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preface: how to use this book 

The English Literature Companion presents a comprehensive introduction to, 

and exploration of, the discipline of English and Literary Studies. If you're 

reading this preface, the chances are that you are either just about to begin, 
have just begun, or are in the middle of a degree in English literature or litera- 

tures in English. The purpose of the book is therefore both immediately 

apparent, and yet perhaps not so obvious. After all, if you know you want to 

study literature (because you like reading, you enjoy writing, or it was the 

subject at which you were best in school), then little else need be said, appar- 

ently. However, what is - or seems — obvious sometimes, needs restating, 

casting in a different light, looking at from a different perspective. This book 
aims to shed that light, looking at the discipline of English literature from a 
number of different perspectives, all of which have to do with the practical 

study of the subject, and examining what most, if not all, students, encounter 

when first taking up a degree in English, or what they find once they are at 

university. 

The nature of studying literature is a diverse experience, made all the more 
so through modularity, and especially as departments of English allow a great 
deal of flexibility in module choice, with only minimal compulsory modules. 

Such diversity is exciting, and to be welcomed -— it is often one of the reasons 
people decide to take up the study of literature. However, the immense wealth 

of literary texts and the variety of modules reflecting this cultural heritage in all 
its rich complexity can be to a new student, if not daunting, then at least a chal- 
lenge. The nature of The English Literature Companion is to offer an overview to 

the nature of its subject. You will therefore find here essays on all aspects of 
literary study. The first chapter of the first part of the book asks fundamental 
questions such as ‘What is literature?’ and “Why study literature?’ The purpose 

here is to provide both an historical and, let’s call it, a philosophical reflection 
and contextualization on what it is you intend to study or are already studying. 

The intention is to offer you a sense of what is behind your choice, to give a 
ground or rationale to that decision. After all, you are going to be spending 
three or four years reading all manner of prose, poetry and drama. 

The second chapter of the Companion, ‘Your literature course’, offers a more 

pragmatic overview of the relation between literature and language, literature 
and creative writing and comparative literature courses. Additionally, it offers 
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advice on getting the most from your degree course. This leads into the practi- 
cal third chapter of Part 1, which addresses the full range of study skills, such as 
utilizing your time effectively in researching and writing, use of libraries and 

related resources, and the practical mechanics of writing essays, compiling 

bibliographies, presenting notes in a formal and consistent manner and so 

forth. In many ways, this part of the volume, along with Part 4, ‘Key Terms and 

Concepts’ (a small dictionary of critical terminology that is often employed in 

literary criticism), may well be the section you most frequently come back to, 

refer to, and generally employ in relation to all your modules, regardless of 

their topics. 

Part 2 of The English Literature Companion introduces you to the types of 
modules from which you might have to choose. The introductory part of this 
section addresses a core module — that is to say, something you are required to 
study — as a basis for your knowledge of the subject in general, and also as a 

means of introducing you to certain of the skills that you will employ through- 
out literary study. These are analytical, interpretative and related skills to do 

with forms of knowledge themselves, how we think, how we read, and how 

reading and writing engage with cultural and historical perceptions and beliefs 
that we sometimes hold without being aware, and which we share with others. 

The range of modules described here is only a sample; you may not find exactly 

these, and you may find that your department doesn’t offer some of the 

modules described. This is because the nature of literary study is the least 

amenable to regimented conformity from institution to institution. In many 

ways, literary study is an anomaly in universities, and it is the purpose of this 

volume to highlight that difference. Many English, and English and Drama 
departments will offer period modules, focusing on a.century or part thereof, 
and the first section of this chapter introduces you to various aspects of period 

study, including discussion of the kinds of books you might be expected to 
read. Each module is supplemented with reading lists, one of literary, the other 

of critical texts. Additionally, each module has a sample syllabus or, at least, a 
skeletal sketch of one, to give you a sense of how the module might progress. 
These supplements, which in the case of the bibliographies can be used as 

reference sources, are also to be found in the second section of the chapter, 

which addresses some of the other kinds of module you'll have the opportu- 

nity to choose, including modules dealing with topics that focus in a very 

specific way: on a particular literary form, for example, or on the development 

of a genre, such as the novel. There are also modules described here that 

consider film studies, the nature of fiction, children’s literature, gothic litera- 

ture, and so on. Each of the modules has an indication of which academic year 

of your degree you might expect to study a particular subject (although, again, 

this is not hard and fast). Also, most essays contain cross-references to essays 

on other modules and critical approaches so that you can see possible path- 

ways or relations between what appear at first as ostensibly discrete subjects. 

These are indicated in the text by the use of small capitals thus: ‘see DRAMA. 
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Literary study is not simply about taking the same approach to reading and 

applying it to all forms of literature, film or theatre. If it were, study of literature 

would be much more formulaic and mechanical. That being the case, you 

would simply continue to repeat what you have learned in secondary educa- 

tion, and there would, arguably, be little use for a book such as The English 

Literature Companion. What you will encounter fairly early on in your study of 

literature is that there are many different approaches to the study of literature 
and related cultural phenomena. The diversity of approaches can be baffling, 
especially those which have input from other disciplines, or which have a 
markedly ‘theoretical’ component. This is because part of the development of 

literary study has, in the last century or so, been involved in a reflective consid- 

eration of the nature of literary criticism itself - how we read, why we read, 

what we do when we read and interpret texts. 
Criticism, in turning to consider its condition and practices, has moved 

from merely practical or pragmatic concerns, to reflect on historical, ideologi- 

cal, cultural and philosophical forms of knowledge, which either can be 
employed to inform the act of reading, or which are implicitly part of the work 
of literature already. (A brief digression: what we call ‘literature’ is perhaps 
unique amongst disciplines in that the material that we study is not ‘pure. 
Literature is made up of political and historical material, the attitudes of one 
part of society or culture regarding others; it is informed by broad, accepted 

beliefs, ideas that hold currency at a given historical moment, and which disap- 

pear subsequently, or take on another form; literature also imaginatively 
transfers the language of other aspects of thought so as to construct narratives, 

imagery, symbols that have cultural relevance or force for the reader.) Thus, 
you will find modules on criticism itself, its history and development, or 
particular ‘theorized’ forms of critical practice. Thus, Part 3 is made up of a 
series of essays that provide you with brief, illustrative surveys of some of the 

different critical approaches and schools of thought that you might encounter. 

As with the essays on modules, you will find supplementary bibliographies of 
further and suggested reading. 

Following this, you will find a section on ‘Key Terms and Concepts’ and a 

section on careers that covers what an English degree enables you to do, what 

possibilities are open to you as a result of literary study. Finally, as a research 

and reference resource, there is a chronology of key literary works, contextual- 

ized through cultural and historical events. 
There is no simple way through this book. It is intended to be useful in 

various and different ways, and you would not expect to read this through from 

cover to cover. As I have already indicated, certain chapters, and sections, will 

be ‘globally’ useful; you will find yourself referring to them regardless of a 

particular topic or subject that you are studying. Other sections will have local 

and immediate pragmatic use; you may well wish to find out more about 

particular types of modules or approaches, and so you will read certain essays 

from the middle sections of the Companion. The logic of the book is that it be 
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useful in various, different ways: it is strategically practical, and will help 

answer questions, provide information, and serve to clarify aspects of your 

study, and your experience of your degree. 

Let us assume you are just about to begin your degree. Most practically, 
reading the chapter on study skills and learning those skills will give you a head 
start, while the chapter on your literature course will contextualize those skills 

and give you an overview. At the same time, you should take the opportunity 

to consider why you have chosen a degree; to this end, the first chapter will be 

of great use, but it is also a chapter to which you will return, for, as you study, 

questions of what constitutes literature will inevitably arise, and you will be 

expected to consider such matters. Throughout your introductory year, you 

will encounter the language specific to criticism, or what is called its discourse. 
Some terms might seem familiar, but others will be strange, and to counter this 

you will find the glossary of keywords an invaluable resource. When you study 

particular literary works and reference is made to historical context, the chro- 
nology can help ground your understanding of those references, and give you a 
broader view. The module and critical approaches chapters may well help 

inform your choice of options and highlight how you find yourself favouring 
certain approaches, and so will begin to take on significance towards the end of 
your first year. And of course, regardless of where you are in your degree, there 

are particular sections which you will return to repeatedly, as I have already 

indicated. 

You will notice that the volume is multi-authored;' from this, you might 

also notice that there are different tones, different ‘voices’, to the various essays 

here. In taking on The English Literature Companion, I made the decision early 
on that rather than presenting one voice, my own, as a seemingly authoritative 

one, appearing to offer a single, apparently objective overview, it would be 
more truly reflective of the diverse nature of an English degree to construct the 

Companion as an edited collection, with many authors. All the authors you will 
find here regularly teach the modules they write about and introduce you to; 

more than that, many publish critical works on these subjects, or on the critical 

approaches on which they have written. In short, the volume attempts to repli- 
cate the diversity of approach and experience that is to be found in departments 

of English today. Reading this volume will give you a sense of what you will 
encounter first hand: a community of diverse voices, working in concert with 

one another, and exploring the various afhliations and tensions that give any 
community its identity. In this, the volume, through its multi-authored nature, 

reflects on the nature of literature itself. . 
The English Literature Companion is, then, intended to provide two books in 

one. Let me recap in more general terms what I have already said. On the one 
hand, the intention is to offer the student of literature and related subjects a 

useful, usable overview of what it means to study literature, and how a path can 
most successfully be navigated through the three or four years of your degree 
programme. At the same time, the aim is to provide different perspectives on 

preface 



all aspects of studying literature, from developing and honing skills you will 
require, to the range of courses or modules you will be expected or required to 
take, or which you can choose for yourself. Additionally, the volume offers 
both a glossary of useful key terms and concepts, whilst supplementing this 
with short critical overviews of some of the many different critical and theo- 
retically informed approaches” to and methods of literary criticism. Because 
the Companion is written so as to inform and aid all aspects of literary studies, 
you will also find technical information concerning the conventions of citing 

research resources, suggestions for different pathways through literature 
programmes, and information concerning career pathways, following comple- 

tion of your BA degree. Finally, there is a chronology of significant dates, 

publications and figures whose work has informed and in no small measure 
determined the direction and contexts of literary study. 

Where, then, might you begin reading this volume, and putting it to work 

for you in the most effective manner? Because the Companion is designed to 
aid you at various stages of your degree, this is no easy question to answer. If 

you are a freshman, you might well be best advised to begin with the first 
chapter of the volume, which covers the question ‘Why study literature?’ as 
this will give you a general sense of what matters about literature, why we read 
it at universities and colleges, and what, if anything, literature can be said to do 

for you beyond any immediate or pragmatic concerns with earning a degree so 

as to become more employable. While it is clear that a degree in engineering, 
in physics, or journalism has practical implications for your future, the uses of 

literature are not so easily defined. Putting that matter aside for the moment, 

though, what you do need to know is how you can make sense of your own 

relation to literature, and this involves a critical reflection on both the more 

abstract or, let us say, philosophical reasons for what attracts us to literature 
and also, more practically, what skills a degree in literature both requires and 
will develop — skills not only to do with lucid and cogent articulation, good 

writing practices, and so on, but also, the development of abstract logical 

reasoning, the structuring of a critical argument, etc. 

If you read this as a second- or third-year student, as (to use terms more 

familiar to North American students) a sophomore, junior or senior, you 

might think you know these things already. Supposing you're right, you may 
use this section of the book as a means of refreshing your knowledge, allowing 

yourself to go back over questions to which you thought you already had 

answers. At the same time, you might have more immediate concerns to do 

with course or module selection. Allowing for the fact that every institution 
will have a different approach and pathway through the English degree 
(however small the differences might initially appear), once you have met the 

requirements dictated to you by your home department — where I teach it is 

required that second-year students take a course on Victorian Literature, while 
in their third year, the same students must sit the compulsory Modernism 

module — the choices of courses you make are yours. Literature offers a vast 
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range of subjects, forms, historical or cultural areas of interest, and some of you 

will choose modules based on personal interests, on what student doxa 

suggests is an easy or soft option, on what is culturally relevant. If you're 20 or 
21, what is more immediately appealing to you, a course on Science Fiction or 
one on Early Modern Poetry? Why is that? Some literatures are more relevant 

because they seem to be ‘closer’ in some way to your everyday experience; 
alternatively, what you choose allows you to make a transition from what you 
read for pleasure to the more ‘professionalized’ practice of reading. Yet, for all 
that, such reasons might be the motivational forces behind some students’ 

choices; that which is closest to you (in whatever way this might be defined) is 

not necessarily most transparently so. It is therefore in part the aim of particu- 
lar sections (descriptions of courses of modules according to period, form, 

genre or popularity, alongside descriptions of key critical approaches) to offer 

you a critical insight to what might be studied outside your immediate areas of 

interest. 

All of which comes down to this: there is no one way through the present 

volume because its uses will change as you become the different reader your 
Literary Studies degree is designed to make you. How - and why — you study 

English Literature and Drama is a very different concern, when you are 
completing final essays and exams in your last term or semester, from the inter- 

ests that motivated you to choose a degree in English, Drama or Comparative 

Literature in the first place. Hence, The English Literature Companion does not 
have a single, linear or progressive pathway to be navigated. It is an orientation 
and reorientation ‘device’, if you will. It is written in such a way that you can dip 

in anywhere at any time, treating it like a reference work. But it is also struc- 
tured in an open fashion to allow you both to gain greater insight into what you 

do and, at more immediate levels, to become a proficient, attentive, and 

consistently rigorous reader and analyst, whose goals are to pursue research 
effectively, to manage the various component skills of reading, writing and 
research in relation to one another, and to put those competences to work, not 

only in particular courses, but from one module to another, across the scope of 

a degree, and beyond, whatever career you choose. The institutional demands 

of literary study are many and varied, often complex and yet always in some 

manner related to one another. The English Literature Companion aims to 

enable you to be a good reader of those interconnections. Move around the 
various sections and chapters of this book as you would your department and 

the various seminars and lectures offered by that institution. Engage with new 

material and go back over what you had thought was familiar but with renewed 
interest or different insights and perspectives. 

A note on terminology 

As a student reader, particularly a first-year student or one just arriving (or 

about to arrive) at university, you will find a great difference in the levels of 
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Notes 

language used throughout the volume. Some of the language will be as familiar 
as that which you use every day; in other instances, forms of expression or 

terminology will be difficult, of varying difficulty, and occasionally unfamiliar. 

This is less a reflection on the diverse authorship of the present volume than it 

is a reflection on the wide array of ‘languages’ (or discourses) and the lexicons 

from which they are drawn. There is a good deal of specialized language and 

language use in the study of English. This may seem strange, and possibly, 
initially, estranging; after all, were you studying mathematics, physics or a 

foreign language you would expect to have to learn new ways of speaking. But 
English? You are used to speaking and reading English every day, at different 
levels. The occasional unfamiliarity of expression and the oddity of technical 

language which you will encounter simply reflects the complexity of some 
areas of development in the study of English, and, as such, you will be expected 
both to familiarize yourself with such terminology or expression (hence the 
presence of a glossary in the book), and to become adept at it, depending on 
which particular subjects your study of literature in English and approaches to 

criticism finds you focusing on. This, you will find, is not that different from 

studying texts from different periods or authors, where you will have to 

become familiar with different modes of expression and articulation. If you 

have studied Shakespeare, you will begin to have a sense of what I am indicat- 

ing. However, rest assured that not only is every author here an expert in their 
field, each of them teaches such material, and no one is making the language 

unnecessarily difficult. In order to facilitate comprehension, words, concepts 
and terms used throughout the book that are defined in Chapter 4, ‘Key Terms 
and Concepts in English Literature’, are presented in bold type. Additionally, 

these keywords are indicated in the index, for comparison and to aid familiari- 
zation of use in different contexts. 

1 All material in this book is by Julian Wolfreys, unless otherwise indicated. 

2 ‘Theory’ refers to the often systematic borrowing, within the discipline of English studies, 
from — and adaptation of — discourses and approaches to analysis from other disciplines, 

such as psychoanalysis, historiography, philosophy, feminism and elsewhere, so as 

to enable different reading practices and reflections on the means of literary-critical 

analysis. Such approaches can also be defined as interdisciplinary, in that the approaches 

adapted from outside literary studies combine traditional reading and interpretative 

skills necessary to literary criticism with the forms of knowledge from other disciplines. 

‘Theory’ is an imprecise term at best, and, strictly speaking, inaccurate, for a number of 

reasons. First, the differences between the various approaches, and the diversity that 

these produce, are too pronounced for a single term, implying their gathering, to work in 

any efficacious manner, however convenient. Second, many approaches or disciplinary 

divisions, according to particular intellectual models drawn from other disciplines 

such as those acknowledged above, are not ‘theories’, properly understood. A ‘theory’ 

is a coherent and self-contained system of ideas, based on general principles, which, 

once articulated and found to be internally consistent amongst themselves, can be 
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applied to given objects of study. Various economic models or the different branches of 

mathematics can claim to have theories. Literature, however, does not abide by rules; nor 

do the so-called ‘theoretical’ approaches, which, at best, have certain aims and principles, 
but about which there is no absolute agreement. Third, there has arisen a somewhat false 

distinction between what used to be referred to as ‘poetics’ (from Aristotle onwards, up 

through the centuries to the twentieth century), which have had concerns with form and 

aesthetics and what is proper to the work of literature, and what has been considered 

as ‘theory’ since the end of the 1960s, whereby ‘theory’ in the latter case is used as a 

collective term for the work of various, principally European intellectuals, from a variety 

of disciplines, few of whom agree unproblematically with one another, and whose work 

has been employed to transform the practice of literary criticism in a number of places, 

and in a number of different ways. Certain branches of Marxism or feminism might be 
considered as more or less ‘theoretical’, whilst others would distinguish themselves, 

despite their epistemological and ontological leanings, from what they consider to be 

‘theory’, by which term is usually understood (or rather, | should say, in many examples, 

misunderstood) a retreat from politics and a focus on language in a formal and ahistorical 

way. As this note might give you to understand, the question of ‘theory’, so called, is 

a fraught, if fascinating one, and one over which there have been many, often heated, 

debates between academics. However, there are many academics, scholars and teachers 

who find it convenient to refer to ‘theory’ as though this umbrella term did, in fact, 

signal accord, agreement and a generally homogeneous state of affairs and practices. 

There remain, even today, some academics who either believe that everyone has been 

‘theorized enough’, and so there is no need to talk about or research into questions that 

do not ‘get on’ with the process of reading literature, or, perhaps worse still, those who 

claim that they are not theoretical. This last position is a nonsense, for everyone, however 

loosely, holds opinions, functions in the world according to received wisdom, codes of 

morality, attitudes towards humans, has political beliefs, and so forth. If you are thinking 

at all, and being a human being this is a likelihood, then in some way, to some degree, you 

work with theoretical principles, however watered down they may have become through 

your culture and education, by the time you either put them into practice consciously, or 

otherwise live them in a relatively unthought or at least underthought manner. 

preface 
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Introduction 

Reading. It is something most of us do, some of the time. You are doing it right 

now. If you plan to study literature and have bought this book to find out what 

is expected of you, or if you are studying literature and this book is new to you, 

then you are — probably — reading most of the time. Reading involves compre- 
hension, analysis, interpretation, evaluation, deciphering, and endless acts of 

measuring the local, immediate example of what is being read with more 

general, broader ideas, concepts and notions that inform the world and your 

relation to that world. 
Yet, although we read and we think we know what we are doing, more or 

less, when we read, how we give value or determine value in our reading has to 

do with more complex matters, some of which it is the aim of this volume to 
unfold, and those matters we conveniently gather together in the name ‘litera- 

ture. This does not mean to say, necessarily, that we know what literature is, 

even though most people believe they could have a rough stab at definition. 
The ‘what’ of literature is intimately bound to the question of why we study 

literature, why we bother to continue to read — and in some cases, reread — 
poems, novels or plays, essays or short stories, written, printed and published 

(mostly) anywhere from last year back to ... well, long before anyone bothered 

to use the term ‘literature’ — in fact, however far back cultures and civilizations 

have produced, in one form or another, written or oral forms, in prose or 

poetry, for the purposes of any or all of the following (though not necessarily 
in this order): education, information, entertainment, enjoyment, communi- 

cation, imaginative and emotional escape, or forging links between individuals 
in particular groups, large or small. 

Recognizing this, we begin with a chapter that states, and attempts to 

answer, the fundamental questions: “What is literature?’ and ‘Why study litera- 
ture?’ As you read the following considerations, you might think the reflections 
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and statements a little abstract, difficult to pin down. You might find such 
answers explaining or justifying ‘too much; a little bit like someone describing 
how a joke works. Certainly, you might be right in part were you to assume that 
such responses as Bill Overton and Kenneth Womack offer seem to have little 
to do with the practical study of literature, with the pragmatics of your three- 

or four-year course, your very real reasons for studying literature, and what, on 

the ground level, you will be expected to do and how you will be expected to 

do it. Such empirical issues are not irrelevant, but behind them — haunting 

them, if you like — are those matters that are at one and the same time funda- 

mental (after all, without such questions there would be no degree programme 
designed through which one could study literature in the first place) and yet, 

on reflection, abstract or even abstruse questions. Without this necessary 
reflection, you may well enjoy or be enriched by your study of literature, but 
you will not have sufficiently come to terms with the reasons for, and the 
persistence of, literature (whatever we think we mean by that seemingly 
obvious and yet, nevertheless, enigmatic term). 

What is literature? 

Bill Overton 

If you are studying Literature, or, as it is sometimes put, English, you may 

reasonably suppose that the people teaching it will be able to tell you what 
exactly the subject is. Up to about 30 years ago, they could have done just that, 
for there was general agreement that certain published writings, and certain 

kinds of writing, were literature, and others were not, In a degree course in 

English, for example, you would have expected to read plays by Shakespeare, 

poems by Alexander Pope or novels by Charles Dickens, but certainly not a 

seventeenth-century midwifery manual or an autobiography by a freed slave. 
But now most courses in English are different. The examples I have just given 
— Jane Sharp’s The Midwives Book (1671) and Olaudah Equiano’s The Interest- 
ing Narrative (1789) — are books taught in my own institution and elsewhere. 

And I could easily cite more outlandish specimens, such as Mills and Boon 

romances, graphic novels and various kinds of film. A look at how texts such as 

these have found their way into English courses opens up what is at issue in 
saying what literature is. 

The rise of English and the canon 

One reason why courses in English changed is that the people teaching them 
recognized not only that the subject was quite a new one, but also that it could 
be reinvented. In the 1980s, a number of studies showed that the history of 

English Literature as an academic subject is pretty short, going back little more 

than a century (e.g., Baldick 1983; Eagleton 1996). The same studies also 

claimed that there were powerful ideological motives behind its making. In the 
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classic Marxist sense, ‘ideological’ means that these motives stem from funda- 

mental social and material interests connected with political and economic 

power. One motive behind the rise of English was the need, expressed by the 

Victorian writer Matthew Arnold, among other influential people, to provide a 
secular substitute for religion. Arnold and others thought that, as organized 

religion declined, literature might furnish an alternative source of values and 

morality that would maintain social order and keep people in their place. A 

related motive was to instil the values of Establishment culture in such subor- 
dinate groups as working people, colonial subjects and women. Third, English 
Literature also helped promote patriotic feeling, important at times of war, 

unusual class tension or economic depression. As you might imagine, the story 
is more complex than this. All the same, once it was recognized that English 
did not exist a hundred years ago as a subject that could be studied at school or 

university, and once its roots were examined, it became easier to change it. 
One of the main ways in which English was understood up to about 30 

years ago was as a select body of texts by particular writers. I have mentioned 

some of these writers already, and anyone studying English at the time would 

have been able to name many others. The term for such a collection of texts is a 

canon. This sense of the word developed from a much older one meaning, 
‘The collection or list of books of the Bible accepted by the Christian Church 
as genuine and inspired’, and then, by way of extension, ‘any set of sacred 

books; also, those writings of a secular author accepted as authentic’ (Oxford 

English Dictionary [OED]). It is a sign of how recent the idea of a general liter- 
ary canon is that this particular sense only appears among draft additions to 
the OED dating from 2002. It is defined like this: ‘A body of literary works 
traditionally regarded as the most important, significant, and worthy of study; 

those works of esp[ecially] Western literature considered to be established as 

being of the highest quality and most enduring value; the classics. This defini- 
tion raises questions that go to the heart of what literature is, or is thought to 

be. You might ask, for instance, why literary works produced in the West 

should be given priority. You might also ask how it is that certain works come 

to be recognized as having high quality and enduring value. And there is the 

problem, too, that works that are not written down do not seem to figure. 

All these questions have been subject to hot debate in the last 30 years. In 

the United States, for example, what came to be known as the Culture Wars 

raged for a while in universities and the media (see Morrissey 2005). This was 

a dispute over whether, or to what extent, the kinds of work should be taught 

that the OED defines as ‘the classics’ and that for generations had made up the 

traditional curriculum with relatively little change. One of the problems with 

these, it was argued, is that they are nearly all by dead white European males. A 

curriculum that more or less excluded work by writers who happened to be 

still alive, non-white, non-European or female was not only difficult to defend 

but not worth defending, especially as the fact got around that the canon has 

always been subject to change. To give two examples of such changes, few 
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people now read Robert Southey, yet in his day Southey was one of the leading 
Romantic poets. On the other hand, Dickens was for long considered a great 
popular entertainer but hardly an artist. In his book The Great Tradition, first 

published in 1948, the leading British critic F. R. Leavis excluded Dickens 
from the canon of English novelists, but in a further book, 22 years later, he 

made amends and put him in. 
There are three main reasons why the canon changes. The first is that it is 

culturally produced, and so, as particular cultures change, so too do the works 

that their members consider important. The other two reasons are more 

complex. One is that it used to be thought that only the best work survived, 

like cream collecting at the top. In his Preface to Shakespeare, first published in 
1765, Samuel Johnson invoked this principle when he declared that any work 
that people still found interesting after at least a century must have some value. 
The problem with this, however, is that works do not necessarily survive on 

merit. Some do not even find a publisher in the writer's lifetime, while others 
are actively excluded by anthologists or writers of literary histories — as Roger 
Lonsdale has shown for the work of many eighteenth-century poets, especially 

women (1984: xxxvi-xxxvii; 1989: xliii-xlvi). The second reason why the 
canon changes, then, is that valuable work is all the time being rediscovered 

and brought into the curriculum. Quite different questions are raised by the 
third reason, because it comes out of a redefinition of what can be read as 

literature. I mentioned two examples at the start. Jane Sharp’s The Midwives 
Book and Olaudah Equiano’s The Interesting Narrative can be studied in courses 
of literature not only because they use familiar literary devices such as meta- 

phors and rhetorical questions, but because they have much to show about the 
cultures within which they were written. In this sense, distinguishing between 

works by, say, Sharp and John Milton, or Equiano and Shakespeare, is artificial. 

All produced different kinds of writing, but the differences between Shake- 

speare’s plays and Milton's poems are scarcely less than the ones between those 
texts and a midwifery manual or the autobiography of a freed slave. 

Literature and literariness 

It was in part for such reasons as those just discussed that, in Literary Theory, 
first published in 1983, Terry Eagleton claimed that ‘Literature, in the sense of 
a set of works of assured and unalterable value, distinguished by certain inher- 

ent properties, does not exist’ (1996: 9). That those were not, however, the 

only reasons for questioning what had been considered as literature is clear 
from the latter part of the same remark. There, Eagleton disputes whether any 

text can possess qualities that in themselves define it as literary. A few examples 
from the world of art may help to show this, for the same question also applies 

to them. Ifa rectangular formation of firebricks, a pickled shark or an unmade 
bed can be offered as works of art — as they have been at the Tate Gallery in 

London by Carl Andre, Damien Hirst and Tracy Emin respectively — why 

should not an extract from a telephone directory or a rearranged newspaper 
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article be offered as works of literature? The directory extract would be highly 
patterned, and it might well contain rhymes and latent metaphors, all qualities 
that are often held to be literary. The newspaper article might have an even 
stronger claim to literary status if it could also be seen as raising important 
human questions, as literature is often thought to do. Consider, for instance, 
the following poem. 

Baby abandoned 
A two-day-old girl was found 

abandoned 
in a plastic bag on the steps 

of a priest’s house in the Tox- 
teth district of Liverpool yesterday. 

Police are appealing 
for the mother to 
come forward as she may 

need urgent medical attention. 

This looks like a poem on the page, it has a few rhymes (‘found’ / ‘abandoned’ 
‘yesterday’ / ‘may’), and it raises important questions. Does it matter that it is a 

short article from the Guardian newspaper (25 March 1987) presented with 
no other changes than splitting it up into lines of unequal length and convert- 

ing the headline into a title? 
One way of resolving this kind of problem was developed by a group of 

critics known as the Russian Formalists who were active mainly in the Soviet 

Union in the earlier years of the twentieth century. A leading member of the 

group, Viktor Shklovsky, argued that the key characteristic of literary texts is 
what he called ‘making strange’ or defamiliarization (see Rice and Waugh 
2001: 50). By this he meant the ability of a text to break through habitual 
perceptions and make readers or listeners see and think differently. One of his 

main examples is a story by the Russian writer Leo Tolstoy in which the narra- 

tor is a horse who exposes the assumptions behind how he is owned and 

treated simply by presenting them from his own perspective. Another member 
of the group, Roman Jakobson, produced a rather abstract but all the same 

useful formula for defining literariness. Setting out a range of the various func- 
tions of language, Jakobson distinguished between them on the basis of their 

aim or orientation. Examples are the expressive function, in which the orienta- 

tion is towards the addresser, and which, he said, ‘aims a direct expression of 

the speaker’s attitude toward what he is speaking about’; and the conative 
function, in which the orientation is towards the addressee, and which is aimed 

at making him or her do something (see Lodge and Wood 2008: 144, 145). 

