wars). The speaker asks the ghostly figure, Stetson, about
the fate of a corpse planted in his garden. The episode concludes with a famous
line from the preface to Baudelaires Fleurs du Mal (an important collection of
Symbolist poetry), accusing the reader of sharing in the poets sins.
Like Prufrock, this section of The Waste Land can be seen as a modified
dramatic monologue. The four speakers in this section are frantic in their need to
speak, to find an audience, but they find themselves surrounded by dead people
and thwarted by outside circumstances, like wars. Because the sections are so
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short and the situations so confusing, the effect is not one of an overwhelming
impression of a single character; instead, the reader is left with the feeling of
being trapped in a crowd, unable to find a familiar face.
Also like Prufrock, The Waste Land employs only partial rhyme schemes
and short bursts of structure. These are meant to referencebut also rework
the literary past, achieving simultaneously a stabilizing and a defamiliarizing
effect. The world of The Waste Land has some parallels to an earlier time, but it
cannot be approached in the same way. The inclusion of fragments in languages
other than English further complicates matters. The reader is not expected to be
able to translate these immediately; rather, they are reminders of the cosmopolitan
nature of twentieth-century Europe and of mankinds fate after the Tower of
Babel: We will never be able to perfectly comprehend one another.
Not only is The Waste Land Eliots greatest work, but it may bealong
with Joyces Ulyssesthe greatest work of all modernist literature. Most of the
poem was written in 1921, and it first appeared in print in 1922. As the poems
dedication indicates, Eliot received a great deal of guidance from Ezra Pound,
who encouraged him to cut large sections of the planned work and to break up
the rhyme scheme. Recent scholarship suggests that Eliots wife, Vivien, also
had a significant role in the poems final form. A long work divided into five
sections, The Waste Land takes on the degraded mess that Eliot considered modern
culture to constitute, particularly after the first World War had ravaged Europe.
A sign of the pessimism with which Eliot approaches his subject is the poems
epigraph, taken from the Satyricon, in which the Sibyl (a woman with prophetic
powers who ages but never dies) looks at the future and proclaims that she only
wants to die. The Sibyls predicament mirrors what Eliot sees as his own: He
lives in a culture that has decayed and withered but will not expire, and he is
forced to live with reminders of its former glory.
Thus, the underlying plot of The Waste Land, inasmuch as it can be said to
have one, revolves around Eliots reading of two extraordinarily influential
contemporary cultural/anthropological texts, Jessie Westons From Ritual to
Romance and Sir James Fraziers The Golden Bough. Both of these works focus
on the persistence of ancient fertility rituals in modern thought and religion; of
particular interest to both authors is the story of the Fisher King, who has been
wounded in the genitals and whose lack of potency is the cause of his country
becoming a desiccated waste land. Heal the Fisher King, the legend says, and
the land will regain its fertility. According to Weston and Frazier, healing the
Fisher King has been the subject of mythic tales from ancient Egypt to Arthurian
England. Eliot picks up on the figure of the Fisher King legends wasteland as an
appropriate description of the state of modern society.
Eliots poem, like the anthropological texts that inspired it, draws on a vast
range of sources. Eliot provided copious footnotes with the publication of The
Waste Land in book form; these are an excellent source for tracking down the
origins of a reference. Many of the references are from the Bible: at the time of
the poems writing Eliot was just beginning to develop an interest in Christianity
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that would reach its apex in the Four Quartets. The overall range of allusions in
The Waste Land, though, suggests no overarching paradigm but rather a grab
bag of broken fragments that must somehow be pieced together to form a coherent
whole. While Eliot employs a deliberately difficult style and seems often to find
the most obscure reference possible, he means to do more than just frustrate his
reader and display his own intelligence: He intends to provide a mimetic account
of life in the confusing world of the twentieth century.
The Waste Land opens with a reference to Chaucers Canterbury Tales. In
this case, though, April is not the happy month of pilgrimages and storytelling. It
is instead the time when the land should be regenerating after a long winter.
Regeneration, though, is painful, for it brings back reminders of a more fertile
and happier past. In the modern world, winter, the time of forgetfulness and
numbness, is indeed preferable. Maries childhood recollections are also painful:
the simple world of cousins, sledding, and coffee in the park has been replaced
by a complex set of emotional and political consequences resulting from the
war. The topic of memory, particularly when it involves remembering the dead,
is of critical importance in The Waste Land. Memory creates a confrontation of
the past with the present, a juxtaposition that points out just how badly things
have decayed. Marie reads for most of the night: ostracized by politics, she is
unable to do much else. To read is also to remember a better past, which could
produce a coherent literary culture.
The second episode contains a troubled religious proposition. The speaker
describes a true wasteland of stony rubbish; in it, he says, man can recognize
only [a] heap of broken images. Yet the scene seems to offer salvation: shade
and a vision of something new and different. The vision consists only of
nothingnessa handful of dustwhich is so profound as to be frightening; yet
truth also resides here: No longer a religious phenomenon achieved through
Christ, truth is represented by a mere void. The speaker remembers a female
figure from his past, with whom he has apparently had some sort of romantic
involvement. In contrast to the present setting in the desert, his memories are
lush, full of water and blooming flowers. The vibrancy of the earlier scene, though,
leads the speaker to a revelation of the nothingness he now offers to show the
reader. Again memory serves to contrast the past with the present, but here it
also serves to explode the idea of coherence in either place. In the episode from
the past, the nothingness is more clearly a sexual failure, a moment of
impotence. Despite the overall fecundity and joy of the moment, no reconciliation,
and, therefore, no action, is possible. This in turn leads directly to the desert
waste of the present. In the final line of the episode attention turns from the
desert to the sea. Here, the sea is not a locus for the fear of nothingness, and
neither is it the locus for a philosophical interpretation of nothingness; rather, it
is the site of true, essential nothingness itself. The line comes from a section of
Tristan und Isolde where Tristan waits for Isolde to come heal him. She is
supposedly coming by ship but fails to arrive. The ocean is truly empty, devoid
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of the possibility of healing or revelation.
The third episode explores Eliots fascination with transformation. The tarot
reader Madame Sosostris conducts the most outrageous form of reading possible,
transforming a series of vague symbols into predictions, many of which will come
true in succeeding sections of the poem. Eliot transforms the traditional tarot pack
to serve his purposes. The drowned sailor makes reference to the ultimate work of
magic and transformation in English literature, Shakespeares The Tempest (Those
are pearls that were his eyes is a quote from one of Ariels songs).
The final episode of the first section allows Eliot finally to establish the true
wasteland of the poem, the modern city. Eliots London references Baudelaires
Paris (Unreal City), Dickenss London (the brown fog of a winter dawn) and
Dantes hell (the flowing crowd of the dead). The city is desolate and depopulated,
inhabited only by ghosts from the past. Stetson, the apparition the speaker
recognizes, is a fallen war comrade. The speaker pesters him with a series of ghoulish
questions about a corpse buried in his garden: again, with the garden, we return to
the theme of regeneration and fertility. This encounter can be read as a quest for a
meaning behind the tremendous slaughter of the first World War; however, it can
also be read as an exercise in ultimate futility: as we see in Stetsons failure to
respond to the speakers inquiries, the dead offer few answers.

3.11 KEY-WORDS
Autotelic

: having or being a purpose in itself, not dependent on other
things for its intention or usefulness.

Bacon

: Francis Bacon (1561-1626), Elizabethan man of letters. His
Essays and The Advancement of Learning are good examples
of early English prose.

Catalyst

: in chemistry, a substance that without itself undergoing any
change, starts a reaction or increases the rate of a reaction;
metaphorically, a person or thing that causes change.

Epigrammatic : having the quality of an epigram, a short witty poem, proverb
or expression.
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Hobbes

: Thomas Hobbes (1588-1679), author of Leviathan, one of the
earliest books of political economy.

Iconoclast

: literally, a person who breaks religious images used in worship.
Now the word is more commonly used for its metaphorical
meaning, a person who attacks cherished beliefs or established
reputations.
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3.12 REVIEW QUESTIONS

Notes

1. How far do you agree with Eliots view that poetry is not an expression of
personality but an escape from personality ?
2. Discuss Eliots view of the relationship between the individual poet and the
tradition.
3. Write a short note on Eliots concept of history.
4. Write short notes on
(a)dissociation of sensibility
(b)objective correlative.
5. Write a critical commentary on Eliots essay, The Metaphysical Poets.
Self-Assessment (Answers)
1. (a) 2. (d) 3. (d) 4. (a) 5. (a)

3.13 FURTHER READINGS
1.

2.
3.

Kermode, Frank. Dissociation of Sensibility : Modern Symbolist Readings
of Literary History from The Romantic Image (1957). Reprinted in Literary
Criticism: A Reading. Ed. B. Das and J.M. Mohanty. Delhi : Oxford
University Press, 1985.
Wellek, Rene. A History of Modern Criticism 1750-1950 Vol. V. New Haven
: Yale University Press, 1986.
Wimsatt, W.K. Genesis : A Fallacy Revisited. Reprinted in On Literary
Intention: Critical Essays. Ed. David Newton-de Molina. Edinburgh :
Edinburgh University Press, 1976.
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UNIT - 4
20TH CENTURY CRITICISM: MIKHAIL BAKHTIN

STRUCTURE
4.0 Objectives
4.1 Introduction
4.2 Early Life of Mikhail Bakhtin
4.3 Mikhail Bakhtin's, "From the Prehistory of Novelistic Discourse"
4.4 Bakhtins Concept of Chronotopes
4.5 Bakhtins Concept of Polyphony
4.6 From the Prehistory of Novelistic discoursecritical Appreciation
4.7 The Dialogic Imagination: Chronotope, Heteroglossia
4.8 Self-Assessment
4.9 Summary
4.10 Key-Words
4.11 Review Questions
4.12 Further Readings

4.0 OBJECTIVES
After reading this Unit students will be able to:


Know Early Life of Bakhtin.



Discuss Career, Works and Ideas of Bakhtin.



Explain Speech Genre and Other Late Essays.

 Discuss Bakhtins From the Prehistory of Novelistic Discourse.


Understand the Concept of Chronotopes.

4.1 INTRODUCTION
Mikhail Mikhailovich Bakhtin was a Russian philosopher, literary critic,
semiotician and scholar who worked on literary theory, ethics, and the philosophy
of language. His writings, on a variety of subjects, inspired scholars working in
a number of different traditions (Marxism, semiotics, structuralism, religious
criticism) and in disciplines as diverse as literary criticism, history, philosophy,
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anthropology and psychology. Although Bakhtin was active in the debates on
aesthetics and literature that took place in the Soviet Union in the 1920s, his
distinctive position did not become well known until he was rediscovered by
Russian scholars in the 1960s.
Bakhtin had a difficult life and career, and few of his works were
published in an authoritative form during his lifetime. As a result, there is
substantial disagreement over matters that are normally taken for granted: in
which discipline he worked (was he a philosopher or literary critic?), how to
periodize his work, and even which texts he wrote. He is known for a series
of concepts that have been used and adapted in a number of disciplines:
dialogism, the carnivalesque, the chronotope, heteroglossia and
"outsidedness" (the English translation of a Russian term vnenakhodimost,
sometimes rendered into English-from French rather than from Russian-as
"exotopy"). Together these concepts outline a distinctive philosophy of
language and culture that has at its center the claims that all discourse is in
essence a dialogical exchange and that this endows all language with a
particular ethical or ethico-political force.
As a literary theorist, Bakhtin is associated with the Russian Formalists,
and his work is compared with that of Yuri Lotman; in 1963 Roman Jakobson
mentioned him as one of the few intelligent critics of Formalism. During the
1920s, Bakhtin's work tended to focus on ethics and aesthetics in general. Early
pieces such as Towards a Philosophy of the Act and Author and Hero in Aesthetic
Activity are indebted to the philosophical trends of the time-particularly the
Marburg School Neo-Kantianism of Hermann Cohen, including Earnest
Cassirer, Max Scheler and, to a lesser extent, Nicolai Hartmann. Bakhtin began
to be discovered by scholars in 1963, but it was only after his death in 1975
that authors such as Julia Kristeva and Tzvetan Todorov brought Bakhtin to
the attention of the Francophone world, and from there his popularity in the
United States, the United Kingdom, and many other countries continued to
grow. In the late 1980s, Bakhtin's work experienced a surge of popularity in
the West.
Bakhtin's primary works include Toward a Philosophy of the Act, an
unfinished portion of a philosophical essay; Problems of Dostoyevsky's Art, to
which Bakhtin later added a chapter on the concept of carnival and published
with the title Problems of Dostoyevsky's Poetics; Rabelais and His World, which
explores the openness of the Rabelaisian novel; The Dialogic Imagination,
whereby the four essays that comprise the work introduce the concepts of
dialogism, heteroglossia, and chronotope; and Speech Genres and Other Late
Essays, a collection of essays in which Bakhtin concerns himself with method
and culture.
In the 1920s there was a "Bakhtin school" in Russia, in line with the discourse
analysis of Ferdinand de Saussure and Roman Jakobson.
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4.2 EARLY LIFE OF MIKHAIL BAKHTIN

Notes

Bakhtin was born in Oryol, Russia, to an old family of the nobility. His father
was the manager of a bank and worked in several cities. For this reason Bakhtin
spent his early childhood years in Orel, Vilnius, and then Odessa, where in
1913 he joined the historical and philological faculty at the local university.
Katerina Clark and Michael Holquist write: "Odessa..., like Vilnius, was an
appropriate setting for a chapter in the life of a man who was to become the
philosopher of heteroglossia and carnival. The same sense of fun and irreverence
that gave birth to Babel's Rabelaisian gangster or to the tricks and deceptions of
Ostap Bender, the picaro created by Ilf and Petrov, left its mark on Bakhtin." He
later transferred toPetersburg University to join his brother Nikolai. It is here
that Bakhtin was greatly influenced by the classicist F. F. Zelinsky, whose
works contain the beginnings of concepts elaborated by Bakhtin.

The intro to the novella, presented in the first episode shows the
contrast between light and darkness which can also reflects mans
enterprise. Light : civilization, enlightenment, knowledge
Darkness : wilderness, ignorance, evil.
Career
Bakhtin completed his studies in 1918 and moved to a small city in western
Russia, Nevel (Pskov Oblast), where he worked as a schoolteacher for two
years. It was at this time that the first "Bakhtin Circle" formed. The group
consisted of intellectuals with varying interests, but all shared a love for the
discussion of literary, religious, and political topics. Included in this group were
Valentin Voloshinov and, eventually, P. N. Medvedev, who joined the group
later in Vitebsk. German philosophy was the topic talked about most frequently
and, from this point forward, Bakhtin considered himself more a philosopher
than a literary scholar. It was in Nevel, also, that Bakhtin worked tirelessly on
a large work concerning moral philosophy that was never published in its entirety.
However, in 1919, a short section of this work was published and given the title
"Art and Responsibility". This piece constitutes Bakhtin's first published work.
Bakhtin relocated to Vitebsk in 1920. It was here, in 1921, that Bakhtin married
Elena Aleksandrovna Okolovich. Later, in 1923, Bakhtin was diagnosed with
osteomyelitis, a bone disease that ultimately led to the amputation of his leg in
1938. This illness hampered his productivity and rendered him an invalid.
In 1924, Bakhtin moved to Leningrad, where he assumed a position at the
Historical Institute and provided consulting services for the State Publishing
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House. It is at this time that Bakhtin decided to share his work with the public,
but just before "On the Question of the Methodology of Aesthetics in Written
Works" was to be published, the journal in which it was to appear stopped
publication. This work was eventually published 51 years later. The repression
and misplacement of his manuscripts was something that would plague Bakhtin
throughout his career. In 1929, "Problems of Dostoevsky's Art", Bakhtin's first
major work, was published. It is here that Bakhtin introduces the concept of
dialogism. However, just as this revolutionary book was introduced, Bakhtin
was accused of participating in the Russian Orthodox Church's underground
movement. The truthfulness of this charge is not known, even today.
Consequently, during one of the many purges of artists and intellectuals that
Joseph Stalin conducted during the early years of his rule, Bakhtin was sentenced
to exile in Siberia but appealed on the grounds that, in his weakened state, it
would kill him. Instead, he was sentenced to six years of internal exile in
Kazakhstan.
Bakhtin spent these six years working as a book-keeper in the town of
Kustanai, during which time he wrote several important essays, including
"Discourse in the Novel". In 1936 he taught courses at the Mordovian Pedagogical
Institute in Saransk. An obscure figure in a provincial college, he dropped out of
view and taught only occasionally. In 1937, Bakhtin moved to Kimry, a town
located a couple of hundred kilometers from Moscow. Here, Bakhtin completed
work on a book concerning the 18th-century German novel which was
subsequently accepted by the Sovetskii Pisatel' Publishing House. However, the
only copy of the manuscript disappeared during the upheaval caused by the
German invasion.
After the amputation of his leg in 1938, Bakhtin's health improved and he
became more prolific. In 1946 and 1949, the defense of this dissertation divided
the scholars of Moscow into two groups: those official opponents guiding the
defense, who accepted the original and unorthodox manuscript, and those other
professors who were against the manuscript's acceptance. The book's earthy,
anarchic topic was the cause of many arguments that ceased only when the
government intervened. Ultimately, Bakhtin was denied a doctorate and granted
a lesser degree by the State Accrediting Bureau. Later, Bakhtin was invited back
to Saransk, where he took on the position of chair of the General Literature
Department at the Mordovian Pedagogical Institute. When, in 1957, the Institute
changed from a teachers' college to a university, Bakhtin became head of the
Department of Russian and World Literature. In 1961, Bakhtin's deteriorating
health forced him to retire, and in 1969, in search of medical attention, Bakhtin
moved back to Moscow, where he lived until his death in 1975.
Bakhtin's works and ideas gained popularity after his death, and he endured
difficult conditions for much of his professional life, a time in which information
was often seen as dangerous and therefore often hidden. As a result, the details
provided now are often of uncertain accuracy. Also contributing to the imprecision
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of these details is the limited access to Russian archival information during
Bakhtin's life. It is only after the archives became public that scholars realized
that much of what they thought they knew about the details of Bakhtin's life was
false or skewed largely by Bakhtin himself.