‘Conative’ means ‘expressive of endeavour’ (OED), and Jakobson’s example is 
the simple command ‘Drink!’ Jakobson defined the poetic function of language 
in the same way, though one of the terms he used made this a bit confusing. He 
said that ‘the set [ ... ] toward the MESSAGE as such, focus on the message for 
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its own sake, is the POETIC function of language’ (146). The confusing bit is 

that by ‘MESSAGE’ Jakobson meant not so much the content of the expres- 
sion as its verbal form. In other words, he argued that literary uses of language 

are characterized by their orientation towards the way they are expressed 
rather than to the speaker’s state of mind, the content or the audience. One of 

his examples is the phrase ‘I like Ike’, a slogan used in the American presiden- 
tial election campaign of Dwight Eisenhower, whose nickname was ‘Ike, in 

1956. This illustrates his idea clearly. Although the slogan expresses an attitude 
on the part of the addresser (the expressive function), although it conveys 

something about the candidate it names (Jakobson called this the referential 

function), and although, as a slogan, it aims to have an effect on the addressee 

(the conative function), its primary orientation, for Jakobson, is poetic. This is 

because what is most striking about it is its very effective, and memorable, 

patterning of one vowel sound (long ‘i’) and two consonants (‘I and ‘k’). 
On the face of it, Jakobson’s formula may seem to disprove Eagleton’s state- 

ment that literary texts have no ‘certain inherent properties: As you will 

probably have realized, though, it does no such thing, because Jakobson’s 

example is not a recognized literary work but a simple election slogan that 

happens to use words and their constituent sounds cleverly. For — and this is an 

important point — the Formalists did not confine literariness to literature. 

Instead, they claimed it could be found in communications of all kinds, oral as 

well as written. A better term for the quality of literariness is therefore ‘verbal 

art, because this begs no questions about whether a work has or has not 

achieved recognition as literature. 

Good and bad literature 

It may seem, then, that Eagleton is right — that, to repeat his claim, ‘Literature, 

in the sense of a set of works of assured and unalterable value, distinguished by 

certain inherent properties, does not exist. If the claim is true, then literature 

is, as he also says, just ‘a highly valued kind of writing’ (1996: 9); and the basis 

on which it is valued is culturally and historically relative, so there may come a 

time when, for example, ‘Shakespeare would be no more valuable than much 

present-day graffiti’ (10). While it is impossible to refute such a statement, it is 

just a debating point, for a society in which Shakespeare was not valued would 

be totally different from this one. Instead, it is possible to define literature by 

considering one of its qualities that Eagleton plays down. This is the fact that it 

usually takes predetermined forms that are accepted as literary. The plays and 

poems that Shakespeare wrote are obvious examples. They are clearly not wills, 

acts of parliament or shopping lists. Provided the reader has some basic cultural 
knowledge — at the same level as that required to identify a will, an act of parlia- 

ment or a shopping list - they cannot be mistaken for anything other than 
literary texts. This is to suggest that literature results not only result from prac- 

tices of reading and valuing, but also from practices of writing. For instance, 
writing a sonnet is a self-evidently literary act because a sonnet is a recognized 
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form of poem; and writing a novel is a self-evidently literary act because such a 
work is a recognized form of narrative fiction. 

The French critical theorist Gérard Genette has proposed a pair of very 
useful terms for these two different ways of identifying literature (1993: 1-29). 
The kind of theory that defines literature as a specific practice of writing he 
calls an essentialist or a constitutive theory. This means that to write a work in an 

accepted literary form, such as a sonnet, a pastoral elegy, a novel or a short 
story, is by that token to produce a work of literature, whatever its quality. In 

other words, the form itself constitutes the work as literature. Even if it were also 

a shopping list, a sonnet would be first and foremost an aesthetic, literary, 

object. To repeat, this is the case even if the work in question is of dismally 

poor quality. There are many poems, novels and short stories that could not 

constitute anything other than literature, though you might not find anyone 

willing to give them house room. These works, usually for very good reasons, 

are not valued, but they still could not be anything other than literary. 
The term proposed by Genette for the other main way of defining literature 

is conditionalist. What this means is that any work of verbal art can, in principle, 
be recognized as literature on condition that it is found to be valuable. On this 
definition, you could argue that any piece of verbal art has literary value, and 
you would do that by saying what its particular merits are. This could be even if 

the piece were in a form not previously established as literary, such as an extract 
from a telephone directory. To sum up, then, there are works that are constitu- 

tively literary because they are presented in recognized literary forms; and there 

are works that are conditionally literary because, although not written in 
conventionally literary forms, they are valued for their aesthetic qualities. In 

this second category there are many works that were not intended as literature 
by their writers. These include examples mentioned by Eagleton such as 

Edward Gibbon’s Decline and Fall of the Roman Empire, which is history, and 
George Orwell's essays, which are political and social commentary. 

Genette’s category of conditional literariness raises the question of value, 
and this has further implications. You could look at it like this. On the one 
hand, there are works that, in his terms, are conditionally literary —- works that 

did not necessarily set out to achieve literariness, but, as Eagleton says, quoting 
Malvolio in Twelfth Night, had it ‘thrust upon them’ (1996: 7). These works 

will be considered literary as long as they are perceived as possessing aesthetic 

value. On the other hand, there are works that are constitutively literary — 
poems, plays, novels and so on. Most of this work varies in quality from 
undistinguished to dreadful; but a small proportion is read, performed, studied 

~ valued. It is this tip of the iceberg of literature that is called the canon. 

As a student of literature, many of the works you will be required to study 
will be parts of the canon. Some, though, may not be; and you may want to 

study others that are not. If either of the latter alternatives is the case, then it is 

important to remember that society and culture are constantly changing and 
are constantly being reinterpreted. You need to be fully aware that they are 
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human constructs that can be altered. ‘English’ is one such construct, and 

studying critically is a way of changing it. Because culture is constantly chang- 

ing, and assumptions about literature change with it, defining literature in any 
absolute sense is a vain ambition. But knowing why certain works are or might 
be valued is essential to the study of verbal art. That is one of the main reasons 
for studying literature. 
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Why study literature? 

Kenneth Womack 

‘There are more things than poodles in Pomerania.’ 

(Wallace Stevens] 

The study of literature is intrinsically about the act of knowing. It is about 
knowing the world — a vast, uncharted universe of people and places, ideas and 

emotions. But in helping us to know the world, literature is mostly about 
coming to know yourself. It is about exploring the recesses of your mind, the 

vicissitudes of your memories, the weight and pleasure of your deepest, most 

personal experiences. It is about getting closer and ever closer to understand- 
ing your own essential truths — and yet never quite arriving there. It is, in short, 
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the most intimate and transformative journey that you can possibly take 
through the lens of your mind’s eye. It is about you. 

In this sense, the reading process may seem mysterious, impenetrable even. 

Yet for all of its complexity and expansiveness, the act of reading involves a 
relatively simple transaction between yourself and the literary work. In The 

Reader, the Text, the Poem: The Transactional Theory of the Literary Work (1978), 
Louise M. Rosenblatt supplies us with an interpretational matrix for explain- 
ing the motives of readers and the relationships, for lack of a better word, that 
you develop with literary texts. Rosenblatt identifies two different types of 

reading strategies: aesthetic reading, in which the reader devotes particular 

attention to what occurs during the actual reading event, and non-aesthetic 

reading, a reading strategy in which the reader focuses attention upon the 

traces of knowledge and data that will remain after the event. 

Rosenblatt designates the latter strategy as a kind of ‘efferent’ reading in 
which readers primarily interest themselves in what will be derived materially 

from the experience (1978: 23-5). Efferent readers reflect upon the verbal 

symbols in literature, ‘what the symbols designate, what they may be contrib- 

uting to the end result that [the reader] seeks — the information, the concepts, 

the guides to action, that will be left with [the reader] when the reading is over’ 
(27). Rosenblatt describes the act of reading itself — whether aesthetic or non- 
aesthetic — as a transaction that derives from the peculiar array of experiences 
that define the reader’s persona: ‘Each reader brings to the transaction not only 
a specific past life and literary history, not only a repertory of internalized 

“codes,” but also a very active present, with all its preoccupations, anxieties, 
questions, and aspirations, she writes (144). 

Although not always consciously, we employ these different strategies — 

whether as aesthetic or non-aesthetic readers — depending upon our particular 
needs and purposes. As consumers of literature, we aspire, rather practically, to 

garner something — anything — from our reading events. It is significant that 
Rosenblatt derives efferent from the Latin effere, which means ‘to carry away. In 

our textual experiences, we quite literally take away the efferent freight of 
reading, which includes not only the plot, characters and setting of the story, 

but also our highly particularized encounters with the literary work itself. In a 
sense, you arrive with one set of interior and exterior worlds, only to depart the 
textual event with an entire range of new and expansive readings of your self in 

relation to these pre-existing worlds. 
In his Cold War poetic opus ‘A Duck for Dinner’, Wallace Stevens writes 

that “There are more things / Than poodles in Pomerania. At the very least, his 

words make for an aloof, ambiguous, if not pretentious non sequitur. As with 

the Beatles’ ‘I Am the Walrus’ — with its hyper-packed nonsensical phrases 

stacked each atop the other, Lewis Carroll-style — Stevens's spurt of language 

seems explicitly made up, like cocktail party drivel designed to impress the glit- 

terati through its unexpected randomness. 
Let’s say it again: There are more things than poodles in Pomerania. 
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But for all its seeming elusiveness, the phrase’s implications are fairly simple 

to parse if we consider our lived experiences, recognizing that life’s bounty is 
often more than it appears, that — if you will forgive the cliché — sometimes 
there is more than meets the eye. For the speaker in Stevens’s poem, the world 
of language and meaning encompasses 

All the birds he ever heard and that, 

The admiral of his race and everyman, 
Infected by unreality, rapt round 
By dense unreason, irreproachable force, 

Is cast in pandemonium, flittered, howled 

By harmonies beyond known harmony. (1957: 92) 

Consider Stevens’s notion that through our literary experiences every type of 

possibility comes into play — that you can catch a glimpse of all the flora and 
fauna that you can remotely imagine. In Stevens’s quixotic universe of literary 

language, the rhythms of life are ‘cast in pandemonium, a place where language 
flitters and howls all around us — and sometimes, on occasion, in forms vastly 

more aesthetically pleasing than others, creating ‘harmonies beyond known 

harmony’ Whether scrawling upon the walls of caves, pressing ink to parch- 
ment, forcing moveable type into paper, emailing, texting, twittering, doodling, 

howling at the proverbial moon — you name it — we grasp for words, reaching 
out for the language that will make us heard and, just as importantly, that will 

allow us to hear. 

Because we need stories 

We are, as Homo sapiens have always been, desperate for narrative. We yearn for 
stories in which to live, suffer, die and rise yet again with the heroes and villains 

that come alive in our minds. Indeed, by engaging with narrative, we engage and 

enliven ourselves. In her important volume of moral philosophy, The Sovereignty 
of Good (1970), Iris Murdoch explores the mysterious fabric of our selfhood. 

“The self, the place where we live, is a place of illusion, she observes, and ‘good- 

ness is connected with the attempt to see the unself, to see and to respond to the 

real world in the light of a virtuous consciousness’ (Murdoch 1985: 93). It is 

through the auspices of narrative that we expand these worlds, that we enlarge 

our states of being, and — if you will excuse another cliché — that we expand our 

horizons. But perhaps even more presciently, Murdoch recognizes that ‘the 

world is aimless, chancy, and huge, and we are blinded by self’ (100). And it is 

in this blindness, in this inability to see beyond the margins of our own human- 

ity, that we are most overwhelmed by life, that we are most vulnerable to our 
natural insularity and inherent anxieties about living. 

We need stories to make sense of our inexplicable worlds, to provide 

contexts and frameworks for our lives. “We tell ourselves stories in order to 
live; essayist Joan Didion remarks in The White Album (1979): 
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We look for the sermon in the suicide, for the social or moral lesson in the 
murder of five. We interpret what we see, select the most workable of the 
multiple choices. We live entirely, especially if we are writers, by the 
imposition of a narrative line upon disparate images, by the ‘ideas’ with 
which we have learned to freeze the phantasmagoria which is our actual 
universe. (11) 

As Didion observes, narrative imbues our lives with structure, artificial as it 
may be, while transforming chaos into order, nonsensicality into plot. It is how 
we interpret, how we find solutions, how we derive joy and meaning — even 
(and especially) when confronted with the bedlam and uncertainty that some- 
times cloud our worlds. 

Because we are jazzed by the majesty of words 

In its finest states, the beauty of language, in Stevens’s words, ascribes ‘harmo- 

nies beyond known harmony’ It connotes the unusual, the unique and the 

powerful. The aesthetics of the text challenges our intellects — to be sure — but 

that is only the beginning, the firmament of something larger and more lasting. 
Language holds the capacity for communicating words of inspiration, of 
wonder, of love. It is the language of our most reverent, optimistic and fecun- 

dating selves. As e. e. cummings writes in ‘stand with your lover on the ending 

earth — ; ‘ — how fortunate are you and i, whose home / is timelessness:we who 

have wandered down / from fragrant mountains of eternal now’ (1994: 743). 

In cummings's hands, language becomes the stuff of beauty and immortality, a 

deft and supple means for extolling the richness of human experience. Yet as 

you carry away the efferent freight of his poem - of his syllables, typography, 

spacing, even his inverted syntax — his language becomes your own. 

In his tragicomic novel The Good Soldier (1915), Ford Madox Ford’s thick- 

headed narrator John Dowell trolls, over and over again, through the detritus 

of his life, searching vainly for the origins of his predicament — namely, that he 
has been duped by his wife and her lover, his supposedly best friend and the 
‘good soldier’ of the novel’s title. Worse yet, they are dead, leaving him alone in 

his misery to sift through the tatters of his existence. As Dowell seeks out the 
roots of his doom — the originary moment of his interpersonal demise — the act 
of reading Ford’s novel becomes a brutal and wondrous experience as you find 
yourself settling into Dowell’s highly unsettled skin. When Dowell finally 

succumbs to the utter hopelessness of his situation, he turns away from his 
audience in a brash attempt to bargain with a misbegotten universe, and his 
dreams of an impossible reconciliation with the world become our own: ‘Is 
there any terrestrial paradise where, amidst the whispering of the olive-leaves, 

people can be with whom they like and have what they like and take their ease 

in shadows and in coolness?’ (2003: 217). In his greatest moment of anguish 

and uncertainty, Dowell grasps for the poetry of language to sate his weary 
soul. And as Dowell collapses into a life of rote sameness, we emerge from the 
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text richer for the experience, awash and aglow in the beauty of Ford's language. 
While the manna of hope is no longer available for Dowell, his life having 

become irrevocably devoid of meaning, our own lives are made possible — 
whole even — yet again. 

Because we have deep and abiding memories 

14 

We find ourselves drawn to literature in order to rediscover ourselves through 
the windows of the past and our memories. This indelibly human impulse 

finds its origins in our innate need to situate ourselves in relation to the world, 

as well as to revivify the past, reconcile ourselves with the present, and plot a 

course for a seemingly unknowable future of possibility and change. In his 
valuable work on autobiography and life-writing, James Olney contends that 

understanding this drive for reflecting ourselves through narrative affords us 
with a means for comprehending the nature of other selves, as well as our own. 

As Olney observes in Metaphors of Self: The Meaning of Autobiography (1972), 
‘Each of us is still, with experience incorporated into character, what he [or 

she] was in potentia at birth, which is what each of us will still be, only then 

fully realized, in the moment of death’ (280-1). Our encounters with literary 

works afford us with a means for contextualizing our pasts and refracting 
through the auspices of the text, for breathing life into the untapped characters 
of our selves. 

For Jerome S. Bruner, the act of achieving selfhood through our textual 
experiences connotes self-knowledge and our capacity for accomplishing a 

bounded sense of personal self-construction in relation to the larger worlds in 

which we live. In addition to arguing that people establish selfhood by ‘narra- 
tivizing’ their experiences, Bruner maintains that individuals often negotiate 
their sense of self through the act of reading. “The larger story’ of a person's life 
— consisting of a host of considered and reconsidered ‘narrative episodes’, 
Bruner writes in Acts of Meaning (1990) — ‘reveals a strong rhetorical stand, as 

if justifying why it was necessary (not causally, but morally, socially, psycho- 

logically) that the life had gone a particular way: In Bruner’s postulation of ‘life 
as narrative, ‘the self as narrator not only recounts but justifies. And the self as 
protagonist is always, he adds, ‘pointing to the future’ — that place where the 

self-that-will-be resides (1990: 121). For Bruner, it is the journey of the self 
that matters, that makes our lives ultimately worth living. 

The pull of story and the emotional response that it elicits provide us with 
powerful contexts through which to explore our pasts, our memories, and the 
mysteries of our futures. Literature reminds us that we do not exist in static, 
unchanging worlds, but rather, in spaces of swift and often indecipherable 
change. In her acclaimed novel The Handmaid's Tale (1985), Margaret Atwood 

depicts her narrator, Offred, as she parses through the memories of an increas- 

ingly idealized past in relation to a dystopian present in which her own sense of 

identity has become dispersed and uncertain. Yet as she digs ever deeper, 
Offred slowly but surely reclaims the threads of her lost self, rebuilding and 
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reinvigorating her selfhood in the process. ‘As all historians know, the past is a 
great darkness, and filled with echoes, Atwood writes. ‘Voices may reach us 
from it; but what they say to us is imbued with the obscurity of the matrix out 
of which they come; and, try as we may, we cannot always decipher them 
precisely in the clearer light of our own day’ (2006: 350). For Atwood’s narra- 
tor, the journey of the selfis a transfixing and, at times, soul-destroying mission. 
Yet for Offred, these very same voices from the past allow her to rediscover 
herself and usurp the great darkness of her present. As the novel comes to an 
uncertain close, she is left to ponder the possibilities of an unknown future. 
But Offred is ready — her sense of self reinvigorated and impatient, even — for 
the new life that awaits her. 

When it comes to the textual excavation of memories, Marcel Proust is 

literature’s gold standard. The French novelist devoted the balance of his life to 
the art of refracting his memories through the lens of his writerly self. Proust 
understood implicitly that our memories are triggered by sensory experiences 

— sights, sounds, smells and touch, to be sure — but most especially through the 

pleasures of the text. In Du cété de chez Swann (1913), the first volume of his 

epic A la recherche du temps perdu, Proust interrogates the ways in which 
memory is catalysed by the senses, while comprehending, at the same time, 

the manner in which the reality of our memories becomes shaped by the 
ruinous work of nostalgia, of a sentimentality that exists beyond our ken: ‘How 

paradoxical it is to seek in reality for the pictures that are stored in one’s 

memory, Proust writes, ‘which must inevitably lose the charm that comes to 

them from memory itself and from their not being apprehended by the senses’ 
(1992: 606). For Proust, our sense of pastness and the fleeting nature of our 

memories is both our enemy and our most cherished comrade. On the one 
hand, our memories taunt us with the reality of an unrealized past; yet on the 
other, our memories exist as our deepest consolation, as our last best chance 
for achieving wholeness. And it is our textual experiences, more often than 

not, that take us there. 

Because we will die 

But first we must live. 
It is uniquely through our encounters with literary works — through novels, 

poems, plays, films, whatever they may be — that we die and yet live again to see 

another day. 
We are eternally vexed by our own mortality. It is the essential condition of 

being human, and the mysteries of the text afford us with the opportunity to 
explore, to understand and to appreciate the transitory qualities of our exist- 
ence. In Lolita (1955), Vladimir Nabokov’s eccentric narrator Humbert 

Humbert laments the fleeting qualities of life by reciting a couplet from an ‘old 

poet’, who characterizes our mortality as a kind of corporeal tax — or duty — 

that must be paid for striving for an ethical life and enjoying the simple beauty 
of human existence: “The moral sense in mortals is the duty / We have to pay 
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on mortal sense of beauty’ (Nabokov 1991: 275). While cummings celebrates 

the pleasures of living in the moment - of frolicking among ‘fragrant moun- 

tains of eternal now’ — Humbert Humbert recognizes the effortless splendour 
inherent in the merest of poetic phrases. It is a notion that Paul Bowles realizes 
intuitively in his deeply philosophical novel The Sheltering Sky (1949). For 
Bowles, it is our memories, not simply our flesh, that render life so precious, so 

fleeting. ‘How many more times will you remember a certain afternoon of your 
childhood, Bowles writes, ‘some afternoon that’s so deeply a part of your being 
that you can’t even conceive of your life without it? Perhaps four or five times 
more. Perhaps not even that. How many more times will you watch the full 
moon rise? Perhaps twenty. And yet it all seems limitless’ (1990: 238). 

As with our lives, literature itself seems so limitless, vast and unquenchable. 

And yet, as with the ‘mortal sense of beauty’ that troubles Humbert Humbert, 

we only have a few vital years in this mortal coil in which to ponder life's 
mysteries. It is the veritable home of our personal museums of recollections: 
the past and memories that we have lost, yet regained through the refractive art 

of literary study. It is the ‘terrestrial paradise’ of our existence, in Ford's phrase- 
ology, and our last best hope for staying a world, in Murdoch's conception, that 

‘is aimless, chancy, and huge’ — a world in which ‘we are blinded by self; It is 
the illusion, Didion recognizes, that we so desperately crave in order to cele- 

brate life’s beauty and to arrest, if only briefly, ‘the phantasmagoria which is our 

actual universe. It is the story of ourselves. 

And that is why we study literature, why we revel in the power of language, 

why we find ourselves, time and time again, in the arms of narrative. 

It is because there are more things than poodles in Pomerania. 
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What to expect from your literature course 

While in other chapters we will go on to consider specific modules or courses 

that your English department should offer in some guise, the present chapter 

offers an overview of particular broadly defined structures that can inform, 

with variations, the identity of an English Studies or Literary Studies Depart- 
ment. ‘Literature course’ is, then, a term describing your degree programme. It 
is of course impossible to cover all the possible variations that are available to 

you and, perhaps more than any other discipline, English degrees will differ 
from one another in their specific structure and content. The purpose of this 

chapter therefore is to offer a cursory sketch of what content and structure 
might look like (and you can always compare this with the general overview of 
modules on offer within your own department, considering requirements, 
options, pathways and so on). At the same time, this chapter will also offer 
critical essays that introduce the reader at greater length to the study of creative 
writing, or comparative literature, as different models of literature or literature- 

related courses, which — and again this is dependent on the institution at which 

you are studying — might be offered as part of a double major, as minors to a 

major in English literature, as majors in their own right, or as pathways within 

the more general structure of your degree. 

Typical structure and content 

The first thing to say is that there is no such thing as a ‘typical’ structure and 
content for a literature course. This is particularly true now in universities in 
the United Kingdom, where many literature courses have a modular struc- 
ture. Modularity is intended to create greater creative flexibility and module 
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choice for students, and is itself a reflection on the understanding that, unlike 
many other academic disciplines, English literature as a subject does not have 
a rigid linear—historical, cause-and-effect narrative form, as the clichés have it, 
from Beowulf to Virginia Woolf or from Plato to NATO. A student may, 
therefore, whilst completing and following a progressive structure of required 
modules, also have much freedom — with sufficient organization and forward 
planning - to shape a course out of which a focus and coherence can be 
constituted, which will serve to produce both a rigorous and a diverse plan of 
study. 

While it is impossible to speak of what is ‘typical’, there are, however, shared 

features, such as the insistence on particular compulsory modules to provide 

grounding and orientation in the discipline. Module titles (if not content) will 
be found to be in common across many universities, and it is often the case, 

where degree programmes (or what we are calling here literature courses) are 

modelled on a narrative of historical progression or sequence, that you will 

begin, if not with Anglo-Saxon, then with Medieval Literature in the first year 

of study, reaching Modernist Literature and beyond in the final year of your 

course. Another common format is to find in the first year, either as a semester- 
long or year-long compulsory module, an Introduction to Literary — or Critical 

— Studies. Frequently, it is the case that such courses offer the student not only 

a broad and necessarily brief survey sample of genres and forms from across 
the history of English literature, but also an introduction to different critical 
approaches, preparing the student for a more intensive study of literary criti- 

cism or theory as subjects in their own right, rather than simply as means by 

which to read differently. 
Degree programmes and literature courses will all vary according to the 

number of compulsory modules and optional courses they offer, as well as the 
ratio between the two. It may be the case that your first year will include a 
compulsory module on approaches to literature, which stresses theoretically 

informed modes of analysis (see ‘Literature and language’, below), and a 

complementary module on literature and history, or historical approaches. 

From this introductory point, and in subsequent years of their study, students 

will usually be able to choose from period modules, such as Victorian or 
Romantic Literature, Renaissance Literature or Modernism, from modules 

stressing genre and form (the Renaissance or Early Modern Lyric, the Gothic 

short story), or other ‘special modules, which offer a combination of 
approaches, such as themes — gender and class — in a given period (the 1950s 

or the 1930s). In some programmes, modules offered in the second, third and 

fourth year (where relevant) will include film modules and modules on crea- 

tive writing, drama, and literature in translation. 

Teaching is pursued largely through lectures and seminars. Where there are 
lectures, these are often part of compulsory modules, and students will be 
divided up into smaller groups for weekly seminars. While all students will be 
expected to produce written work for the modules they take, the types of 
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assessment will vary in length and form. Some universities still pursue timed 

exams at the end of semesters, but increasingly it is recognized that English as a 
discipline is best served by essay writing, in which expository and analytical 
skills are practised. Essays will of course vary in length, and submission is 

spread across the academic year. In addition, final-year students may well have 

to produce an honours dissertation, which is an extended piece of writing. 

Literature and language 

Some degree structures will require first-year students to take an introduction 
to the study of literature and language at university level. This may well take the 

form of the Introduction to Critical Studies mentioned above, in which differ- 

ent approaches, with foci on topics such as gender and sexuality, nation, race 

and ethnicity, are given historically contextualized emphasis. Some depart- 
ments will take a more formal approach to the introduction of literature and 
language, examining intrinsic aspects of given literary works, such as the nature 
of literary form, the structure of genre, and the relationship between form and 
content. What is shared between different programmes, though, is the focus 

on helping students develop their skills in the analysis of literature and 
language, with an emphasis being placed on significant approaches to the study 

of literature and language, and related disciplines. 
Another aspect of formal analysis can be attention to particular dimensions 

of linguistics as these pertain to literature specifically. You will be expected to 
develop a knowledge of and skill in methods of language analysis relevant to 

form, period and genre, and this can often be extended through considerations 
of the historical contexts of the role of language. In such modules, you will be 

required to hone your close reading and analytical skills in a number of differ- 
ent ways, but with the goal of providing you with the intellectual means for 

producing skilled analysis across the range of your module choices. In other 

cases, literature and language will develop analytical and language-based 
approaches in relation to social and cultural context, in order to stress how 
language is a material and historical medium, shaping and being shaped by the 
complex interactions of history, power, class, gender and subjectivity. In turn, 

such considerations will be focused through literary examples, whether these 

are the early modern play The Witch of Edmonton, Wordsworth and Coleridge's 
Lyrical Ballads, or a novel such as Bram Stoker’s Dracula. 

All of this is only to give a sense of the broad range of an English degree. 
Particular pathways or joint honours degrees differ in both small and great 
ways from institution to institution. The majority of this book addresses 
certain aspects that are to be found in common across literature degrees. 
However, this does not address two particular pathways that are offered, 
whether as pathways belonging to a joint degree programme, or, in some 
instances, as degree pathways in their own right: creative writing and compara- 
tive literature. The remainder of this chapter addresses these, therefore, and 
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what, as a student opting for such degrees, you might expect to find that is 
different from the conventional degree in English literature. 

Literature and creative writing 

Jennifer Cooke 

More and more students are interested in creative writing: many English 

Studies courses have responded to this by offering creative writing module 
options, but there are also an increasing number of joint degrees that combine 

traditional English Literature courses with the study and practice of creative 

writing. Such joint degrees can be a great way of exploring two areas of interest 
simultaneously. 

Creative Writing as an academic subject at university level is a relatively 

recent phenomenon: it began in the United States in the mid-twentieth- 

century. In the UK, the University of East Anglia was the first to offer a Masters 
in Creative Writing in 1970 and continues to be one of the most popular places 

to study the subject, although very many universities have now joined them in 
providing similar undergraduate and postgraduate courses. Changes in literary 

theory (see Part 3, ‘Critical Approaches and Schools of Thought’) over the 

twentieth century have also contributed to English departments becoming 
more interested in embracing Creative Writing as part of what they offer. 
Broadly speaking, in the last 30 years there has been a move away from a preoc- 

cupation with the author’s intentions in his or her work towards a type of 

reading which is more engaged with the surprising, destabilizing, disruptive 

and creative possibilities of language and meaning. Traditional discussions, 

which concerned themselves with topics such as genre, plot and characteriza- 
tion, have been extended into an acknowledgement that language itself points 

us beyond the borders of the text. New reading practices seek to engage with a 
work in ways which emphasize that its meaning is not ‘fixed’ and therefore 

‘hidden’ somewhere, to be exhumed by academics, but that each reading of a 

text is a new reading, a new experience, and in some senses a ‘re-creation’ of the 

work. This affirmation of how the reading experience itself can ‘create’ new 

possibilities has led to a greater academic interest in the potential value of crea- 
tive writing. 

What to expect from your course 

The teaching 

Because you are doing a joint degree, this usually means you get less choice 
when it comes to optional modules than those who are taking a single honours 
degree. Both parts of your degree are likely to include core modules, especially 
the Literature side. For the core Literature courses, you will be with the single 

honours English students, joining them in seminars and lectures. You may still 

have choices over some of your Literature modules, though this will vary with 
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the university and it is worth checking first how much choice you get, espe- 
cially if this is important to you, before you decide on the universities to apply 

to. For the Creative Writing side of your degree, most universities offer a core 

course in the first year, which tends to examine different genres and forms, 

their implications and histories. In the second year, it is usual to have Creative 
Writing module options that allow you to focus on particular genres. Typi- 

cally, there will be modules on poetry, prose, drama or screen writing and you 

will do all or a combination of these. In the third year, you will undertake a 
Creative Writing dissertation. This is an extended piece of work or a portfolio 

(in the case of poetry, for example) of creative writing, sometimes to be accom- 

panied by a reflective commentary. You will be assigned a tutor who will 

supervise you as you develop this work through one-to-one feedback sessions, 
usually over several months. Often there are third-year optional modules too, 
on more specific genre-related topics, such as writing for children, writing for 
television or science-fiction writing. 

In terms of the kind of teaching you will experience, there will probably be 
a combination of lectures, seminars and tutorials (small group or one-to-one 
sessions with a tutor). Additionally, Creative Writing students can expect to 

participate in workshops. These are group sessions, which may involve writing 

exercises, discussions of technique, the teaching and practice of methods to 
help develop your writing ideas, and feedback on your creative work. They are 
primarily practical, often led by a professional writer, and are aimed at improv- 
ing your writing. 

Feedback on your creative work 

What makes Creative Writing courses unique, exciting and often quite scary is 

the opportunity to use the knowledge you acquire to write and produce indi- 
vidual creative work, to share it with others, to offer it up for comment and, 

ultimately, to have it assessed by those who are already practitioners. In other 

words, a good Creative Writing course requires more from its students than a 
single honours Literature course, both in terms of the scope of what they are 

asked to do and in braving the vulnerability which is inevitably part of showing 
one’s creative output to other people. Learning how to accept and use feedback 

is an essential part of your course and even the most confident and prolific of 

students is likely to feel nervous the first time they present a poem for critique. 

We tend, rightly or wrongly, to view our creative work as more personal, with 

more of ‘us’ in it, than an academic essay. However, a Literature and Creative 

Writing degree should equip you to see your creative work as being just as 
much a technical achievement as a personal one. Some institutions will inte- 

grate feedback into your courses through assignments and assessment whereas 
others may run separate seminars or workshops which are designed as forums 
for the development of ideas and writing, and the sharing and critiquing of it 
with your peers and tutors. Essential to the success of feedback sessions is for 
the whole group to display generosity coupled with supportive criticism. It is 
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no good if everyone praises your work since you will learn little about how to 
improve it, but at the same time it is extremely demoralizing to have creative 
work ripped apart by someone insensitive to the bravery needed to share it in 
the first place. The more you share your work and expose it to criticism, the 
easier it becomes to hear and the more helpful and less painful the process. It is 

also valuable training: most writers, whatever readership they are aiming at, 
will have their work rejected or criticized at some point. Feedback also empha- 
sizes the necessity of redrafting: most good work goes through extensive 

rewriting and editing, reshaping and reorganization, before it can be called 
finished. The formal route for feedback is, of course, assessment and each 

Creative Writing module you take will involve an element of your creative 
work being assessed. 

Professional help and guidance 

The Creative Writing part of your degree should have elements taught by 

successful writers. For example, a second-year module on writing drama 

should be taught by someone who is a playwright and whose work has been 
publicly performed or broadcast on radio or television. Some English depart- 

ments have academics who are also published creative writers; others employ 
writers specifically for the Creative Writing part of the degree; sometimes 
there is a mixture of these two types of tutor. Many universities with Creative 
Writing programmes also have a ‘writer in residence, usually a recognized 

author who will be affiliated to the university on a temporary basis for one or 

two years or more. It very much depends on the institution and the author as 

to how involved the writer in residence is with the day-to-day departmental 

teaching. A usual arrangement would be for them to give a talk a term and 
occasionally run workshops on technique. On the other hand, there are some 

appointments which require a greater commitment from the author, involving 

them in teaching or being available at set times for consultation. Many univer- 

sities, whether or not they have a writer in residence, will have a Royal Literary 

Fund Fellow. This is an author who has a more active role in the department, 
often teaching, offering advice on writing and holding consultations. The 
Fellow, funded by the Royal Literary Fund, not the university, is available to all 
students in the department who wish to improve their writing, whether crea- 
tive or academic. As well as this ‘in-house’ provision, it is equally important 
that your course offers advice and talks from outside writers and professionals, 

especially those connected with the publishing industry. This might include 
visits from editors, publishers and other industry experts who provide valuable 
counsel about the practicalities of entering the industry and what is required 

from first-time authors and their manuscripts. In an increasingly competitive 
market, this kind of advice is invaluable. There should also be regular events 

where invited authors will read from their work, answer questions about it, 

and possibly lead workshops giving advice on craft and technique. Often a 
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university will have affiliated authors who regularly contribute to such a series 
of readings and talks. 

Choosing the right Literature and Creative Writing degree 

24 

Not everyone is seeking the same thing out of a Creative Writing joint degree 

and new students display a range of levels. Some may never have shown their 
work to anyone else before and be unsure about the types of writing they wish 
to engage in; others may have a very clear idea of what type of writer they are 
and be seeking commercial recognition and success; still others may be there 

simply to improve their writing or to attempt to try new types of writing and 

be more experimental. It is worth asking yourself what you expect from the 

Creative Writing element of your degree before you begin looking at the 
courses offered by different universities. Whilst it is not unusual for a student 

to arrive aspiring to be a novelist but to graduate a poet, if you know that you 
are primarily interested in a particular genre, then it is advisable to look care- 
fully at the tutors and courses which are offered in that area. All university web 

pages these days give information about the staff who teach on their modules. 
Ensure you investigate the tutors and writers in residence of the courses that 

appeal to you. Find out what they have written; if you can, try to read some of 
their work, and make sure they are published and practising writers. Ask your- 
self whether the range of tutors and the kind of writing they engage in reflects 

the kind of writing that interests you, since a tutor’s course is likely to reflect 

their areas of speciality. Find out whether the course has an accompanying 

programme of invited publishers, writers and industry experts. Most universi- 

ties that offer Literature and Creative Writing degrees also offer a Creative 
Writing MA, and you will find that the industry and author talks that are run to 

accompany the postgraduate courses are open to undergraduates as well. Some 

institutions even have specific centres, such as The Writing School at Manches- 

ter Metropolitan University, or links with specific publishers and agents. 

Another indication that the university is committed to creative writing is that 

they host literary festivals or conferences addressing creative writing. It is a 
good idea to explore whether there is a departmental journal or magazine 
which publishes student work and whether there are any opportunities where 

you can read your work: many departments will have performance events and 
student readings offered alongside those by visiting writers. 

One of the most important academic outcomes of a Creative Writing 

course is that students who have submitted their own creative output to rigor- 

ous critique tend, as a result, to have developed acutely attentive reading skills. 

A good writer is a good reader. In terms of your creative work, you will develop 

confidence, a good sense of which genres you prefer and where you strengths 
lie, and you will have met and interacted with other writers, both your peers 

and your tutors. You will exit your degree with a portfolio of work, built up and 

improved upon during your three years of study. You may also have been 
involved with the local events in your area, whether it is reading in public or 
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publishing your work in local or university journals and small presses. You may 
even have a clear idea of where you want to place your work, the type of writing 
you wish to produce and the sort of publishing outlets that this can be aimed 
at. Although all degrees are in some sense a personal journey, creative writing 
courses are intensely rewarding personally, as you see your work, and that of 
others, improve and grow. Not all students who complete a Literature and 
Creative Writing course then go on to become full-time professional writers, 
but they are all guaranteed to graduate as better creative writers and more 
adept readers of literature. 

Further reading 

The bible to the creative writing industry is the annual The Writer’s Handbook, 
edited by Barry Turner (Macmillan). It provides invaluable advice on the 

industry, contact information for agents and publishers, information about 
courses, grants, festivals and prizes. 

A few texts listed below are good introductions to the writing process: 

Anderson, Linda, ed. Creative Writing: A Workbook with Readings. London: Routledge, 2005. 

Bell, Julia, ed. The Creative Writing Course Book: Forty Writers Share Advice and Exercises for 

Fiction and Poetry. Foreword by Andrew Motion. London: Pan Books, 2001. 

Bernays, Anne, and Pamela Painter. What If? Writing Exercises for Fiction Writers. London: 

Harper Collins, 1991. 

Brande, Dorothea. Becoming a Writer. London: Pan Books, 1996. 

Lerner, Betsy. The Forest for the Trees: An Editor’s Advice to Writers. London: Pan Books, 2002. 

See also http://betsylerner.com/ (accessed 17 May 2010). 

Samson, Peter. Writing Poems. Tarset: Bloodaxe Books, 1993. 

Comparative literature 

Doris Bremm 

Comparative Literature distinguishes itself from other literary studies in that it 
does not limit its analysis of literature by nation, language, period or medium. 
Students of comparative literature do just what the term implies: they compare 
different national literatures, look at similarities and differences, and make 

connections across boundaries. The field of comparative literature encom- 
passes the study of literatures in various languages, from all over the world, and 
from different time periods, which makes it especially difficult to summarize in 

a few paragraphs what a student of comparative literature can expect. 

Furthermore, the discipline itself is in constant flux, redefining itself 

continuously. What remains the same is the constant crossing of borders, 
whether they are national, geographical, temporal or linguistic, and as Gayatri 
Chakravorty Spivak points out, this crossing of borders is always a ‘problem- 
atic affair’ (2003: 16). 

One of the principal figures in the field, René Wellek, addressed what he 

called ‘the crisis of Comparative Literature’ in the 1960s (1963: 282-96). For 
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many scholars, however, this state of crisis is not a sign of weakness, but points 

towards the discipline’s continued energy and relevance. Critic Jonathan 
Culler brings it to the point when he says that comparative literature is “by its 
very nature a site of crisis’ (2006: 241). As such, comparative literature tends 

to analyse not only literature and the meaning and contexts of cultural produc- 
tion; it also constantly reassesses itself as a discipline. Let’s consider a series of 
questions that you will encounter as a student of comparative literature. 

What is comparative literature? 

26 

First, what exactly is ‘comparative literature’? This is something that has been 
debated since the term was first coined (the term is usually attributed to a 
series of French anthologies published in 1816 entitled Cours de littérature 

comparée). The discipline has changed over the past century and has morphed 
into an interdisciplinary and multidisciplinary area that explores the ‘great 
open space of literature’, as Susan Bassnett terms it in Comparative Literature 

(1993: 5). No longer limited to literature, the move towards cultural and area 

studies has opened comparative literature to other forms of ‘cultural produc- 
tions. As a student of comparative literature, you will read not only what is 

traditionally considered to be literature (novels, plays, poems, short stories and 

epics), but also other texts such as films, comics and visual arts. Furthermore, 

you will analyse them from a multidisciplinary point of view. These other 

disciplines might include the arts, philosophy, the social sciences and religion, 

just to name a few. Whereas comparative literature in its beginnings often 

focused on the study of influences and sources, students today will be asked to 

make associations and connections between different literatures rather than 
trying to pinpoint specific lines of influence. 

Introductory courses usually cover methods as well as theories of influence, 

tradition and intertextuality. Most departments also require students to take 
courses on critical theory, familiarizing students with such areas as postcolo- 
nial criticism, narratology, structuralism, poststructuralism, new historicism 
and feminist theory. As for specialized literature courses, many programmes 

offer a mixture of traditional and non-traditional courses. Whereas traditional 
courses focus on specific genres, cultural movements or thematic elements 
across geographical boundaries and historical periods, non-traditional courses 
will often consider the question of the academic discipline itself. 

Here are some examples: traditional genre-based courses might look at the 

rise of the novel in Europe or the development of the sonnet form from its 
origins in the sixteenth century to contemporary examples. Another course 

might focus on the epic poem, comparing such texts as Gilgamesh, The Iliad, 

The Ramayana of Valmiki, The Aeneid and Paradise Lost. A period-based course 
might concentrate on modernisms in different parts of the world, comparing 
the works of such authors as William Faulkner, James Joyce, Marcel Proust and 

Virginia Woolf. In general, thematic approaches such as ‘the Bourgeois’, 

‘Terrorism, ‘Ethnicity and Literature, “Technology’ or ‘Representations of 
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Violence’ enjoy great popularity. A thematic course on representations of 
Empire could include a variety of texts ranging from Virgil’s Aeneid and The 
Song of Roland to E. M. Forster's A Passage to India. 

The question of national literature 

More traditional courses often start with the question of national literature. 
Speaking of comparing national literatures naturally implies that different 
nations produce a distinct body of literature. However, that notion is certainly 

arguable. Interestingly enough, the term ‘comparative literature’ was coined 
during a time of national struggles, when old boundaries disappeared and new 
ones were erected. For example, when speaking of ‘German literature’, what 
effect does it have to consider that the country has changed from an assort- 

ment of little states, to a monarchy, to a period of being split into two parts? 

And what about literature in the German language written by authors from 

other countries? The question of a cultural and national identity is complicated 

even more by considering the many examples of ‘national literature’ that have 
been ‘forged’ over the years. One such example is the Fingal epic written by the 
Scottish poet James McPherson in the eighteenth century. He claimed to have 

found a medieval manuscript by the ancient Irish bard Ossian and translated it 
from the Gaelic. The fact that he lied about the sources of his work, however, 

does not alter the fact that McPherson created a piece of literature that became 
a part of Britain’s national literature and had profound effects on the Romantic 
movement in Europe. Soon after its first publication, it was translated into 

many European languages, and Goethe even incorporated excerpts of his 

translation of a part of the work into his novel The Sorrows of Young Werther. 
The example of McPherson shows that national literatures do not simply exist; 

they are cultural constructions. With these questions in mind, students of 
comparative literature will not only focus on the analysis of the individual 

narratives, but also interrogate how cultures are constructed and how they 

change over time. Instead of looking at literature as a national phenomenon, as 

many national literature departments do, studying comparative literature gives 

you the opportunity to look at literature as a transnational phenomenon. 

The question of the canon 

Another question that you will encounter is that of canonicity. Whereas the 

discipline of comparative literature started out focusing mainly on Western 

literature, it has now changed to include literatures from all parts of the world. 

Similarly, many programmes focus on European literature and culture, but 

more and more schools have developed special modules and courses that look 

at the literature and cultures of the Americas, Africa, Asia and Australia. Many 

courses that started out as ‘Great Books Courses’ now include lesser-known 

works from a greater variety of cultures. Not only did Norton change the name 

of its anthology from The Norton Anthology of World Masterpieces to The Norton 
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Anthology of World Literature; the new version reflects a similar shift to a focus 
on giving a greater variety of non-Western texts. 

The issue of translation 

Depending on the programme, you will need to read literature in at least two 
different languages, if not more, as well as literature in translation. The field of 

translation studies itself remains an important area within comparative litera- 

ture. Each translation changes the original, no matter how much the translator 

tries to stay as close to the original work as possible. The translator's choices 
affect and sometimes even change the original meaning and context of the 
work. If you compare various translations of the same text you will see how 
minor changes can create entirely different meanings. 

Whereas all translation is difficult on many levels, the translation of poetry 

proves to be particularly challenging because, in addition to meaning, the 
translator has to consider metre, rhyme scheme, and stylistic devices such as 

puns and metaphors. For example, the various different translations of 
Sappho’s poem on jealousy, praised by Longinus for its evocation of the senses 
in On the Sublime, differ greatly. Let’s look at two translations: the first by Sir 
Philip Sidney (1554-86); the second by Lord Byron (c.1920): 

My muse, what ails this ardour? 
Mine eyes be dim, my limbs shake, 

My voice is hoarse, my throat scorched, 

My tongue to this my roof cleaves, 
My fancy amazed, my thoughts dulled, 
My head doth ache, my life faints, 

My soul begins to take leave. 

So great a passion all feel, 

To think a soare so deadly 

I should so rashly rip up. (Sidney 2002: 94) 

Equal to Jove that youth must be - 

Greater than Jove he seems to me — 

Who, free from Jealousy’s alarms, 

Securely views thy matchless charms. 

Ah! Lesbia! though ’tis death to me, 

I cannot choose but look on thee; 

But, at the sight, my senses fly, 
I needs must gaze, but, gazing, die; 

Whilst trembling with a thousand fears, 

Parch’d to the throat my tongue adheres, 

My pulse beats quick, my breath heaves short, 

My limbs deny their slight support; 

Cold dews my pallid face o’erspread, 
With deadly languor droops my head, 
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My ears with tingling echoes ring, 
And life itself is on the wing, 

My eyes refuse the cheering light, 

Their orbs are veil'd in starless night: 
Such pangs my nature sinks beneath, 

And feels a temporary death. (Byron 1864: 19) 

Comparing these poems, you might not realize at first that they are translations 

of the same poem. Kenneth Rexroth has gone so far as to argue that ‘[t]ransla- 

tions of Sappho, until recent years, have been fantastically inappropriate’ 

(1986: 30). Recent translation studies, however, have challenged the tradi- 

tional idea that a translation is automatically inferior to the original and would 
not consider Sidney’s and Byron’s versions lesser works of art because they 

differ from Sappho’s poem. Translations are not considered mere ‘copies’ of an 

‘original’, but originals in their own right. 

Furthermore, it is important to consider the historical context of any given 
translation. Susan Bassnett argues that ‘[t]ranslations are always embedded in 

cultural and political systems, and in history ... the strategies employed by 

translators reflect the context in which texts are produced’ (1999: 6). Consider 

the example of The Thousand and One Nights: Edward William Lane’s English 
translation (1838-40) included anthropological notes on Arab customs indi- 

cating that the Arabs were far more gullible than European readers (ibid. 6), 
while excluding content he considered ‘immoral’ Sir Richard Francis Burton's 

version (1885-8), on the other hand, accentuates sexuality within the tales. 

Both translations create a skewed version of the original that reflects the 

culture that produced the translation, rather than the culture in which it origi- 
nated. In cases like these, so Bassnett argues, ‘[t ]ranslation was a means both of 

containing the artistic achievements of writers in other languages and of assert- 

ing the supremacy of the dominant, European culture’ (ibid. 6). Critics argue 

that translations of colonial texts into English are a form of consumption and 

not a form of reciprocal literary exchange. Ideally, translation should be an 

ongoing process of intercultural transfer. This aspect of translation studies is 

especially interesting in the context of postcolonial theory and comparative 

literature. 

Where to start? 

As a new student of comparative literature, the sheer scope of the field and the 
freedom that comes with it might seem paralysing at first. It would be impos- 
sible to look at all literatures and cultures of the world, so individual projects 

need to focus on particular areas, motivated by general theoretical questions 

that arise when you analyse different kinds of texts. The languages you speak or 

want to learn will narrow your scope, as will your areas of interest in other 

fields. The aforementioned Norton Anthology of World Literature would be a 

good start for general reading, since it includes not only a wide variety of texts, 
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but also maps, timelines and images, as well as explanatory material that covers 

cultural and historical background of the literature and biographical informa- 
tion about the authors. Depending on your area of interest, you will find that 
critical editions often have excellent introductions as well as bibliographies 

and suggestions for further reading. As for comparative literature as a disci- 
pline, Susan Bassnett’s Comparative Literature: A Critical Introduction covers 

the historical development of the discipline as well as recent developments. 
As for online resources, I recommend the websites of the British and Amer- 

ican Comparative Literature Association. These websites not only gather 

information about comparative literature departments around the world, but 
also inform about conferences, journals and publications in the field. Further- 
more, you will find further online resources relevant for students of 

comparative literature. 
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Getting the most from your course 

Moving beyond the particulars of comparative literature and creative writing, 
let us return to the study of literature in general, with a brief conclusion to this 

chapter addressing how to get the most from your degree. In many ways, this 
should be the simplest and shortest part of the book you are holding. It should 

be ... but if there is a downside to a degree in English or literary studies it is 
that with the number of options available to you, it becomes difficult fairly 
quickly to know how to choose. Something which may have had an appeal 

from the module description can turn out to be nothing like you'd expected it. 

On the other hand, something you'd never considered studying could affect 

many future choices. And it is frequently the case that students, on completing 
a module, wish they could start over again with the knowledge they have 

acquired along the way. With the increase in options afforded by modularity, 

you have then to make choices in a more informed and somewhat structured 

manner, hence one of the reasons why you are reading this book. However, 

only your own interests and experiences can be the final arbiter. 

To this end, find out as much as you can about options beyond the hand- 

book definition. Consider which modules would best sit alongside one another 

to maximize your acquiring a coherent, rather than a disparate body of knowl- 
edge. But also be sure to allow yourself breadth of coverage. Too narrow a focus 

will leave you with large gaps in your knowledge of literature. Once you have 
chosen your modules, plan your necessary work well in advance. Find out the 

required reading and, if at all possible, read — at least once, and in however 
cursory a fashion — all the primary texts on a given module before the module 
begins. If you're uncertain about a particular module, take a look at the reading 
for that, skimming briefly. Make appointments to ask tutors and lecturers 
about the modules they teach. Academics will always be happy to talk about 

their subject and provide you with additional information so that you can 
make an informed selection from the options. 

More generally, make sure you thoroughly familiarize yourself not only 
with the department and your library, but also with what online resources are 
available to you. Many libraries, often through lack of physical space, have 

online subscriptions to publishers and their journal collections (ProjectMuse 
or JStor are two important examples). With your student ID you'll be able to 
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gain access to tens of thousands of scholarly articles of the highest quality, 
which can be read online or downloaded. 

Additionally, plan your study time. Know how long it takes you to read a 

novel and ensure that you set aside enough time to study thoroughly for each 

of your seminars; balance out your work so you don’t have to rush. When it 
comes to research and writing, always allow yourself ample time to plan, to 

sketch ideas, to revise and correct, proofreading as you go. While many people 

maintain the myth (if only to themselves) that their best work is done the night 
before a deadline, this simply isn’t true, and where most essays are now written 
directly onto personal computers, proofing is often slapdash, despite tools for 

spelling and grammar checking. If possible, always print off a draft of an essay, 

and read it through for coherence and development of argument, and for 
consistency in formal aspects (spelling, grammar, getting facts and details 
write), and make sure that formatting of bibliographical details is correct. 

The next chapter will address these matters and related topics at greater 
length. 
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Introduction 

In this chapter we address and focus on the major aspects of literary study. We 

do so in three different ways, looking at various necessary and transferable 
skills, regardless of particular interest or subject within the study of literature, 
before moving to a series of practical concerns to do with writing, presenta- 

tion, avoiding plagiarism and questions of bibliographical and citation 
convention. 

Reading closely in the text at university level is not merely a constant 

personal engagement. As a student, you are expected to demonstrate, within 
the context of institutional requirements and the demands imposed on you by 
the parameters of the discipline you have chosen, your singular responses 

according to particular conventions and frames. With this in mind, Christo- 
pher Ringrose explores the study skills you will require through an examination 
and explication of the different ways and situations in which learning takes 

place and abilities are developed, and explains how you should function most 

effectively in these various contexts. The essay reflects on how to get the most 
from lectures, seminars, using libraries and the internet, and considering how 

best to approach exams where these are still used. It does so through the 
construction of the frames of pedagogy within which you will 
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develop appropriately and in a professional manner your own interests in and 
fascination with literature, literary form and language, and the places out of 
which literature comes to be produced, and which it, in turn mediates and 

translates. 
Finally, the last part of the chapter presents briefly, and in systematic 

fashion, a breakdown of the key ‘mechanical’ aspects of writing essays. With its 

sections on ‘writing essays’, ‘presentation skills’, ‘plagiarism’ and “bibliographi- 

cal and citation conventions’, the purpose of this part is to offer you both an 

introduction and a reminder of what you always need to focus on in producing 

acceptable university-level work, regardless of the module being taken and the 

texts being studied. 

Study skills 

Christopher Ringrose 

Making the most of seminars and lectures 

Lectures and seminars are (along with tutorials) the traditional ways in which 

Literary Studies have been taught. There are those who regard lectures as 

outdated events, driven by a transmission model of knowledge acquisition that 
ignores the attention span of the average human being, and undermined by the 

extensive written handouts and web-posted lecture notes which lecturers 
themselves now use to enhance their delivery, since most of these can be 

perused at leisure outside the lecture room. Nevertheless lectures do show 
experts in a particular field arguing a case in a personal way, with all the empha- 

ses, pauses, repetitions, inflections and gestures that make communication 

more memorable, and they encourage students to remember details of an 

argument by making their own notes in their own style. 

As with most study skills, a ‘before, during and after’ model helps one make 
the most of lectures. Preparatory reading will situate the lecture in a context 

and make the lecturer’s own approach more evident. It is possible to make a 
fetish of note-taking during the lecture, but it is surprising how quickly impres- 

sions can fade. Most students find that it helps to subdivide their notes into a 

sequence of steps of the argument, perhaps with the help of subheadings and 

numbered points. The important thing is to maintain a structure and shape to 

the notes, without writing too much at first and then tailing off into a series of 

‘buzz words’ and jottings. Notes can be varied and made more memorable 
through small diagrams and visual representations of key concepts, and by 
adding one’s own queries in the margin or elsewhere. Lecture handouts can be 
liberally annotated, in a way that will act as an aide-memoire, then checked 

later the same day, before being filed away for reference. Each of these stages 
can be recorded on a laptop or other electronic storage device, and the princi- 

ples remain the same. 
Some lecturers post an mp3 or other audio version of their lecture on the 
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web, or add a few further thoughts in an audio file postscript. Such variation in 
delivery has proved popular with students, who can either listen to this ‘extra’ 
on their PC, or download it and listen to it wherever they like. 

The seminar is a staple of teaching and learning in literary studies. Though 
in practice seminars can take many forms, the principle is that they give prior- 
ity to the student voice, and provide an arena for reflecting on texts and ideas, 
close reading and discussion through speaking oneself and listening to others. 
This ideal is harder to achieve than appears at first sight, and its processes 
depend upon the skill of the tutors and the goodwill and preparedness of the 
students involved. 

Seminar work develops a number of skills which employers value in English 
graduates, such as the ability to speak articulately and to the point, to listen 
attentively to others and use their emotional intelligence to judge their own 

responses and contributions, to sum up an argument or propose new solutions 

or close readings. Such skills are developed over a number of years, but there 

are strategies that can help: 

> Students who speak early on in a one-hour or 90-minute seminar are more 
likely to continue to take an active part. If a contribution is delayed too 
long, it may never be delivered at all. It may help to set yourself a series of 

targets for speaking out in class. 
> Not all the best seminar contributions are spontaneous. It is a good idea to 

do some specific preparation in the form of notes of statements to be made 
or issues to be raised. 

> Contributions to a seminar need not take the form of brilliant insights, or 

observations that will impress everyone else. One student can agree or 
disagree with another's comments, or ask a question — of the seminar group 
or of the tutor. It is perfectly acceptable to be tentative (‘When I first read 
this I thought ... but now I am not so sure’) or to ask for others’ responses 
(‘Did anyone else find this text disturbing and ambiguous?’). 

As with lectures, it can be a useful exercise to sit down for 15 minutes after a 
seminar, to write down some reflections on the topics discussed. 

Using the library 

Suppose that the class has been given an essay to write on narrative form in 
Emily Bronté’s Wuthering Heights; how can the library help? The tutor may 
have provided the titles of one or two important texts or articles; if so, this is 

probably a good place to start. But it is only the beginning. To formulate ideas 
on a topic it is necessary to read several critics or theorists. The simplest way to 
initiate this process is to browse through the relevant section of the literature 
shelves. Books need to be chosen with care: judicious use of the contents page 

and index can save time and suggest which books will be most useful. The 
more recently published books will provide better coverage of current critical 
debates, but there will be ‘classics’ of Bronté studies that need to be taken into 
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account; their titles will soon become familiar as they are referred to and 
debated with in later studies. 

More often than not, students are disappointed by what they find on the 
shelves, in which case they refer to the library catalogue by looking under 
‘Bronté’, or experiment with related search terms such as ‘nineteenth-century 
novel’, ‘Victorian fiction’ or ‘narrative’ Any entry there that seems relevant, but 

is listed as ‘on loan, can be recalled. Likewise, books or articles from periodi- 

cals that seem interesting (and many critical texts have useful bibliographies at 
the end) can be requested on inter-library loan or obtained in electronic form. 

A more immediate source of information is the library’s periodicals section. 

Again, an initial familiarity with the journals available can be gained by browsing 

through the display of current issues. The catalogue will of course provide more 

systematic help in locating relevant literary periodicals. However, electronic 

publishing and databases have revolutionized access to journal articles and bibli- 

ographies. The MLA Bibliography and The Annotated Bibliography of English 
Studies are superb ways of searching for recent criticism online. There are many 

other similar databases that facilitate searching for books and articles on any 

literary topic. Such resources cover critical essays from books, as well as journal 

articles. Sometimes a collection of critical essays might contain a gem on a 

particular topic. Students often miss these because they base their selection on 

the book title, which may not always give away what is inside. 