Notes

In 1940, and until the end of World War II, Bakhtin lived
in Moscow, where he submitted a dissertation on François
Rabelais to the Gorky Institute of World Literature to
obtain a postgraduate title, a dissertation that could not
be defended until the war ended.

Works and Ideas
Toward a Philosophy of the Act
Toward a Philosophy of the Act was first published in the USSR in 1986 with
the title K filosofii postupka. The manuscript, written between 1919-1921, was
found in bad condition with pages missing and sections of text that were illegible.
Consequently, this philosophical essay appears today as a fragment of an
unfinished work. Toward a Philosophy of the Act comprises only an introduction,
of which the first few pages are missing, and part one of the full text. However,
Bakhtin's intentions for the work were not altogether lost, for he provided an
outline in the introduction in which he stated that the essay was to contain four
parts. The first part of the essay deals with the analysis of the performed acts or
deeds that comprise the actual world; "the world actually experienced, and not
the merely thinkable world." For the three subsequent and unfinished parts of
Toward a Philosophy of the Act Bakhtin states the topics he intends to discuss.
He outlines that the second part will deal with aesthetic activity and the ethics
of artistic creation; the third with the ethics of politics; and the fourth with
religion.
Toward a Philosophy of the Act reveals a young Bakhtin who is in the process
of developing his moral philosophy by decentralizing the work of Kant. This
text is one of Bakhtin's early works concerning ethics and aesthetics and it is
here that Bakhtin lays out three claims regarding the acknowledgment of the
uniqueness of one's participation in Being:
1. I both actively and passively participate in Being.
2. My uniqueness is given but it simultaneously exists only to the degree
to which I actualize this uniqueness (in other words, it is in the performed act
and deed that has yet to be achieved).
3. Because I am actual and irreplaceable I must actualize my uniqueness.
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Bakhtin further states: "It is in relation to the whole actual unity that my unique
thought arises from my unique place in Being." Bakhtin deals with the concept
of morality whereby he attributes the predominating legalistic notion of morality
to human moral action. According to Bakhtin, the I cannot maintain neutrality
toward moral and ethical demands which manifest themselves as one's voice of
consciousness.
It is here also that Bakhtin introduces an "architectonic" or schematic model
of the human psyche which consists of three components: "I-for-myself", "I-forthe-other", and "other-for-me". The I-for-myself is an unreliable source of identity,
and Bakhtin argues that it is the I-for-the-other through which human beings
develop a sense of identity because it serves as an amalgamation of the way in
which others view me. Conversely, other-for-me describes the way in which
others incorporate my perceptions of them into their own identities. Identity, as
Bakhtin describes it here, does not belong merely to the individual, rather it is
shared by all.
Problems of Dostoyevsky's Poetics: Polyphony and Unfinalizability
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During his time in Leningrad, Bakhtin shifted his focus away from the philosophy
characteristic of his early works and towards the notion of dialogue. It is at this
time that he began his engagement with the work of Fyodor Dostoevsky. Problems
of Dostoyevsky's Art is considered to be Bakhtin's seminal work, and it is here
that Bakhtin introduces three important concepts.
First, is the concept of the unfinalizable self: individual people cannot be
finalized, completely understood, known, or labeled. Though it is possible to
understand people and to treat them as if they are completely known, Bakhtin's
conception of unfinalizability respects the possibility that a person can change,
and that a person is never fully revealed or fully known in the world. Readers
may find that this conception reflects the idea of the "soul"; Bakhtin had strong
roots in Christianity and in the Neo-Kantian school led by Hermann Cohen, both
of which emphasized the importance of an individual's potentially infinite
capability, worth, and the hidden soul.
Second, is the idea of the relationship between the self and others, or other
groups. According to Bakhtin, every person is influenced by others in an
inescapably intertwined way, and consequently no voice can be said to be isolated.
In an interview, Bakhtin once explained that,
In order to understand, it is immensely important for the person who
understands to be located outside the object of his or her creative understandingin time, in space, in culture. For one cannot even really see one's own exterior
and comprehend it as a whole, and no mirrors or photographs can help; our real
exterior can be seen and understood only by other people, because they are located
outside us in space, and because they are others.
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As such, Bakhtin's philosophy greatly respected the influences of others on
the self, not merely in terms of how a person comes to be, but also in how a
person thinks and how a person sees him- or herself truthfully.
Third, Bakhtin found in Dostoevsky's work a true representation of
"polyphony", that is, many voices. Each character in Dostoevsky's work represents
a voice that speaks for an individual self, distinct from others. This idea of
polyphony is related to the concepts of unfinalizability and self-and-others, since
it is the unfinalizability of individuals that creates true polyphony.
Bakhtin briefly outlined the polyphonic concept of truth. He criticized the
assumption that, if two people disagree, at least one of them must be in error. He
challenged philosophers for whom plurality of minds is accidental and
superfluous. For Bakhtin, truth is not a statement, a sentence or a phrase. Instead,
truth is a number of mutually addressed, albeit contradictory and logically
inconsistent, statements. Truth needs a multitude of carrying voices. It cannot be
held within a single mind, it also cannot be expressed by "a single mouth". The
polyphonic truth requires many simultaneous voices. Bakhtin does not mean to
say that many voices carry partial truths that complement each other. A number
of different voices do not make the truth if simply "averaged" or "synthesized".
It is the fact of mutual addressivity, of engagement, and of commitment to the
context of a real-life event, that distinguishes truth from untruth.
When, in subsequent years, Problems of Dostoyevsky's Art was translated
into English and published in the West, Bakhtin added a chapter on the concept
of "carnival" and the book was published with the slightly different title, Problems
of Dostoyevsky's Poetics. According to Bakhtin, carnival is the context in which
distinct individual voices are heard, flourish and interact together. The carnival
creates the "threshold" situations where regular conventions are broken or reversed
and genuine dialogue becomes possible. The notion of a carnival was Bakhtin's
way of describing Dostoevsky's polyphonic style: each individual character is
strongly defined, and at the same time the reader witnesses the critical influence
of each character upon the other. That is to say, the voices of others are heard by
each individual, and each inescapably shapes the character of the other.

Notes

Rabelais and His World: Carnival and Grotesque
During World War II Bakhtin submitted a dissertation on the French Renaissance
writer François Rabelais which was not defended until some years later. The
controversial ideas discussed within the work caused much disagreement, and
it was consequently decided that Bakhtin be denied his doctorate. Thus, due to
its content, Rabelais and Folk Culture of the Middle Ages and Renaissance was
not published until 1965, at which time it was given the title, Rabelais and His
World.
A classic of Renaissance studies, in Rabelais and His World Bakhtin explores
Rabelais' Gargantua and Pantagruel. Bakhtin declares that, for centuries,
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Rabelais's book had been misunderstood, and claimed that Rabelais and His
World clarified Rabelais's intentions. In Rabelais and His World, Bakhtin concerns
himself with the openness of Gargantua and Pantagruel; however, the book itself
also serves as an example of such openness. Throughout the text, Bakhtin attempts
two things: he seeks to recover sections of Gargantua and Pantagruel that, in the
past, were either ignored or suppressed, and conducts an analysis of the
Renaissance social system in order to discover the balance between language
that was permitted and language that was not. It is by means of this analysis that
Bakhtin pinpoints two important subtexts: the first is carnival (carnivalesque)
which Bakhtin describes as a social institution, and the second is grotesque realism
which is defined as a literary mode. Thus, in Rabelais and His World Bakhtin
studies the interaction between the social and the literary, as well as the meaning
of the body and the material bodily lower stratum. In his chapter on the history
of laughter, Bakhtin advances the notion of its therapeutic and liberating force,
arguing that in resisting hypocrisy "laughing truth... degraded power".
The Dialogic Imagination: Chronotope, Heteroglossia
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The Dialogic Imagination (first published as a whole in 1975) is a compilation
of four essays concerning language and the novel: "Epic and Novel" (1941),
"From the Prehistory of Novelistic Discourse", "Forms of Time and of the
Chronotope in the Novel", and "Discourse in the Novel". It is through the
essays contained within The Dialogic Imagination that Bakhtin introduces the
concepts of heteroglossia, dialogism and chronotope, making a significant
contribution to the realm of literary scholarship. Bakhtin explains the generation
of meaning through the "primacy of context over text" (heteroglossia), the
hybrid nature of language (polyglossia) and the relation between utterances
(intertextuality). Heteroglossia is "the base condition governing the operation
of meaning in any utterance." To make an utterance means to "appropriate the
words of others and populate them with one's own intention." Bakhtin's deep
insights on dialogicality represent a substantive shift from views on the nature
of language and knowledge by major thinkers as Ferdinand de Saussure and
Immanuel Kant.
In "Epic and Novel", Bakhtin demonstrates the novel's distinct nature by
contrasting it with the epic. By doing so, Bakhtin shows that the novel is wellsuited to the post-industrial civilization in which we live because it flourishes on
diversity. It is this same diversity that the epic attempts to eliminate from the
world. According to Bakhtin, the novel as a genre is unique in that it is able to
embrace, ingest, and devour other genres while still maintaining its status as a
novel. Other genres, however, cannot emulate the novel without damaging their
own distinct identity.
"From the Prehistory of Novelistic Discourse" is a less traditional essay in
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which Bakhtin reveals how various different texts from the past have ultimately
come together to form the modern novel.
"Forms of Time and of the Chronotope in the Novel" introduces Bakhtin's
concept of chronotope. This essay applies the concept in order to further
demonstrate the distinctive quality of the novel. The word chronotope literally
means "time space" and is defined by Bakhtin as "the intrinsic connectedness of
temporal and spatial relationships that are artistically expressed in literature."
For the purpose of his writing, an author must create entire worlds and, in doing
so, is forced to make use of the organizing categories of the real world in which
he lives. For this reason chronotope is a concept that engages reality.

Notes

The final essay, "Discourse in the Novel", is one of Bakhtin's most complete
statements concerning his philosophy of language. It is here that Bakhtin provides
a model for a history of discourse and introduces the concept of heteroglossia.
The term heteroglossia refers to the qualities of a language that are extralinguistic,
but common to all languages. These include qualities such as perspective,
evaluation, and ideological positioning. In this way most languages are incapable
of neutrality, for every word is inextricably bound to the context in which it
exists.
Speech Genres and Other Late Essays
In Speech Genres and Other Late Essays Bakhtin moves away from the novel
and concerns himself with the problems of method and the nature of culture.
There are six essays that comprise this compilation: "Response to a Question
from the Novy Mir Editorial Staff", "The Bildungsroman and Its Significance
in the History of Realism", "The Problem of Speech Genres", "The Problem of
the Text in Linguistics, Philology, and the Human Sciences: An Experiment in
Philosophical Analysis", "From Notes Made in 1970-71," and "Toward a
Methodology for the Human Sciences."
"Response to a Question from the Novy Mir Editorial Staff" is a transcript
of comments made by Bakhtin to a reporter from a monthly journal called Novy
Mir that was widely read by Soviet intellectuals. The transcript expresses Bakhtin's
opinion of literary scholarship whereby he highlights some of its shortcomings
and makes suggestions for improvement.
"The Bildungsroman and Its Significance in the History of Realism" is a
fragment from one of Bakhtin's lost books. The publishing house to which Bakhtin
had submitted the full manuscript was blown up during the German invasion
and Bakhtin was in possession of only the prospectus. However, due to a shortage
of paper, Bakhtin began using this remaining section to roll cigarettes. So only a
portion of the opening section remains. This remaining section deals primarily
with Goethe.
"The Problem of Speech Genres" deals with the difference between
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Saussurean linguistics and language as a living dialogue (translinguistics). In a
relatively short space, this essay takes up a topic about which Bakhtin had planned
to write a book, making the essay a rather dense and complex read. It is here that
Bakhtin distinguishes between literary and everyday language. According to
Bakhtin, genres exist not merely in language, but rather in communication. In
dealing with genres, Bakhtin indicates that they have been studied only within
the realm of rhetoric andliterature, but each discipline draws largely on genres
that exist outside both rhetoric and literature. These extraliterary genres have
remained largely unexplored. Bakhtin makes the distinction between primary
genres and secondary genres, whereby primary genres legislate those words,
phrases, and expressions that are acceptable in everyday life, and secondary genres
are characterized by various types of text such as legal, scientific, etc.
"The Problem of the Text in Linguistics, Philology, and the Human Sciences:
An Experiment in Philosophical Analysis" is a compilation of the thoughts
Bakhtin recorded in his notebooks. These notes focus mostly on the problems of
the text, but various other sections of the paper discuss topics he has taken up
elsewhere, such as speech genres, the status of the author, and the distinct nature
of the human sciences. However, "The Problem of the Text" deals primarily
with dialogue and the way in which a text relates to its context. Speakers, Bakhtin
claims, shape an utterance according to three variables: the object of discourse,
the immediate addressee, and a superaddressee. This is what Bakhtin describes
as the tertiary nature of dialogue.
"From Notes Made in 1970-71" appears also as a collection of fragments
extracted from notebooks Bakhtin kept during the years of 1970 and 1971. It is
here that Bakhtin discusses interpretation and its endless possibilities. According
to Bakhtin, humans have a habit of making narrow interpretations, but such
limited interpretations only serve to weaken the richness of the past.
The final essay, "Toward a Methodology for the Human Sciences", originates
from notes Bakhtin wrote during the mid-seventies and is the last piece of writing
Bakhtin produced before he died. In this essay he makes a distinction between
dialectic and dialogics and comments on the difference between the text and the
aesthetic object. It is here also, that Bakhtin differentiates himself from the
Formalists, who, he felt, underestimated the importance of content while
oversimplifying change, and the Structuralists, who too rigidly adhered to the
concept of "code."
Disputed Texts
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Some of the works which bear the names of Bakhtin's close friends V. N.
Voloinov and P. N. Medvedev have been attributed to Bakhtin - particularly
The Formal Method in Literary Scholarshipand Marxism and Philosophy of
Language. These claims originated in the early 1970s and received their earliest
full articulation in English in Clark and Holquist's 1984 biography of Bakhtin.
In the years since then, however, most scholars have come to agree that Voloinov
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and Medvedev ought to be considered the true authors of these works. Although
Bakhtin undoubtedly influenced these scholars and may even have had a hand in
composing the works attributed to them, it now seems clear that if it was necessary
to attribute authorship of these works to one person, Voloinov and Medvedev
respectively should receive credit.

Notes

Influence

He is known today for his interest in a wide variety of subjects, ideas, vocabularies,
and periods, as well as his use of authorial disguises, and for his influence
(alongside György Lukács) on the growth of Western scholarship on the novel
as a premiere literary genre. As a result of the breadth of topics with which he
dealt, Bakhtin has influenced such Western schools of theory as Neo-Marxism,
Structuralism, and Semiotics. However, his influence on such groups has,
somewhat paradoxically, resulted in narrowing the scope of Bakhtin's work.
According to Clark and Holquist, rarely do those who incorporate Bakhtin's ideas
into theories of their own appreciate his work in its entirety.
While Bakhtin is traditionally seen as a literary critic, there can be no denying
his impact on the realm of rhetorical theory. Among his many theories and ideas
Bakhtin indicates that style is a developmental process, occurring both within
the user of language and language itself. His work instills in the reader an
awareness of tone and expression that arises from the careful formation of
verbal phrasing. By means of his writing, Bakhtin has enriched the experience
of verbal and written expression which ultimately aids the formal teaching of
writing. Some even suggest that Bakhtin introduces a new meaning to rhetoric
because of his tendency to reject the separation of language and ideology.