Online journals such as those available through JSTOR allow students to 

search for relevant articles and bring them up instantaneously on the screen, and 

they are often accessible from home. Project Gutenberg has ensured that thou- 

sands of literary texts are available for download in electronic form, and Early 

English Books on Line allows students to be original in their choice of primary 

materials to contextualize the set texts. Students who find these and other special 

collections, or newspapers such as the Times Digital Archive, have access to mate- 

rials which scholars once found hard to obtain. Nevertheless, libraries do 

specialize in certain areas of literary studies, and it is worth finding out what 

special collections (of, for example, early books, little magazines, manuscripts, 

rare editions, or small press editions) might form the basis of a research project. 

Despite the digital revolution, paper-based bibliographical resources still 

have much to offer. Works like The Year’s Work in English Studies give annotated 
checklists of contemporary criticism of all periods. On the reference shelves, 
the major encyclopaedias as well as the various Guides to... and Companions to 
... are sometimes worth dipping into for a different perspective on the subject 

(one would find much information on ‘narrative form’, for instance, and prob- 

ably some interesting background on Bronté). More advanced students might 

want to venture outside the English classmark zone to find theoretical texts: 
Jacques Derrida in Philosophy, Jacques Lacan in Psychology, Ferdinand de 

Saussure in Linguistics, and Roland Barthes in Media and Culture, for example. 

Librarians working in higher education are highly trained specialists who 
represent an excellent resource for students of literature. As well as providing 
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group workshops on locating resources, they are available for individual 
consultations, and their guidance can contribute substantially to the success of 
a project or dissertation. 

Though it may be difficult to exhaust the possibilities of the college or 
university library, it is as well to remember that there may be a good library in 
town, or a local branch nearby. Why not join it? Small though it might be, you 
never know what is to be found on the shelves and the librarian will often order 
books for student readers. 

Using IT and the internet 

The boundary between ‘using a library’ and ‘using information technology’ 
(IT) is becoming harder and harder to draw, and university libraries have 
extended their limits through thousands of databases, e-books and e-journals. 
Similarly, the boundaries between the lecture or seminar room, the library and 

social internet spaces have become fluid. Most colleges and universities 

support some form of Virtual Learning Environment (VLE) as a place to post 
module handbooks and schedules and as a gateway to items in the library cata- 
logue including electronic resources. In addition, VLEs offer a number of 

communication tools that can be used as part of assessment of students or 

collaboration between them: 

> Blogs are used as learning diaries (assessed or non-assessed) in which 

students maintain a cumulative reflective account of their encounters with 
texts and ideas. These can be shared with other students on the course, or 

just with the tutor, who can add comments. 
» Wikis are communal writing spaces which can be used to build a collabora- 

tive document — for example a handout for a group presentation or project. 

> Discussion boards allow students on a module or course to post observa- 

tions on a given topic, and to respond to the postings of others in an 
ongoing dialogue or group discussion, extending the seminar beyond the 
formal weekly meeting. They have also been used for creative assignments 
such as ‘recreative writing’ and role play, which suit some students’ learning 

styles. 

Not everyone is enthusiastic about the use of discussion boards to replace 

some classroom contact hours. In a recent publication Lisa Botshon expresses 

scepticism about the notion of ‘students participating in online conversations 
about scholarly materials ... so enthralling that these discussions continued 

well after the courses had ended’ (Botshon 2006: 96). 

There is a wider issue here, however. The renowned innovator in web-based 

learning Alan Liu has advanced the idea that humanities scholars are ‘knowl- 
edge workers’ (12), not only because they specialize in information and ways 
of wielding it (13) but because information technology is an unparalleled 

instrument for ‘speculative vision’ that can be adapted for creative ends: ‘we 
would do well to remember that humanities scholars specialize professionally 
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in the history, tropes, forms, and, just as importantly, contradictions of poiesis, 

whether literary or - in the expanded, Percy Shelleyan sense - social’ (Liu 

2006: 17). 
Professor Liu’s essay reminds us that information technology is not just a 

tool for writing literary criticism or locating published critical essays. It is 
something that is transforming the very textual materials that make up literary 
studies, both through the ‘proliferation of textuality’ that has often been noted 
as a consequence of the World Wide Web (Lee 2006: 59) and through its 

effect on the nature of writing and publishing, the medium of hypertext, the 
use of IT to analyse texts, and the creation of specific sites to promote the study 

of particular literary topics. Examples include George Landow’s work on The 

Victorian Web, The Modern Word, which is devoted to experimental and avant- 

garde twentieth-century writers, and The University of Calgary’s Children’s 
Literature Web Guide. A number of guides to internet resources for English 
point students to the best of these online communities. 

Students in literary studies use PowerPoint in presentations, link written 

texts to video and visual images, make extensive use of email or text delivered 

to mobile phones to communicate with tutors and each other, and post their 

own creative work online. They are invariably consumers of internet resources, 
for the World Wide Web provides instant access to a bewildering amount of 

information on almost any writer, text, theoretical approach or critical topic. 

Finding worthwhile material on the web is a skill worth developing. The first 

steps can be briefly summarized: 

>» Combine search terms (Kipling in relation to politics) to gain results rele- 
vant to your needs. 

> Be prepared to use alternative terms (Kipling and government) to widen or 
focus a search. 

> Use subject gateways and specialist author sites for assistance in locating 

material. 

> Give more credence to sites with academic affiliations, such as those signi- 

fied by the URL suffix ‘ac.uk’ (United Kingdom) or ‘edu’ (United States). 
Be aware, however, that such sites can also be used to post student work, 

which is less authoritative. 

Revising and exams 

38 

Students often regard examinations as the least enticing form of assessment. 
Courses which continue to use exams for assessment do so because they see 

them as testing the ability to remember knowledge about literary studies and 
access it rapidly, to write fluently and persuasively within a restricted time 
span, and to set out a case quickly in response to a question. 

Examinations have been around for centuries, and there is considerable 

advice available to students who want to maximize their chances of success. 
Universities have learning skills units that give sound advice of this kind (the 
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Universities of Southampton and Melbourne are particularly well organized in 
this respect, and their web materials are on open access). Anyone convinced 
that they possess a distinct learning style (whether visual, auditory, active, 
reflective or intuitive) may wish to adapt their revision methods to match that 
particular preference. Visually oriented learners might revise with mind maps, 
sketches and diagrams; those with an orientation towards the auditory might 
read material aloud, or record it on an mp3 player, and so on. On the other 
hand, most people benefit from a range of approaches, and writing the major 
points ofa topic on a series of file cards, with brief quotations to support them, 
is a simple process that often works well. Other traditional suggestions are 
worthwhile, or even essential: making a revision plan well ahead of time and 
keeping to it; consulting past exam papers in the library or online database to 
get a feel for the question style and format; making sure that time is allocated 
equally between questions in the exam itself. However, exams in literary 

studies make their own particular demands, and it is worth remembering five 
key points: 

> While most literary exams are in essay question format, there may also be 

‘passages for comment’ or a series of shorter questions that require a differ- 
ent approach. 

>» Markers will expect a sustained and detailed argument rather than a 

descriptive approach. The same is true of essays, of course — but in an exam 
the time limits make extraneous material particularly noticeable. 

> To initiate the argument, there should be a thesis sentence in the opening 

paragraph which sets out a definite response to the question asked. From 
this follow the various elaborations of the argument, qualifications and 
evidence. 

>» While no one should be encouraged to prepare for an examination by 

learning by heart a large number of quotations, it is equally true that a liter- 

ary argument loses force if it cannot be linked to brief quotations from 
primary texts and anchored in some kind of close reading. 

> Markers will often look closely at how a quotation is used, so the discussion 

immediately following a citation should be fresh and distinctly related to 

the quotation itself. 

Coursework and your dissertation 

The essay, of anything from 1500 to 5000 words, remains the keystone of 
assessment in Literary Studies. However, the learning outcomes specified for 

modules and courses often refer to subject-specific and key skills that need to 
be tested by different forms of assessment: the ability to work in a group, to 
make an individual or group presentation, to maintain a learning log or blog, to 
write a creative assignment which may involve pastiche or creative rewriting, 

the use of IT or the ability to engage with problem-based learning and discus- 

sion forums. In practice, this means that a student of literary studies has to 
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write and speak in a variety of modes, from the formal register of the essay to 
the more reflective personal voice of the learning diary, and adapt to a range of 
audiences. The learning outcomes for a module, which will often be presented 
in the handbook or course guide, are well worth consulting, even if they seem 

to be couched in an unappealing academic discourse. They set out the stand- 
ards which a student is expected to reach by the end of the module, and can 

put into focus the particular demands of the associated coursework. 
The final year of most courses includes a major project or dissertation of 

some 8000-10,000 words. For most of the previous two years, students have 

studied the texts their tutors have chosen and written essays on topics set by 

them. What has been learned in this process should equip them to work on 

their own, on texts and topics of their own choice, and using methods of 

research and presentation they have developed throughout the course. Most 
students find the dissertation a fitting culmination to their studies, and that it 

allows them to exercise their imagination and display their originality. 
If one were limited to four pieces of advice for those embarking on a disser- 

tation, they might be: 

>» Choose a topic that interests you and that will sustain you over a year’s 

study. It may be defined around an author, a genre, a historical period, or a 

critical and theoretical issue. Try to formulate a genuine question that you 
think is worth answering and which will give shape to your enquiry. 

>» Produce a working bibliography and a review of the existing secondary 
material. This will draw upon all your skills of information gathering, and 
will begin the process of mapping out the field. Which books and articles 
and debates are essential points of reference for anyone working in this 
area? | 

> Try not to be too stereotyped in your use of theoretical paradigms. Social 
realism and documentary fiction of the American 1930s may appear self- 

evidently to lend themselves to a Marxist or historicist approach, but an 
angle of approach via (for example) queer theory or postcolonial concerns 

may be equally productive. 

> Be meticulous in recording sources of material. Marking very clearly which 

passages in your notes are verbatim quotations, copied from the text in 
question, will help you to avoid plagiarism (see the section on plagiarism at 
pp. 45-6). 

Writing and presentation 

Writing essays 

When writing essays, you should aim for clarity of expression and make sure 

you are always responding to the essay title or question on which you have 

chosen to write. When beginning to plan your essay, ask yourself if you 
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understand the terms of the question or title, how they relate to each other, 
and what, in their particular form and relation, they demand of you. Formulate 
an argument or thesis, which can be expressed succinctly, and which will serve 
as the basis from which to develop your analysis in response to the text or texts 
about which you are writing. Consider, in presenting an argument or position- 
ing a thesis as a response to the question or title, what you are required to 
demonstrate, and how, most logically, and in a systematic and orderly fashion, 
you can do this. Do so through a combination of original argument, careful 
choice of closely analysed examples from your primary sources, and judicious 
support from secondary research materials. Do not simply cite a source as 

though the truth of a published authority were enough as an assertion. Quoted 

material should enhance, not replace, your own insights, which, from a knowl- 

edge of text and its various contexts, are extrapolated from key textual passages. 

Formally, whilst also paying close attention to the shape and trajectory of 

your argument, ensure that you write in a grammatically consistent manner in 

which standard rules of grammar are employed. Syntax, grammar, punctuation 
and spelling all have to meet required formal standards and conventions as 
determined by your department. If you are at all unclear as to these, see your 

tutor, or a member of staff whose position it is to give professional advice on 

the standards of written English within an English department. Always work 

with a dictionary, and always proofread your essay. It is common for students 

to rely on automated spelling and grammar software that comes with computer 

word-processing packages, but these will not help assess the logicality of an 

argument, whether the proofs are sufficient, and whether your thesis, the argu- 

ment you wish to make, has a coherent trajectory that structures the essay as a 

whole. You should therefore get into the habit of printing a draft copy, reading 
it to yourself for sense, clarity and order, and correcting it by hand, then going 

back to the computer to make necessary changes. Ask yourself always if what 

you have said is what you intended to say, and whether you have given suffi- 

cient attention to your examples. Never assume that your point is obvious. A 

quotation on its own without analysis from you or some other framing device 

will look like what it is: a textual fragment that you perceive as being important 
to your essay, but the significance of which has yet to be explained to your 
reader. 

Here are some steps you should always follow in producing essays. 

> Always keep in mind that the essay must be logically and clearly organized. 
Sound structure will help convey ideas clearly and cogently. I will address 
this again, below, but I am stating it at the outset since the major crimes 

against essay writing come from poor organization, weakly developed 
thought, and casual, lazy or — let’s just say - overly idiomatic modes of 
expression. 

> Focus on your ideas about literary texts. Your ideas should be developed as 
a careful response, on the one hand, to what is in the given text or texts 
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about which you are writing and, on the other hand, to what is specifically 
demanded of you by the question or title you have chosen. 
Begin by identifying the necessary primary and secondary sources you will 

need. 
Remember that it is always better to produce work on the original text than 

to string together a series of quotations from or references to a critic. It will 

stand you in better stead if you can refer in relation to your primary text to 
other literary texts than simply to stack up numerous critical sources, as if 

others were doing your work for you. 

Bear in mind that reading critics is an important and useful exercise only 
inasmuch as they serve a preliminary function of allowing you to get your 
argument more clearly focused. They think through ideas that allow you to 

formulate your own; they inform your argument, adding to your knowl- 

edge of a text, its history, the ways in which its language works, or the 

philosophical and political ideas that inform the writer's language at a given 

historical period. However, a critical source should never obscure your 

argument, and if you use secondary sources think about how you disagree 

with their position, rather than what you can take from them. One of the 

cardinal sins in essay writing is citing a critic and saying nothing about the 
citation. If you insist on using critical material, always attempt to find a 
position against the source being used. Your own argument will become 
sharper as a result. 

Always allow yourself enough time to write your essay. Take notes and plan 

before you begin drafting or writing. Do not simply amass sources in the 
library and then at the last moment look for the appropriate comment to 
plug a gap in your essay. 

Do not simply transfer quotations from menue to essay. Too many 

students compile quotations and then structure their essays around them. 

This is passive reading and should be avoided at all costs. 
Take the time to regroup your notes thematically. New ideas will emerge 

from the process. 

Compile and maintain your bibliography as you work, but also make the 
effort to maintain a bibliography of sources beyond the immediate context 

of a particular essay, as this will serve as an invaluable resource over the 
three or four years of your degree. 

Plan your essay in outline form only when you have gathered your material, 

thought about it, made notes and rewritten. Of course, in many cases, you 

will have done the initial research in response to an essay title or question. 

This does not mean, however, that you are narrowly limited to the 
constraints of the essay title. A good writer will add torque to the title or 
question, making it work for him- or herself. This can only happen though, 
if you're sufficiently well read and have planned clearly. 
Do not allow your plan to be simply a series of points you want to assert. 

‘The points you want to show and to prove should be governed by an initial 
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argument, the assertion of a thesis, which the points, fleshed out through 
analytical reasoning and logical progression, serve to prove and elucidate. 

> Use your opening paragraph to take the key terms of the essay title or ques- 
tion and place them in the context of the argument you wish to present. 
For example, if your question is ‘How “Victorian” are the inhabitants of 
Cranford®, your opening paragraph should do something like this: 

In this essay, I will seek to explore the question of the extent to which 
the inhabitants of Elizabeth Gaskell’s short novel, Cranford, can be 

interpreted as ‘Victorian’ In order to do this, it will be necessary, first, 

to define what is meant by Victorian, and whether this is appropriate to 

thinking about Gaskell’s characters. Secondly, in order to answer this z 
question, it has to be asked what evidence there is in the novel that 

people of the nineteenth century saw themselves as ‘Victorian’ in the 
sense we use that word. Third, it will be necessary to ask to what extent 

we can assume that all the inhabitants think of themselves in the same 
way. If not, we have to ask what differentiates the different groups of the 
inhabitants in their habits of thought about their identity and the way 

Gaskell’s narrator, Mary Smith, defines these groups. Last, as this 
previous comment implies, it is important to assess whether Mary 

Smith sees herself as ‘Victorian. 

> Keep your paragraphs to an appropriate length (approximately a third to 
half a page — see my example of an introductory paragraph above), develop- 

ing the points of your plan in logical and coherent fashion. Paragraphs 
which run on for a page or more are unacceptable, as are paragraphs of one 

or two sentences. A paragraph should encapsulate a theme, which is worked 
through carefully. Paragraphs should follow one another logically. The 
easiest way to make this happen is to bear in mind that the opening sentence 

of one paragraph should develop from, and refer back to, the close of the 
previous paragraph. 

> Avoid being glib, flippant, overly familiar. At the same time, however, do 

not be ponderous or verbose. Just because you like a particular writer or 

critic does not mean you should imitate him or her. Henry James is just fine 

— for Henry James — as is Jacques Derrida; but you are neither of these 

writers, so do not try to be. Nothing betrays a paucity of thought so much 
as a florid or overly busy style. (And never confuse style with the form of 

thought.) 

> Employ quotations by all means, but avoid using them as crutches. You 
need to illustrate your argument, not substitute someone else's writing for 
it. If you cite a source, make sure that your argument illuminates what is 
important. If I had a cash donation for every time a student has, in an essay, 

presented me with a passage from the primary text, which appears to invite 

me to intuit what was on the student’s mind when I read it, I could give up 

teaching, and retire somewhere to write a novel. 

>» Do not simply repeat what you have already said when you get to your final 
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paragraph. A good opening paragraph should suggest to the reader that, the 
argument and your ideas having developed in the manner and direction 
that they have, there is more that remains to be thought about and said. A 

concluding paragraph should be suggestive of other avenues of research 
and approach. It should open out promisingly rather than try too rigidly to 

tie up all the threads. 

There are many excellent style guides, and guides on grammar and the conven- 
tions of English usage in college and university contexts. A number of these are 
accessible online. You can find links to these at: vos.ucsb.edu/browse. 
asp?id=2448. This comes from a website called “Voice of the Shuttle’, one of 
the most significant and invaluable web resources for humanities research run 
by scholar Alan Liu. It is as reliable as Wikipedia is not. 

Presentation skills 

44 

Presentation skills should be learned and developed as early as possible, and 
then adhered to throughout your academic career. You will invariably find your 

mark affected for an essay if you don't follow the simple guidelines. While the 

minutiae may vary from department to school, here are some basic elements of 
presentation: 

> Use standard size unlined paper. 

>» Keep margins a standard width: on average, an inch on either side and at 

the top and bottom of each page. 

Always double space your work. 

> Avoid using fonts that are too small or too large, but in any case, 12 point is 

optimal (and use a fairly standard font, like Times). 
Number pages consecutively. 
Always ensure you stay within the word limit (or in some cases page limit) 

of your particular exercise. 
> Do not overuse either first person or contractions, such as ‘I’ve’ for ‘I have’ 

or ‘don’t’ for ‘do not’ 
> Ensure you understand departmental rules for avoiding plagiarism (see the 

section following this one). 

Always provide a bibliography of works used in preparing your essay. 

Present citations in the appropriate form, and do so consistently through- 

out. With verse, if you are citing more than two lines, these should be 

presented separated from the body of your text by a line space and indented 

from the left margin. When offset like this, they should not be placed in 

quotation marks. If citing two or fewer lines, these should be presented in 

quotation marks (single; only use double when there is a quotation within 

a quotation; NB: this rule is reversed for North American students). 

Furthermore, if you are quoting from two lines (beginning in one and 

continuing on the next) or if you are citing two lines within quotation 
marks, indicate the line break with a forward slash between the lines. 

Vv 

vv 

vv 
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> If quoting more than four lines of prose, follow the same rules for offsetting 
and indenting as with verse. Again, do not place an offset quotation in 
quotation marks. If you are citing fewer than four lines, these can follow on 

from your own commentary, but again must be placed in quotation marks. 

» Always make sure the passage from which you are quoting works gram- 

matically with your own prose. If you need to add a word to the quotation 

to maintain good grammar do so by inserting it in the appropriate place, 

within square brackets. If you need to delete a word or two, again for the 

purposes of making the grammar function properly, do so, replacing the 

removed word or phrase with a triple dot ellipsis, thus: ... 
> Close a quotation, if the citation amounts to less than a sentence, by placing 

your punctuation after closing quotation marks. If the citation has one or 
more completed sentences, place punctuation before closing quotation 

marks. 
> Place your reference after closing punctuation for an offset or indented 

quotation. If the quotation is given continuously, within the body of your 
essay, place your reference before closing punctuation. 

>» Use footnotes, endnotes or author—date reference system (check with your 
department for the recommended system), but always be consistent. Notes 

should be numbered consecutively throughout your essay. If citing plays, 

give act, scene and line numbers, not pages. 

> Ensure that titles of books are always in italics or underlined. Book titles 

should not go in quotation marks. Quotation marks are only to be used for 
short poems, short stories and essays, and these are not to be presented in 

italics. 

Plagiarism 

Let me begin by quoting my own departmental handbook: ‘All written work 
must be your own unless clearly stated to be otherwise. You must identify all 
quotations as such, and indicate their sources ... you must also point out the 

source of any idea or item of information you have obtained from elsewhere’ 

(Loughborough Department of English and Drama Department Handbook, 

2005). This seems straightforward and, you would imagine, easy to follow. 
Unfortunately, matters are not so simple. 

Plagiarism comes from the Latin, meaning to abduct someone. Originally 

used in this context, it referred to the kidnapping of another’s child or slave. 
Clearly, this idea is abhorrent today, a crime. In classical Latin, and dependent 
on the context in which plagiarius was used, the intimation was of obtaining a 

person thought of as property, and with occasional sexual connotations. Today, 

and indeed since the sixteenth century, when notions of intellectual property 

and copyright began to be formulated systematically in relation to publication 

and writing under the law, plagiarism has come to mean literary or intellectual 

theft, the act of taking someone else’s ideas, and especially those ideas as 

presented in writing, however that writing has been reproduced and 
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disseminated (in books, in newspapers and journals, or through the internet). 
Even were you to take someone’s notes (supposing, for example, you had 
picked up that person's research in the library and then copied it, adapted it 
and presented it as your own), this would still, in effect and legally, amount to 

that specific form of theft known as plagiarism. In the eyes of the law at large 
and the laws of institutions such as universities specifically, plagiarism is not 

only the act of turning in someone else’s work whilst presenting it as your own; 
it is also the practice of copying from a published or unpublished work without 
giving acknowledgement in the form of a citation. This is further compounded 
by the omission of quotation marks. You may, very occasionally, forget to put 
in a footnote, endnote or parenthetical reference, but to cite from a source, 

whether or not you change a few words, omitting in the process to place that 

citation in quotation marks, is unacceptable and wrong, as is taking ideas and 
changing all the wording without proper citation. Even if you are alluding in 
general terms to someone else’s argument, to do so without formal and conven- 
tional acknowledgement amounts to plagiarism. Finally, in those cases where 

so much of your work — the majority of it — is presented in your essays and is 

taken from another source, whether you acknowledge the source or not is irrel- 
evant, because you have gone beyond the rules of what is termed ‘fair use’ or 

‘fair dealing’, and so have plagiarized. To risk sounding like a bad advertise- 
ment, you wouldn't steal a child, so don't steal a sentence. 

In recent years, plagiarism has become more of a problem as an indirect 
result of the internet. Not only do students cut and paste from internet sources, 
they also buy papers for their topic online. This is not only wrong; it is lazy and 

stupid. And the really stupid student is so lazy that he or she does not even 

bother to alter the bought paper in any fashion, thereby presenting something 
which doesn’t answer the question, and submitting a piece of work which, 

were it his or her own, would fail in any case for not answering the question. Of 

course, the internet is a gift to the person wishing to commit intellectual prop- 
erty theft. But it has also made it easier for an academic to search for the source, 

and there are now plagiarism search engines that can track phrases, sentences 
or passages that catch the eye of the person marking your work. There are of 
course many nuanced difficulties surrounding this matter, and if you are 
concerned at all that you may be inadvertently plagiarizing (as in the example 

above of citing a source and ‘forgetting’ to put in the accompanying note or 
reference), you should ask your professor, your tutor or, if your university has 
one, your writing centre, to clarify for you where a line is crossed. As an imme- 

diate place to check, though, take a look at the website www.plagiarism.org, 

which goes into great detail about all aspects of plagiarism, why it is wrong, 
and what the consequences can be (everything from getting a fail mark through 

failing a course or module to expulsion). It is therefore every student’s respon- 
sibility to learn the bibliographic and citation conventions relevant to their 

discipline, having found out what is required of them from their department as 
standard, and to be scrupulous in their use. 
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Bibliographies and citation conventions 

There are several different sets of conventions that explain citation of sources 
and the proper format for giving bibliographical details. All share certain simi- 
larities, and often the differences are minor. In this, the final part of the chapter, 
two different but important systems of annotation, citation and bibliographi- 
cal formatting are presented, these being MHRA and MLA, the former used 
predominantly in the UK, the latter in the United States. Your department will 
indicate which is the preferred citation method and _ bibliographical 
convention. 

MHRA (Modern Humanities Research Association] 

What follows are general guidelines for consistent citation and bibliographic 
presentation based on the MHRA style guide (the full guide is downloadable 
from the MHRA website). When you choose a system of reference (endnote 
or author—date parenthetical citation) always stick with the one format within 
your essay or exercise. 

If you choose the endnote system, when you first refer to a source, whether 

the primary work being cited or a secondary source, such as a critical volume 

or essay, enter an endnote number at the end of the sentence, or if the sentence 

continues for some time after the citation, following the citation itself. The 

number must always be superscript, placed after any punctuation, and should 

be sequential throughout the essay. Endnotes should then appear in sequence 

at the end of your essay. (Word processing software allows you to choose 

between endnotes and footnotes.) Endnotes should be numbered in super- 

script also, corresponding to their counterparts in the body of the essay. 

Endnotes 

>» Endnotes for books: give the full name of the author, with initials or full 

name first, as this appears on the book. Then give the title and subtitle of 

the work to which you are referring. Following this, in parentheses, give 

place of publication, colon, publisher name, comma, and year of publica- 

tion. Close parentheses, insert volume number, if applicable, then insert 

another comma, followed by the page numbers for the passage or sentence 
you are citing or to which you are alluding. Precede page numbers with ‘p: 
for a single page or ‘pp. for a citation taken from across a page range. 

>» Endnotes for journal articles: beginning in the same way as with references 
to books, insert title of journal instead of book, the volume number, the 

year of publication (in parentheses), a comma, and the page numbers for 

the reference, but without the abbreviation indicating page or pages. 
> Endnotes for an essay, article, or other work in a collection or edited 

volume: give author as above, but then give the title of the piece in ques- 
tion, in quotation marks, followed by a comma, followed by ‘in’ and the 
title of the book; then give the name of the editor or editors, preceded by 
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‘ed. by’; then give publication details for the book as outlined above in the 

endnotes for books; if there is a volume number, give that, followed by the 

page numbers as explained in the details on endnotes for books. 
> The rules for italicization and use of quotation marks for titles of books, 

poems, short stories, essays etc., follow those to be applied to such usages 

in the main text of your essay. 

> Ifyou cite or allude to the same work more than once, it is not necessary to 

give multiple endnotes. To avoid this, when first giving bibliographic 
details in a note, add a sentence to the effect that ‘all subsequent references 

from this text are given in parentheses following the quotation: If you use 
more than one source repeatedly, remember always to reproduce this 
sentence to indicate subsequent parenthetical reference. If you are discuss- 

ing several primary texts, it is acceptable, following first citation, to refer to 

them through abbreviations for the titles, such as OG for Of Grammatology. 
You should, however, in the endnote referring to first use, indicate your 

abbreviation if you plan to cite frequently, thus: ‘all further citations will be 
given parenthetically following citations as OG, followed by the page 

number. 

> Always include a bibliography, even if you are only citing a single text. If 

you are working from primary and secondary sources, always provide sepa- 

rate bibliographies. A primary source is the literary work or an historical 

document contemporary with the literary work. A secondary source is any 
work of criticism, theory or biography, or a critical text addressing the 

history of the period in which the primary literary text was produced. 

Examples of endnotes 

Primary source 

‘Charles Dickens, Nicholas Nickleby, ed. by Michael Slater (Harmondsworth: Penguin, 

1978), p. 271. All subsequent references are taken from this edition, and are given 

parenthetically following the reference, with the abbreviation NN, followed Py the 
page number. 

Secondary source [book] 

* Kelly Hurley, The Gothic Body: Sexuality, Meenas and Degeneration at the 

Fin de siécle, Cambridge Studies in Nineteenth-Century Literature and Culture 

(Cambridge: Cambridge University Press, 1996}, pp. 123-4. 

Secondary source (article from journal) 

* Jacques Derrida, ‘The Animal that Therefore | Am (More to Follow)’, trans. by David 
Wills, Critical Inquiry, 28:2 (2002), 399. 