4.3 MIKHAIL BAKHTIN'S, "FROM THE PREHISTORY OF
NOVELISTIC DISCOURSE"
In Mikhail Bakhtin's essay, "From the Prehistory of Novelistic Discourse,"
Bakhtin discusses the origin and nature of the novel arguing that "mere literary
styles" are not enough to analyze and define the novel, and instead we should
focus on the relationships between the distinct elements that distinguish the
novel from other genres.
Bakhtin begins by briefly charting the course of the attempt to analysis and
define the novel, and the resulting failure, because of the failure to explore the
"stylistic specificum, of the novel as a genre." Bakhtin then provides a few
examples of the use of imagery and metaphor within a novel, and how these
elements different from their use in poetics. Bakhtin points out a distinctive
characteristic of the novel "the image of the another's language and outlook on
the world , simultaneously represented and representing, is extremely typical
of the novel." Bakhtin then discusses the relationship between the styalistic
elements an author uses in a novel as "connected to one another and with the
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author via their own characteristic dialogical relationships." Bakhtin posits that
it is these relationships that define the sense of style of a novel, and of the genre
as a whole. Another distinguishing characteristic of the language in the novel,
as mentioned above, is that language not only represents something in the world,
but also "serves as the object of representation."
In the next section of "From the Prehistory of Novelistic Discourse," Bakhtin
discusses the idea of parody. Bakhtin spends a great deal of time going over the
origin of parody and its varying roles, all to conclude that the novel allowed the
author to examine language from "the point of view of a potentially different
language and style." It is this "creating consciousness" that sets apart the novel
from other genres. Parody within the novel is a parody about an object (like the
use of parody in other genres) but this parody itself becomes an object. The final
section of "From the Prehistory of Novelistic Discourse," is an exploration of
the use of the quotation. Like the other elements that distinguish the novel, Bakhtin
spends some time going over the origin and use of the quotation, ending in its
use today in the novel. Through his discourse on quotation, Bakhtin determines
that the quotation was one of the first elements responsible for parody. "Latin
parody, is therefore, a bilingual phenomenon," concludes Bakhtin. Bakhtin ends
by reminding the reader that we cannot examine the prehistory of the novelistic
word with "mere literary styles."
Bakhtin's essay was tough to comprehend. The beginning of the essay had
a much easier pace and clearer direction to read to, so that it was much more
understandable. What I got lost in was the myriad examples Bakhtin employed
to illustrate his point. More so than any other author we have read, Bakhtin
relied upon the use of multiple and detailed examples to make his point. However,
I did identify with Bakhtin's first discussion on the language of the novel. Here,
Bakhtin was able to isolate what it is that distinguishes the novel from other
genre's, that is, its unique ability to represent an external object, but also be itself
an object; the language of the novel both represents and is representing
simultaneously. Bakhtin said, "Novelistic discourse is always criticizing itself,"
which strongly resonated for me with Paul de Man's theory on the resistance to
theory. De Man concludes, that theory is resistance to itself in the same way that
Bakhtin concludes that the language of the novel criticizes itself.
One of the weak points I found in Bakhtin's essay was during the beginning,
when he made some very hasty premises to his argument, such as, the "Five
different stylisitic approaches to the novelistic discourse " Another concept,
which I couldn't fully grasp in Bakhtin's essay, was his concept of parody. Bakhtin
spent page after page talking directly and indirectly about the nature and use of
parody, even going into its early use in the Middle Age carnival. Even if I didn't
understand, necessarily, Bakhtin's concept of parody, it did find it a fascinating
subject to focus on. Rarely do these theoreticians focus on the notion of the
comedy, specifically, and it was an interesting notion as to attribute it to the
inception of the early novel. Bakhtin's last paragraph was an interesting shift
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from the rest of the novel. Separated by a space, the last paragraph concisely
summed up Bakhtin's discourse on the prehistory of the novel, underscoring the
importance of the history of the formation of the novel, beyond the interestes of
"mere literary styles." Staying true to his form, Bakhtin's last words included a
number of examples.
Five different stylistic approaches to novelistic discourse may be observed:
1. the author's portions alone in the novel are analyzed, that is, only direct
words of the author more or less correctly isolated - an analysis constructed in
terms of the usual, direct poetic methods of representation and expression
(metaphors, comparisons, lexical register, etc.);
2. instead of a stylistic analysis of the novel as an artistic whole, there is
a neutral linguistic description of the novelist's language;
3. in a given novelist's language, elements characteristic of his particular
literary tendency are isolated (be it Romanticism, Naturalism, Impressionism,
etc.);
4. what is sought in the language of the novel is examined as an expression
of the individual personality, that is, language is analyzed as the individual style
of the given novelist;
5. the novel is viewed as a rhetorical genre, and its devices are analyzed
from the point of view of their effectiveness as rhetoric.
All these types of stylistic analysis to a greater or lesser degree are remote
from those peculiarities that define the novel as a genre, and they are also remote
from the specific conditions under which the word lives in the novel. They all
take a novelist's language and style not as the language and style of a novel but
merely as the expression of a specific individual artistic personality, or as the
style of a particular literary school or finally as a phenomenon common to poetic
language in general. The individual artistic personality of the author, the literary
school, the general characteristics of poetic language or of the literary language
of a particular era all serve to conceal from us the genre itself, with the specific
demands it makes upon language and the specific possibilities it opens up for it.
As a result, in the majority of these works on the novel, relatively minor stylistic
variations - whether individual or characteristic of a particular school - have the
effect of completely covering up the major stylistic lines determined by the
development of the novel as a unique genre. And all the while discourse in the
novel has been living a life that is distinctly its own, a life that is impossible to
understand from the point of view of stylistic categories formed on the basis of
poetic genres in the narrow sense of that term. The differences between the novel
(and certain forms close to it) and all other genres-poetic genres in the narrow
senseare so fundamental, so categorical, that all attempts to impose on the
novel the concepts and norms of poetic imagery are doomed to fail. Although
the novel does contain poetic imagery in the narrow sense (primarily in the author's
direct discourse), it is of secondary importance for the novel. What is more, this
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direct imagery often acquires in the novel quite special functions that are not
direct. Here, for example, is how Pushkin characterizes Lensky's poetry.
He sang love, he was obedient to love, And his song was as clear As the
thoughts of a simple maid, As an infant's dream, as the moon[...]. (a development
of the final comparison follows). The poetic images (specifically the metaphoric
comparisons) representing Lensky's' song' do not here have any direct poetic
significance at all. They cannot be understood as the direct poetic images of
Pushkin himself (although formally, of course, the characterization is that of the
author). Here Lensky's 'song' is characterizing itself, in its own language, in its
own poetic manner. Pushkin's direct characterization of Lensky's 'song' - which
we find as well in the novel - sounds completely different: Thus he wrote gloomily
and languidly[...]. In the four lines cited by us above it is Lensky's song itself, his
voice, his poetic style that sounds, but it is permeated with the parodic and ironic
accents of the author; that is the reason why it need not be distinguished from
authorial speech by compositional or grammatical means. What we have before
us is in fact an image of Lensky's song, but not an image in the narrow sense; it
is rather a novelistic image: the image of another's language, in the given instance
the image of another's poetic style (sentimental and romantic). The poetic
metaphors in these lines ('as an infant's dream', 'as the moon' and others) no way
function here as the primary means of representation (as they would function in
a direct, 'serious' song written by Lensky himself); rather they themselves have
here become the object of representation, or more precisely of a representation
that is parodied and stylized. This novelistic image of another's style (with the
direct metaphors that it incorporates) must be taken in intonational quotation
marks within the system of direct authorial speech (postulated by us here), that
is, taken as if the image were parodic and ironic. Were we to discard intonational
question marks and take the use of metaphors here as the direct means by which
the author represents himself, we would in so doing destroy the novelistic image
[obraz] of another's style, that is, destroy precisely that image that Pushkin, as
novelist, constructs here. Lensky's represented poetic speech is very distant from
the direct word of the author himself as we have postulated it: Lensky's language
functions merely as an object of representation (almost as a material thing); the
author himself is almost completely outside Lensky's language (it is only his
parodic and ironic accents that penetrate this 'language of another').[...] The image
of another's language and outlook on the world, simultaneously represented and
representing, is extremely typical of the novel; the greatest novelistic images
(for example, the figure of Don Quixote) belong precisely to this type. These
descriptive and expressive means that are direct and poetic (in the narrow sense)
retain their direct significance when they are incorporated into such a figure, but
at the same time they are 'qualified' and 'externalized', shown as something
historically. These lines and the following citations from Eugene Onegin are
taken from Walter Arndt's translation (New York: Dutton, 1963), slightly modified
in places to correspond withBakhtin's remarks about particular words used.
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(Pushkin's Eugene Onegin, first published in Russia in 1831, is 'a novel in verse'.
The fact that it is written in verse does not, however, make it a poem rather than
a novel in Bakhtin's terms.) relative, delimited and incomplete - in the novel
they, so to speak, criticize themselves.[...] The author represents this language,
carries on a conversation with it, and the conversation penetrates into the interior
of this language-image and dialogizes it from within. And all essential novelistic
images share this quality: they are internally dialogized images - of the languages,
styles, world views of another (all of which are in separable from their concrete
linguistic and stylistic embodiment). The reigning theories of poetic imagery are
completely powerless to analyze these complex internally dialogized images of
whole languages. [...] The stylistic structure of Evgenij Onegin is typical of all
authentic novels. To a greater or lesser extent, every novel is a dialogized system
made up of the images of 'languages', styles and consciousnesses that are concrete
and inseparable from language. Language in the novel not only represents, but
itself serves as the object of representation. Novelistic discourse is always
criticizing itself. In this consists the categorical distinction between the novel
and all straight-forward genres - the epic poem, the lyric and the drama (strictly
conceived). All directly descriptive and expressive means at the disposal of these
genres, as well as the genres themselves, become upon entering the novel an
object of representation within it. Under conditions of the novel every direct
word - epic, lyric, strictly dramatic - is to a greater or lesser degree made into an
object, the word itself becomes a bounded [ogranicennij] image, one that quite
often appears ridiculous in this framed condition. The basic tasks for a stylistics
in the novel are, therefore: the study of specific images of languages and styles;
the organization of these images; their typology (for they are extremely diverse);
the combination of images of languages within then ovelistic whole; the transfers
and switchings of languages and voices; their dialogical interrelationships. The
stylistics of direct genres, of the direct poetic word, offer us almost no help
inresolving these problems. We speak of a special novelistic discourse because
it is only in the novel that discourse can reveal all its specific potential and
achieve its true depth. But the novelis comparatively recent genre. Indirect
discourse, however, the representation of another's word, another's language in
intonational quotation marks, was known in the most ancient times; we encounter
it in the earliest stages of verbal culture. What is more, long before the appearance
of the novel we find a rich world of diverse forms that transmit, mimic and
represent from various vantage points another's word, another's speech and
language, including also the languages of the direct genres. These diverse forms
prepared the ground for the novel long before its actual appearance. Novelistic
discourse has a lengthy prehistory, going back centuries, even thousands of years.
It was formed and matured in the genres of familiar speech found in conversational
folk language (genres that are as yet little studied) and also in certain folkloric
and low literary genres. During its germination and early development, the
novelistic word reflected a primordial struggle between tribes, peoples, cultures
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and languages - it is still full of echoes of this ancient struggle. In essence this
discourse always developed on the boundary line between cultures and languages.
The prehistory of novelistic discourse is of great interest and not without its own
special drama. In the prehistory of novelistic discourse one may observe many
extremely heterogeneous facts at work. From our point of view, however, two of
these factors prove to be of decisive importance: on of these is laughter, the
other polyglossia. The most ancient forms for representing language were
organized by laughter - these were originally nothing more than the ridiculing of
another's language and another's direct discourse. Polyglossia and the inter
animation of languages associated with it elevated these forms to a new artistic
and ideological level, which made possible the genre of the novel. These two
factors in the prehistory of novelistic discourse are the subject of the present
article.
II
One of the most ancient and widespread forms for representing the direct
word of another is parody. What is distinctive about parody as a form? Take, for
example, the parodic sonnets with which Don Quixote begins. Although they
are impeccably structured as sonnets, we could never possibly assign them to
the sonnet genre. In Don Quixote they appear as part of a novel - but even the
isolated parodic sonnet (outside the novel) could not be classified generically as
a sonnet. In aparodied sonnet, the sonnet form is not a genre at all; that is, it is
not the form of a whole but is rather the object of representation: the sonnet here
is the hero of the parody. In a parody on the sonnet, we must first of all recognize
a sonnet, recognize its form, its specific style, its manner of seeing, its manner of
selecting from and evaluating the world - the world view of the sonnet, as it
were. A parody may represent and ridicule these distinctive features of the sonnet
well or badly, profoundly or superficially. But in any case, what results is not a
sonnet, but rather the image of a sonnet.
For the same reasons one could not under any circumstances assign to the
genres of 'epic poem' the parodic epic 'War between the Mice and the Frogs' This
is an image of the Homeric style. It is precisely style that is the true hero of the
work. We would have to say the same of Scarron's Virgil travesti. One could
likewise not include the fifteenth-century sermons joyeux, in the genre of the
sermon, or parodic' Pater nosters' or 'Ave Marias' in the genre of the prayer and
so forth. All these parodies on genres and generic styles ('languages') enter the
great and diverse world of verbal forms that ridicule the straightforward, serious
word in all its generic guises. This world is very rich, considerably richer than
we are accustomed to believe. The nature and methods available for ridiculing
something are highly varied, and not exhausted by parodying and travestying in
a strict sense. These methods for making fun of the straightforward word have as
yet received little scholarly attention. Our general conceptions of parody and
travesty in literature were formed as ascholarly discipline solely by studying
very late forms of literary parody, forms of the type represented by Scarron's
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Enéide travestie, or Platen's 'Verhängnisvolle Gabel' that is, the impoverished
and limited conceptions of the nature of the parodying and travestying word
were then retroactively applied to the supremely rich and varied world of parody
and travesty in previous ages. The importance of parodic-travestying forms in
world literature is enormous. Several examples follow that bear witness to their
wealth and special significance. Let us first take up the ancient period. The
'literature of erudition' of late antiquity -Aulus Gellius, Plutarch (in his Moralia),
Macrobius and, in particular, Athenaeus- provide sufficiently rich data for judging
the scope and special character of the parodying and travestying literature of
ancient times. The commentaries, citations, references and allusions made by
these 'erudites' add substantially to the fragmented and random material on the
ancient world's literature of laughter that has survived. The works of such literary
scholars as Dietrich, Reich, Cornford and others have prepared us for more correct
assessment of the role and significance of parodic-travestying forms in the verbal
culture of ancient times. It is our conviction that there never was a single strictly
straightforward genre, no single type of direct discourse - artistic, rhetorical,
philosophical, religious, ordinary everyday - that did not have its own parodying
and travestying double, its own comic-ironic contre-partie. What is more, these
parodic doubles and laughing reflections of the direct word were, in some cases,
just as sanctioned by tradition andjust as canonized as their elevated models. I
will deal only very briefly with the problem of the so-called 'fourth drama', that
is, the satyr play. In most instances this drama, which follows upon the tragic
trilogy, developed the same narrative and mythological motifs as had the trilogy
that preceded it. It was, therefore, a peculiar type of parodic-travestying contrepartie to the myt that had just received a tragic treatment on the stage; it showed
the myth in a different aspect. These parodic-travestying counter-presentations
of lofty national myths were just assanctioned and canonical as their straight
forward tragic manifestations. All the tragedians- Phrynicous, Sophocles,
Euripides - were writers of satyr plays as well, and Aeschylus, the most serious
and pious of them all, an initiate into the highest Eleusinian Mysteries, was
considered by the Greeks to be the greatest master of the satyr play. From
fragments of Aeschylus' satyr play.
The Bone-Gatherers' we see that this drama gave a parodic, travestying
picture of the events and heroes of the Trojan War, and particularly the episode
involving Odysseus' quarrel with Achillesand Diomedes, where a stinking
chamber pot is thrown at Odysseus' head. It should be added that the figure of
'comic Odysseus', a parodic travesty of his high epic and tragic image, was one
of the most popular figures of satyr plays, of ancient Doric farce and preAristophanic comedy, as well as of a whole series of minor comice pics, parodic
speeches and disputes in which the comedy of ancient times was so rich (especially
in southern Italy and Sicily). Characteristic here is that special role that the motif
of madness played in the figure of 'comic Odysseus': Odysseus, as is well known,
donned a clown's fool's cap (pileus) and harnessed his horse and ox to aplow,
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pretending to be mad in order to avoid participation in the war. It was the motif
of madness that switched the figure of Odysseus from the high and straight forward
plane to the comic plane of parody and travesty.
But the most popular figure of the satyr play and other forms of the parodic
travestying word was the figure of the 'comic Hercules'. Hercules, the powerful
and simple servant to the cowardly, weak and false king Euristheus; Hercules,
who had conquered death in battle and had descended into the nether world;
Hercules the monstrous glutton, the playboy, the drunk and scrapper, but especially
Hercules the madman - such were the motifs that lent a comic aspect to his
image. In this comic aspect, heroism and strength are retained, but they are
combined with laughter and with images from the material life of the body. The
figure of the comic Hercules was extremely popular, not only in Greece but
alsoin Rome, and later in Byzantium (where it became one of the central figures
in the marionette theatre). Until quite recently this figure lived on in the Turkish
game of 'shadow puppets'. The comic Hercules is one of the most profound folk
images for acheerful and simple heroism, and had an enormous influence on all
of world literature. When taken together with such figures as the 'comic Odysseus'
and the 'comic Hercules', the 'fourth drama', which was an indispensable
conclusion to the tragic trilogy, indicates that the literary consciousness of the
Greeks did not view the parodic-travestying reworkings of national myth as any
particular profanation or blasphemy. It is characteristic that the Greeks were not
at all embarrassed to attribute the authorship of the parodic work 'War between
the Mice and the Frogs' to Homer himself. Homer is also credited with a comic
work (a long poem) about the fool Margit. For any and every straight forward
genre, any and every direct discourse - epic, tragic, lyric, philosophical - may
and indeed must itself become the object of representation, the object of a parodic
travestying 'mimicry'. It is as if such mimicryrips the word away from its object,
disunifies the two, shows that a given straight forward generic word - epic or
tragic - is one-sided, bounded, incapable of exhausting the object; the process of
parodying forces us to experience those sides of the object that are not otherwise
included in a given genre or a given style. Parodic-travestying literature introduces
the permanent corrective of laughter, of a critique on the one-sided seriousness
of the lofty direct word, the corrective of reality that is always richer, more
fundamental and most importantly too contradictory and heteroglot to be fitted
into a high and straight forward genre. The high genres are monotonic, while the
'fourth drama' and genres akin to it retain the ancient binary tone of the word.
Ancient parody was free of any nihilistic denial. It was not, after all, the heroes
who were parodied, nor the Trojan War and its participants; what was parodied
was only its epic heroization; not Hercules and its exploits but their tragic
heroization. The genre itself, the style, the language are all put in cheerfully
irreverent quotation marks, and they are perceived against a backdrop of a
contradictory reality that cannot be confined within their narrow frames. The
direct and serious word was revealed, in all its limitations and insufficiency,
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only after it had become the laughing image of that word - but it was by no
means discredited in the process. Thus it did not bother the Greeks to think that
Homer himself wrote a parody of Homeric style. [...] These parodic-travestying
forms prepared the ground for the novel in one very important, in fact decisive,
respect. They liberated the object from the power of language in which it had
become entangled as if in a net; they destroyed the homogenizing power of myth
over language; they freed consciousness from the power of the direct word,
destroyed the thick walls that had imprisoned consciousness within its own
discourse, within its own language. A distance arose between language and reality
that was to prove and indispensable condition for authentically realistic forms of
discourse. Linguistic consciousness - parodying the direct word, direct style,
exploring its limits, its absurd sides, the face specific to an era - constituted itself
outside this direct word and outside all its graphic and expressive means of
representation. A new mode developed for working creatively with language:
the creating artist began to look at language from the outside, with another's
eyes, from the point of view of apotentially different language and style. It is,
after all, precisely in the light of another potential language or style that a given
straight forward style is parodied, travestied, ridiculed. The creating consciousness
stands, as it were, on the boundary line between languages and styles. This is,
for the creating consciousness, a highly peculiar position to find itself in with
regard to language. The aedile or rhapsode experienced himself in his own
language, in his own discourse, in an utterly different way from the creator of
'War between the Mice and the Frogs', or the creators of Margites.
One who creates a direct word - whether epic, tragic or lyric - deals only
with the subject whose praises he sings, or represents, or expresses, and he does
so in his own language that is perceived as the sole and fully adequate tool for
realizing the word's direct, objectivized meaning. [...] In his book on Plato,
Wilamowitz-Moellendorff writes: 'Only knowledge of a language that possesses
another mode of conceiving the world can lead to the appropriate knowledge of
one's own language[...].'
I do not continue the quotation, for it primarily concerns the problem of
understanding one's own language in purely cognitive linguistic terms, an
understanding that is realized only in the light of a ifferent language, one not
one's own; but this situation is no less pervasive where the literary imagination
is conceiving language in actual artistic practice. Moreover, in the process of
literary creation, languages interanimate each other and objectify precisely that
side of one's own (and of the other' s) language that pertains to its world view, its
inner form, the axiologically accentuated system inherent in it. For the creating
literary consciousness, existing in a field illuminated by another's language, it is
not the phonetic system of its own language that stands out, nor is it the distinctive
features of its own morphology nor its own abstract lexicon - what stands out is
precisely that which makes language concrete and which makes its world view
ultimately untranslatable, that is, precisely the style of the languages as a totality.
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[...] Closely connected with the problem of polyglossia and inseparable from it
is the problem of heteroglossia within a language, that is, the problem of internal
differentiation, the stratification characteristic of any national language. This
problem is of primary importance for understanding the style and historical
destinies of the modern European novel, that is, the novel since the seventeenth
century. This latecomer reflects, in its stylistic structure, the struggle between
two tendencies in the languages of European peoples: one a centralizing (unifying)
tendency, the other adecentralizing tendency (that is, one that stratifies languages).
The novel senses itself on the border between the completed, dominant literary
language and the extra literary languages that know heteroglossia; the novel
either serves to further the centralizing tendencies of a new literary language in
the process of taking shape (with its grammatical, stylistic and ideological norms),
or - on the contrary - the novel fights for the renovation of an antiquated literary
language, in the interests of those strata of the national language that have
remained (to a greater or lesser degree) outside the centralizing and unifying
influence of the artistic and ideological norm established by the dominant literary
language. The literary-artistic consciousness of the modern novel, sensing itself
on the border between two languages, one literary, the other extra literary, each
of which now knows heteroglossia, also senses itself on the border of time: it is
extraordinarily sensitive to time in language, it senses time's shifts, the aging
and renewing of language, the past and the future - and all in language. [...In the
later period of the mainstream Russian formalists' activity, another school of
criticism, led by Mikhail Bakhtin (1895-1975), shared some of their concerns, at
the same time attempting to reconcile formalism with a socio-historical approach.
Bakhtin's writings aroused less interest in his active years than they were to
receive later on when the time of formalism was long overdue. His stature has
risen highest in critical milieus especially in the last 3-4 decades, that is since his
studies were published (some of them for the first time) in Soviet Russia and
were translated in the main Western languages. It is hard to assess whether his
spectacular late career is due in the first place to the innovatory nature of his
concepts and critical analyses or to his sensational biography that came to be
known to the public as late as the 1960s. Indeed, there were quite a few spicy
detective story ingredients attached to it: a bone disease in his youth which led to
the amputation of one leg, his internment in a Soviet death camp in the 1930s a sentence that was then commuted to internal exile, his de facto disappearance
from public life for several decades (which may have saved his life during the
Stalin years), the discovery by the literary students in the late fifties that the
author of the reputable book on Dostoevsky was not dead and lived somewhere
in the provinces, his low profile to the very end despite the growing popularity
his studies were enjoying.
Bakhtin did not belong to either of the formalist circles in Soviet Russia,
but was claimed by some of their members, including Jakobson, to be in their
ranks. In actual fact what his studies do share with formalism is the attempt to
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define the specific devices which articulate a literary genre as different from
others. Also he was interested in the literary structure per se, analyzing its dynamic
function within the historical traditions, particularly its subversive roles. Yet, his
field of inquiry extends well beyond the formalist concerns, as he researched not
only the literary language, but also other socio-ideological forms of expression,
such as the carnivalesque one. The sweeping cultural preoccupations of this
literary theorist and philosopher of language explain why he was described in
turns as a formalist, Marxist, phenomenologist, proto-deconstructionist, or even
as an orthodox Christian militant by some Slavists.

Notes

Bakhtin was the first and foremost theorist of one genre, the novel, which he
contrasted with poetry (as in music polyphonic compositions differ from
monophonic ones).

Bakhtin could not have been a Marxist proper, although here and there he
criticized the formalists for neglecting the sociological factors. His main principles
and concepts surpass by far the reductionist determinism of classical Marxist
tenets. However, he associated himself with two avowed Marxists, Valentin
Voloshinov and Pavel Medvedev, and the paternity of several orthodox Marxist
articles is hotly disputed even today by commentators between the three authors:
one of these studies is a sharp attack against the Formalist School (the 1928
book The Formal Method in Literary Scholarship, written either by Medvedev
or by Bakhtin), which may have contributed to the definitive banning of the
movement.
Out of Bakhtin's plentiful and seminal contributions to the philosophy of
language and of culture as well as to literary theory we will focus our attention,
within the framework of our study, on his insights which are more closely
connected with the formalist issues, such as the dialogic mode and the uses of
language in prose writings, particularly in the novel .
In the first phase of his career Bakhtin's interests were mainly retained by
the complex relationships between ethics and aesthetics, between self and other:
he propounded a "philosophy of the act" which relied on Kantian categories. His
studies written in the second phase of his activity (about 1924-1930) are
hallmarked by the discovery of the dialogic potential of the word and the
"polyphonic" mode of writing. His cornerst one study, Problems of Dostoevsky's
Poetics, came out in 1929.
In the following two decades, despite the obstacles which life in an entirely
ideologized country set before an independent intellectual like Bakhtin, he
produced the most substantial concepts for a "prosaic" description of the novel,
such as novelistic consciousness and the chronotope. "Discourse in the Novel",
"From the Prehistory of Novelistic Discourse", and "Forms of Time and of the
Chronotope in the Novel" were written in that period. The Chronotope is Bakhtin's
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term for the specific sense of space and time (in other words the social and the
historical components) which characterizes every genre, according to its specific
ideology. If in the ancient works the social element played a background role, in
the novel it has a direct, molding impact upon the characters: they and the society
influence and change each other as it happens in actual history, and this accounts
for Bakhtin's interest in the dialogic consciousness of the novel.
Another direction of investigation which he pursued in the 1930s belongs
to the sociology of culture: in Rabelais and His World, a book which could be
published only in 1965, Bakhtin celebrated the "joyously ambivalent
carnivalesque" mood in Rabelais's writings, indirectly referring to the life
conditions and the constraints in an authoritarian state: this form of social
manifestation, having its own norms and rituals, subverts the official ideology,
overturns the established hierarchies, mixes up the opposites and provides an
escape valve for discontent. Upon literary genres, such as the novel, the
carnivalesque mood, with its insistence on body and bodily functions, has a
molding effect, resulting in a parodic or grotesque style. Owing to his emphasis
on the socially liberating role of laughter and the carnivalesque forms of
manifestation, typical of low culture, Bakhtin is claimed today by the advocates
of "cultural studies" as one of their predecessors.
In the last two decades of his life, the Russian scholar revised and added
some earlier studies, and returned to the broader philosophical themes of his
early writings, extending his concerns to the humanities and the interpretation
theory in general.
Critics have identified three overall concepts which subsume Bakhtin's
theoretical findings. The first one is Prosaics, as opposed to poetics: the term,
coined by his commentators, describes his mistrust of "theoretism" (i.e. the belief
that everything can be explained through wide-ranging systems, such as
Saussureanism, Freudianism, Marxism, formalism), the importance he attaches
to small, "prosaic" facts of life instead of the dramatic, catastrophic events, and
as concerns the novelistic genre, the emphasis he lays on its complexities: the
novel cannot be analyzed with reference to tropes, like poetry, but insisting on
its dialogic nature. Dialogue, the second global term, refers to the fact that
authentic consciousness can be revealed only by presenting the interaction of at
least two voices: truth resides in conversation rather than in a set of sentences.
The third basic concept in Bakhtin's thought is Unfinalizability. In dialogic prose
the world appropriately appears as an unfinalizable, open, creative space; in his
Dostoevsky study Bakhtin states that /n/othing conclusive has yet taken place in
the world, the ultimate word of the world and about the world has not yet been
spoken, the world is open and free, everything is still in the future and will
always be in the future.
With Bakhtin, not only is the literary work open (Umberto Eco's opera
aperta), or writerly, but the world it creates is never to be finished.
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The most seminal finding of Bakhtin's research as concerns the novel is its
polyphonic (or dialogic) nature. In order to understand the meaning in which the
Russian scholar used these terms, it is yet necessary to dwell first on the related
concept of Heteroglossia (Reznorechie). The term "heteroglossia" belongs to
linguistic theory, just as "polyphony" does to fictional studies. It is meant to
reveal the way in which meaning is produced by discourse through the use of a
"social diversity of speech types", as Bakhtin observes in his renowned 1935
essay "Discourse in the Novel". There are numberless discursive strata in every
language, such as social dialects, characteristic group behavior, professional
jargons, generic languages, languages of generations and age groups, tendentious
languages, languages of the authorities, .... languages that serve the specific
sociopolitical purposes of the day, even of the hour, for, says Bakhtin, each day
has its own slogan, its own vocabulary, its own emphasis.
It is even possible to speak of a family jargon, with its special vocabulary
and its unique accentual system, as in the case of the Irtnevs, in Tolstoy. At any
moment in history, language is heteroglot from top to bottom. Bakhtin's dynamic
perspective on language can be described as in vivo, a Romanian scholar has
observed, in contradistinction to the in vitro view of the formalists.
In "Discourse..." Bakhtin claims that some of the best instances of
heteroglossia at work can be found in the English comic novel, where there is a
"re-processing of almost all the levels of literary language, both conversational
and written, that were current at the time", from parliamentary eloquence, to the
language of the speculators' dealings. For instance, in one of the excerpts he
supplies from Dickens's Little Dorrit, "the speech of another" (in a highly
ceremonious tone) is inserted for the sake of parody into the author's discourse,
in a concealed form, that is without any formal markers such as quotation marks.
Bakhtin observes that this is not a mere case of another's speech in the same
language, but "another's utterance in a language that is itself 'other' to the author".
He commends mostly those writers and literary forms which exemplify
heteroglossia, that is a "Galilean" language consciousness: Dostoevsky as
compared with Tolstoy, the novel versus poetry. After a long tradition of prose
writings of a monologic type (revealing a "Ptolemaic" consciousness), such as
the Greek and chivalric romance, the pastoral, the sentimental novel,
heteroglossia, with its subversive and liberating potential, began to be
foregrounded in prose with Rabelais and Cervantes, reaching a climax in
Dostoevsky's novels.
Although the Russian theorist did comment on the place of heteroglossia in
the novelistic genre, the proper term that describes the dialogic nature of the
novel is Polyphony (a concept derived from music) or Dialogism as such. Actually
heteroglossia is a linguistic reality, whereas polyphony is just a possible (and
desirable) fictional mode, to be contrasted with the monologic one. The first
detailed references to novelistic polyphony appeared in Problems of Dostoevsky's
Poetics; yet Bakhtin reformulated the concept several times in his studies.
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Polyphonic novels, such as Dostoevsky's, make up a new novelistic genre,
according to the Russian theorist's initial views. In this kind of fiction the reader
hears several contesting voices, which are not subject to an attempt at unification
on the author's part: these voices are engaged in a dialogue in which no point of
view is privileged, no final word is heard. The author stands on the same level as
his heroes, relinquishing his "surplus of vision". He knows nothing more than
they do and may be surprised by their words at any point:
Dostoevsky brings into being not voiceless slaves ... but free people, capable
of standing alongside their creator, capable of not agreeing with him and even of
rebelling against him, states Bakhtin. Conversely, in monologic novels, such as
Tolstoy's, the general perspective is solely the author's one, and the characters'
points of view are orchestrated in accordance with his positions. (We can notice
that there is a slight resemblance between Tomashevsky's concept of skaz in the
narrative, and Bakhtin's polyphony.)
In the polyphonic, non-Aristotelian plot, despite the plurality of independent
and unmerged consciousnesses, the unity of "the given event" is preserved, but
this is a dialogic unity, based on the coexistence of spiritual diversity. The dialogic
process is basically unfinalizable, unlike the closed product of the monologic
whole: each thought of Dostoevsky's heroes looks like a rejoinder in a neverending tense debate.
One particular aspect of polyphony is Double - Voicing - a case when in a
single utterance two voices are meant to be heard as interacting: the words should
be understood as if they were spoken with quotation marks. This mode of speaking
reflects the fact that, according to Bakhtin, the language of communication is
never free from the intentions of the other people socially involved in an event.
Single-voiced verbal constructions can be found only in professional discourse,
not in rhetorical or fictional language. In the cases of passive double-voicing the
two voices may seem to be in agreement or in disagreement (as in parodic speech);
when resistance or tension between them appear, the double-voicing is active:
such is the status of the "word with a loophole", in which there is included a
statement, its rebuttal, the response to the rebuttal, and so on, possibly ad infinitum.
Embedding is a specific type of double-voicing form, in which the hero's
perspective on himself is infiltrated by "someone else's words about him". Bakhtin
illustrates this with a scene from Dostoevsky's novel, Poor People, in which the
protagonist is writing a letter to a woman, confessing he lives in a kitchen; his
"sideward glance" and his recoiling as he thinks about her negative reaction to
this embarrassing news are easy to imagine: his discourse is penetrated by the
words of another and therefore it becomes distorted.
If in Problems... Bakhtin claimed that Dostoevsky was the creator of the
polyphonic novel, later on he slightly altered his views, stating that dialogism is
more or less present in all novels, especially in those imbued with a carnivalesque
mood. Thus in "Discourse...", he defined the novel as "a diversity of social speech
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types, sometimes even diversity of languages and a diversity of individual voices,
artistically organized". There is polyphony even in some non-fictional prose,
such as the early Platonic dialogues where Socrates appears not so much as the
teacher, the owner of truth, but rather as a kind of grotesque midwife, one who
incites to dialogue in order to search for truth. Or in satires such as the Menippean
ones, Apuleius's The Golden Ass, and so forth.
In its general sense, then, polyphony is not only a technical characteristic of
the novel (related, yet not restricted to, the notion of dramaticism), but also a
principle of the creative process and of moral philosophy, owing to its implications
of unfinalizability.
The Bakhtinian concept has made a significant career in the last decades.
Contemporary critics have used the term mainly to refer to the modernist and
postmodern fiction (Julia Kristeva, for instance), but others (such as David Lodge)
have rightfully argued that polyphonic elements can also be found in realistic
prose. Some feminists have appropriated it in reference to l'écriture féminine,
and connections between the notion of dialogic speech and psychoanalytical or
deconstructive approaches have also been established. Some even claim to discern
a particular critical approach of late, Dialogical Criticism, inspired by such
concerns of Bakhtin's as the polyphonic heterogeneity of the discourse, and the
function of subversive, carnivalesque elements in prose narratives. Tzvetan
Todorov, for instance, has made use of these concepts in La conquête de
l'Amérique (1982), a study of the dialogue between the European, colonizing
voices and the Indians' colonized ones.