Secondary source (essay in collection) 

*T. J. Clark, ‘Phenomenality and Materiality in Cézanne’, in Material Events: Paul de 

Man and the Afterlife of Theory, ed. by Tom Cohen, Barbara Cohen, J. Hillis Miller and 

Andrzej Warminski (Minneapolis: University of Minnesota Press, 2001), p. 110. 
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Author—date citation 

Author-—date style of citation inserts the relevant publication information into 
the body of the essay following the quotation. It is keyed through its details to 

a Works Cited list or Bibliography at the end of your essay. Give surname of 
author, date of publication followed by colon, and page, without ‘p. or ‘pp. 

abbreviation, thus: (Derrida 2002: 393). You will still need to provide a full 

bibliography, of course, with the information that you would put in an endnote, 

but one of the advantages that author—date style offers is that it allows you to 

use endnotes for additional information or supplementary discussion not 
immediately germane to your argument. It is largely a matter of preference 

whether you use author—date or endnote convention for references, but if 

choosing the former, do not use endnotes for references. If you refer to other 

works in any discussion in an endnote, give these details in author—date format, 

as you would in the main body of the essay. 

All works to which you refer or allude must be included in your Bibliogra- 
phy or Works Cited list. If you choose to call your references a bibliography 

this has the advantage of allowing you to make references to works you have 
read in any preparatory research, but which have not been cited. There are two 

principal conventions for the layout of bibliographical references. One is to 
present each item in the bibliography with a line space between the items. The 
other is to omit the line space but to indent second and subsequent lines using 
tabs: 

Example 1, with line space 

Dickens, Charles, Nicholas Meheby. ed. by Michael Slater, Fermcneano ty Penguin, 

1978. 

Dickens, Charles, ‘Pet Prisoners’, in Slater, Michael, ed., Dickens’ Journalism Volume 

2: The Amusements of the People and Other Papers: Reports, Essays and Reviews 

1834—51, The Dent Uniform Edition of Dickens’ Journalism, London, J. M. Dent, 1996, 

pp. 227-34. 

Example 2, no line space, with indentation 

Dickens, Charles, Nicholas Nickleby, ed. by Michael Slater, Harmondsworth, Penguin, 

1978. 
Dickens, Charles, ‘Pet Prisoners’, in Slater, Michael, ed., Dickens’ Journalism Volume 

2: The Amusements of the People and Other Papers: Reports, Essays and 

Reviews 1834—51, The Dent Uniform Edition of Dickens’ Journalism, London, J. M. 

Dent, 1996, pp. 227-34. ; 

The style of presentation is similar in some respects to referencing in endnotes, 

but there are small, crucial differences. Presenting a bibliography, you must 

place all items in alphabetical order, and separate, as I mention elsewhere, 

primary from secondary sources. Each bibliographical article should have, in 
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the following order: (i) author surname, comma, initials or first name, as these 

appear on the title page of the work, all of which is followed by a comma; (ii) 
title and subtitle of work, followed by a comma; (iii) place of publication, 

comma, publisher name, comma, date, full stop. Note that if you use the 

author-—date system of citation in the text, the date should be placed immedi- 
ately following the author’s name in the bibliography. 

Articles in journals follow the same procedure up to the title, but then 
follow this with volume number, comma, date of publication in parentheses, 

comma and page range of article in full, without page abbreviations. Chapters 
or essays in an edited collection give (i) author surname, comma, initials or 

name, comma; (ii) this is followed by ‘in’, followed by the editor’s name, given 

in the same order as the author’s name, followed by ‘ed.,; (iii) title of volume, 

comma, publication details as with a book by a single author; (iv) full page 

range, with ‘pp. abbreviation. 

Primary source (book) 

Dickens, Charles, Nicholas Nickleby, ed. by Michael Slater, Harmondsworth, Penguin, 

1978. 

Primary source (essay, short story, poem or other collected source) 

Dickens, Charles, ‘Pet Prisoners’, in Slater, Michael, ed., Dickens’ Journalism Volume 

2: The Amusements of the People and Other Papers: Reports, Essays and Reviews 

1834—51, The Dent Uniform Edition of Dickens’ Journalism, London, J. M. Dent, 1996, 

pp. 227-34. 

Secondary source (essay or chapter in edited collection) 

Clark, T. J., ‘Phenomenality and Materiality in Cézanne’, in Cohen, T. et al., eds, 

Material Events: Paul de Man and the Afterlife of Theory, Minneapolis, University of 
Minnesota Press, 2001, pp. 93-114. 

Secondary source [article in journal) 

Caruth, Cathy, ‘The Claims of the Dead: History, Haunted Property, and the Law’, 

Critical Inquiry, 28:2 (2002), 419-442. 

Internet sources 

Give details of the specific article or page you have accessed, followed by the full 

web address. After the web address, give, in parentheses, the date you accessed the 

document, thus: 

Roberts, Sam, and Groes, Sebastien, ‘Ghost Signs: London’s Fading Spectacle of 

History’, in Literary London: Interdisciplinary Studies in the Representation of 

London (2007), accessed via http://www.literarylondon.org/London-journal/index. 
html (23.02.2008). 

MLA {Modern Language Association) 

Here is a brief summary of the major points of MLA formatting. 
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Endnotes: For MLA formatting, you should use endnotes for research papers 
unless you are given instructions that indicate otherwise. For published manu- 
scripts, check with the editorial guidelines. Endnotes should be used primarily 
to refer readers to a crucial source and/or to provide imperative information 
that may detract from the essay in some way. You should consecutively number 
endnotes; furthermore, according to.A Writer's Reference, ‘The text of the paper 
contains a raised Arabic numeral that corresponds to the number of the note’ 
(Hacker 2008: 446).! The number should be placed ‘at the end of the sentence, 
clause, or phrase containing the material quoted or referred to’ (Gibaldi 1999: 
269). 

Parenthetical citations: For a sentence that includes quotations of less than four 
lines in length (or under three lines in length if poetry), include the page 
number in parentheses before the period. If the critic or author’s name is 
provided in the sentence, you do not need to include the cited person’s last 

name in the parenthetical citation. If it is not mentioned, you should add the 
last name before the page number in parentheses. You should neither include a 
comma to separate the author’s name and the page number nor include a p. or 

pp. Simply use one space to separate the last name and page number. 

Edith Nesbit begins her novel, The Railway Children, with the following 
sentence: “They were not always railway children to begin with’ (1). 
One of the most charming openings of any contemporary British novel is 
this one: ‘Have you ever tasted a Whitstable oyster?’ (Waters 3). 

Parenthetical citations for two or more authors: For a text written by two or three 
authors, include their last names in parentheses if they are not included in the 
sentence with the quotation. For a text written by four or more authors, include 
all of their names or the last name of the first author. In the latter case, writers 

should follow the last name with ‘et al’ 

Parenthetical citations for more than one text: To include quotations from two or 
more separate texts, you should follow the same guidelines for a parenthetical 

citation and separate the authors’ names and page numbers with a semicolon. 

(Waters 87; Nesbit 23) 

Parenthetical citations for quotations of more than four lines of prose (or three lines 
of poetry): If a quotation meets these criteria, it remains double-spaced and is 

offset from the paragraph. The right margin remains ragged; the left margin is 
indented one inch. For this parenthetical citation, the period comes before the 

parentheses. You should not use quotation marks. 
William Hope Hodgson describes the setting for the frame story of his 
novel, The House on the Borderland, in these words: 

Right away in the west of Ireland lies a tiny hamlet called Kraighten. It is 
situated, alone, at the base of a low hill. Far around there spreads a waste of 
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bleak and totally inhospitable country; where, here and there at great 
intervals, one may come upon the ruins of some long desolate cottage — 
unthatched and stark. The whole land is bare and unpeopled, the very 
earth scarcely covering the rock that lies beneath it, and with which the 
country abounds, in places rising out of the soil in wave-shaped ridges. (1) 

Works cited: All bibliographic references should occur at the end of the paper, 
after the endnotes. This section should be titled, “Works Cited’ All references 

should be alphabetized according to the authors’ last names. The entire list 

should be double-spaced; the titles of journals and books are always under- 

lined or italicized. In addition, the first line is left alone while all the lines 

following it are ‘hanging’ (indented). A one-author book reference includes 

the information in the example below: 

Waters, Sarah. Tipping the Velvet. New York: Riverhead, 1998. 

Books with two or more authors or unknown authors: If there are two or three 
authors, include all their names ‘in the order in which they are listed in the 
source. Reverse the name of only the first author’ (Hacker 2008: 422). Ifa text 

has four or more authors, you can either list all their names, again reversing 

only the first name, or just list the first one followed by ‘et al’ In the event that 

the book’s author is unknown, ‘begin with the works title’ (423). 

Book with an editor or translator: You should follow the same format for a book 
citation, and simply add for editor ‘Ed’ and then the name; writers should 
include this information after the title of the text and before the place of publi- 
cation. For translator only use “Trans. You do not need to reverse the names of 

the translator or editor. For example, 

Barthes, Roland. Camera Lucida: Reflections on Photography. Trans. Richard 

Howard. New York: Hill and Wang, 1981. 

Journal article: An academic journal entry looks like the example below. You 

should note the lack of punctuation between the title of the journal (italicized) 
and the volume number as well as the second colon that follows the date in 
parentheses. 

Parkins, Wendy. ‘Moving Dangerously: Mobility and the Modern Woman,’ 

Tulsa Studies in Women's Literature 20:1 (2001): 77-92. 

Citing electronic sources: Electronic sources follow a basic format with a few 
variations. For citing a website with an author, you should include the follow- 
ing information: the author’s name; the title of the site; the date of publication 
or recent update; the name of any organizations affiliated with it; the date the 

writer accessed the site; and the URL. For example, 

Jokinen, Anniina. Luminarium: Anthology of English Literature. 4 Feb. 2007. 
12 Jan. 2008. http://www.luminarium.org/. 
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Note 

Works cited and parenthetical citations vs. endnotes: If you use endnotes for your 
bibliographic material, they may not need a ‘Works Cited’ list or parenthetical 

citations. This choice is left to the discretion of the style guide approved by 
your institution. If you use endnotes for all bibliographic information, the 

formatting is a little different from that of a “Works Cited’ list. The first endnote 
contains all the bibliographic information and ‘ends with the page number or 
numbers only of the portion you refer to’ (Gibaldi 1999: 268). Any endnotes 
that follow referring to the same work include only the author’s last name and 

page numbers. If you have two or more works by the same author, then you 

include the author’s last name, the name of the work and then the page 
numbers(s). For example, 

? Sarah Waters, Tipping the Velvet (New York: Riverhead, 1998) 3. [Note 
that the author’s first and last name are not reversed. | 

3 Waters 18-25. [Note the lack of a comma between the author’s last name 

and the page number. | 
* Waters, Affinity 67. [Note the comma separating the author's last name 
from the title of the work. | 

1 For example, like this. 
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Introduction 

The purpose of Part 2 of The English Literature Companion is to offer you a 
sense of the range of literature you might study, and which works typically 

serve to constitute notions of particular periods, genres, forms and other 

academic areas of focus. Through this, you will be offered an introduction to 
the range of materials, along with their cultural and historical contexts and 

questions of orientation, which modules can make available. Because every 

module will have different foci, no two will ever be exactly alike, and modules 

will frequently be taught with an implicit narrative or other coherent structure 
running through them. With this in mind, each of the essays here avoids being 
overly prescriptive or didactic concerning ‘what the student can expect from 

his or her module’ Instead, the aim of these various articles is to give you an 

informed overview of what might be expected so that, through these critical 
introductions, you might find an interest in a module that you had not previ- 
ously considered. As a result — and depending on the extent to which you are 
free to choose from the variety on offer in departments — you should be able to 

construct for yourself a pathway through your degree which rewards you and 

challenges you in a number of unexpected positive ways. 
Of course, you would not expect to study everything here in your first year; 

such a thing would not be possible. Thus, the range of modules, addressing 

periods of literature, genres and forms, and providing overviews of some of the 

more frequently offered types of modules, is indicative of many of the aspects 
of literary study and the options open to you from first to third (or fourth) 
year. The descriptions of modules are accompanied by basic syllabi, based on a 

12-week semester, and given in roughly the order you might study the subjects. 
Again, this is only, in every example, a rough generalization, as the permuta- 
tions and variations are almost as infinite as literature itself. Furthermore, 

because degree programmes can vary so much, from university to university 
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(English is, in many ways, an anomaly, when compared with other degrees — it 

does not and cannot be made to assume one or two models of study, as one 

would find in, for example, the social sciences), the sections on the various 

modules are not ordered according to a presumed chronological order of 
study. What has been done, instead, is to assign a provisional year of study in 
which it is likely that you would take the module in question. 

Having made the various cautionary remarks, it can be said that certain 

features do prevail from department to department, university to university, 
and it is the case that first-year students will find themselves taking broad over- 

view modules, a number of which will be compulsory. These are intended to 
introduce you to critical approaches, to give you a sense of history and context, 

to introduce you also to the notion of the relationships between literature and 
culture, politics, and the ways in which human identity is manifested in litera- 

ture. Thus, as a first-year student, you might find you are expected to take a 

module that addresses critical studies, to assist you in learning how to study 

literature at university level; at the same time, you will be asked to work on 
different critical approaches, in order to understand how one form of analysis 

has advantages and blind spots lacking in another, all of which is intended to 

help you develop your own critical voice. You will be asked to read widely in a 

range of critical and secondary sources, such as literary criticism, philosophy 

and the history of ideas, whilst also honing your interpretative and analytical 

skills. Another module might teach you to read for historical evidence in a 

literary work, or how to work with form through the close study of poetic form 

in all its various guises. Yet another first-year module might introduce you to — 

expecting you to explore — what is referred to as ‘fiction, or ‘the novel. 
One other remark remains to be made. In reading any module outline 

provided here, remind yourself of the opening chapter of this book, which 

discussed what literature is, and why we read it. It is important always to bear 

in mind why you began a literature degree. In a recent seminar with first-year 
students, when I asked why they were studying literature, why they had 

decided on a degree in literary studies, a large number replied that they thought 

they were good at it, that they had been proven to be good readers, adept in a 

number of ways, during their high school careers. One of the abiding shocks (if 
that is not too strong a word) for some students, though, is a sense of bewilder- 

ment in the face of encountering critical approaches to literature, which are far 

more pronounced and nuanced than anything introduced to you whilst in 
secondary education, where the emphasis is much more on your personal 
encounter with the form of literature. Literary studies will ask all sorts of ques- 

tions you could not possibly have anticipated, beginning with such 
foundational questions such as “What is literature?’ and “Why study literature?’ 

Keeping in mind the marked difference and, as a result, the gap between 
secondary and tertiary literary education, which is as wide as any such space in 

other disciplines, and possibly wider than most, will help to ground what you 

do. 
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It is also worthwhile looking for yourself at the various critical approaches 
discussed in Part 3, as aspects of certain module descriptions will become 
clearer in the light of an understanding of approaches that you will encounter, 
some of which you will be expected to be familiar with, or which you might 
take an interest in for yourself, in the effort to become adept at particular disci- 
plinary approaches to the question of literary interpretation. At more advanced 
levels of your degree, often in the second but certainly in the third (or fourth) 
year, it will not only be the case that you are studying a topic, genre or period, 
but that you will be expected to develop more advanced versions of the 
approaches you have already learned, or the module will be developed in such 
a way that critical reading is no longer what is conventionally referred to as a 
secondary source, but constitutes the necessary reading in its own right. The 

modules on feminism or subjectivity, for example, both have highly devel- 

oped critical perceptions, which are most likely foregrounded in the teaching 

of the subject, rather than being a background or preparatory aspect of the 

study. So you might find yourself reading works on linguistics, particular criti- 
cal discourses from psychoanalysis or Marxism, or those particular, highly 

diverse critical works generically defined as ‘poststructuralism. 

Critical studies: an example of a core module (Year 1) 

If you have an introductory module focusing on critical approaches in your 

first year, and with that the study of literary form, it might take shape in the 

following manner, to borrow from the description of a compulsory Year 1 

module I run at Loughborough. This Critical Studies module introduces the 
first-year undergraduate to particular critical and analytical skills required to 

study literature at university. The teaching consists of weekly lectures and 
seminars. In close conjunction the lectures and seminars explore both literary 
and critical texts (often referred to as primary and secondary texts), introduc- 
ing the student to different approaches, methods and perspectives concerned 

with literary analysis, whilst simultaneously presenting matters of history and 
form in literary studies. As part of such an introduction, the student is expected 
to develop an awareness and appreciation of the ways in which the study of 

literature has developed historically within the university, and how different 

disciplines, forms of intellectual inquiry, and cultural, theoretical and political 

concerns from outside the university have called into question and trans- : 

formed the study of literatures in English. Part of such an introductory training 
is to help students develop critical faculties concerned with how one constructs 
an argument and presents evidence. At the same time, the student learns to 
develop his or her critical voice, through direct engagement with both ‘crea- 
tive’ or ‘literary’ texts, from different periods and different genres or forms, and 

‘critical’ texts, which have been influential, and remain a force within, the criti- 

cal reading of literature and film, and other related areas of cultural study. 
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The semester is divided into three sections. Each has its own clearly defined 
areas and roles, but all are interrelated and are intended to inform one another 

as part of a whole. In the first part, as a general orientation to the act of close 
reading in the context of university study of literature, the student is given a 
critical introduction to the historical and cultural rise of English and literary 

studies in the university, the philosophical and ideological assumptions under- 
pinning such institutional development, and the question of authorship. Such 

concerns are intended to introduce the student to the idea that literature is 
never value free. It asks questions such as: why are some books studied rather 
than others? Who decides? What are the values that serve traditionally as justi- 

fication for the study of literature in a university, and where do those values 

come from? What is the significance of the author in such debates, and what is 

the role of the reader? Having introduced these questions and the debates that 
ensue, the module will then, alongside seminar discussion of such concerns, 

introduce the student to practical skills: how to cite texts appropriately, how to 
use the library, how to research effectively, and so on. 

Part II offers the student an introduction and overview to four critical 
discourses which they will be expected to engage with, criticize and produce 

readings from in the second semester of their study, as part of the process of 

developing their analytical skills and critical voice. In the first instance, these 

lectures are not aimed at ‘teaching’ a particular theory (the critical approaches 
on offer being Feminism, Marxism, Structuralist linguistics and Psychoanaly- 
sis), but merely offering an orientation to the disciplinary discourses as these 

are germane to literary criticism, thereby introducing the student to the ques- 

tion of different perspectives in the practice of criticism. At the same time, and 
in order that the student keep in mind the literary texts, lectures and seminars 

guide the student through specific selections from the readers and passages 
from the literary texts. Having developed critical insight into conventional 
thematic and formal issues, the student is expected to develop an understand- 

ing of how criticism challenges those critical ‘truths’ that have been introduced 
in the first five weeks, thereby demonstrating their partiality, their perspectival 

limits and orientation. As a means both of helping and testing the student's 

comprehension of critical discourse, which can often seem alienating, unnec- 

essarily jargon-laden or, as some students see it mistakenly, taking the pleasure 
out of reading, a précis is set as an exercise. If you are not familiar with such an 

exercise, the purpose is to have you write, in your own words, what the critic is 

saying, in your own voice, as if the essay were the expression of your ideas. 

Such critical explication is invaluable in comprehension. 
Part III focuses on a small number of literary texts, and, through those, 

addresses questions of form, theme and history, in relation to one another. The 

three texts in question, in this particular model, are Christopher Marlowe's 
tragic drama, The Tragical History of Dr Faustus, Alexander Pope’s mock-epic 
poem, The Rape of the Lock, and Emily Bronté’s novel, Wuthering Heights. The 
three works studied thus represent different periods and different literary 
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forms, with all the questions of convention, historical context, and so on, that 
these bring with them. This part thus introduces the student to the ‘creative’ or 
‘literary’ texts under consideration, and as preparation for what is to come in 
the second semester, and the second part of this module, which is the close 
exploration of how to read from different critical perspectives. Without pre- 
empting theoretical, critical or ideological discussions, the lectures and 
seminars in this part of the module discuss the three topics identified as ‘form, 
theme and history. In doing so, they demonstrate how literature does not 
develop in isolation: it borrows already existing models, imagery, structures, 
narratives, cultural values and assumptions. At this stage the student becomes 
aware that text and context, though distinguishable, are not separable. At the 

same time, in the discussion of form, theme and history in the three literary 

texts, the lectures and seminars aid the student in understanding how the 

different concerns of the module fit together, by referring back to the lectures 

of the first part of the semester concerning assumptions about authorship, 
questions of value, and the role of humanist thought in the development of 
literature as historical category and cultural phenomenon. The purpose in 

making these connections is to allow the student to carry over the questions of 
canonicity, authorship, institutionalization, and the role of criticism — and to 

begin to question such values. Also, a lecture or seminar at this juncture might 
well refer to an influential, traditional humanist critical essay that discusses the 

text, and then demonstrate the limits of that reading. It might equally open 

debate about the role of the author, and the concomitant question concerning 
what we receive from a text, over which the author has no control, or which he 

or she cannot programme. In this way, through providing the student with a 
clear understanding of the intrinsic aspects of text, the lectures and seminars 

prepare the student for an introduction to alternative modes of inquiry, as 

preparation also for their own critical practice throughout the rest of the year. 
As you move through a module such as this, you may well be struck repeat- 

edly by the fact that what you took for granted — or perhaps had never thought 
about, such as what makes a work of literature literature, and why it is consid- 
ered great, why it is defined as a ‘mystery, a ‘tragedy’, and so on - will be called 

into question. At times you may well find yourself wishing to resist what, after 

all, on reflection was so commonsensical as not to be open to interrogation. 

Such impressions might well come to be magnified when you come to read 
critical theory, works by Marx, say, or Sigmund Freud, Simone de Beauvoir, or 
other critics, and theorists, from various backgrounds, these being the kinds of 

texts you will find in a reader, such as Phillip Rice and Patricia Waugh’s Modern 

Literary Theory, to which I refer below. After all, what does Marxism have to do 

with literature? Why ask political questions about what should be pleasurable? 
At the very least, some of the language will seem (needlessly, you might think) 
abstract, or, most simply, difficult. 

A good dictionary - and most university libraries will have the Oxford 

English Dictionary (OED) or access, through library websites to an online 
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version — is a great help, but much of critical language is what might be called 

‘discourse specific’ (or what some would complain about in a negative and 
uncomprehending manner as ‘jargon laden’); that is to say, language about a 
particular subject incorporates particular terms in order more effectively to be 
able to address as specifically as possible its subject, the subject of its discourse. 
Indeed, it has been the case that words have their meanings adapted to suit a 

particular purpose in a given context, or, on occasions, new words — neolo- 

gisms — are coined. Because of the breadth of sources of critical language - or 
discourse — a specialized dictionary or glossary of key words is highly useful. 

Combined with this, you will find you are being asked to think about what you 

take for granted: how to read. And you will be expected to question those 
assumptions, or at least give to those assumptions a more coherent, clearly 

delineated shape, and to see, additionally, how your reading is neither simply 
true nor false, but, instead, one perspective, which leaves you blind to others. 

Those other perspectives can discomfort, initially; however, if given careful 

consideration in an open-minded manner, they can also indicate to you why 

we have something at once so magnificently useless as literature, and yet why 
also we come back to it — whatever it is — over and over. 

The current syllabus for such a module, with the required reading list, looks 

like this. Appended to the lectures is a suggested reading list of the materials 

that might be covered in seminars: 

Critical studies: sample syllabus 

Part I: What is ‘literature’? 

1 Introducing the obvious: an overview and contextualization of the module 

2 Defining ‘literature’: the rise of English Studies 

Reading: Terry Eagleton, Ch. 1 ‘The Rise of English’ in Literary Theory: An Introduction 

3 ‘I know what | like €’: humanism, literary criticism and assumed values 

Reading: Terry Eagleton, ‘Introduction’ in Literary Theory: An Introduction; Philip Rice 

and Patricia Waugh, eds, Modern Literary Theory, Part Ill, Section One: ‘Canonicity and 

Value’, pp. 397-409 

4 The author’s dead, long live the author: assumptions about authorship 

Reading: W. K. Wimsatt and Monroe Beardsley, ‘The Intentional Fallacy’; Roland 

Barthes, ‘The Death of the Author’ in Rice and Waugh, eds., Modern Literary Theory; 

Michel Foucault, ‘What Is an Author?’ 

5 The importance of the text: why we read, and how literature is different from everything 

else 

Part Il: Critical approaches to literary interpretation 

6 ‘Marxism today ?’: Marxism and literary criticism 

Reading: Terry Eagleton, Literary Theory, ‘Conclusion: Political Criticism’; Karl Marx, 

‘From The German Ideology’, pp. 18-24, and ‘Section 3: Marxism’ in Rice and Waugh, 
Modern Literary Theory, pp. 103-42 
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? ‘Why, Freud?’ Psychoanalysis and literary criticism 
Reading: Terry Eagleton, Literary Theory, Ch. 5‘ Psychoanalysis’; S aroaind Freud, ‘From 
Introductory Lectures on Psychoanalysis’, pp. 24—34, in Rice and Waugh, Modern 
Literary Theory; Sigmund Freud, ‘The Uncanny’; Geoffrey Hartman, ‘The Interpreter’s 
Freud’ 

8 Here comes the science bit € concentrate: structuralism, formalism and literary 
criticism: Reading: Terry Eagleton, Ch. 3 ‘Structuralism and Semiotics’; Ferdinand de 
Saussure, ‘From Course in General Linguistics’, pp. 34—40; Viktor Shklovsky, ‘From ‘Art as 
Technique’, pp. 49-52, and Gérard Genette, ‘From Narrative Discourse’, pp. 65—26, all in 

Rice and Waugh, Modern Literary Theory 

9 Feminism 

Reading: Simone de Beauvoir, ‘From The Second Sex,’ pp. 41-3, and ‘Section Four: 

Feminism’, pp. 143-74, in Rice and Waugh, Modern Literary Theory 

Part Ill: Canonical texts, traditional approaches 

10 Dr Faustus: Humanism and the (Early Modern) subject 

11 The Rape of the Lock: an ‘Heroi-Comical Poem’ 

= 12 Wuthering Heights: critical orientations, narrative form, and history 

Recommended reading 

Bronté, Emily. Wuthering Heights. Ed. Helen Small and lan Jack. Oxford: Oxford World’s 

Classics, 2009. 

Eagleton, Terry. Literary Theory: An Introduction. Anniversary edn. Oxford: Wiley-Blackwell, 

2008. 

Marlowe, Christopher. Dr Faustus. Ed. Roma Gill. London: Methuen New Mermaids, 2003. 

Pope, Alexander. The Rape of the Lock. Ed. Elizabeth Gurr and Victor Lee. Oxford: Oxford Student 

Texts, 200°. 

Rice, Philip and Patricia Waugh, eds. Modern Literary Theory: A Reader. London: Hodder Arnold, 

2001. 

Wolfreys, Julian, Ruth Robbins, Kenneth Womack. Key Concepts in Literary Theory, 2nd edn. 

Edinburgh: Edinburgh University Press, 2006. 

Conclusion 

Of course, it has to be stressed again, this is only one possible example, one 
form of practice, and your own particular experience might be markedly differ- 

ent. The purpose here, however, is to indicate in this introduction just one of 
the ways in which literary study at university expects you to engage with, 

asking particular questions about, what is called ‘literature’ in a manner that is 
marked not only by a difference in orientation but also in the attention to detail 

that is required of you as a student of literature. 
You might also think, from the sample syllabus presented above, that the 

ways in which the literary works and critical works are presented seems some- 

what rigidly separated. There are two reasons for this. It is important to present 
the ‘fundamentals’, whether one is talking about form, history, context or a 
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school of criticism; thus, the work indicated above is merely that covered in a 

single semester, the module example given being a two-semester module, 
lasting a year. 

The purpose of the second semester is to develop knowledge of the primary 

aspects of literary study introduced in the first semester, through the sustained 
close analysis of literary texts through theoretical models, and simultaneously 

to examine those theoretical or critical texts for the ways in which their argu- 

ments are shaped, how their assumptions are arrived at, what the limitations of 
their paradigms are, and how they might (a) be combined or argue with other 
theories and (b) how they might lead critical inquiry into concepts such as 
class, gender, race, subjectivity, power, identity, and so on. The second semes- 

ter proceeds in four-week sections, each section devoted to careful rereading of 
each of the literary works — Faustus, The Rape of the Lock, Wuthering Heights — 
through each of the critical ‘lenses’ (Marxism, psychoanalysis, structuralism, 

feminism). In this way, as a student you will be enabled to ask questions of the 

text according to the critical paradigms with which you are expected to work, 

the intention also being that as you move repeatedly through the texts and 

critical approaches, you begin to understand how the critical methodologies 
do not exist in isolation but engage in a debate amongst themselves, which 

then enrich and inform the act of critical reading, beyond naive assumptions 
about ‘literature; ‘the author’, ‘history, and other concepts we use to talk about 

fictional writing, poetry, drama, culture and so forth — and all of which is only 

to begin to lay the groundwork for what you will be doing during your degree. 
With this in mind, we will now turn to the next chapters of Part 2, discuss- 

ing typical modules you might take, or, in some cases, would be required to 
take, depending on whether those modules are optional or compulsory. 
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Old English literature (Years 1-3) 

Philippa Semper 

What is Old English? 

Old English literature is the term used for texts produced during the Anglo- 
Saxon period: that is, the time (roughly speaking) between the settling of 

Germanic tribes in England in the fifth century and the invasion of the 

Normans in 1066. However, most of the texts that survive from this period 

date from between the eighth and eleventh centuries, and there is some overlap 

into the twelfth century too, so the boundaries are not exact. Most courses, 

textbooks and scholarly publications refer to the period and the people who 

lived in it as ‘Anglo-Saxon, while they call the language that was spoken at this 
time ‘Old English’ It will help to keep this distinction in mind right from the 
start. 