Notes

4.4 BAKHTINS CONCEPT OF CHRONOTOPES
Mikhail Bakhtin's chronotope concept offers for the study of the intrinsically
hybrid genre of the historical novel. By applying the concept to the analysis of
the early 19th century Flemish historical novel, I illustrate how the chronotope
of the adventure novel of ordeal, which structures a significant number of the
historical novels published in Belgium between 1830 and 1850, and which can
be traced back to the ancient Greek romance, can undergo drastic revisions
under the influence of the particular poetics of the Belgian historical novel. During
the first two decades of Belgian independence the poetics of the genre was
strongly determined by the nationalist and didactic function the historical novel
was called upon to perform. I will illustrate how the first Flemish novelists
harked back to traditional chronotopes (and their corresponding plots and
motives) with which the largely uneducated Flemish public was familiar from a
mostly oral folk tradition, and tried to remould these to accord with their own
purposes and with the demands and regulations of the genre. In what is generally
referred to as Bakhtin's third period (the period of his forced exile in Kazakhstan
in the 1930s), Mikhail Bakhtin became interested in the question of genre, which
he regarded as 'a key organ of memory and an important vehicle of historicity'.
More specifically, it was the genre of the novel that awakened this interest.
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During the late 1930s and early 1940s, Bakhtin wrote six essays that
deal with the theory of the novel: 'Forms of Time and of the Chronotope in the
Novel', 'The Bildungsroman and Its Significance in the History of Realism',
'From the Prehistory of Novelistic Discourse', 'Epic and Novel', 'Discourse in
the Novel' and The Novel of Education and Its Significance in the History of
Realism.
In their own way, these essays all trace and describe 'the establishment and
growth of a generic skeleton of literature'.
The chronotope essays 'Forms of Time and of the Chronotope in the Novel.
Notes toward a Historical Poetics' (henceforth referred to as FTC) and 'The
Bildungsroman and Its Significance in the History of Realism (Toward a Historic
Typology of the Novel)' (henceforth referred to as BSHR) constitute the basis
for the theoretical framework that is developed in my dissertation on 19th century
Belgian historical novels. One of the case-studies from this dissertation is
presented here, albeit in a considerably abridged form.
The main reason for choosing Bakhtin's chronotope theory for the textual
analysis of Belgian historical novels written in the 1830s and 1840s is the hopeful
prospect that Bakhtin's concept might help to shed some light on the essential
hybridity of the genre. The chronotope essays chiefly trace the literary descent
of what Bakhtin considers to be the various 'genres of the novel' (the adventure
novel of ordeal, the adventure novel of everyday life, the chivalric romance, the
(auto-)biographical novel, the idyllic romance, the folkloric romance, the
Bildungsroman, etc.). Many of these 'sub genres' can be recognized in the
multifarious set of novels that are lumped together in the first half of the 19th
century under the common denominator 'historical novel'. This tracing of the
literary descent leads Bakhtin to consider the literary works of the ancient Greeks
and Romans as the 'authentic predecessors of the novel [ ] containing in embryo
and sometimes in developed form the basic elements characteristic of the most
important later prototypes of the European novel'.
In this light, the chronotope comes to function precisely as the primary
principle that 'both defines genre and generic distinction and establishes the
boundaries between the various intrageneric subcategories of the major literary
types'.
The preface to the very first Flemish (historical) novel In it Wonderjaer
(1837) testifies to the fact that the genre of the novel was still largely unknown
in Flanders in the 1830s: the author, Hendrik Conscience, forewarns his public
not to be frightened by the fact that he is presenting them with a novel.

4.5 BAKHTINS CONCEPT OF POLYPHONY
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As such, Bakhtin's philosophy greatly respected the influences of others on the
self, not merely in terms of how a person comes to be, but also in how a person
thinks and how a person sees him- or herself truthfully.
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Third, Bakhtin found in Dostoevsky's work a true representation of
"polyphony", that is, many voices. Each character in Dostoevsky's work represents
a voice that speaks for an individual self, distinct from others. This idea of
polyphony is related to the concepts of unfinalizability and self-and-others, since
it is the unfinalizability of individuals that creates true polyphony.
Bakhtin briefly outlined the polyphonic concept of truth. He criticized the
assumption that, if two people disagree, at least one of them must be in error. He
challenged philosophers for whom plurality of minds is accidental and
superfluous. For Bakhtin, truth is not a statement, a sentence or a phrase. Instead,
truth is a number of mutually addressed, albeit contradictory and logically
inconsistent, statements. Truth needs a multitude of carrying voices. It cannot be
held within a single mind, it also cannot be expressed by "a single mouth". The
polyphonic truth requires many simultaneous voices. Bakhtin does not mean to
say that many voices carry partial truths that complement each other. A number
of different voices do not make the truth if simply "averaged" or "synthesized".
It is the fact of mutual addressivity, of engagement, and of commitment to the
context of a real-life event, that distinguishes truth from untruth.
When, in subsequent years, Problems of Dostoyevsky's Art was translated
into English and published in the West, Bakhtin added a chapter on the concept
of "carnival" and the book was published with the slightly different title, Problems
of Dostoyevsky's Poetics. According to Bakhtin, carnival is the context in which
distinct individual voices are heard, flourish and interact together. The carnival
creates the "threshold" situations where regular conventions are broken or reversed
and genuine dialogue becomes possible. The notion of a carnival was Bakhtin's
way of describing Dostoevsky's polyphonic style: each individual character is
strongly defined, and at the same time the reader witnesses the critical influence
of each character upon the other. That is to say, the voices of others are heard by
each individual, and each inescapably shapes the character of the other.

Notes

4.6 FROM THE PREHISTORY OF NOVELISTIC
DISCOURSECRITICAL APPRECIATION
Mikhail Bakhtin's essay "From the Prehistory of Novelistic Discourse" is a study
on the history and construction of modern language in novels. Bakhtin's essay
"From the Prehistory of Novelistic Discourse" is composed of three parts, each
offering a different component to his study of novelistic discourse. The first part
is an introduction to novelistic discourse; Bakhtin introduces the five stylistic
approaches to novelistic discourse and differentiates the novel from other forms
of writing. The penultimate section of the essay focuses ancient Greek literature
and stories, specifically parody sonnets, and acknowledges its impact on the
current discourse in novels. In addition, the second portion of the essay
incorporates the idea of polyglossia-the coexistence of multiple languages in the
same area-to illustrate the challenges of construction a common vernacular within
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literature. The final part of the essay references the Middle Ages, medieval texts,
and works from the Bible to show the growth of novelistic discourse through
time (in comparison to the Greek texts).
Bakhtin's incorporation of the history of the Bible in relation to the term
"polyglossia" offered a careful approach to one of the most unifying texts in the
world. Bakhtin calls the Bible "authoritative and sanctified", it is also widely
read and interpreted by many across the world. However, the history of language
and verbal discourse has the power to change meaning. While polyglossia
complicated the novelistic discourse and how texts were read, the Bible remains
the one text read and interpreted by many. Bakhtin also says that polyglossia
contributed to debunking the myth of "straightforward genres", that it offers
change and variety. Interestingly, when the Bible it is interpreted, it is for moral
meaning; the conversion of language over time and the various meanings it implies
doesn't hold precedence.
The word hybrid is used repetitively in the essay to describe a crossbreeding
of ideas. In part three of the essay, both parody and satire are referenced as
"intentional hybrids" in linguistic discourse. However, "satire" is said to be
complex. While both imply irony and imitation, parody is a composition of satire.
The marriage of languages to produce a comical style and influential discourse
should be problematic. Crossing languages would cause confusion and
misinterpretation, but instead it enhanced the history of novelistic discourse.
Bakhtin discusses the origin and nature of the novel arguing that "mere
literary styles" are not enough to analyze and define the novel, and instead we
should focus on the relationships between the distinct elements that distinguish
the novel from other genres.
Bakhtin begins by briefly charting the course of the attempt to analysis and
define the novel, and the resulting failure, because of the failure to explore the
"stylistic specificum, of the novel as a genre." Bakhtin then provides a few
examples of the use of imagery and metaphor within a novel, and how these
elements different from their use in poetics. Bakhtin points out a distinctive
characteristic of the novel "the image of the another's language and outlook on
the world , simultaneously represented and representing, is extremely typical
of the novel." Bakhtin then discusses the relationship between the styalistic
elements an author uses in a novel as "connected to one another and with the
author via their own characteristic dialogical relationships." Bakhtin posits that
it is these relationships that define the sense of style of a novel, and of the genre
as a whole. Another distinguishing characteristic of the language in the novel, as
mentioned above, is that language not only represents something in the world,
but also "serves as the object of representation." In the next section of "From the
Prehistory of Novelistic Discourse," Bakhtin discusses the idea of parody. Bakhtin
spends a great deal of time going over the origin of parody and its varying roles,
all to conclude that the novel allowed the author to examine language from "the
point of view of a potentially different language and style." It is this "creating
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consciousness" that sets apart the novel from other genres. Parody within the novel
is a parody about an object (like the use of parody in other genres) but this parody
itself becomes an object. The final section of "From the Prehistory of Novelistic
Discourse," is an exploration of the use of the quotation. Like the other elements
that distinguish the novel, Bakhtin spends some time going over the origin and use
of the quotation, ending in its use today in the novel. Through his discourse on
quotation, Bakhtin determines that the quotation was one of the first elements
responsible for parody. "Latin parody, is therefore, a bilingual phenomenon,"
concludes Bakhtin. Bakhtin ends by reminding the reader that we cannot examine
the prehistory of the novelistic word with "mere literary styles."
Bakhtin's essay was tough to comprehend. The beginning of the essay had a
much easier pace and clearer direction to read to, so that it was much more
understandable. What I got lost in was the myriad examples Bakhtin employed to
illustrate his point. More so than any other author we have read, Bakhtin relied
upon the use of multiple and detailed examples to make his point. However, I did
identify with Bakhtin's first discussion on the language of the novel. Here, Bakhtin
was able to isolate what it is that distinguishes the novel from other genre's, that is,
its unique ability to represent an external object, but also be itself an object; the
language of the novel both represents and is representing simultaneously. Bakhtin
said, "Novelistic discourse is always criticizing itself," which strongly resonated
for me with Paul de Man's theory on the resistance to theory. De Man concludes,
that theory is resistance to itself in the same way that Bakhtin concludes that the
language of the novel criticizes itself. One of the weak points I found in Bakhtin's
essay was during the beginning, when he made some very hasty premises to his
argument, such as, the "Five different stylisitic approaches to the novelistic
discourse " Another concept, which I couldn't fully grasp in Bakhtin's essay, was
his concept of parody. Bakhtin spent page after page talking directly and indirectly
about the nature and use of parody, even going into its early use in the Middle Age
carnival. Even if I didn't understand, necessarily, Bakhtin's concept of parody, it
did find it a fascinating subject to focus on. Rarely do these theoreticians focus on
the notion of the comedy, specifically, and it was an interesting notion as to attribute
it to the inception of the early novel. Bakhtin's last paragraph was an interesting
shift from the rest of the novel. Separated by a space, the last paragraph concisely
summed up Bakhtin's discourse on the prehistory of the novel, underscoring the
importance of the history of the formation of the novel, beyond the interestes of
"mere literary styles." Staying true to his form, Bakhtin's last words included a
number of examples.

Notes

4.7 THE DIALOGIC IMAGINATION: CHRONOTOPE,
HETEROGLOSSIA
The Dialogic Imagination (first published as a whole in 1975) is a compilation
of four essays concerning language and the novel: "Epic and Novel" (1941),
"From the Prehistory of Novelistic Discourse" (1940), "Forms of Time and of
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the Chronotope in the Novel" (1937-1938), and "Discourse in the Novel" (19341935). It is through the essays contained within The Dialogic Imagination that
Bakhtin introduces the concepts of heteroglossia, dialogism and chronotope,
making a significant contribution to the realm of literary scholarship. Bakhtin
explains the generation of meaning through the "primacy of context over text"
(heteroglossia), the hybrid nature of language (polyglossia) and the relation
between utterances (intertextuality). Heteroglossia is "the base condition
governing the operation of meaning in any utterance." To make an utterance
means to "appropriate the words of others and populate them with one's own
intention. Bakhtin's deep insights on dialogicality represent a substantive shift
from views on the nature of language and knowledge by major thinkers as
Ferdinand de Saussure and Immanuel Kant.
In "Epic and Novel", Bakhtin demonstrates the novel's distinct nature by
contrasting it with the epic. By doing so, Bakhtin shows that the novel is wellsuited to the post-industrial civilization in which we live because it flourishes on
diversity. It is this same diversity that the epic attempts to eliminate from the
world. According to Bakhtin, the novel as a genre is unique in that it is able to
embrace, ingest, and devour other genres while still maintaining its status as a
novel. Other genres, however, cannot emulate the novel without damaging their
own distinct identity.
"From the Prehistory of Novelistic Discourse" is a less traditional essay in
which Bakhtin reveals how various different texts from the past have ultimately
come together to form the modern novel.
"Forms of Time and of the Chronotope in the Novel" introduces Bakhtin's
concept of chronotope. This essay applies the concept in order to further
demonstrate the distinctive quality of the novel. The word chronotope literally
means "time space" and is defined by Bakhtin as "the intrinsic connectedness of
temporal and spatial relationships that are artistically expressed in literature."
For the purpose of his writing, an author must create entire worlds and, in doing
so, is forced to make use of the organizing categories of the real world in which
he lives. For this reason chronotope is a concept that engages reality.
The final essay, "Discourse in the Novel", is one of Bakhtin's most complete
statements concerning his philosophy of language. It is here that Bakhtin provides
a model for a history of discourse and introduces the concept of heteroglossia.
The term heteroglossia refers to the qualities of a language that are extralinguistic,
but common to all languages. These include qualities such as perspective,
evaluation, and ideological positioning. In this way most languages are incapable
of neutrality, for every word is inextricably bound to the context in which it
exists.
In the philosophy of language and philology, chronotope is a term coined by
M.M. Bakhtin to describe the way time and space are described by language,
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and, in particular, how literature represents them. The term itself (Russian:
XpoHoTon), from Greek: XpÓvoç ("time") and tÓpoç ("space"), can be literally
translated as "time-space." Bakhtin developed the term in his 1937 essay "Russian:
FopMbi BpeMeHN N xpoHOTona B poMaHe", published in English as "Forms
of Time and of the Chronotope in the Novel.
Bakhtin scholars Caryl Emerson and Michael Holquist state that the
chronotope is "a unit of analysis for studying language according to the ratio and
characteristics of the temporal and spatial categories represented in that language".
Specific chronotopes are said to correspond to particular genres, or relatively
stable ways of speaking, which themselves represent particular world views or
ideologies. To this extent, a chronotope is both a cognitive concept and a narrative
feature of language.
In the Dialogic Imagination, Bakhtin defines the Chronotope:
We will give the name chronotope (literally, "time space") to the intrinsic
connectedness of temporal and spatial relationships that are artistically expressed
in literature. This term [space-time] is employed in mathematics, and was
introduced as part of Einstein's Theory of Relativity. The special meaning it has
in relativity theory is not important for our purposes; we are borrowing it for
literary criticism almost as a metaphor (almost, but not entirely). What counts
for us is the fact that it expresses the inseparability of space and time (time as the
fourth dimension of space). We understand the chronotope as a formally
constitutive category of literature; we will not deal with the chronotope in other
areas of culture.' In the literary artistic chronotope, spatial and temporal indicators
are fused into one carefully thought-out, concrete whole. Time, as it were,
thickens, takes on flesh, becomes artistically visible; likewise, space becomes
charged and responsive to the movements of time, plot and history. This
intersection of axes and fusion of indicators characterizes the artistic chronotope.
The chronotope in literature has an intrinsic generic significance. It can even be
said that it is precisely the chronotope that defines genre and generic distinctions,
for in literature the primary category in the chronotope is time. The chronotope
as a formally constitutive category determines to a significant degree the image
of man in literature as well. The image of man is always intrinsically chronotopic.

Notes

Analysis

The distinctiveness of chronotopic analysis, in comparison to most other uses
of time and space in language analysis, stems from the fact that neither time nor
space is privileged by Bakhtin, they are utterly interdependent and they should
be studied in this manner.
Linguistic anthropologist Keith Basso invoked "chronotopes" in discussing
Western [Apache] stories linked with places. At least in the 1980s when Basso
was writing about the stories, geographic features reminded the Western Apache
of "the moral teachings of their history" by recalling to mind events that occurred
there in important moral narratives. By merely mentioning "it happened at [the
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place called] 'men stand above here and there,'" storyteller Nick Thompson could
remind locals of the dangers of joining "with outsiders against members of their
own community." Geographic features in the Western Apache landscape are
chronotopes, Basso says, in precisely the way Bakhtin defines the term when he
says they are "points in the geography of a community where time and space
intersect and fuse. Time takes on flesh and becomes visible for human
contemplation; likewise, space becomes charged and responsive to the movements
of time and history and the enduring character of a people. ...Chronotopes thus
stand as monuments to the community itself, as symbols of it, as forces operating
to shape its members' images of themselves".
Speech Genres and Other Late Essays
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In Speech Genres and Other Late Essays Bakhtin moves away from the novel
and concerns himself with the problems of method and the nature of culture.
There are six essays that comprise this compilation: "Response to a Question
from the Novy Mir Editorial Staff", "The Bildungsroman and Its Significance
in the History of Realism", "The Problem of Speech Genres", "The Problem of
the Text in Linguistics, Philology, and the Human Sciences: An Experiment in
Philosophical Analysis", "From Notes Made in 1970-71," and "Toward a
Methodology for the Human Sciences."
"Response to a Question from the Novy Mir Editorial Staff" is a transcript
of comments made by Bakhtin to a reporter from a monthly journal called Novy
Mir that was widely read by Soviet intellectuals. The transcript expresses Bakhtin's
opinion of literary scholarship whereby he highlights some of its shortcomings
and makes suggestions for improvement.
"The Bildungsroman and Its Significance in the History of Realism" is a
fragment from one of Bakhtin's lost books. The publishing house to which Bakhtin
had submitted the full manuscript was blown up during the German invasion
and Bakhtin was in possession of only the prospectus. However, due to a shortage
of paper, Bakhtin began using this remaining section to roll cigarettes. So only a
portion of the opening section remains. This remaining section deals primarily
with Goethe.
"The Problem of Speech Genres" deals with the difference between
Saussurean linguistics and language as a living dialogue (translinguistics). In a
relatively short space, this essay takes up a topic about which Bakhtin had planned
to write a book, making the essay a rather dense and complex read. It is here that
Bakhtin distinguishes between literary and everyday language. According to
Bakhtin, genres exist not merely in language, but rather in communication. In
dealing with genres, Bakhtin indicates that they have been studied only within
the realm of rhetoric and literature, but each discipline draws largely on genres
that exist outside both rhetoric and literature. These extraliterary genres have
remained largely unexplored. Bakhtin makes the distinction between primary
genres and secondary genres, whereby primary genres legislate those words,
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phrases, and expressions that are acceptable in everyday life, and secondary genres
are characterized by various types of text such as legal, scientific, etc.
"The Problem of the Text in Linguistics, Philology, and the Human Sciences:
An Experiment in Philosophical Analysis" is a compilation of the thoughts
Bakhtin recorded in his notebooks. These notes focus mostly on the problems of
the text, but various other sections of the paper discuss topics he has taken up
elsewhere, such as speech genres, the status of the author, and the distinct nature
of the human sciences. However, "The Problem of the Text" deals primarily
with dialogue and the way in which a text relates to its context. Speakers, Bakhtin
claims, shape an utterance according to three variables: the object of discourse,
the immediate addressee, and a superaddressee. This is what Bakhtin describes
as the tertiary nature of dialogue.
"From Notes Made in 1970-71" appears also as a collection of fragments
extracted from notebooks Bakhtin kept during the years of 1970 and 1971. It is
here that Bakhtin discusses interpretation and its endless possibilities. According
to Bakhtin, humans have a habit of making narrow interpretations, but such
limited interpretations only serve to weaken the richness of the past.
The final essay, "Toward a Methodology for the Human Sciences", originates
from notes Bakhtin wrote during the mid-seventies and is the last piece of writing
Bakhtin produced before he died. In this essay he makes a distinction between
dialectic and dialogics and comments on the difference between the text and the
aesthetic object. It is here also, that Bakhtin differentiates himself from the
Formalists, who, he felt, underestimated the importance of content while
oversimplifying change, and the Structuralists, who too rigidly adhered to the
concept of "code.

Notes

Influence

He is known today for his interest in a wide variety of subjects, ideas, vocabularies,
and periods, as well as his use of authorial disguises, and for his influence
(alongside György Lukács) on the growth of Western scholarship on the novel
as a premiere literary genre. As a result of the breadth of topics with which he
dealt, Bakhtin has influenced such Western schools of theory as Neo-Marxism,
Structuralism, and Semiotics. However, his influence on such groups has,
somewhat paradoxically, resulted in narrowing the scope of Bakhtin's work.
According to Clark and Holquist, rarely do those who incorporate Bakhtin's ideas
into theories of their own appreciate his work in its entirety.
While Bakhtin is traditionally seen as a literary critic, there can be no denying
his impact on the realm of rhetorical theory. Among his many theories and ideas
Bakhtin indicates that style is a developmental process, occurring both within
the user of language and language itself. His work instills in the reader an
awareness of tone and expression that arises from the careful formation of verbal
phrasing. By means of his writing, Bakhtin has enriched the experience of verbal
and written expression which ultimately aids the formal teaching of writing.
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Some even suggest that Bakhtin introduces a new meaning to rhetoric because
of his tendency to reject the separation of language and ideology.
This essay mainly focuses on a single Flemish 'adaptation' of one of the
oldest chronotopes Bakhtin has distinguished, the chronotope of the adventure
novel of ordeal. The particular case of Joseph Ronsse's historical novel Arnold
van Schoorisse (1845) can, however, be seen as symptomatic for a great number
of Belgian historical novels. First Bakhtin's characterization of this chronotope.
In FTC, Bakhtin analyses the chronotope of the adventure novel of ordeal
predominantly in the cases of the very earliest examples of this type of novel,
the so called Greek or Sophistic romances. As Carlos García Gual has
demonstrated, some of these Greek romances (especially Chariton's Chareas
and Callirhoë and Heliodorus' Aethiopica) may be regarded as historical novels,
and were indeed received as such in ancient times. The action in these romances
is projected towards a - albeit only feebly characterized - past, historical characters
figure in a minor role (often as parents of the heroes), and certain characters and
scenes echo the works of historians like Herodotus and Thucydides.
As for space, in these novels it 'figures in solely as a naked, abstract expanse
of space', 'measured primarily by distance on the one hand and by proximity on
the other'. Thus, '[t]he adventure chronotope is [ ] characterized by a technical,
abstract connection [not an organic one, nb] between space and time, by the
reversibility of moments in a temporal sequence, and by their interchangeability
in space'.
As I would like to illustrate, the traditional chronotope of the adventure
novel of ordeal as Bakhtin described it has undergone particular - and in some
novels quite significant - changes under the influence of the specific poetics of
the Belgian historical novel, as it is expressed mainly in prefaces and works of
literary criticism. In previous articles, I have argued that the case of the early
19th century Belgian historical novel shows how prefaceswhich in the 18th
century had proved to be the privileged loci for expressing the literary novelistic
consciousness - also offered an ideal discursive climate for addressing issues of
nation building and collective memory. Detailed analyses of the nationalist
discourse in the prefaces to the historical novels written in Belgium in the first
two decades after independence, focussing on the discourses about memory and
national identity, have revealed that both the concept of the native soil (space)
and the genealogical link between the glorious ancestors and their descendants
(time) have played a major role in the construction of this nationalist discourse.
The historical chronotope in this type of historic adventure novels of ordeal,
as we can now call them, can be encountered predominantly, and sometimes
only, in the footnotes and endnotes. The nationalist discourse that can be found
in the prefaces thus cannot be said to have greatly increased the amount of
concretization of time and space. However, it is certainly explicitly and
abundantly present in the discourse of certain characters (in their speeches,
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dialogues, monologues). I will here mention only one example, other examples
can be found in the endnotes to this paper. On the eve of the decisive battle at
Westrozebeke, Philip van Artevelde reminds his fellow citizens of the glorious
deeds of their forefathers in Groeninge in the way the 19th century historical
novelists remind their contemporaries of the ancestral heroism: 'Herinnert u
allen de heldendaden uwer vaderen'.
That Ronsse made the 19th century nationalist discourse serve as a model
for Artevelde's discourse in Arnold van Schoorisse can be seen for instance in
Artevelde's confident exclamation that 'nieuwe Breydels en de Coninks zyn
weêr opgerezen om hunne stadgenooten tot de overwinning te geleiden' ('new
Breydel's and de Coninck's have risen again to lead their fellow citizens to
victory'): the main characters from Conscience's De Leeuw van Vlaenderen
only became legendary in the 19th century A perfect example of the little influence
the nationalist discourse has exerted on the categories of time and space in the
novel is provided by the ensuing description of the battle at Westrozebeke. By
reminding the citizens of Ghent and Bruges of the fact that 'de vermolmde
gebeenderen uwer vrye vaderen [nog] rusten [ ] in den heiligen grond van
Groeninge' ('the mouldered bones of your free fathers still rest in the holy soil of
Groeninge') Philip van Artevelde succeeds in arousing their nationalist feelings.
In his speech the imaginary space of 'Vlaenderen' is charged with historicity
through the mentioning of such places as Groeninge, through the stressing of the
need to free the native soil of 'uitheemsch[ ] gebroedsel' ('foreign scum') and
through the call to let the blood of the last oppressor spill under Flemish axes.
The native soil is saturated with the past (literally, through the image of the
corpses buried in the ground) and even acquires a holy character. Likewise, time
becomes charged with historicity as well: the battle that is to take place the next
day, '[zal] de onafhankelykheid der Vlamingen vereeuwigen, of hen op nieuw
met boeijen overladen' ('will perpetuate the independence of the Flemings, or
put them back in chains').
However, Ronsse importantly does not succeed in introducing this historicity
into the descriptions of the actual novelistic space. The historical chronotope in
Arnold van Schoorisse is only created in the imagination of the characters, it is
not realised in the novel's 'reality' (in its chronotope): in the description of the
battle the next day, the space of the native country once more completely
disappears into the background, and actions such as 'rushing forward', 'fleeing',
'hastening to help', 'gaining ground', 'recoiling', 'pursuing', 'surrounding' and
'cutting short' all take place against a completely abstract background. This abstract
quality of time and space is a necessity in any adventure novel of ordeal. As
Bakhtin explains, it is a prerequisite for the ruling principle of 'chance' to be able
to operate to its fullest: Every concretization, of even the most simple and
everyday variety, would introduce its own rule-generating force, its own order,
its inevitable ties to human life and to the time specific to that life. Events would
end up being interwoven with these rules, and to a greater or lesser extent would
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find themselves participating in this order, subject to its ties. This would critically
limit the power of chance; the movement of the adventures would be organically
localized and tied down in time and space.
Plot
The amorous plot-line is however still introduced in the first chapter, in the story
of Arnold's and Isabella's marriage and Isabella's subsequent abduction, and at
the end the motif is even doubled by the introduction of another couple (Oda van
Schoorisse and Frans Ackerman) about to get married. The deep indebtedness of
Arnold van Schoorisse to the Greek romance reveals itself in the fact that
Ackerman is first introduced as Oda's lover (and thus as a hero in the amorous
plot-line), and is to figure as a historical character only in the next chapter. Further
in the novel, however, it will become clear that Arnold's unremitting (and
uncritical) loyalty to the Count of Mâle largely stems from a curse that 'de zwarte
ridder' ('the black knight'), a long-time persecutor of Arnold's family who had
abducted Arnold's wife Isabella seventeen years before, has laid upon Arnold's
daughter Oda. The black knight had added a stipulation to this curse, promising
that if Arnold should ever succeed in being knighted by the Count as a reward
for his faithful service, he himself would honour the precepts of knighthood,
and would respect and even protect Oda, because from then on she would be 'het
erfdeel eens ridders' ('the inheritance of a knight') (I, 38). The reason for Arnold's
loyalty is therefore primarily to be situated on the 'individual' (and predominantly
amorous) plane of events, not on the political plane. As in the traditional adventure
novel of ordeal, the faith of the main characters is for the most part never under
debate in Arnold van Schoorisse: the whole novel is conceived as a proof of this
faith, rather than as a test in which the heroes might fail.
Central Motif

The central motif of faith also informs the many oaths sworn in this novel - the
crucifixes in the bedrooms of the 'persecuted maidens' Isabella and Oda seem to
be present for this purpose only. Characters in the novel are, moreover, often
evaluated on the basis of their trustworthiness and sincerity: they are characterized
as honest and sincere, or as 'lasteraer' ('slanderer'), 'schynheilig' ('hypocritical')
or 'valschaert' ('imposter'). This opposition receives its clearest expression in
Oda's characterization of her respective suitors Frans Ackerman and Walter van
Herzeele (Arnold's best friend, who will later turn out to be none other than the
black knight). The words of Ackerman are 'waer als het H. Evangelie' ('as true as
the gospel'); in Walter's words on the contrary 'schuilt iets listigs' ('they contain
something cunning and deceitful'), and Oda remains on her guard against the
'listen en lagen' ('cunning schemes') of the 'valschaert'.
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Walter van Herzeele not only plays the role of false friend in the 'individual'
plot-sequence, where he uses his position as Arnold's best friend and confidant
for his own scheming to get Oda to renounce Ackerman and marry him instead,
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he also (and successfully) plays this role on the historical plane, where he stands
in the grace of both opposed political parties and knows their secrets:
Walter was [ ] in de gunsten des Graven, even als in die der opstandelingen
gedrongen: de geheimen der beide gezindheden doorgrondde hy: de belangen
van den Prins, even als die der Gentenaers, werden door hem in schyn
verdedigd; en nauw was de eene of andere maetregel genomen, of hy werd
aen de vyandlyke benden overgebriefd. had come into the Count's favour,
as well as in that of the rebels: he fathomed the secrets of both parties: both
the interests of the Prince and of the citizens of Ghent were defended by
him, but only in name; and hardly had one or the other measure been
taken, before it was passed on to the enemy[.]