Old English literature is a rich and varied body of writing which has an 
ongoing impact on language and culture: Tennyson and Ezra Pound translated 
and were inspired by it; Gerard Manley Hopkins used its rhythms and allitera- 

tion as the basis for his own development of ‘sprung verse’; J. R. R. Tolkien 
made it the language of the Rohirrim in The Lord of the Rings; Nobel prize- 
winning poet Seamus Heaney wrote a modern poetic version of its most 

famous work, the epic poem Beowulf; it has even been used as the basis for the 
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magic spells performed in the recent BBC television drama Merlin. Studying 
Old English provides a fascinating glimpse into the culture of a past society, 
but also an insight into how much it has affected and continues to affect us 
today. It is also a good basis for understanding the roots of much of the 

language, literary forms and cultural constructs which appear in later English 

writing. 
Few people have had the opportunity to find out much about English 

history before 1066 as part of their school curriculum, so modules in Old 
English often begin with a brief introduction to the history of the period, 

showing how the Anglo-Saxons came to be in England and the nature of their 
society and religion. This will give you a basic framework to help you to organ- 
ize your learning; you may find it useful to start building your own timeline of 

the period at this point, adding texts and events to it as you become aware of 

them. You could read The Anglo-Saxon Age: A Very Short Introduction by John 
Blair, or Peter Hunter Blair’s Introduction to Anglo-Saxon England to help you 
with this. Your knowledge and understanding will continue to grow and 
develop throughout the course as you study Old English texts for yourself and 
discover more about their original contexts. 

Beginning Old English 

Some university courses may deal with Old English literature mostly or entirely 

in translation, but the majority expect students to deal directly with the litera- 
ture in its original form, at least for selected key texts. Even a quick glance at a 
piece of written Old English will show that the language has changed consider- 

ably over the centuries; it may seem at first to be very different from the English 

spoken today. Yet many words are identical in Old English and Modern English 

— in fact, ‘word’ itself comes from the Old English ‘word’ - and with a little 

experience in looking at these kinds of texts you will recognize many more that 
are very similar indeed to their Modern English forms. To help with this 

process, most modules include an introduction to the grammar and vocabu- 

lary of Old English. The grammar will probably take a little study because Old 
English is an inflected language. This means that it uses endings on words to 
mark the subject, object, indirect object, and so on in its sentences; Modern 

English uses word order to identify these instead. If you have studied a language 
like German or Latin before, this won't be new; if not, it may take a couple of 

weeks to get used to it. This might appear something of a challenge to begin 
with, but practice makes a difference very quickly: a little effort early on.in the 

course will pay dividends later. In fact, it can be very helpful to have your 

knowledge of grammar refreshed and extended in this way, since it makes it 
possible to analyse Modern English texts more accurately and with greater 
confidence. 

The alphabet used to write Old English looks slightly different since it 
contains three extra letters called ash, thorn and eth. These are written x, b and 

6 (or upper case &, Pb and D). The ash is pronounced like the letter ‘a’ in ‘ash; 
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and thorn and eth are both pronounced as ‘th. These will quickly become 
familiar, and once you know them you will see more connections between Old 
English words and their modern equivalents (for example, Old English ‘pet’ 
and Modern English ‘that’). Reading Old English texts out loud is always a 
good idea, because a word that might look strange on the page may sound 
almost identical to one that you know. Working in a study group with other 
students can be extremely useful in these early stages; you can help each other 
to grasp the grammar, look up words and work out how to pronounce them. 

There are various guides and textbooks available for those who are learning 
Old English, and usually one of these will be assigned as the essential book for 
your course. Very common examples are An Introduction to Old English by 
Peter Baker and A Guide to Old English by Bruce Mitchell and Fred C. Robin- 
son. Some of these have online grammar exercises associated with them and 

increasingly there are entire grammar courses online, which tutors will encour- 

age you to use. Most language textbooks have a large selection of texts in Old 
English in a section towards the end of the book; these are generally the basis 

for your study of the literature, saving you from the need to buy other texts. 
Many texts can also be found online, although without the notes and vocabu- 

lary found in the textbooks, they are best kept for quick reference rather than 
detailed study. 

Studying Old English texts 

As you read the texts, you will discover that Anglo-Saxons had highly devel- 

oped ideas about social behaviour, the roles that different people played and 

the nature of the power governing their interactions. As in other periods, they 
explored, tested, promoted or challenged such ideas in the stories they told. 
Family identity (kinship) represented one of the building blocks of their 
society, and the obligations and issues kinship involves reoccur as themes in 
many different situations. Often these overlap with themes of lordship (or 

kingship) and loyalty, since a lord gathers a group of men around him to fight 
for and with him; in return they gain gifts, status and a place in his hall - a 
social identity. Sometimes these things may come into conflict, of course: a 
warrior might be ready to fight to the death for the life of his lord, but what if it 

is his own family he must take on in the process? What will be remembered 

about his actions later, whichever side he chooses? The Anglo-Saxons had a 

strong sense of the importance of personal reputation, of history and of story- 
telling, which underlies many of the texts in Old English that have survived. 

In particular, this may be seen in some of the prose texts often used as good 
starting points for learning Old English. One of these is the Anglo-Saxon 
Chronicle, an almost year-by-year account of important events. The Chronicle 

was first put together in the ninth century and continuations of it were then 
made for several centuries. Some years have longer entries, while others are 

very brief. Students often look at a short selection of entries; a popular choice 
is the entry for 755/7, which tells the story of power struggles involving two 
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actual kings and one would-be king of the kingdom of Wessex. Entries like this 
provide a fairly short piece of text to analyse and explore; you can see how 

narrative is sometimes provided in patterns or repeated structures, and 

consider how this affects your understanding of the piece as ‘history. Looking 

closely at the language will reveal how sentences are arranged in clauses, with a 

strong sense of rhythm, rather than according to word order. 
Although pagan when they arrived in Britain, the Anglo-Saxons converted 

to Christianity for the most part during the seventh century, and the conver- 

sion has shaped and filtered our knowledge of everything that happened in the 
period. Christianity brought with it a new set of ideas, possibilities and 

constraints; through it, written records and texts became an integral part of 
Anglo-Saxon culture, yet all that was recorded represented a very particular 

interpretation — a reshaping even — of that culture. How the Church affected 
Anglo-Saxons’ understanding of their own actions and preoccupations in the 
world is a key question, and can be examined in some detail through a study of 

extracts from another text often used: the Old English version of Bede's Ecclesi- 
astical History of the English People. Bede was a very learned monk and priest. 
From his text you might examine several of the different kinds of stories that he 

weaves together: miraculous healings and events, political manoeuvrings and 
royal conflicts, religious negotiations, and even an account of how the tradi- 

tional form of Old English poetry was supposedly first used to express 

Christian themes. This last story, in which Cedmon the cowherd is divinely 

inspired through a dream to sing the praise of God the Creator, is very often 
part of university curricula; this is because Bede included a version of 

Czdmons very first poem, thereby providing an ideal place to start learning 
about the form and content of Old English poetry. 

The poetry of the Anglo-Saxons comes mainly from four manuscript 

anthologies known as the Exeter Book, the Junius Manuscript, the Nowell 

Codex and the Vercelli Book. This suggests just how much poetry must have 
been lost simply because other manuscripts have not survived the millennium 

following their production. Originally this poetry was oral — that is, it was 
composed out loud, on the spot (although following some very strict rules), in 

the presence of others, and accompanied by the harp — and some study of the 
complex nature of oral poetry in general, which exists and has existed in many 
cultures over many different periods of time, is often provided in university 
modules. The oral inheritance of Old English poetry is paramount, accounting 

for the use of alliteration and formulas and for its rhythmic but non-rhyming 
structure. This poetry is designed to be heard rather than read; we can, there- 

fore, examine the ways in which poems use sound and stress to create poetic 

effect aimed at the listener rather than the reader. Oral poetry is primarily 
communal, aimed at a group of people rather than one person alone; it is valu- 
able to investigate the various kinds of community who might have listened to 
these poems, even after they had been written down, and what kinds of uses or 

responses might have resulted. 

literature modules 



Christianity provided written versions of the oral tradition of memory and 
history, both in Latin and Old English. Before the conversion, the oral poetry 
of the Anglo-Saxons was concerned with promoting a heroic tradition, produc- 
ing stories concerned with battles, heroes, kings, treasure and, sometimes, 
monsters; many university modules will emphasize the nature of heroic 
society. There are not many ‘heroic’ poems left but we do, fortunately, still have 
Beowulf, the longest and most important poem surviving in Old English. The 

deeds of the hero form the basis of this tale of brutal fights and gruesome 
deaths, but there is a surprising amount of polite discussion, wise advice and 
philosophical pondering too. Because Beowulf is an epic poem in every sense 

(see Epic), it is not possible to study more than a few extracts in an introduc- 

tory course, and in some universities you might not study it at all until later on 

in your degree programme. However, its themes and ideas inform any under- 

standing of other poems from the period. In addition, Beowulf and stories like 
it in Old English have influenced later writing to a huge extent, from medieval 

romance right through to modern fantasy and science fiction. 

After the conversion to Christianity, the traditional poetic form and themes 

were adapted to present Christian content, and so there are several poetic 

versions of Bible stories in Old English, such as the poems known as Genesis, 

Daniel and Judith. These show how these stories of creation, exile, testing and 

battle were rewritten in terms that would make sense to an Anglo-Saxon audi- 
ence, and how this interaction of cultures resulted in a new and creative form 

of poetry. Introductory modules often include The Dream of the Rood, an 
extraordinary dream-vision poem which describes the crucifixion from the 
viewpoint of the cross itself and portrays Christ as a triumphant hero rather 
than a suffering saviour. Study in this area might entail close comparisons 
between the biblical texts and the Old English versions, but could also include | 

research into the many other representations of these ideas in Anglo-Saxon art. | 
| 
| Old English literature includes a group of texts often described as ‘wisdom 

poetry, and you might encounter famous poems like The Wanderer and ‘The 
Seafarer, as well as those like the Maxims that explain everyday life in terms | 
both of nature and of human behaviour. These introduce questions about the 
interaction of traditional ideas with Christian ones, including whether the 

Christian consolation of an eternal, enjoyable afterlife seems to balance out the 
transitory nature of human experience. This wider perspective on life and 
death can then inform your reading of other texts, enabling further possible 

interpretations of secular poems like Beowulf as well as of those more obvi- 
ously concerned with religious matters. 

Critical approaches 

When you first begin reading Old English texts, you will probably concentrate 
on working out what they mean, perhaps translating them into Modern 

English. However, you should expect to work with them in the same ways as 
any other literary texts too; like modern novels or poetry, you will analyse their 
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language and imagery, style, tone, form and genre. It’s important to avoid over- 
simplifying either the Anglo-Saxons themselves or the texts they produced. 

Collections of essays such as A Companion to Anglo-Saxon Literature will give 
you a detailed and wide-ranging insight into the literature of this period and 

the culture that produced it. For a volume that will fit in your bag, try The 
Cambridge Companion to Old English Literature. 

Various critical approaches can be used effectively on these texts — it doesn't 

matter that they postdate the texts by over a millennium. If an approach is valid 
it should provide valuable insights into Old English writing as well as more 

recent textual productions. Books like Reading Old English Texts provide exam- 
ples of how you can try different kinds of approach to specific issues and areas. 

For example, Claire Lees’s chapter on feminist criticism and Old English would 
give you a sound introduction to the area and also to Lees’s own groundbreak- 
ing work on gender. This is an important area for research into Old English; 
feminist readings have sought to recover or re-examine the roles and voices of 
women in both poetry and prose, while other scholars have re-examined male 
sexuality in the period and also produced queer readings of Old English texts. 

Similarly, Nicholas Howe's introduction to historicist approaches is a clear 

exposition of the ways in which Old English texts can be opened up by atten- 

tion to the interactions of power, material culture and ideology, while 

acknowledging the difficulties inherent in accessing and discussing a period so 
far removed from our own. His book Migration and Myth-Making in Anglo- 
Saxon England might in turn cause you to apply to Old English literature some 

of the questions asked by critics dealing with colonialism and postcolonial 

literature. Alternatively, you might use Of Giants: Sex, Monsters and the Middle 
Ages by Jeffrey Jerome Cohen as a starting place for various readings, including 

psychoanalytical ones, of the interactions of men and monsters in Old English 
texts. Even a very brief summary such as this indicates the potential for apply- 

ing a range of critical approaches to poetry and prose of this period, and the 

fascinating outcomes that follow. 

By the end of the module, you should be comfortable with reading and 

analysing the language, and may wish to engage more deeply with the mean- 

ings and etymology of words. If you decide to take further modules in Old 

English, there are a range of subjects you might focus upon. Some universities 
might save one or more elements discussed above for second- or third-year 

modules, often alongside other types of Old English text such as homilies 

(sermons) or saints’ lives. In a more advanced module you would also have 
more opportunity to investigate the Anglo-Saxons’ love of wordplay and verbal 
games of all sorts, especially in relation to their composition of riddles and 
their use of runes to create more complex written puzzles. A final step might be 

to read Old English texts against their own modern versions and retellings (of 

which there are many) and to study the different ways in which these texts 

have been received at various times. 
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Summary 

Although you may need a little effort to come to terms with the language at the 

beginning, Old English literature offers a varied and fascinating body of texts 
for study. From the heroic tradition and Anglo-Saxon culture to textual games 

or the nature of storytelling, there is plenty of material to work with. Learning 
about Old English also provides a valuable basis for the understanding of later 

literary production, and thus forms a key part of any English degree 
programme. 

Old English: sample syllabus 

Semester 1: Old English prose 

Week 1 Introduction to the Anglo-Saxons 

Week 2 Introduction to Old English: letters and sounds 

Week 3 Introduction to Old English: grammar 

Week 4 _ Reading Old English: starting translation 

Week 5 _ Tales of the beginning: history, origins and identity in The Anglo-Saxon Chronicle and 

Bede's Ecclesiastical History, Book 1 
Week 6 Kings and kin in the Anglo-Saxon Chronicle: ‘Cynewulf and Cyneheard’ 

Week 7? The coming of Christianity: Bede’s Ecclesiastical History 

Week 8 Why Christianity? Bede’s account of the conversion of King Edwin 

Week 9 Fighting and learning: King Alfred’s preface to ‘Pastoral Care’ 

Week 10 The Anglo-Saxons at school: Alfric’s ‘Colloquy’ 
Week 11 Translating from Latin to Old English: Alfric’s ‘Preface to Genesis’ 
Week 12 The conversion of Old English poetry: Bede’s account of Ceedmon 

Semester 2: Old English poetry 

Week 1 Introduction to oral poetry | 

Week 2 Old English poetry: metre, alliteration, formulas, kennings | 

Week 3 Celebrating heroes: The Battle of Brunanburgh 

Week 4 Celebrating heroes? Extracts from Beowulf 

Week 5 The hero in context: The Battle of Maldon | 

Week 6 The hero in defeat: spinning The Battle of Maldon | 

Week 7? Christ as hero: The Dream of the Rood 

Week 8 Appropriating Anglo-Saxon culture: Christianity in The Dream of the Rood 

Week 9 Dream visions: The Dream of the Rood 

Week 10 Seeking wisdom: The Wanderer 

: Week 11 Speaking wisdom: The Seafarer 

= Week 12 Orality, poetry and manuscript copies: the nature of Old English poetry 
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Medieval literature (Year 2) 

| David Griffith 
For many students medieval literature possesses magnetic qualities: an ability 
to attract and repel in equal measure. You may find first acquaintances quite 

baffling. It can seem rather daunting if your only premodern landmark is some- 

thing called ‘Chaucer’ and the natives in this uncharted territory appear to 

speak a foreign language. But to recognize the distinctive qualities of medieval 
literature is to begin to understand the relevance — and pleasure — of reading 
books from a ‘half-alien’ culture (Medcalf 1981: 1). Your tutors will point 

towards the beauty of its language, to its ability to grapple with both abstract 
ideas and pressing human concerns, its array of technical innovations (in 

genre, form, style and mode of expression), and its habit of anticipating 

contemporary critical concerns such as issues of gender and identity. If 
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Chaucer is still the main component of medieval literature courses it is because 
he is a poet of incomparable wit and insight into the human condition, but it is 
important to recognize that the term ‘medieval’ collapses into a single category 
a huge body of verse and prose that spans the arrival of the Normans in 1066 
and the Reformation of the sixteenth century. Today many courses look 
beyond notions of Chaucer as the only significant poet of the age, beyond the 

notion of static feudal society waiting for the Renaissance to happen, to reveal 

the dynamic historical and linguistic processes by which literature of the medi- 
eval period was formed. 

Early Middle English 

Students approaching medieval literature for the first time often address the 
underlying causes of language change across this period and their impact upon 
literary activity. Indeed, you are likely to encounter passages from texts of the 

immediate post-Conquest period on language modules that explore how and 

why Old English (the language used for the English of the Anglo-Saxon 

period) becomes Middle English (the term scholars use to describe the 

language of post-Conquest England). The story of English at this time is 
complicated and under constant revision but there are a number of key devel- 
opments. Most obviously, there is a new linguistic order and for some centuries 
English ceased to be the language of the ruling classes. The Norman aristoc- 
racy spoke a version of French and, quite naturally, this became an official 

language of their new domains. Latin remained the language of the Church 
and of government and record keeping, but Anglo-Norman (the form of 
French spoken in England) very largely displaced English as the language of | 

education, the Court, the legal system, and of literature. The speed and extent } 

of the decline of English literary activity is debatable — the relatively small | 

number of surviving manuscripts obscures the larger picture — but certainly | 

English lost prestige; to gain significant preferment English speakers were | 
forced to speak and write in French. 

Without any centralized authority to govern its written forms early Middle | 

English reflected the regional dialect of individual scribes (Burnley 1992: 

63-4). Writing after arrival of the Normans in 1066 is thus marked by a variety 

of Englishes rather any one standard form, and by vastly reduced opportunities | 

to copy and circulate English texts. You will find careful analysis of this transi- 
tional period in the ‘After the Norman Conquest’ section of The Cambridge 
History of Medieval English Literature edited by David Wallace. Particular 
emphasis here is placed upon the ‘afterlife’ of Old English, by which is meant 
the ways in which the literary traditions of the Anglo-Saxon period continued 
to shape and inhabit Middle English texts. One important continuation is the 
descendant of the Anglo-Saxon Chronicle written at Peterborough Abbey 
(c.1140), but religious texts such as the Ancrene Riwle (The Rule for Anchor- 

esses) (c.1220) and the ‘Katherine’ group (c.1225), all from the north and west 

midlands, also emerge from the pre-Conquest prose tradition. That this region 
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also preserved something of the Anglo-Saxon poetic inheritance, perhaps 
nurtured by local monastic centres, is shown by Layamon’s Brut (c.1200-25). 

This history of Britain in alliterative verse echoes Old English epic but its 
immediate source is the Anglo-Norman Roman de Brut (1155) by the Channel 

Islander Wace, itself an adaptation of Geoffrey of Monmouth’s Latin Historia 
Regum Britanniae (The History of the Kings of Britain, c.1136). This triangula- 
tion of texts exemplifies the close relations between the post-Conquest 
languages. A more intimate exchange is seen in the debate poem The Owl and 
the Nightingale (1190s), which, though distinctively English in setting and 

vocabulary, adopts a genre favoured by Latin authors and uses the short 

couplet form developed by French poets. Elaine Treharne’s anthology Old and 
Middle English c.890-c.1400 presents a variety of witnesses to the major 
English genres during this period and is an excellent classroom text. 

While these and other texts demonstrate the diversity of early Middle 
English, it must be remembered that they represent a modest return on two 
centuries of literary activity and that French and Latin remained the preferred 
languages of the political and cultural elite. However, a marked shift in atti- 
tudes had taken hold by the later thirteenth century, and by the early 1300s 
English had emerged in some quarters as the national language. One attractive 
reading suggests that this development is part of a growing sense of English 
identity and a belief that ‘national sentiment is most properly expressed in 

English’ (Turville-Petre 1977: 22). This cultivation of ‘Englishness’ is often 
coupled with a desire to write in the mother tongue for the good of the indi- 

vidual and the greater cohesion of the country. The Northumbrian Cursor 
Mundi (c.1300) proclaims that it is translated ‘For the love of Inglis lede 

[people], / Inglis lede of Ingland, / For the commun,at understand’ (234-36), 

while the Lincolnshire monk Robert Mannyng presents his Chronicle (finished 
1338) as ‘not for be lerid but for be lewid’ [not for the educated but for the 

unlearned]. The kinds of linguistic choices made by medieval readers have 
proved to be compelling areas of research and higher-level classes often address 

the significance of multilingual manuscripts and poems. For example, the 
manuscript now known as British Library, Harley 2253 - a collection of 
English, Latin and Anglo-Norman materials from c.1330 — demonstrates how 

knowledge of book production and the means by which texts circulated and 
were copied by scribes is vital for any true understanding of the reception and 

readership of literary works. 

The romance genre 

One particularly sensitive index of the changing demand for English texts is 

the romance genre, the most popular form of secular literature of the period 
and one that features on many courses. Originating in the aristocratic courts of 

northern France at the end of the twelfth century (the term derives from the 
romance languages), the romance narrative typically charts the adventures of a 
hero whose chivalric and courtly behaviour validates the power, status and 
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value systems of its readers. These exploits have often been seen as timeless 
and non-specific but recent criticism has shown how romance reveals the 
particular concerns of its own historical moment. Thus, while a text like the 
Anglo-Norman Gui de Warewic (c.1240) espouses the political and social 
outlook of a baronial class of reader, later English versions of Guy’s legend 
point towards an audience with ‘a wider perception of national identity and 
the importance of national interests’ (Crane 1986: 59). The sub-generic 
strands — Arthurian legend, Breton lays, the so-called ‘Matters’ of England, 
France and Rome - all inflect the central issues of history and chivalric values 
to lesser or greater degrees. Set against hagiography’s muscular Christianity, 
the prominence of religious ideals and overt piety in many English romances 
also indicates sustained crossover between the genres. 

Poetry in the age of King Richard II 

These fertile conditions gave rise to the experimental, often radical English 

writing of the later fourteenth century. Collectively William Langland, the 
Gawain- or Pearl-poet, John Gower and Geoffrey Chaucer are termed ‘Ricard- 

ian poets’ (from the age of King Richard II, 1377-99) and many undergraduate 
courses focus exclusively upon their formal and thematic interests; in all cases 
good student editions are on hand (respectively Schmidt 1995; Anderson 1996; 

Peck and Galloway 2003-6; Benson et al. 2008). Driven by the simple question 

‘How may I save my soul?’ Piers Plowman describes Langland’s alter ego Will 
journeying through the contemporary secular world and biblical history. By 

turns naturalistic, allegorical and visionary, Langland’s poem typifies the social 

and political engagement of the so-called ‘revival’ of alliterative verse of the west 

midlands first seen in Winner and Waster (c.1352). These poems share the 

lexical and technical brilliance of their Old English antecedents but both Piers I 

Plowman and the four poems attributed to the Gawain-poet, including the finest | 

medieval English romance Sir Gawain and the Green Knight, are also suffused \ 

with a deep knowledge of Latin and French literary culture. Putter’s An Intro- 

duction to the Gawain-Poet (1996) and Simpson's Piers Plowman: An Introduction | 

(2007) offer detailed analyses of the poets and their contexts and are good | 

starting places from which to begin your personal exploration. Londoners both, 
Chaucer and Gower write in the rhymed verse popular in the south and east of 
the country. They too share a profound interest in form and employ multi- 
layered narrative structures to contain an array of generic and stylistic 

experiments. Confessio Amantis, Gower’s major English poem in a trilingual 
output, uses the simple device of a lover’s confession to frame a set of individual 
narratives. Chaucer’s writing is marked by complex narratorial voices, generic 

hybridity and a pervasive ironic tone. These can be seen in dream visions like 
The Book of the Duchess and in the tragic classical love story of Troilus and 
Criseyde, but they find greatest expression in his last work, the polyvocal and 
open-ended Canterbury Tales. For pursuing the myriad critical responses to 
Chaucer — his anticipation of postmodern preoccupations of meta-fiction, the 
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construction of sexual identities, and so on — the collection of essays in Ellis’s 

Chaucer: An Oxford Guide (200S) makes an excellent companion. 

Chaucer’s legacy 

Later 

A crucial factor in the reinvention of the English tradition at this time is the act 
of translation by which readers were given access to works in Latin and other 
European languages. Chaucer’s writing, in particular, is thoroughly intertex- 

tual and rooted in adaptation of other works. The allusion to ‘Virgile, Ovide, 

Omer, Lucan and Stace [Statius]’ at the end of Troilus and Criseyde (Benson et 

al. 2008: 584, I. 1792) reveals how he is at once acutely aware of his role in the 

aggrandizement of the English vernacular and of the processes by which his 
own writing is authorized, that is, how it achieves the authorial or authoritative 

status traditionally associated with Latin texts. To describe this Anglicization 
of European literature as a cultural transference of power neatly captures these 

literary dynamics and it is nowhere more apparent than in the generations of 
Ricardian writers (Wogan-Browne et al. 1999: 314-30). 

Such was Chaucer’s status among his immediate successors that his death 
in 1400 seemed to them to mark the end of imaginative writing in England. 
This kind of negativity has clouded much critical thinking about fifteenth- 
century literature, which has traditionally been seen as imitative and 
uninspired. Latterly, many critical studies have reassessed these rather sterile 

responses by reading, for example, the self-abasement of poets like Thomas 
Hoccleve and John Lydgate as an inventive modesty trope (see, for example, 

Lerer 1993). So, rather than taking Hoccleve’s admissions of dullness and infe- 

riority in The Regement of Princes at face value — ‘my worthy mayster Chaucer’ 
and “The first findere of our fayre langage’ (Pearsall 1998: Il. 4978, 4983) — we 

can detect strategies of self-assertion that authorize his own work through 
alignment with the father of English poetry. That these early fifteenth-century 
poets were encouraged to elevate Chaucer to the status of a national poet by a 
Lancastrian monarchy keen to use English to promote national identity against 

a backdrop of internal rebellion and foreign war is an intriguing aspect of this 

complex process of canon building. It should also remind us that poets are 
integral to literary activity at this time, not merely in writing for patrons for 
financial gain but in nurturing the moral and intellectual vitality of the nation. 

Middle English 

The re-evaluation of late medieval literature has led to renewed appreciation of 
its diversity and innovation. Though many of its examples are presented in 
abbreviated or extracted form, Pearsall’s Chaucer to Spenser: An Anthology of 
Writings 1375-1575 features many significant and landmark texts and authors 

and is a key student edition. Here you will find further evidence of the repack- 

aging of classical wisdom in Lydgate’s Troy Book (1412-20) and The Fall of 

Princes (1431-8); the first stirrings of autobiographical writing in Hoccleve’s 
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The Series (1421-2) and the Book of Margery Kempe (c.1436), in which the 
eponymous author throws over family life to devote herself to God; the contin- 
ued appetite for lyric poetry, secular and religious, including the sustained love 
allegories of the French nobleman Charles d’Orléans who was held captive for 
25 years after the battle of Agincourt in 1415; and Thomas Malory’s postcolo- 
nial Le Morte d’Arthur (1460s), the definitive version of the Arthurian legend 
in English and a meditation upon the loss of the English empire in France and 
the civil strife of the Wars of the Roses. More specialized anthologies are 
Boffey’s Fifteenth Century English Dream Visions, which shows the adaptability 
and enduring popularity of the genre, and Wogan-Browne’s The Idea of the 
Vernacular: An Anthology of Middle English Literary Theory 1280-1520, in 
which the ‘prologue’ is used to describe contemporary approaches to the 
vernacular tongue; the latter volume is accompanied by an excellent set of criti- 
cal essays. Barratt’s edition of Women’s Writing in Middle English presents a 
range of female-authored texts, including translations of the French works of 
Christine de Pizan (c.1365—c.1434), perhaps the most influential late medieval 
woman writer, and the letters of the Norfolk-based Paston family, which 

perhaps more than any contemporary writing give us the impression of eaves- 

dropping across time. For plays, Walker’s Medieval Drama: An Anthology 
illustrates the vibrant dramatic traditions of late medieval England — from the 
biblical retellings of the mystery plays that are rooted in the urban culture of 
East Anglia and the north to the allegories of morality plays like the comic but 

disturbing Mankind (1460-5). Many of these texts, and earlier ones too, are 

freely available in online editions by The Consortium for the Teaching of the 
Middle Ages (TEAMS). 