Notes

4.8 SELF-ASSESSMENT
1. Choose the correct options:
(i) Bakhtins Chronotope theory was written is ............... .
(a) 1830s

(b) 1850s

(c) 1820s

(d) none of these

(ii) Bakhtin found in Dostoevskys work a true representation of ............... .
(a) menotymy

(b) metaphor

(c) polyphony

(d) none of these

(iii) The hybrid nature of language in ............... .
(a) heteroglossia

(b) dialogism

(c) polyglossia

(d) none of these

(iv) Chronotope is a term coined to ............... .
(a) M.M. Bakhtin

(b) Michael Holoquist

(c) Caryl Emerson

(d) none of these.

4.9 SUMMARY


Bakhtin was concerned with language or discourse as a social activity. The
Bakhtin School comprising Bakhtin, Pavel Medvedev and Valentin
Volosphinov believed words to be active, dynamic, that had several
connotations and would mean something different to a different person or
social hierarchy or whose meaning would differ according to time and
place. Earlier linguist patronised the view that language was isolated ...
divorced from its verbal and actual contest. The Bakhtin School used the
Russian word solvo which can and is translated into English as word,
but the Russian connotation extends a social flavour that would more readily
imply utterance or even discourse.
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Bakhtin considered the novel to be such a dynamic genere that would
eventually take over, many other genres. For instance, Epic, which was
characterized (according to Bakhtin) by an uncrossable gulf separating the
characters and events fromthe audience was eventually subsumed by the
novel, in such a way that a separation would be unthinkable.



Mikhail Bakhtin's chronotope concept offers for the study of the intrinsically
hybrid genre of the historical novel. By applying the concept to the analysis
of the early 19th -century Flemish historical novel, I illustrate how the
chronotope of the adventure novel of ordeal, which structures a significant
number of the historical novels published in Belgium between 1830 and
1850, and which can be traced back to the ancient Greek romance, can
undergo drastic revisions under the influence of the particular poetics of
the Belgian historical novel.



The chronotope essays 'Forms of Time and of the Chronotope in the
Novel. Notes toward a Historical Poetics' (henceforth referred to as FTC)
and 'The Bildungsroman and Its Significance in the History of Realism
(Toward a Historic Typology of the Novel)' (henceforth referred to as
BSHR) constitute the basis for the theoretical framework that is developed
in my dissertation on 19th century Belgian historical novels. One of the
case-studies from this dissertation is presented here, albeit in a considerably
abridged form.



Bakhtin begins by briefly charting the course of the attempt to analysis and
define the novel, and the resulting failure, because of the failure to explore
the "stylistic specificum, of the novel as a genre." Bakhtin then provides a
few examples of the use of imagery and metaphor within a novel, and how
these elements different from their use in poetics. Bakhtin points out a
distinctive characteristic of the novel "the image of the another's language
and outlook on the world , simultaneously represented and representing,
is extremely typical of the novel."



"From the Prehistory of Novelistic Discourse" is a less traditional essay in
which Bakhtin reveals how various different texts from the past have
ultimately come together to form the modern novel.

4.10 KEY-WORDS
1. Polyglossia
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: Basically polyglossia situations involve two contrasting
varieties (high and low) but in general it refers to
communities that regularly use more than two languages.

2. Lexical borrowing : It results from the lack of vocabulary and it involves
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borrowing single words - mainly nouns. When speaking
a second language, people will often use a term from
their first language because they don't know the
appropriate word in their second language. They also my
borrow words from another language to express a concept
or describe an object for which there is no obvious word
available in the language they are using.

4.11 REVIEW QUESTIONS
1. What is the Concept of Chronotopes? Discuss.
2. Discuss the Concept of Polyphony.
3. Examine Bakhtins, from the prehistory of Novelistic Discourse.
Answers: Self-Assessment

1. (i) (a)

(ii) (c)

(iii) (c)

(iv) (a)
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5.0 OBJECTIVES
After reading this Unit students will be able to:


Discuss the development as a Literary Critique.



Explain the future of gynocriticism.



Understand Feminist Criticism.

5.1 INTRODUCTION
Gynocriticism is the historical study of women writers as a distinct literary
tradition. Elaine Showalter coined this term in her essay "Toward a Feminist
Poetics." It refers to a criticism that constructs "a female framework for the
analysis of women's literature, to develop new models based on the study of
female experience, rather than to adapt male models and theories" The work of
gynocriticism has been criticized by recent feminists for being essentialist,
following too closely along the lines of Sigmund Freud and New Criticism, and
leaving out lesbians and women of color.
Gynocriticism is the study of feminist literature written by female writers
inclusive of the interrogation of female authorship, images, the feminine
experience and ideology, and the history and development of the female literary
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tradition. During the late eighteen hundreds and early nineteen hundreds
respectively, Virginia Woolf and Simone de Beauvoir began to review and evaluate
the female image and sexism in the works of male writers. During the nineteen
sixties the feminist movement saw a reaction and opposition to the male oriented
discourse of previous years. Most thoroughly developed during the late seventies
and early eighties, gynocriticism was a result of the interrogative critiques utilised
in post-structuralism and psychoanalysis.

5.2 DEVELOPMENT AS A LITERARY CRITIQUE
Gynocriticism developed as a literary critique from the theories and techniques
of post-structuralism and psychoanalysis. Post-structuralism is by nature, the
study of the uncertain (Barry 2009). According to Barry, post-structuralism
questions and interrogates the scientific certainty that structuralism took for
granted, identifying the fact that language is ambiguous and therefore the universe
is indeterminate. Psychoanalytic criticism focuses on the word of Freud, and the
concept of the unconscious. The textual content is both conscious and unconscious
and the critique involves the uncovering or decoding of the two. Additionally,
Freudian psychoanalysis identifies repression and sublimation, two unconscious
processes that involve the struggle with identity. Gynocriticism, examines the
female struggle for identity and the social construct of gender. If gender is
inherently constructed from an ideology, then that ideology is by nature,
indeterminate and fluid, susceptible to the analysis of differences. According to
Elaine Showalter, gynocriticism is the study of not only the female as a gender
status but also the 'internalized consciousness' of the female. The uncovering of
the female subculture and exposition of a female model is the intention of
gynocriticism.
According to Showalter, literary history has seen three distinct phases of
gynocriticism. Until the twentieth century, the female literature tradition was
constructed of images and values of the idealized 'feminine', constructed from
the patriarchal oppression that sought to identify the woman as "other". During
the twentieth century, the 'feminist' movement saw a reaction to the patriarchy of
previous times and protested the ideology of the feminine. The most recent
development is the 'female' criticism, where a female identity is sought free from
the masculine definitions and oppositions. The recognition of a distinct female
canon and the development of the 'female reader' are fundamental aspects of
gynocriticism.

5.3 GYNOCRITICISM AND PSYCHOLOGY
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Gynocriticism arose as a feminist critique as a result of the Freudian
psychoanalytic perspective of the female inadequacy. According to Freudian
psychology, the female possesses a psychological deficiency in the lack of male
anatomy and as a result suffers envy and feelings of inadequacy and injustice
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combined with feelings of intellectual inferiority. However it is not just the
physical female inadequacy that led to the inception of gynocriticism. The
prejudice against the female, incites a specific noesis that becomes attributed to
the female. Psychologist Karen Horney theorised that the ideal of woman is not
necessarily innate to her sex but that the patriarchal pressures and cultural
influence compel her to behave in conformity with the image. This prejudice has
concealed the female literary tradition to the point of imitating the masculine.
The male 'phallic prejudice' itself, creates a female
consciousness that demands a critique of the female
perspective.

5.4 FLAWS AS A CRITIQUE
However gynocriticism aims to uncover a female psyche, it frequently fails to
encompass the female as a whole. Often critics critique the feminist literature to
the exclusion of other considerations such as race, class, social interest, political
inclination, religion and sexuality. According to Friedman, the self 'is not singular,
it is multiple'. Identity is not constructed of gender alone. The female encompasses
other attributes such as race, class, sexuality etc. that are all subject to different
positions of oppression and are in fact, related. The separation of these properties
would create a one dimensional view of the female. However if gender and
identity are merely constructs then it becomes difficult to assign any inherent
qualities of nature or language by which to critique.

5.5 THE FUTURE OF GYNOCRITICISM
Gynocriticism is a literary theory that is relatively new and continues to evolve.
Until the patriarchal ideology of the female is resolved and gender inequality and
social subjugation are neutralised, then it remains necessary to review and examine
the female literary canon. Indeed, even when gender inequality is no longer an
issue, interrogation of 'female' literature will remain valuable, as it is the study of
sameness and difference in gender that delineates the 'female' literary theory.