The final phase of medieval writing can be measured by the same continua- 
tions, ruptures and paradoxes of earlier centuries. On the one hand, a breed of 
self-confident authors doff their poetic caps to tradition; on the other, there is 

a new set of literary agendas largely determined by the rise of European 
humanist thought and the religious and political reformations instigated by 

Henry VIII. Once again it is rewarding to trace these changes through 
responses to Chaucer, though now we find more explicitly competitive or revi- 

sionary readings. Perhaps the most intriguing is Robert Henryson’s Testament 
of Cresseid (before 1492), a Middle Scots reworking of Troilus and Criseyde 
that questions Chaucer’s moral authority in the aphoristic ‘Quha wait if all that 

Chauceir wrait was trew?’ [Who knows if all that Chaucer wrote was true? ] 
(Pearsall 1998: 471, 1. 64). An English contemporary of Henryson, and one 

equally attuned to the moral dimensions of storytelling and notions of self- 

worth, is the poet-priest John Skelton whose poetic persona is crowned 
laureate in The Garland of Laurel (c.1495, printed 1523), leaving Chaucer, 

Gower and Lydgate trailing in his wake. Skelton is often described as a transi- 
tional writer, profoundly attached to the religious and intellectual structures of 
the Catholic world yet possessed of an abiding interest in the classical learning 
that stood at the heart of humanist endeavours. 
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Literature and the Reformation 

It is perhaps only with Thomas Wyatt that we stand for the first time in the pres- 
ence of a literary figure with distinctly Protestant tendencies. Like Chaucer 
before him, Wyatt was a court poet whose works figure political and cultural 

struggles through personal relationships such as his aborted affair with Anne 
Boleyn (Pearsall 1998: 609). So, too, formal experimentation leads him to 
Italian literature, reworking Petrarchan sonnets just as Chaucer had adapted 
Dante and Boccaccio. But it is in the paraphrases of the Penitential Psalms — 

‘From depth of sin and from a diepe dispaire ... / The have I cald, O Lord, to be 
my borow’ [guarantor] (Pearsall 1998: 629, Il. 1, 4) — that the Reformed theol- 

ogy of personal penitence and dependence upon God’s grace is given its first 

distinctive voice (Heale 1998: 154-5). The break from Rome largely disman- 

tled the intellectual and material culture of medieval England but the energy 
and resourcefulness of its literary tradition continues to inform and inspire. 

Medieval literature: sample syllabus 

Semester 1: After the Conquest 

Week 1 After the Conquest: fragmentation and variety 

Week 2 Making history: The Peterborough Chronicle; Layamon, The Brut 

Week 3 The Owl and the Nightingale and debate poetry 

Week 4 Women and God: Ancrene Riwle and the Katherine Group 

Week 5 Poetry and experimentation: the lyric tradition 

Week6_ Genre, mode and audience: early Middle English romance 

Week ? Drama and community (1): the York and Wakefield mystery plays 

Week 8 __Langland, Piers Plowman (1): visions of England 

Week 9 __Langland, Piers Plowman (2): visions of Heaven and Hell 

Week 10 Sir Gawain and the Green Knight: an alliterative romance 

Week 11 Poetry and morals: John Gower, Confessio Amantis 

Week 12 Chaucer and France: The Book of the Duchess 

Semester 2: Chaucer and after 

Week 1 Chaucer and Italy: Troilus and Criseyde 

Week 2 Chaucer and England: the Canterbury Tales (1) 
Week 3 Chaucer and England: the Canterbury Tales (2) 
Week 4 Writing after Chaucer: John Lydgate and Thomas Hoccleve 

Week 5 Mystics and pilgrims: Dame Julian of Norwich and Margery Kempe 

Week 6 Drama and community (2): Mankind and the morality play 
Week? The Arthurian legend: Sir Thomas Malory, Morte d’Arthur 

Week 8 Scots writings: William Dunbar and Robert Henryson 

Week 9 Satire and politics: John Skelton 

Week 10 English humanism: Sir Thomas More 

: Week 11 The Courtly poet: Sir Thomas Wyatt and Henry Howard, Earl of Surrey 
es Week 12 The end of Catholic England: The Examinations of Anne Askew 
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Online resource 

TEAMS Middle English Texts: 

www.ib.rochesteredu/camelot/teams/tmsmenu.htm 

The sixteenth century (Year 2) 

Joan Fitzpatrick 

Terminology 

The sixteenth century is notable for its engagement with a phenomenon that 

emerged in Italy two centuries earlier: the ‘Renaissance’, meaning ‘rebirth. This 

refers to a revival of art and literature under the influence of classical models 
which began in Italy in the fourteenth century and which occurred between 

roughly 1500 and 1650 in England. Renaissance humanists were keen to 

emphasize cultural links with ancient Greece and Rome; ‘humanist’ from the 

Latin humanitas indicated learning or literature concerned with human culture, 

including grammar, rhetoric and poetry, and especially the study of ancient 

Latin and Greek classics (OED humanity II. 4.). In the course of your study 

you might come across the term ‘early modern, which is sometimes used by 
critics in an attempt to get away from the patronizing notion that the Renais- 

sance came just after the cultural lull of the Middle Ages, yet neither term is 
free of ideological implications since ‘early modern’ has the flaw of suggesting 

that everything that came earlier was before the ‘modern’ and thus somehow 

inferior. 

The printing press 

There was a distinct shift in the sixteenth century towards a literature that was 
less exclusive than much of what had gone before. This was essentially due to 

the invention of the printing press in the fifteenth century by Johannes Guten- 

berg. Manuscript culture produced books that were beautifully crafted objects 

but they were inordinately expensive and thus exclusive. The impact of the 

printing press was remarkable: for the first time, books were a commodity 

rather than a specially commissioned, precious and exclusive work of art. 
Although books were still relatively expensive, printing meant that they could 
be produced more quickly and at a lower cost than was previously the case. 

The invention of the printing press had an enormous impact upon English 

cultural life but literature also became less exclusive because of a fresh effort to 
re-establish literature for English people in the vernacular, that is, the language 
commonly spoken by the people. There emerged an increasing number of texts 

translated from Latin into English, not least the Bible, and an interest in adapt- 

ing foreign forms to suit an English audience. This was in no small part due to 
the English Reformation, which demoted Latin, the recognized language of 

the Roman Catholic Church, and brought about a renewed interest in English. 
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More’s Utopia 

Sir Thomas More’s Utopia, first published in Latin in 1516, was translated into 
English and published in 1551. Utopia is a prose work in which a fictional trav- 
eller, Raphael Hythloday, whose second name means ‘dispenser of nonsense’ 
in Greek, describes the social organization of the island of Utopia, which in 
Greek means ‘no place’ but might also be a pun on eutopos, meaning ‘good 
place’ (More 1992: 3). Some critics claim that Utopia constitutes a blueprint 

for perfect social organization but others that More meant Utopia as a grand 
joke at your (the reader’s) expense, which mocks the ideal of communal | 
ownership of wealth (see SATIRE). Certainly the text is full of contradictions | 
and conflicts, such as the name of the island itself, which suggest that More 

wanted the reader to consider carefully if Utopia really is an ideal place. In 

1535 More was executed for his refusal to swear to the Act of Succession and 
the Oath of Supremacy, which made Henry VIII and his heirs, not the Pope, 

head of the Church of England. It is perhaps ironic that the split from Rome 
that led to More’s downfall was part of the process that led to the wider dissem- 

ination of his writings and all texts formerly only available in Latin. 

The Court and patrons | 

Before the emergence of the professional theatre industry in the late sixteenth 

century, literary dissemination was via the Court; therefore authors who were 
not aristocratic and thus wealthy and well-connected depended on patrons to 

promote and fund their creativity. Amongst notable sixteenth-century aristo- 

cratic courtiers and authors were Sir Philip Sidney, whose Apology for Poetry 
(sometimes called The Defence of Poesy) presents a philosophically informed | 

treatise praising the virtues of poetry and poets. Arguing against Plato, who 

claimed that poets should be omitted from his model state, Sidney contends | 

| 
that the poet creates anew that which in nature is flawed: ‘Her world is brazen, 

the poets only [that is, only poets] deliver a golden’ (Sidney 2002: 85). Sidney 
also wrote the influential sonnet sequence Astrophil and Stella and the hugely | 
popular romance The Arcadia, sometimes termed The Countess of Pembroke's 
Arcadia after his sister Mary Herbert for whom he wrote the text, or The Old 
Arcadia, to distinguish it from the revision begun by Sidney but left unfinished 
(Sidney 1970; 1985). 

Winning favour at Court depended upon behaving according to specific 
rules and an important prose text from the period is Baldesar Castiglione’s The 

Book of The Courtier, translated into English from Italian by Sir Thomas Hoby 
and published in 1561. The text outlines the basic requirements of a successful 
courtier: ‘... beside noblenesse of birth, I will have him ... by nature to have 

not onely a wit, and a comely shape of person and countenance, but also a 
certaine grace ... that shall make him at the first sight acceptable and loving 

unto who so beholdeth him’ (Castiglione 1974: 33). These are the kinds of 

attributes one might expect from a lover, and a romantic frisson between 
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courtier and prince was fully exploited in the court of Queen Elizabeth. The 
female monarch, the Virgin Queen, presented herself as chaste mistress to a 

host of male suitors, a behaviour undoubtedly influenced by sixteenth-century 
love poetry, specifically the kind of poetry influenced by Francesco Petrarch. 

Petrarch 

Petrarch (or ‘Petrarca’), the fourteenth-century Italian poet, had an enormous 

influence on sixteenth-century English poetry (see Pozrry). He made 
commonplace the convention of love poetry being addressed to a chaste lady 
who was the epitome of beauty and unresponsive to pleas for love. His sonnet 
sequence the Rime Sparse (or the ‘scattered rhymes’) became a primary canon- 

ical text in the Renaissance (Petrarch 1980). Henry Howard, Earl of Surrey 

and Sir Thomas Wyatt were the first to introduce the sonnet into English in the 
early sixteenth century. In the Petrarchan or Italian sonnet the first eight lines 

describe a specific situation or problem and the last six provide a commentary 

on it or a solution. Most of Wyatt’s finest poems are translations or imitations 
of Petrarch’s sonnets but with three quatrains and a concluding couplet. In 

Wyatt’s Sonnet 11, “Whoso list to hunt’, the speaker complains, “Yet may I by 

no means my wearied mind / Draw from the deer, but as she fleeth afore / 

Fainting I follow. Punning on the word ‘deer’, Wyatt tells the reader about his 
problem, which is unrequited love for a particular woman, and then comments 

on it, noting that there is no point pursuing her because 

... graven with diamonds in letters plain 

There is written her fair neck round about: 

‘Noli me tangere for Caesar’s I am, ; 

And wild for to hold though I seem tame. (Wyatt 1978: 77) 

Wyatt served in the court of Henry VIII and it is thought by some that the 

woman being written about in this sonnet is Anne Boleyn, Henry’s mistress 
and later his wife. 

The anti-Petrarchan tradition 

Petrarch’s influence was pervasive but towards the end of the sixteenth century 
his poetry had come to be perceived as rather old-fashioned and there was a 

firmly established anti-Petrarchan tradition. Shakespeare’s sonnets in praise of 

dark beauty are part of that tradition and, unlike Petrarch’s clichéd verse, 

contain protestations of a very sincere love. You will notice that Shakespeare 

undermines what the reader expects to hear about his love object by refusing 
to describe her in traditional ways. For example, in Sonnet 130 Shakespeare 

refuses to describe his lady in terms of the religious hyperbole adopted by 
Petrarch by denying that she is any kind of ethereal creature: ‘I grant I never 
saw a goddess go; / My mistress when she walks treads on the ground. But 
despite his refusal to flatter her — indeed perhaps because of it - Shakespeare's 
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poem is more heartfelt. To him she is exceptional: ‘I think my love as rare’ — 
and here he takes a swipe at the Petrarchan conventions of false flattery — ‘As 
any she belied with false compare. Petrarch’s overworked clichés are replaced 
with something heartfelt and sincere. 

Spenser’s Faerie Queene 

The adoption and adaptation of older forms is evident also in Edmund Spens- 
ers Faerie Queene, the first three books of which were published in 1590 
(Spenser 2001). The poem is an epic (see Epic) but Spenser adapts this classi- 
cal form so that he can present himself as a kind of English Homer, telling 
stories of heroic confrontations with monsters and witches but, crucially, in a 
Christian context and in the English language. Although it is likely that he was 
influenced by his Italian sources, Ludovico Ariosto’s Orlando Furioso and 
Torquato Tasso’s La Gerusalemme Liberata, Spenser used an entirely original 
verse form: the Spenserian stanza. The Faerie Queene is an allegorical poem, 
which means that it has hidden meanings behind the obvious story being told. 
As a Christian poet, Spenser begins his epic poem with a focus on Holiness, 

which is the overall theme of Book 1. Given England’s break with the Roman 
Catholic Church, many critics have interpreted this book as an allegory of 

Protestant England's fight against Roman Catholicism. There is a certain irony 

in Spenser using Italian (and thus Catholic) sources to construct a Protestant 
epic for an English readership but, as we have seen, it was usual in this period | 

for writers to reshape older forms and thus make them speak in fresh ways to 
their readers. 

Renaissance theatre: Shakespeare and his contemporaries | 

The sixteenth century saw the first purpose-built theatres in England since the 
time of the Romans and they echoed the open-air circular style of the Roman 

amphitheatres. These amphitheatres were all in London and included the Rose 
(1587), the Swan (1595) and the Globe (1599). Both kinds of theatre were 

open to the public, although the considerably higher cost of entrance to the 
indoor theatres kept out all but the middle and upper classes. Before the emer- 

gence of the open-air theatres drama was performed either on makeshift stages 
built in public places such as the town square or in large private houses or 

public buildings which usually served another purpose. Plays available to the 

public — morality plays, mystery plays and miracle plays — were religious and 
didactic in nature whilst Latin plays, interludes and masques were performed 

in great houses or the universities. 
We have seen the importance of patronage and gaining influence at court 

but this pertained to published literary works only. The emergence of profes- 

sional playing companies and professional dramatists meant that a writer need 
worry only that his play would appeal to the theatre-going public who paid to 
see it. William Shakespeare was not a courtier, nor was he an aristocrat, but he 
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wrote plays that the public wanted to see and thus he proved a successful play- 

wright; the professional theatre was a market and the principles of the 
marketplace — most importantly, supply and demand - dictated literary success 
or failure (see Marxism). Like his contemporaries, Shakespeare made use of 
classical and Italian source material: for example, Titus Andronicus is indebted 
to Ovid’s Metamorphoses, The Comedy of Errors to the comedy Menaechmi by 
the Roman dramatist Plautus, and The Merchant of Venice to an Italian collec- 
tion of stories called Il Pecorone, meaning ‘the big sheep’, or ‘dunce’ (Shakespeare 
1988: 125, 257, 425). In the sixteenth century Shakespeare wrote a prolific 

number of comedies, tragedies and histories and he continued writing plays, 

including some in collaboration with other dramatists, until his death in 1616. 

William Shakespeare's plays remain popular but his contemporary play- 
wrights are unfairly neglected, amongst them Thomas Kyd, Christopher 

Marlowe, Francis Beaumont, John Fletcher and Thomas Middleton. It is not 

possible here to trace the achievement of all Shakespeare's sixteenth-century 

dramatic contemporaries so Marlowe will serve as an example. In the 1590s 
’ Marlowe offered real competition to Shakespeare and was, in fact, already an 

established name when Shakespeare was just beginning to make his mark. 
Marlowe differed quite markedly from Shakespeare: he was university 

educated and had a reputation for religious and sexual radicalism. It is difficult 

not to be influenced by Marlowe's biography when seeing or reading his drama 

because, like the man himself, his plays are exciting, challenging and, even 

(perhaps especially) today, have the ability to cause controversy: the anti-hero 

Tamburlaine claims he is known as ‘the scourge and wrath of God’ (Marlowe 

1981: part 1, 3.3.44) and burns a copy of the Koran on stage (Marlowe 1981: 

part 2, 5.1.171-84), whilst in Dr Faustus the devil takes Faustus’s soul in 

exchange for worldly power (Marlowe 1993). It is difficult to know whether, 
had he lived longer and written more plays, Marlowe would today present a 

serious challenge to Shakespeare as the best known and most admired play- 

wright of the sixteenth century. It is arguable, however, that, like Ben Jonson, 

whose best plays were written and staged in the seventeenth century, his 

tendency to display classical learning, in particular his repeated use of Latin, 

would appeal less to a modern audience than Shakespeare’s ability to present 
the erudite in a more accessible manner and without apparent effort. 

Summary 

The sixteenth century saw a rebirth of classical models and an appropriation of 

Italian forms but with a focus on reshaping them for an English-speaking, Prot- 

estant audience. Classical influence was also apparent with the building of 
England's first theatres since Roman times but, crucially, the plays written and 

performed in these spaces were English. The invention of the printing press 

saw a significant rise in the availability of printed books and, later in the 
century, literary dissemination shifted from the insular and privileged Court to 

the public stage, where success was dictated not by birth, wealth or 
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connections but by the market. These phenomena indicate a democratization 
of literary and dramatic art, just as there had been a democratization of the 
Bible via its translation from Latin into English. Although literary works, even 
those written in English, were still only available to the educated minority who 
could read, the plays of Marlowe, Shakespeare and others were available to all. 

The sixteenth century: sample syllabus 

Week 1 An introduction to the major events of the Renaissance 
Week 2 More’s Utopia: manifesto or satire? 

Week 3 Sidney's Apology for Poetry: theories of literature 

Week 4  Castiglione’s The Courtier: theories of manners 

Week 5 Sonnets by Petrarch: traditions of romantic love poetry 

Week 6 Sonnets by Shakespeare: challenging traditions 

Week ?_ The Faerie Queene Book 1: allegory and holiness 

Week 8 The Faerie Queene Book 3: allegory and chastity 

Week 9 The Merchant of Venice: Shakespeare’s sources (1) 

Week 10 The Comedy of Errors: Shakespeare's sources (2) 

Week 11 Marlowe's Dr Faustus: Shakespeare's contemporaries and tragedy 

Week 12 Jonson’s The Alchemist: Shakespeare’s contemporaries and comedy 
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The seventeenth century (Year 2) 

Hugh Adlington 

The seventeenth century is a golden age in the history of English literature. 

From the glories of Shakespeare's great tragedies to the stunning achievement 
of Milton’s Paradise Lost (1667), the era oozes a literary confidence and ambi- 

tion that few other periods can match. But the centrality of the seventeenth 

century in any degree course in English literature is not only due to the bril- 

liance of particular plays or poems. It is also due to the fact that the world 
changed beyond recognition between 1600 and 1700, in politics, religion, 

society, art and knowledge itself. Fierce battles for political power and religious 
freedom broke out in the civil wars in Britain (1642-8), and in the Thirty 

Years’ War in continental Europe (1618-48). Bold new ideas in astronomy, 
medicine, philosophy and economics — pioneered by famous names such as 
Galileo, Newton, Harvey, Descartes and Bacon — overturned centuries-old 

customs and traditions. Technology spurred a host of advances: the printing 
press widened access to knowledge; the compass aided exploration and colo- 

nization; improved farming methods and better sanitation (after the Great 

Plague of 1665) led to a surge in population. Each of these seismic changes left 
its imprint on the English literature of the period; each contributed to the 

verbal energy, stylistic variety and lightning wit characteristic of seventeenth- 

century writing. 

How much of this can you expect to cover in a 12-week course? Not very 

much, is the short answer. But for a more tangible sense of what to expect, see 

the sample syllabus at the end of this chapter. In what follows, you will be 
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introduced to some of the most important authors, works and topics dealt 
with on that syllabus. A list of further reading is intended to guide your inde- 
pendent study. 

Jacobean and Caroline drama 

From the outset of your course, you will consider how broad cultural trends 
are reflected in particular literary genres (or ‘kinds’). One of the most impor- 

tant of these genres is Jacobean drama (see DRaMa). Through close study of 

the language and structure of plays such as Shakespeare’s The Tempest (1611) | 

and John Webster’s The Duchess of Malfi (1614), you will discover a defining | 

characteristic of the drama of this period: namely, a persistent fascination with 
what it means to be human, and an equally persistent inquiry into the value 
and limits of verbal art. “You taught me language, Caliban retorts to Prospero 

in The Tempest, ‘and my profit on't / Is I know how to curse’ (Shakespeare 
1999: Lii.364-S). Other kinds of values and limits are also being tested in 

these plays. Inspired in part by accounts of sea voyages to the newly established 

colonies in America (‘The New World’), The Tempest is as much an exploration 
of old and new habits of thought as it is of a particular place on a map. 

Similarly, in The Duchess of Malfi Webster’s brilliant poetry plumbs the 

depths of human immorality in an exposé of avarice, lust and cruelty. Webster’s 
bold heroine refuses to submit to male authority, and is brutally murdered as a 

consequence. Thus Webster’s play satisfies his audience's taste for both lurid 

violence and moral courage. And, most characteristic of Jacobean drama, the 

threat of divine retribution hangs over all: “Other sins only speak; murder 
shrieks out: / ... blood flies upwards, and bedews the heavens’ (Webster 1972: 

IV.ii. 260-2). If you have read or seen Christopher Marlowe's tragedy Dr 
Faustus (1604), you may recognize here an echo of the doomed Faustus’s 

despairing cry, ‘O I'll leap up to my God! Who pulls me down? / See, see | 
where Christ’s blood streams in the firmament!’ (Marlowe 1989: 13.71-2). To 

recognize such echoes is to begin to appreciate the ways in which authors | 
imitated one another in the period, when the concept of authorial virtuosity 

lay as much in the skill of adaptation and translation, as in what we might | 

understand today as ‘originality. i 

Lyric poetry: Donne and Herbert 

Following Jacobean drama, many courses look at another of the period's great 

literary achievements: lyric poetry (see Lyric). In the 1590s, poets such as Sir 

Philip Sidney, Edmund Spenser and Shakespeare had written sequences of 

14-line sonnets, drawing on classical and Italian poetic models (such as 

Petrarch), and dealing chiefly with the topics of love, death and literary fame. 

In the early seventeenth century a new kind of poetic voice emerged. Collo- 

quial, ardent and fiercely intelligent, poems by John Donne such as “The Sun 

Rising’, “The Canonization’ and “To His Mistress Going to Bed’ captivated 
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readers with their frank expressions of desire: “For God’s sake hold your 
tongue, and let me love’ (Donne 1994: 10); and equally candid outbursts of 

hate: ‘and since my love is spent, / I’had rather thou shouldst painfully repent, 
/ Then by my threatnings rest still innocent’ (1994: 44). 

Donne is especially renowned for his use of elaborate images, or conceits, 

to cast fresh light on familiar situations. One of the most well-known examples 

comes in ‘A Valediction: Forbidding Mourning’, in which separated lovers are 
compared to the two legs of a pair of compasses. Later poets such as John 

Dryden and Samuel Johnson gave the name of ‘metaphysical poetry’ to this 

tendency for far-fetched comparison, and a number of other seventeenth- 

century poets, such as Richard Crashaw, Thomas Carew and Henry Vaughan 

are often described in such terms. Donne and these poets are also known as 
‘metaphysicals’ due to their preoccupation with religion, and, in particular, 

with their use of erotic imagery to imagine human relations with God. In one 

of Donne’s most notorious holy sonnets, ‘Batter my heart’, the poem's speaker 

goes so far as to plead for God to ‘break, blow, burn’ his reason, and to enact a 

kind of spiritual possession: ‘Except you enthral me, never shall be free, / Nor 
ever chaste, except you ravish me’ (1994: 348). 

In studying the religious poetry of the period, you will be certain to 

encounter George Herbert’s unique collection of poems, The Temple (1633). If 
Donne's depictions of relations between male and female, and between man 
and God, shock us by their violent intensity, Herbert is the poet who speaks 
most profoundly and resonantly about spiritual doubt and consolation: ‘I 

struck the board, and cry’d, ““No more. / I will abroad”’ (Herbert 2007: 526). 

The poems in The Temple are astonishing for their formal innovation (every 
poem’s stanza form or versification is in some way.unique), and notable for 
their passionate avowal of a purity of poetic style, stripped of rhetorical 

ornamentation. 

New genres: the country-house poem and court masque 

Following study of lyric and religious poetry, it is likely that you will be intro- 
duced to writing specifically by women. Spiritual diaries, prayers and 

devotional literature were some of the few acceptable areas of writing by 

women in the male-dominated culture of the period. In particular, you will 

probably encounter Aemilia Lanyer, whose poem “The Description of Cooke- 

ham’ (1611) inaugurated the minor genre of English ‘country-house’ poems. 
‘Cooke-ham is an elegiac celebration of the crown estate of Cookham in Berk- 
shire, a place where Lanyer had enjoyed the hospitality of the Countess of 

Cumberland. Lanyer’s poem is particularly notable for its focus on the virtues 
of Cookham’s female community, and as such the poem touches on a number 
of the most urgent ideological conflicts in the period: country vs. city, male vs. 
female, feudal vs. monetary land ownership. Other important female writers 
you are likely to encounter in the period 1603-40 include Elizabeth Cary, 

Mary Wroth and Rachel Speght. 
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The most important country-house poem written by a male author in this 
period is Ben Jonson's “To Penshurst’ (1616). A prolific writer of plays, poems 
and prose, Jonson made one of his most distinctive literary contributions in 
the genre of the court masque. Performed at the courts of James I and Charles 
I, works such as Jonson's ‘Masque of Blackness’ (1605) and ‘Pleasure Recon- 
ciled to Virtue’ (1618) were lavish theatrical performances involving song, 
dance, ingenious stage machinery and the participation of courtiers themselves 
(as dancers). Highly symbolic in nature, referring extensively to Roman and 
Greek myths and legends, and virtually always performed in celebration of 

royalty, masques were firmly a part of elite culture (as opposed to popular plays | 

performed at London theatres such as The Globe or The Rose). Nevertheless, | 

masques still reveal much about the mentality of the age, particularly in their | 

explorations of the function of art and dramatization of abstract concepts such 
as truth, beauty and virtue. 

Literature and politics: cavalier poets 

With the victory of the parliamentary forces in the civil wars of the 1640s, the 
predominant themes of royalist writing of the period are of defeat, exile and 
loss. And yet in the poems of the so-called ‘cavalier poets’ such as Robert 

Herrick, Edmund Waller or Abraham Cowley, you can expect to find such 

themes concealed beneath a witty celebration of sociable pleasures. At first 
sight, poems such as Herrick’s “‘Corinna’s Going A-Maying’ and Waller’s ‘Song 

(‘Go, lovely rose!’)’ seem to have little to do with politics. Yet the delight they 

take in sensual pleasure and in time-honoured rural customs and festivities 
(many of them pre-Christian in origin), are an implicit rebuke to Puritan disap- 
proval of anything that distracted from the worship of God (parliament closed i 
the theatres between 1642 and 1660 because plays were thought to encourage | 
immorality and vice). Cavalier poetry, therefore, is only superficially licen- 

tious: at a deeper level it reinforces traditional concepts of absolute monarchy 

and aristocracy, the virtues of obedience and duty, and an established state 
church. With the restoration of Charles II in 1660, royalist poetry and its 
stylistic hallmark the heroic couplet once again became the predominant 
fashion in court literature of the period, with poems by John Wilmot, Earl of 

Rochester proving some of the most lasting and most outrageous. 

Epic poetry: John Milton’s Paradise Lost 

At some point in any course on seventeenth-century literature you will study 
what is perhaps the greatest single work of the period, John Milton's epic poem 
Paradise Lost (see Epic). Milton’s poem is over 10,000 lines long and deliber- 
ately aims to emulate and surpass the great epic poems of antiquity, such as 

Homer's The Iliad and Virgil’s The Aeneid. Milton’s poem retells the biblical 
story of the creation of the world and the temptation of Adam and Eve by the 
serpent in the Garden of Eden. Milton's ambition is dizzying: his stated aim is 
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to ‘justify the ways of God to men’ (Milton 2007: 1.26). As well as being a reli- 
gious drama, however, the poem is also a political one. Milton was a committed 

supporter of the republican cause, and in the heroic status given in the poem to 
Satan, leader of the rebellion against God, it is tempting to see a contemporary 
parallel with Cromwell’s defiance of Charles I: “Will ye submit your necks, and 

choose to bend / The supple knee? Ye will not, if I trust / To know ye right’ 
(2007: V.787-9). Yet the poem is also a domestic drama, in which the love and 

marriage of Adam and Eve takes centre stage. And unlike other epics, such as 
The Aeneid and Spenser’s Faerie Queene — which serve to explain and glorify a 
nation’s history and purpose — Paradise Lost dares to provide an account of the 

origin of the human race itself. The epic’s powerful blank verse poetry, monu- 
mental drama and profound learning proved an inspiration and challenge to 

generations of succeeding poets and critics, including Dryden, Samuel 

Johnson, William Blake and Percy Shelley. 

Civil war and restoration: parody and politics 

Following Paradise Lost, you can expect to be introduced to Restoration litera- 
ture more broadly. The new emphasis in this period on classical poetic models 
is advertised in the title of Andrew Marvell’s ‘An Horatian Ode: Upon Crom- 

well’s Return from Ireland’, written in about 1650, but not published until 

1681. Marvell’s ode is notable for its even-handed portrayal of both Cromwell's 
victory over the Irish after the execution of Charles I, and its admiration for 

Charles’s courage on the gallows: ‘He nothing common did, or mean, / Upon 

that memorable scene’ (Marvell 2007: 276). You can expect to study this 
poem both for its important and subtle reflection of political currents in the 
period, and for the formal emphasis it places on the ‘classical values of balance 
and proportion, the watchwords of the new literary era. 

In this period you are also likely to encounter one of the most important 

poems of a new genre: John Dryden’s Mac Flecknoe (1682), the instigator of a 
type of satire known as mock-epic (see SATIRE). The target of Dryden’s satire 

here is Thomas Shadwell (1640-92), a minor playwright who considered 
himself a worthy successor to Ben Jonson as a writer of comedies. Through 

parodic imitation of the solemn tone of epics such as The Aeneid and Paradise 
Lost, Mac Flecknoe is a wickedly funny denigration of Shadwell’s hubris, poetic 

ability, and literary and political opinions. In its skilful use of heroic couplets 

(two consecutive rhyming lines in iambic pentameter), Dryden’s poem exem- 
plifies the Restoration combination of correctness of method with quickness 

of mind, or wit: ‘Shadwell alone, of all my sons, is he / Who stands confirmed 

in full stupidity’ (Dryden 2007: 131). 