5.6 FEMINIST CRITICISM: AN INTRODUCTION
Any survey of feminist criticism is fraught with difficulties, the most serious of
which is the avoidance of reductionism. This introduction to feminist work
attempts to identify key figures, central concerns, and general "movements."
Such an attempt is a strategic move to organize a vital and growing body of work
into some sort of scheme that can be collated and presented. Despite the existence
of American, French, and British "feminisms," for example, no such clear-cut
schools or movements exist in a fixed way. The various writers included in this
essay, and the various trends and movements discussed, share many positions
and disagree on many important points. Such agreements and disagreements
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have less to do with nationality than with the rapid changes occurring in feminist
criticism. Three general perspectives on feminism are summarized here, as
reflected in the work of American, French, and British writers. The work of two
pivotal feminist writers, Simone de Beauvoir and Virginia Woolf, is discussed at
some length, and there is also an attempt to isolate a few general trends and
issues within the feminist movement.
Feminism has diverse goals, many of which overlap in the work of individual
writers. This work is filled with pitfalls and temptations: Because women have
been participants in their cultures, feminine thinking and writing cannot be
separated from the methods of the cultures in which they have lived. Nor can a
woman be separated from her race or sexual orientation. Furthermore, feminist
criticism may be combined with other methods of criticism, such as
deconstruction, psychoanalytic criticism, and Marxist criticism. Generally,
however, feminist writers are concerned with encouraging the equality of womenpolitical equality, social equality, and aesthetic equality-and researching the impact
of gender upon writing-determining how the writing of women differs from the
writing of men.
Gender Systems
Feminist critics have produced a variety of models to account for the production,
reproduction, and maintenance of gender systems. They discuss the female writer's
problems in defining herself in the conventional structures of a male-dominated
society, structures that restrict the possibilities of women and impose standards
of behavior upon women personally, professionally, and creatively. Again, to
generalize, once women experience themselves as subjects, they can attempt to
undermine the social, cultural, and masculine subject positions offered them.
Feminist critics may, for example, reexamine the writing of male authors
(an approach associated with American feminists) and, in particular, reexamine
the great works of male authors from a woman's perspective in an attempt to
discover how the great works reflect and shape the ideologies that hold back
women. In this reexamination, feminist critics will carefully analyze the depictions
of female characters to expose the ideology implicit in such characterizations.
They may also seek to expose the patriarchal ideology that permeates great works
and to show how it also permeates the literary tradition. This particularly American
approach is seen in the work of Kate Millett, Judith Fetterley, and Carolyn Gold
Heilbrun.
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In particular, the place within feminism of women of color
is a controversial issue, as black writers such as Phillis
Wheatley, Toni Morrison, Gwendolyn Brooks, Nikki
Giovanni, and others challenge and enter the canon. Other
practitioners of gynocriticism include Patricia Meyer
Spacks and Susan Gubar.
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Gynocriticism
A second approach used by American feminists is termed "gynocriticism." This
method of inquiry takes as its subject the writings of women who have produced
what Elaine C. Showalter, who coined the term "gynocriticism," calls "a
literature of their own." A female literary tradition is examined to discover
how women writers have historically perceived themselves and their cultures.
Other goals of gynocriticism are to preserve and chronicle the history of
women's writing and to rediscover lost or neglected women writers. Showalter
describes feminine writing as a form of the general experience of minority
cultures, cultures that are also "Others" and whose members are struggling to
find a place usually reserved for white males. This leads to the problem of
multiple marginalization, since some men and women may be Others in terms
of ethnicity and sexual orientation.
Language
Feminist writers may also focus on language, defining it as a male realm, and
exploring the many ways in which meaning is created. This language-based
feminism is typically associated with French feminism. Such feminists may
conceive of language as phallocentric, arguing that it privileges the masculine
by promoting the values appreciated by the male culture. Such a language-based
approach typically attempts to reveal a relationship between language and culture,
or, more specifically, the way the politics of language affects and even determines
women's roles in a culture. Radical French feminists may associate feminine
writing with the female body, so that the repression of female sexual pleasure is
related to the repression of feminine creativity in general. They insist that once
women learn to understand and express their sexuality, they will be able to
progress toward a future defined by the feminine economy of generosity as
opposed to the masculine economy of hoarding. Such a position has drawn
criticism from other feminists, since it seems to reduce women to biological
entities and fosters (though it reverses) a set of binary oppositions-female/male.
Julia Kristeva, Annie Leclerc, Xaviere Gauthier, and Marguerite Duras are four
French feminists.
Interestingly, differences between the French and English languages involve
complicated feminist issues. The English language distinguishes between sex
and gender, so that human beings are either female or male by sex and feminine
or masculine by gender. The feminine/masculine opposition permits some fluidity,
so that androgyny can become a central, mediating position between the two
extremes. The distinction between male and female, however, is absolute. The
way the English language categorizes people has itself created a debate within
feminism, over naming. In French, by comparison, the concepts of femininity
and femaleness are included in the same word.
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Political and Social Agendas
Finally, British feminists have tended to be more historically oriented than French
and American feminists. These British critics tend to be materialistic and
ideological; they look carefully at the material conditions of historical periods
and consider such conditions as central to understanding literature. Literature, in
this model, is culturally produced. Some British feminists consider that an
American opposition to male stereotypes has produced a feminine reaction that
has led to an ignorance of real differences among women's races, social classes,
and cultures. British feminists also emphasize that women's development of
individual strategies to obtain real power within their political, social, or creative
arenas is actually a negative move. They argue that such examples mystify male
oppression and perpetrate the myth that, somehow, male oppression creates for
women a world of special opportunities.
Generally, the British position encourages historical and political engagement
to promote social change. This model of activism contrasts with the American
and French models, which focus primarily on sexual difference. A typical strategy
of the British approach is to examine a text by first placing the text in its historical
context and then exposing the patriarchal ideologies that structure the text and
govern the depiction of women characters. Because of historical oppression, the
women characters tend to be either silent or mouthpieces for men's myths. Judith
Newton and Deborah Rosenfelt are two examples of British feminists.
History
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Feminist criticism owes much to the work of Simone de Beauvoir and Virginia
Woolf, two founders of contemporary feminist thought. De Beauvoir explored
many ways in which women are defined and limited in relation to men. Her
most important work is probably The Second Sex (1949). Such limiting, de
Beauvoir contends, cannot be avoided in a male-dominated culture; even women
perceived as "independent" are still negatively affected by the ideas and the
relations of the male society. Western society in general, for de Beauvoir, is
patriarchal and denies freedom of expression to women. In this patriarchal society,
women become Others, viewed not as they are but as projections of male needs
and subordinate to male expectations. Her approach tends toward a Marxist model
in identifying an economic and political limiting of women with sexism in
literature. De Beauvoir finds in literature reflections of a more general
socioeconomic oppression of women. Her approach emphasizes art's mimetic
quality: Through its powers of reflection, art yields valuable insights into the
sexism that is culturally prevalent.
The otherness examined by de Beauvoir and other feminist writers is a
condition of women, so that the characteristic of identity for women is separation.
Constituted through a male gaze, the feminine exists as something that is
inexpressible. Women function as objects of the male gaze. Therefore, women's
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bodies are vehicles for ambivalent feelings toward the mother. These problems
extend into the Western philosophical tradition, so that Western (usually male)
thinkers express their philosophical positions as essential and universal while
embracing a center that is unexamined and male.
In her essay A Room of One's Own (1929), Virginia Woolf introduced many
topics that have become vital to feminist critics. She contends that art is a
collective product, incorrectly romanticized in theory as individual and personal.
Woolf's conceptualization of a metaphorical "room," a female place, merges the
introspection often associated with female discourse and the social sanctuary
within which a woman may achieve her potential. Woolf helped to establish the
broad range of feminist criticism, from cultural critique to discourse. The most
important portion of A Room of One's Own ironically and satirically traces the
lost career of "Shakespeare's sister," whose creativity had no outlet in the sixteenth
century. Woolf problematizes the structures of the male ego, its rituals, titles,
and institutions, which are created at the expense of Others. This ironic
introduction sets the stage in the text for a historical discussion of women writers
and the problems they had in pursuing their careers. Furthermore, in her discussion
of women novelists of the nineteenth century, especially George Eliot, Charlotte
Brontë, and Jane Austen, Woolf foreshadowed contemporary research on
language.
Woolf argued that a woman writer should write as a woman writer and as a
woman who is not self-conscious of her gender. She strove to be aware of the
alienating and repressive effects of the myths created around women and also to
avoid creating alternative myths. She set forth the attempt to discover a collective
concept of subjectivity that would foreground identity constructs and argued
that such a concept of subjectivity is a characteristic of women's writing. Other
women writers, however, are more interested in the alienation created by structures
that permit women only very restricted and repressive roles, roles as Others, in
society.
In her writing, Woolf is striving, like later feminists, to uncover the effects
of a phallocentric culture that idolizes the autonomous and rational ego. She
also attempts to offer an alternative to this idolatry, an alternative that emphasizes
subjectivity and connectedness, if in a historically fluid context. Through her
struggle to redefine women, she tries to avoid simply reversing the binary
oppositions that polarize men and women into specific categories. She does not
argue for a reversal of the categories.
Gender Rules and Relations
Since de Beauvoir and Woolf, the naming and interrogating of phallocentrism
has become more assured. Feminist critics are challenging the stereotypical
masculine virtues, no longer accepting them as measures of virtue and excellence.
One strategy many feminist critics adopt is to locate both men and women within
a larger context, as both being captives of gender in vastly different, but
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interrelated, ways. Though men may appear to be the masters under the rules of
gender, they are not therefore free, for like women they remain under gender
rules.
If both men and women are influenced by gender, then the conceptualizations
of women and the conceptualizations of men must be examined in terms of
gender relations. Feminist critical models are complex and often contradictory.
Claims about the centrality of gender relations in the formation of self, knowledge,
and power relations, and the relationships of these areas to one another, continue
to be debated. Feminist critics have developed many theories on how gender
systems are created, continue, dominate, and maintain themselves. Each of the
theories, however, identifies a single process or set of processes as vital to gender
relations. Influential feminist theorists have suggested the centrality of the sexual
division of labor, childbearing and child-rearing practices, and various processes
of representation (including aesthetic and language processes, for example). Such
positions address the meanings and nature of sexuality and the relationship of
sexuality to writing, the importance and implications of differences among women
writers, and the effects of kinship and family organizations. Each of these many
theories and debates has crucial implications for an understanding of knowledge,
gender, power, and writing.
Juliet Mitchell has argued for the importance of Freudian theories to feminist
theories of gender relations. Her work entails a defense of Lacanian
psychoanalysis. She argues that Sigmund Freud's work on the psychology of
women should be read as a description of the inevitable effects on feminine
psychic development of patriarchal social power. Dorothy Dinnerstein and Nancy
Chodorow contribute to this psychoanalytical approach a larger account of the
unconscious and its role in gender relations. They also examine the traditional
sexual division of labor in the West, how this tradition has been passed on, and
how it influences male-female relations.
Male vs. Female Discourse
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Helen Cixous and Luce Irigaray find fundamental psychological differences between
men and women. They have concluded that women are more influenced by preOedipal experience and believe that the girl retains an initial identification with
her mother, so that the relationship between mother and daughter is less repressed
than that of the mother and son. This retention affects women's selves, so that they
remain fluid and interrelational. As a result of this difference between men and
women, masculine writing has an ambivalent response to women. Women tend to
remain outside or on the fringes of male discourse, and feminine pleasure poses
the greatest challenge to masculine discourse. Masculine discourse is also
logocentric and binary; its meaning is produced through hierarchal, male-dominated,
binary oppositions. Masculine discourse creates a situation in which feminine
discourse is characterized by omissions and gaps. Latent in these gaps and omissions
are conflicting feelings regarding sexuality, motherhood, and autonomy.
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An important question raised by feminist criticism iswhether there is a
gender-based women's language that is significantly and inevitably different from
the language of men. In Language and Woman's Place (1975), Robin Lakoff
argues that there is more to "speaking like a woman" than vocabulary. Examining
syntactical patterns of a typical female and evaluating the frequency with which
women use tag questions, she concludes that the traditional powerlessness of
women in a Western society is reflected in many aspects of women's language.
Other theorists who are interested in differences between male and female
languages explore sociolinguistic issues, such as the practice of women assuming
their fathers' names at birth and their husbands' names when married, the frequency
with which women are addressed by familiar names, the frequency of interruption
in speech between men and women, and the large number of pejorative terms
applicable to women. Writers interested in these latter linguistic areas are Cheris
Kramarae and Julia Penelope Stanley.
In this conflict between male and female discourse, writing may be an
anticipatory, therapeutic experience of liberation. Writing may return woman's
repressed pleasure to her. It may also create a collective space in which women
writers may speak of and to women. Gayatri Chakravorty Spivak explores
discourse and literature in general as discursive practices. In In Other Worlds
(1987) she shows the tendency in Western cultures to universalize particular
examples into human examples. Spivak examines feminism in relation to British
imperialism in India and then situates feminist criticism within middle-class
academia. This approach argues that what has been assumed to be universal
truth is in fact the Western colonial or male conception of truth, a perspective
that distorts or ignores the experiences of Others. The goal of such a critical
perspective is to authenticate the expression of Others based on individual
experience and shared understanding and to call into question the accepted
definitions of truth and meaningful discourse.
Differences among Women
Another concern that has become important in feminist criticism is the differences
among women themselves. A model that presumes a universal feminine
experience requires that women, unlike men, be free from cultural and racial
determination. Under such a model, the barriers to shared experience created by
race and class and gender are somehow cleared away when one is a woman.
Women critics of color, such as Barbara Smith, argue that it is incorrect to assume
that there is one universal feminine experience or writing. For example, the
sexuality of black women tends to be represented as natural, primitive, and free
from traditional cultural inhibitions. Yet this assumption has been invoked both
to justify and to deny the sexual abuse of black women and the lack of respect
given to them. In general, Smith criticizes fellow feminists for excluding or
ignoring women of color. She also observes that both black and white male
scholars working with black authors neglect women.
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Furthermore, it is not possible to discuss a universal experience of
motherhood. Racism affects women of color differently from the way it affects
white women, especially in the effort to rear children who can be self-sufficient
and self-respecting. These troubles are inherent in a culture that holds as natural
the binary opposition white/black, wherein white is the privileged term. This
opposition is deeply rooted in the colonial history of Western civilization. Women
of color cannot be exempt from the insidious consequences of this binary
opposition, and white women cannot participate in productive dialogue with
women of color whenever this traditional opposition is ignored.
Lesbian Criticism
Another friction within the feminist movement involves lesbian feminist criticism.
Just as women of color have considered themselves excluded, lesbian feminists
consider themselves excluded, not only by the dominant white male culture but
also by heterosexual females. Authors concerned with this problem include
Bonnie Zimmerman and Adrienne Rich. In fact, Rich provides a definition of
lesbianism so broad that it encompasses most of feminine creativity.
Feminist Psychoanalytic Criticism
In the 1970's a general movement toward psychoanalysis and toward women's
reading men and one another occurred within feminism. This movement is
exemplified in the writings of such feminists as Mary Jacobs, Jane Gallop, and
Juliet Richardson. For feminist theorists, the limitations of traditional theories
accounting for the origins of oppression had been uncovered. Writers in the 1970's
became very interested in, for example, the positioning of women within
repressive sexual and political discourses. Many feminist writers have become
interested in the establishment of an identity that involves both separation and
connection, so that a binary relationship is not created and one is not perceived
as a threat. In such a new relationship, women would no longer need, for example,
to attempt to create an Oedipal triangle through their children. Each of the sexes
might develop less threatening relations to the other.
Reading Differences
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In regard to women's reading men and one another, Annette Kolodny investigated
methodological problems from an empiricist stance. She concludes that women,
in fact, do read differently from men. Her "A Map for Rereading" (1980) examines
how the two contrasting methods of interpretation of men and women appear in
two stories and how the differences between masculine and feminine perspectives
are mirrored in the reaction of the public to the two stories (Charlotte Perkins
Gilman's "The Yellow Wallpaper" and Susan Glaspell's "A Jury of Her Peers").
Judith Fetterley's work also presents a model for gender differences in reading.
Her book The Resisting Reader (1978) argues against the position that the primary
works of American fiction are intended, and written, for a universal audience
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and that women have permitted themselves to be masculinized in order to read
these texts. One of the first steps, Fetterley contends, is for women to become
resisting, rather than assenting, readers.
Varieties of Feminism
Feminism has engaged in and with other branches of criticism, including Marxist
criticism and deconstruction. Nancy K. Miller and Peggy Kamuf, for example,
have incorporated deconstructive approaches in their work. Judith Lowder
Newton and Lillian Robinson have incorporated Marxism.
The movement toward alternative ways of writing, however, involves drastic
changes in the relationship between public and private and the traditional
opposition between emotional and rational. Such an attempt in literature was
heralded by Woolf's writing (for example, The Waves, 1931 and To the
Lighthouse, 1927) and may be read in the work of Muriel Spark (The Hothouse
by the East River, 1973), Angela Carter (The Passion of New Eve, 1977), Toni
Morrison (The Bluest Eye, 1970), Alice Walker (Meridian, 1976), Marge Piercy
(Women on the Edge of Time, 1976), Margaret Atwood (The Edible Woman,
1969), Joanna Russ (The Female Man, 1975), and Fay Weldon (The Life and
Times of a She-Devil, 1983), among others since.
Perhaps the most agreed-upon accomplishment of feminist criticism (though
even in this agreement there is caution) has been to find and identify a variety of
feminine traditions in literature. Numerous women writers have been
"rediscovered," introduced into the literary canon, and examined as important to
the literary tradition. This interest in expanding the study of literature by women
has had a significant impact in colleges and universities. Indeed feminist criticism,
by the beginning of the twenty-first century, had joined with other traditionsNative American, African American, Asian American, gay and lesbian-in an
ongoing effort to celebrate and express diversity in the ongoing investigation of
identity.

5.7 THE NEW FEMINIST CRITICISM
During the last decade, the influence of feminist literary theory and criticism has
dramatically increased, not only changing the shape of literary studies but also
substantially affecting work in other fields that are concerned with the definition
of interpretive strategies. Because many significant essays first published in
feminist and academic journals have not been widely available, there is cause to
celebrate the publication of ''The New Feminist Criticism: Essays on Women,
Literature, and Theory'' edited by Elaine Showalter, one of its earliest exponents.
The 18 essays here are important both in defining many areas of concern and
disagreement that have chiefly occupied feminist critics in recent years and in
suggesting some strengths and weaknesses of one of the primary theoretical
approaches to have emerged.

Self Learning
Material

197

Theoretical and Practical Criticism

Notes

198

Self Learning
Material

The first section, ''What Do Feminist Critics Want? The Academy and the
Canon,'' usefully explores assumptions implicit in a literary tradition almost
entirely white, male and middle class; it analyzes why women have been excluded
from all accounts of literary influence and identifies and corrects misreadings of
several works by women. The second section, ''Feminist Criticisms and Women's
Cultures,'' raises significant political and theoretical questions about the most
appropriate focus for a feminist critical theory and methodology -the desirable
relation of the theory to various forms of what has come to be referred to as
''male discourse,'' and the theory's capacity to adequately represent the experiences
and perspectives of women diverse in economic and ethnic background as well
as in sexual orientation.
In identifying the qualities unique to women's writing - its points of social
reference, its recurrent images, symbols and themes - the essays in the last part
of the collection provide examples of good practice of theo-retical statements
defined earlier in the volume.
Provocative insights and readings may be found throughout the book. Annette
Kolodny contrasts the feminist writer Charlotte Perkins Gilman with Edgar Allan
Poe and discovers in Gilman's short story ''The Yellow Wallpaper'' a revisionist
reading of ''The Pit and the Pendulum.'' Susan Gubar powerfully illuminates the
works of several women writers (among them Isak Dinesen and H. D.) as she
analyzes the metaphors and strategies through which they have explored their
creativity. Bonnie Zimmerman struggles with the complexities of defining a
lesbian literary esthetic; and Barbara Smith, in mapping the achievements and
potential of black feminist criticism, offers a stunning, if controversial, reading
of Toni Morrison's ''Sula.'' Lillian Robinson sets out the rationale for reformulating
the literary canon; and Rosalind Coward's essay seeks to distinguish between
feminist fiction and women's novels.
This collection will be generally appreciated for what it suggests about the
nature and significance of feminist criticism in rectifying past errors of judgment.
By focusing on women as readers and writers, virtually all of these critics have
been able to reveal the distortions of what is referred to as ''masculinist'' bias.
They also help us to redefine literary influence and reconceptualize literary history.
They ask probing questions about the special nature of women's creativity,
retrieving and placing in context the works of women poets and novelists who
have been underestimated, misread or flatly ignored. B ECAUSE her own
theoretical position has determined her selection of the essays, however, Mrs.
Showalter has been less successful in suggesting the existing range of theoretical
and methodological approaches. Her view, developed in the two central essays
of the collection, is that the proper study of women is women: that feminist
critics should neither treat texts written by men nor draw their methodologies
from a male-centered critical tradition. Her preference is for a ''gynocriticism''
that is ''genuinely women-centered, independent, and intellectually coherent.''
She is concerned with the psychodynamics of female creativity which she observes

Gynocriticism and Feminist Criticism

Notes

in both the individual and collective habits of women writers. While Mrs.
Showalter acknowledges that the national, racial, ethnic, sexual and personal
differences that separate women from each other must also relate them socially,
psychologically and economically to men, she does not wish to develop a
methodology capable of exploring these complex interconnections.
Some of the critics whose work appears in the collection do not themselves
share her perspective, but the book's selections nonetheless fall into the category
of ''gynocriticism.'' As a result, with the exception of an article by Nina Baym on
how theories of American fiction exclude women authors, interpretive essays
that examine texts by male authors are not included. Particularly unfortunate is
the omission of representative essays that examine conjointly male and female
texts that are both theoretical and literary. However, a number of feminist critics
engaged in this project have not only given us fresh readings but, by helping us
to understand the role of gender in determining basic interpretive patterns, have
enabled us to develop a more complex understanding of human culture. The
work of these critics calls for at the least a companion volume.

5.8 SELF-ASSESSMENT
1.

Choose the correct options:
(i) Gynocriticism is the tudy of feminist literature written by ............... .
(a) male writers

(b) female writers

(c) both (a) and (b)

(d) none of these

(ii) A second approach used by ............... .
(a) feminist

(b) gynocriticism

(c) both (a) and (b)

(d) none of these

5.9 SUMMARY






Gynocriticism is the historical study of women writers as a distinct literary
tradition. (Friedman 18) Elaine Showalter coined this term in her essay
"Toward a Feminist Poetics." It refers to a criticism that constructs "a female
framework for the analysis of women's literature, to develop new models
based on the study of female experience, rather than to adapt male models
and theories"
Gynocriticism developed as a literary critique from the theories and
techniques of post-structuralism and psychoanalysis. Post-structuralism is
by nature, the study of the uncertain (Barry 2009).
Gynocriticism arose as a feminist critique as a result of the Freudian
psychoanalytic perspective of the female inadequacy. According to Freudian
psychology, the female possesses a psychological deficiency in the lack of
male anatomy and as a result suffers envy and feelings of inadequacy and
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injustice combined with feelings of intellectual inferiority.
A second approach used by American feminists is termed "gynocriticism."
This method of inquiry takes as its subject the writings of women who have
produced what Elaine C. Showalter, who coined the term "gynocriticism,"
calls "a literature of their own."

5.10 KEY-WORDS
1.

Female Self-Discovery :

A literature of their own; stop imitating
others = Gynocriticism.

5.11 REVIEW QUESTIONS
1.
2.
3.
4.
5.

What do gynocritics look for?
What are the links between women writers; how does female influence work?
Is there a coherent "muted" tradaition?
What are the problems that have plagued attempts to define a "female"
traditon or aesthetic?
What is a "female aesthetic"? -- The idea that women's art is different from
men's, that they create differently.

Answers: Self-Assessment
1. (i) (b),

(ii) (b)
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1.
2.
3.
4.
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