Seventeenth-century prose 

At some point, your course is also likely to consider the seventeenth-century 
revolution in the status and style of English prose. Traditionally considered 
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inferior to poetry, prose benefited in the period from a number of factors. Sir 
Francis Bacon's grand plans for a thorough reconsideration of all human 
knowledge, proposed in works such as The Advancement of Learning (1605), 

called for a new plainness and utility in prose style, influenced by the aphoris- 

tic prose styles of Roman writers such as Seneca and Tacitus. Bacon's Essays, 

first published in 1597, also initiated a new prose form in English, drawing on a 

wide range of classical and medieval authors to offer counsel for the successful 
conduct of life. At the same time, English prose was enriched by the massive | 
influence of the Authorized Version of the Bible (AV). The AV popularized a 

scriptural prose style, characterized by phrasal parallelism and incantatory 
prose rhythms: ‘I cried unto the Lord with my voice; with my voice unto the 

Lord did I make my supplication’ (Psalm 142.1). Unlike Baconian prose style, 
which conforms to our modern notions of sentence structure and punctua- 

tion, the scriptural style adhered to what was known as the ‘periodic’ or 
‘rounded’ style, in which lengthy, meditative passages of prose are subdivided 
by commas and colons. Perhaps the most famous exponent of periodic prose 

style in the seventeenth century was Sir Thomas Browne. Works such as 

Browne’s Religio Medici (1643) revel in intricate, interwoven coils of language 
and thought, which lend themselves to philosophical speculation: ‘I love to 

lose myself in a mystery, to pursue my reason to an O altitudo!’ (Browne 1968: 

14). 
Other important prose genres that you may encounter include history, 

biography and religious prose (e.g. sermons, devotions and meditations, and 

religious tracts). Prose fiction remained in embryo in the period, although 
Aphra Behn’s Oroonoko (1688) transformed earlier romances into a remarka- 

ble fictional protest against the slave trade, and John Bunyan’s The Pilgrim's | 

Progress (1678), an allegory that takes the form of a dream by the author, i 

proved to be fabulously successful with a popular audience (see THE NovEL). i 

Summary 

This essay has offered just a brief glimpse of the ‘infinite riches in a little room’ | 

that is seventeenth-century English literature. A number of ideas recur i 

throughout the literature of this period. Some of the most important of these | 

include: 
> the purposes of writing: for patronage; to induce virtue; to persuade; 

> the kinds of writing: how literary genres evolve (including the emergence 

of new forms such as the court masque, country-house poem, mock-epic 

and prose essay); 

> concepts of literature: that it should imitate, translate and adapt previous 

literary forms, rather than strive for pure ‘originality’; 

gender: the emergence of women writers in the period; 

» literary contexts: politics (civil war and Restoration); religion (Reforma- 

tion debates over the nature of man’s relation with God); travel, exploration, 

Vv 
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colonization; increasing literacy; textual transmission by manuscript and 

print; 
> shift in worldview: from gods, monsters, witches and angels (Spenser, 

Shakespeare, Milton) to scientific empiricism and mechanical materialism 

(Hobbes, Newton, Locke). 

The seventeenth century: sample syllabus 

Week 1 Introduction: major texts and contexts of the seventeenth century 
Week 2 Shakespeare's The Tempest: drama for a new world 

Week 3 Webster's The Duchess of Malfi: Jacobean revenge tragedy 

Week 4 Lyric poems by John Donne: sacred and profane 

Week 5 Religious poems by George Herbert: formal innovation 

Week 6 Lanyer’s ‘The Description of Cooke-ham’: the country-house poem 

Week ? Jonson’s Pleasure Reconciled to Virtue: court masque 

Week 8 Herrick, Waller, Cowley: cavalier poets 

Week 9 Milton’s Paradise Lost, Books | & Il: biblical epic 

Week 10 Marvell's ‘An Horatian Ode’: political poetry 
: Week 11 Dryden’s Mac Flecknoe: mock-epic 

Be Week 12 Bacon, Browne, Bunyan: seventeenth-century prose 
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The eighteenth century (Year 3) 

Bill Overton 

Introduction 

The eighteenth century long languished as the Cinderella of English literary 
studies, all the more neglected because her siblings are not ugly. Her closest ! 

elder sisters, Renaissance and seventeenth-century literature, have more than | 

kept their attractions, while her younger sisters - Romantic, Victorian and | 

twentieth-century literature — have always proved seductive. But, though no | 

Prince Charming has arrived to transform her from put-upon to princess, a i 
host of other helpers have finally brought her to the ball. Part of Cinderella's | 

problem has always been her dress. The various garments she has worn have 
never fitted very well. If measured in dates, 1700-1800 seems accurate but is 
too tight at one end and too loose at the other. For this reason, she is often 

called ‘the long eighteenth century’ and given a larger size, from 1660 to 1780 

or even 1800. Though the effect is rather tent-like, it gives plenty of room. But 
the style has often been wrong, too. “Ihe Age of Reason’ is far too sensible, 

“The Augustans’ too classical. Worse still, both clash with other costumes she 

has had to wear, “The Age of Sensibility’ and “The Enlightenment’ among them. 
Instead, the scholars and critics who have helped bring out her natural quali- 
ties have worked hard to identify what these really are. The way in which they 
have done this most successfully has been through close study of the different 
forms of writing in the period. 

Novels and other narratives 

One reason why the eighteenth century is an exciting period to study is that it 

was from about 1680 to 1750 that what we now know as ‘the novel’ became 
established. A further reason is that recent critics have shown that women 
writers played an important part in this. The standard account, stemming espe- 
cially from Ian Watt’s The Rise of the Novel, is that the English novel began with 
Daniel Defoe, Samuel Richardson and Henry Fielding. Thanks to such books 
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as Jane Spencer's The Rise of the Woman Novelist, the role of women writers, 

among them Aphra Behn and Eliza Haywood, is now much better recognized. 

At the same time, studies including Michael McKeon’s The Origins of the English 
Novel 1600-1740 and Brean Hammond and Shaun Regan’s Making the Novel 
have made the definition of what a ‘novel’ is, or was, much more subtle and 

inclusive. Yet the new form — the word itself means ‘new thing’ — took root at a 
time when many older kinds of narrative were still current, so the subject is 
more complex and inviting still if the term is stretched to include prose narra- 
tive in general. Such a move makes sense, because many examples of these 

other types of narrative are so interesting. They include travel narratives and 
criminal (auto)biographies, which fed into Defoe’s Robinson Crusoe (1719) 
and Moll Flanders (1722) respectively; prose satires such as Jonathan Swift's 

Gulliver's Travels (1726) aimed in part at the kinds of new thing represented by 
Crusoe; oriental tales such as The Arabian Nights (1704-17), translated from a 

version in French; and works such as Olaudah Equiano’s Interesting Narrative 

(1789), which is now understood as a slave narrative and which blends autobi- 

ography, travel writing and abolitionist campaigning with a type of spiritual 
autobiography known as the conversion narrative. Works of these kinds, and 
others, rubbed shoulders with the novel, both influencing it and, in turn, influ- 

enced by it. Paula Backscheider and Catherine Ingrassia’s Companion to the 

Eighteenth-Century English Novel and Culture demonstrates the variety of narra- 

tive culture at the period. 
Those studying the eighteenth-century novel need, then, to be aware of its 

range and complexity. This includes romances such as those by Eliza Haywood 
early in the period — for example, her lively and entertaining Love in Excess 

(1719-20) — and, later on, gothic fiction, originated in 1764 by Horace Walpo- 

le’s The Castle of Otranto. A good reason for reading works now understood as 
novels alongside examples of other and older narrative forms is that this helps 
understanding of how the novel developed. Another is that it enables the new 
form to be defined more clearly. A key criterion for Ian Watt, in The Rise of the 

Novel (1957), was ‘formal realism’, and, although ‘realism’ is a slippery term 

that begs various questions, it has its uses. Eighteenth-century novels on the 

whole aimed at a closer representation of contemporary life than other narra- 

tive forms, they did so in more everyday language, and, in order to suggest that 

they were authentic, they often employed such devices as a first-person narra- 

tor or a collection of apparently genuine letters. For this reason, it is especially 

important in studying them to analyse the kinds of language they use and their 
narrative methods. It is, for instance, instructive to compare Swift’s first-person 

narrator in Gulliver's Travels with Defoe’s in Robinson Crusoe, and Behn’s in 

Oroonoko (1688) with both; to examine how third-person narrative works in 
Sarah Fielding’s Adventures of David Simple (1744, 1753) and her brother 
Henry's Tom Jones (1749); and to trace Richardson's development of the novel 

in letters from Pamela (1740-41), dominated by a single correspondent, to 
Clarissa (1748-49), which has many. Epistolary fiction is particularly 
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significant because, following the development of the Post Office, founded in 
1660, and the general expansion of trade and communications, the eighteenth 
century was the great age of the letter. In Britain it was the most popular narra- 

tive form for much of the 1770s and 1780s. Tobias Smollett wrote The 
Adventures of Humphry Clinker (1771), which is a sort of satirical travel narra- 
tive, in the form of letters, and Frances Burney told a famous half-truth in 

pretending to be writing letters when composing her first novel, Evelina 
(1778), which is also epistolary. 

‘The varieties of narrative form are so rich, not only in the eighteenth but 
also in other centuries, that advanced study requires more accurate terms than 
those such as ‘first’ and ‘third-person’ in the paragraph above. It is important, 
for example, to be able to distinguish between different kinds of personal and 

impersonal narrators (the terms I prefer), as when comparing Behn’s narrator 
in Oroonoko with Robinson Crusoe, or those of the two Fieldings in The Adven- 

tures of David Simple and Tom Jones as already mentioned — or even those in 

Tom Jones and a later novel by Henry Fielding, Amelia (1751). Similarly, the 

amount of dialogue — the representation of direct speech — and its distribution 
is significant in any narrative text. So too is what Gérard Genette describes as 

‘focalization, a much more precise and productive term for studying what 

older theories of narrative call ‘point-of-view’ (1980: 185-94). In an imper- 

sonal narrative, for instance, it makes a difference if some characters are allowed 

to focalize and not others; and in personal narratives it makes a difference if the 

story is focalized from a time soon after or long after the events took place. For 
this second distinction, which can determine the whole effect of a narrative, F. 

K. Stanzel introduced the terms ‘experiencing self’ and ‘narrating self’ (1984: 
80-83). It is worth applying these to novels by Defoe among others, including 

epistolary novels, in which parts of the action are often narrated very soon after 
it took place — or even while it is still happening. Though advanced students 

may wish to study the works by Genette and Stanzel that originated these 
concepts, Shlomith Rimmon-Kenan provides a clear, concise and surprisingly 
comprehensive introduction to narratology in her Narrative Fiction: Contempo- 
rary Poetics. 

In studying the eighteenth-century novel, it must also be borne in mind 
that the form thrives on parody (see SATIRE). It has often been pointed out 

that, if Cervantes’s The Adventures of Don Quixote (1605, 1615) is the first 
novel, it is at the same time the first anti-novel. While Swift reacted satirically 

to Defoe, so that Gulliver’s Travels may be considered as an anti-novel in certain 
respects, so, in Shamela (1741) and Joseph Andrews (1742), did Henry Field- 
ing to Richardson's Pamela, turning himself into a novelist in the process; and 

Tom Jones delights in parody too. It was not only Fielding who looked back to 

Cervantes; Charlotte Lennox produced a female eighteenth-century counter- 
part in The Female Quixote (1752). Yet the most systematically parodic of all 

novels of the period is Laurence Sterne’s The Life and Opinions of Tristram 

Shandy (1759-67), deeply imbued in ancient satirical traditions but, as the 
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first English anti-novel, astonishingly up to date. It can stand on its own as an 
example of why study of this period is so exciting. 

Poetry 

Although the novel is now the dominant literary form, in the eighteenth 
century it was considered, if considered at all, as a mongrel and an upstart. The 

most prestigious literary form, though it rarely paid well, was poetry. It would 
be a mistake, however, to assume that eighteenth-century verse is characteristi- 

cally pretentious or remote. During the past 20 or so years, the work of Roger 

Lonsdale and others has brought to light just how lively and various much of it 

is. Lonsdale set himself the task of reading all the verse published in the century 
as far as he possibly could, and from this huge mass of material he compiled 

two anthologies that are often, and rightly, termed groundbreaking: The New 

Oxford Book of Eighteenth-Century Verse and Eighteenth-Century Women Poets: 
An Oxford Anthology. These collections make clear that people at all levels of 
society wrote verse, and that they did not always do so for publication but for 

their own amusement and that of their friends and acquaintances. They strik- 

ingly juxtapose poems and verse extracts from such canonical writers of the 

period as Alexander Pope, Thomas Gray and Samuel Johnson with work by 

women writers, labouring-class writers of both sexes, and now all but anony- 

mous figures who had something interesting to say and expressed it vividly or 
inventively in verse. Other scholars have extended Lonsdale’s research, so that 
it is now much easier to read neglected verse of the period. 

Just as the study of narrative requires adequate analytical concepts and 

terminology, so does that of verse. This is all the more important with eight- 

eenth-century poetry because it often either follows or, more interestingly, 
adapts, varies or turns upside down one or more formal or generic conven- 
tions. Formal conventions have to do with the way a poem is written — for 
example, the choice of verse form and the way that form is used. Different 

verse forms tended to have different functions and implications, so that epics 

(including translations) and poems on serious subjects in general are typically 

in closed pentameter couplets, while tetrameter couplets are more frequent in 

light or occasional verse, and hymns and songs are often in various kinds of 

quatrain. Blank verse, established by Milton’s Paradise Lost (1667, 1674) as a 
proper medium for verse narrative as well as drama, was also used for poems 

on serious subjects, as by James Thomson in The Seasons (1726-48), though it 

could be turned to parody or pastiche, too, as in John Philips’s The Splendid 

Shilling (1705). Other serious forms include the Pindaric ode, occasionally 

parodied as well. It is not just the choice of a particular verse form that is 
important, but how it is handled. In mock-epics, for example, such as Pope’s 
The Rape of the Lock (1712, 1714) or The Dunciad (1728, 1743), the closed 

pentameter couplet is adjusted in order to undermine or to produce bathos (a 
lapse into the ridiculous, in this context deliberate); while tetrameter couplets 
in anapaestic or trochaic metre are capable of quite different effects from those 
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in iambics. Open couplets, too, are more informal, and so are often used for 

occasional poems including familiar letters. 
Generic conventions have to do with different kinds of poem, such as epic, 

satire and different types of lyric. An obvious example is the mock-epic, which 
applies epic ways of writing to such unworthy subjects as the theft of a lock of 

hair or, in The Dunciad, the triumph of stupidity. But there were also accepted 
styles and protocols for writing all sorts of other poem, from epigram to pasto- 

ral and panegyric (a poem of praise, common in a period when it could earn 
the writer money or favour). In the introduction to his anthology English | 
Augustan Poetry, Paul Fussell gives thumbnail sketches of no fewer than 20 
examples of what he calls ‘the eighteenth-century genre system’ (1972: 7-13). | 

These include not only the genres already mentioned, but also the moral narra- 
tive or fable, the essay and the inscription; and as many as seven are mock 

forms, including travesties not only of epic but ode and elegy. This is significant 
because it shows poets of the period adapting old forms to new subject matter, 
such as pastoral to the city (as in Swift’s ‘Description of a City Shower’ [1710] 

or John Gay’s Trivia [1716]), and also because it highlights their inventiveness 

and often too their playfulness. For instance, in the 1720s Lady Mary Wortley | 

Montagu produced two heroic epistles about contemporary scandals, ‘Epistle | 
from Arthur Glra]y to Mrs M[urraly’ and ‘Epistle from Mrs. Y[onge] to her | 
Husband’ Conventionally, this type of poem is written by a male author but 

presents a woman from legend or history writing to the lover who has aban- | 
doned her. Wortley Montagu’s break the rules not only in dealing with events 

in the present but also in that they are satirical, and ‘Arthur G[ra]y’ goes further ! 

in that its supposed writer is a man. The Blackwell Companion to Eighteenth- 
Century Poetry, edited by Christine Gerrard and produced in part to 
complement Eighteenth-Century Poetry: An Annotated Anthology, is a guide to 
virtually all of the various forms and genres in the period, as well as to some | 
key writers and poems. Another excellent detailed introduction to the subject 
is English Poetry of the Eighteenth Century 1700-1789, by Gerrard's co-editor 
for the Anthology, David Fairer; and Paula Backscheider’s Eighteenth-Century 
Women Poets and their Poetry is a very wide-ranging study of poetry by women 
of the period. 

Drama and theatre 

While the most stimulating developments in eighteenth-century literary criti- 
cism have taken place in studies of the novel and other prose narrative forms, 

and, more recently, of poetry, drama of the period also has a lot to offer. It is 

divided, however, by the fissure produced by the Stage Licensing Act of 1737, 

which required all plays to be submitted for pre-production censorship and 

which, astonishingly, was not repealed until 1968. Until 1737, it was possible 

to produce satirical drama and serious political plays. Afterwards, dramatists 

had to steer clear of risky or sensitive subjects, so that the kind of drama that is 

considered most characteristic of the later eighteenth century is comedy of 
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manners, as in Oliver Goldsmith's She Stoops to Conquer (1773), and Richard 

Brinsley Sheridan’s The Rivals (1775) or The School for Scandal (1777). As a 

result, later eighteenth-century drama is comparatively neglected. While 
students of Restoration drama, especially Restoration comedy, are well served 
by anthologies and secondary sources — among them Deborah Payne Fisk's 
Cambridge Companion to English Restoration Theatre (2000), and Susan J. 
Owen's Companion to Restoration Drama — there are no comparable works for 

the later part of the period. This emphasis is unfortunate, for it disguises the 
fact that much more was happening in later eighteenth-century theatre than 
light comedy. Tragedies, often centring on a suffering, victimized woman, 

continued to be popular, but other forms, such as tragicomedy, farces and 
afterpieces, flourished and music often played a key part, especially in ballad 

operas, inaugurated by Gay’s The Beggar’s Opera (1728), and, later, in comic 

operas such as Sheridan’s The Duenna (1775). 

The importance of theatre to later eighteenth-century culture is suggested 

by Gillian Russell, who points out that, by the early nineteenth century, ‘there 

were over three hundred licensed theatres in Great Britain and Ireland’ (2004: 

100), as compared with a handful a hundred years earlier. Russell goes on to 

remark that ‘the networks of exchange in personnel, repertoire, and finances 

between the theatres of North America, the West Indies, the Cape Colony, 

India, and Australia, paralleled the networks of colonial trade, producing a 

recognizable and transportable category of British cultural identity’ (2004: 

100-1). Plays from the Renaissance and Restoration continued as part of the 

theatrical culture, though the politer tastes of the period led to much bowdleri- 

zation of Restoration comedy in particular; and it was in the 1760s that 
Shakespeare became definitively established as the national bard. This, too, 

was the period in which a structure known as the proscenium arch stage, sepa- 
rating performers from audience, became the norm for theatres, a norm that 
has become old-fashioned only within the last 40 years. A further anticipation 

of later developments is the star system, which effectively began with the career 

of David Garrick (1717-79), and continued through others including the 

Kemble family, especially Sarah Siddons (1755-1831) and her brother, John 

Philip Kemble (1757-1823). Richard Bevis’s English Drama: Restoration and 
Eighteenth Century, 1660-1789 is a very full introduction to the whole subject. 

Kinds of course 

Courses on eighteenth-century literature most often divide into three main 
types. Some are survey courses, either of the period itself or as one among 

several neighbouring periods; others focus on specific forms such as the novel, 

poetry or drama, as this chapter has done; while others still are generic or 

thematic, based on topics such as satire, or the representation of travel or 

gender. Courses that include more than one kind of writing are especially 
valuable, because they bring into play important texts that are otherwise easily 

neglected, such as Addison and Steele’s Spectator papers (1711-12, 1714), or 
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Lady Mary Wortley Montagu’s Turkish Embassy Letters, stemming from her 
stay in Turkey in 1717-18. Thematic courses create the same opportunity, 
which is crucial to study of a period in which new and hybrid ways of writing 
arose and in which many writers - Wortley Montagu, Samuel Johnson and 
Oliver Goldsmith among them - by no means confined themselves to a single 
form. It was also a great period for translations, ranging from Alexander Pope’s 
translations of Homer to The Arabian Nights, already mentioned. The mingling 

of different forms and genres, and the experimentation and innovation that 
went on within them, horrified Pope, who, in his Dunciad, deplored ‘How 

Tragedy and Comedy embrace; / How Farce and Epic get a jumbled race’ (I, 

69-70). In Pope to Burney, 1714-1779: Scriblerians to Bluestockings, probably 

the best single introduction to the literature of the period, Moyra Haslett 

presents a more generous view, emphasizing the sociability of this period’s 
writing. More specialized studies are Roy Porter’s English Society in the Eight- 
eenth Century and W. A. Speck’s Literature and Society in Eighteenth-Century 
England, both very readable and informative; while John Brewer’s The Pleasures 
of the Imagination is a rich and wide-ranging study, as stimulating as it is 

scholarly. 

Summary | 

The chief reason why studying the eighteenth century is fascinating is that it 

was during this period that much of what we now know as the modern world 
took shape. It did so through, among other factors, the industrial and agrarian 
revolutions, the massive expansion of trade and communications, the increas- 
ing concentration of people in urban areas, the growth of a reading public, the 
development of a consumer culture, and what has been described as a process 
of cultural ‘feminization’ (Eagleton 1982: 13-17; Clery 2004). Literary forms | 
of all kinds responded to these changes and were informed by them, leading to 

works that rival those of any period in their richness and vitality. If eighteenth- 

century literature still is a Cinderella, she is now on much more equal terms 

with her siblings. As a result of new approaches and discoveries over the past | 

25 or so years, there is no more exciting time to study the writing of the period. 

<i The eighteenth century: sample syllabus 

Semester 1: Narratives 

Week 1 Introduction to ‘the eighteenth century’ 

Week 2 Romance, slave narrative or novel? Aphra Behn, Oroonoko 

Week 3 Economic versus spiritual man: Daniel Defoe, Robinson Crusoe 

Week 4 Satire and narrative: Jonathan Swift, Gulliver’s Travels 

Week 5 Women and the novel: Eliza Haywood, Love in Excess 
Week 6 The novel in letters: Samuel Richardson, Pamela 

Week 7 The narrator in the novel: Henry Fielding, The History of Tom Jones 
Week 8 The philosophical tale: Samuel Johnson, Rasselas 

Week 9 Laurence Sterne, The Life and Opinions of Tristram Shandy as an anti-novel 
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Week 10 Sterne, The Life and Opinions of Tristram Shandy as a Menippean satire 
Week 11 Revisiting gender, rank and the novel in letters: Frances Burney, Evelina 

Week 12 Abolitionist narrative: Olaudah Equiano, The Interesting Narrative 

Semester 2: Poetry and drama 

Week 1 Anne Finch, Countess of Winchilsea, and varieties of eighteenth-century verse 

Week 2 Alexander Pope and mock-epic 

Week 3 Jonathan Swift and satirical verse 

Week 4 Subversions: Lady Mary Wortley Montagu and Mary Leapor 

Week 5_ Poetry at mid-century: Thomas Gray and William Collins 

Week 6 Forms of satire, forms of pastoral: Samuel Johnson and Oliver Goldsmith 

Week 7? Harking back, harking forward: Anna Letitia Barbauld and William Cowper 

Week 8 Restoration comedy reformed? William Congreve, The Way of the World 

Week 9 Restoration comedy reframed: Susannah Centlivre, The Basset-able 

Week 10 Words and music: John Gay, The Beggar’s Opera 

: Week 11 Comedy of manners (1): Oliver Goldsmith, She Stoops to Conquer 

sis Week 12 Comedy of manners (2): Richard Brinsley Sheridan, The School for Scandal 
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Romanticism and gothic (Years 1 & 2) | 

lan McCormick 

From romantic encounters to definitions 

Your first encounter with romanticism is likely to be a close analysis of a short 
poem by William Blake, John Keats or William Wordsworth. As your familiar- 

ity with romantic writing expands you are likely to pick up a sense of recurring 
themes and topics: mind, spirit, memory, rebellion, nature, sensibility, inno- 

cence, wanderers, terror, sublime (see below), beauty, fancy, imagination. 

Faced with such a variety of themes you will start to wonder how it all fits 
together. As you continue taking notes you will build up a picture of romanti- 
cism but there will also be an uneasy sense that the concept is exceeding itself. i 

Your picture of romanticism bursts its own frame and the task of defining | 

romanticism coherently and concisely appears doomed to failure. But have ! 

courage: the movement from simplicity to complexity is part of the learning 
process. Rather than being a one-stop idea, romanticism is lots of different 

things; that’s part of its appeal and part of its endurability over the last 200 

years. 
Based on your wider readings of romantic writers, you might want to argue 

that the pursuit of structure, order, fixed categories, tidy definitions and stable 

classifications works against the romantic project. In historical terms the 

romantic writings that emerged in the 1780s are sometimes cast as a rebellion 
against the values established in the previous century: a culture of rules and 

restraint; the primacy of reason and the sense of an ordered world informed by 
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scientific progress sometimes collectively known as the ‘Enlightenment’; the 
pursuit of harmony, proportion and symmetry, taken as a revival of the classi- 
cal values of Ancient Greece; the polite and mannered society of the prosperous 

middle classes. Romanticism’s ‘sensibility’ — its characteristic spontaneity, 
originality, individuality, its rebel creativity and dynamic energy refuses to 

submit to the prison-house of definition. Romanticism romanticizes itself; 
romanticism is different from itself. It is different also, but sometimes similar, 

to what came before it. There is a long critical history of disagreement on the 
meaning of ‘romantic’ or ‘romanticism. When you come to write about a 

romantic text, try to demonstrate your awareness of the variety of romantic 

writers and their writings. Avoid the one poem/one straitjacket approach. 
Ideally, compare and contrast two or more writers and provide a sense of the 
critical debate between romantic writers, and between critical approaches. The 
following section briefly outlines the most salient contours in the romantic 
landscape but notes that these are pictures bursting out of their frames; roman- 

ticism exceeds tight containment. The second part of this essay outlines the 

emergence and development of gothic writing and draws parallels with roman- 
tic contexts. 

It does not help that many of the earliest writers who are generally accepted 
as having romantic credentials seldom defined themselves as romantic, nor did 

they agree on the dating of their first emergence from history. The romantic 

‘period’ has also been difficult to limit. If the English romantic period falls 
somewhere in and between the reigns of George III (1760-1821) and George 

IV (1821-30), then anything after that can be safely categorized as ‘Victorian’ 
rather than romantic. Given the anti-royalist or at least anti-hierarchical predis- 

position of many romantics, dynastic markers are surely a perverse strategy for 

defining romanticism(s). A different strategy might take the radical ruptures of 
revolution as a starting point for romanticism. Accordingly, there are two 
pivotal dates of considerable significance: the American Revolution (1776) 
and the French Revolution (1789). A focus on these events leads us through 
the radical writing of William Godwin, Tom Paine and Mary Wollstonecraft 

(with Edmund Burke thrown in as the token political reactionary). The histori- 
cal contexts along these lines are helpful for our understanding as they 
illuminate the reading of many texts, including those that on first appearance 

are deemed to be purely aesthetic or non-referential. At the same time we 

need to build into a period-based approach to English romantic texts the 
notion of early or first-generation romantic writers and a second generation; 

the difference between William Blake, Samuel Taylor Coleridge and William 
Wordsworth, on one side; John Keats, Lord Byron and Percy Shelley, on the 
other. In this line of categorization, Coleridge and Wordsworth are presented 
as exponents of revolutionary ideals and enthusiasms that turn to disenchant- 
ment as the French Revolution moves through the period of the Terror and on 
to the hegemony of Napoleonic dictatorship. The long period of Wordsworth’s 

writing suggests also a transition through the ‘second generation’ romanticism 
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into a romantic Victorianism. Blake's radical and religious fervour is so idio- 
syncratic as to resist the precise linkage of historical events; these are in any 
case transmuted into mythical energy forces. The narrative in romantic writers 
is not purely one of youthful enthusiasm leading to an adult sense of disen- 
chantment. Rather, there is the sense that radical energies are being 
reconstructed; poetry gives them a new ‘pulse’ that is felt ‘along the heart’ 

The underlying ideological forces at work in romanticism can be seen as a 
staging of the self or the individual against a repressive culture of sameness; 
privileging the margins against the centre; innovation against tradition; origi- 
nality against imitation. The negotiation of these oppositions varies 

significantly between romantic writers. In some cases the emphasis appears to 
be more on the political and the revolutionary; in others the preoccupation is 
more one of aesthetics. Admittedly, and importantly, politics becomes 
aestheticized or the aesthetic is politicized. Those who do not ‘belong’; those 
who lack power and influence, or have been deprived of it — such as women, 

children, beggars, wanderers, hermits, the imprisoned, the insane — begin to be 

a new focus and space of representation, sometimes awkwardly, second-hand, 

their voices and thoughts ventriloquized, their appearance voyeuristically 
‘presented. Their vivid political presence is one aspect of romanticism’s 

grotesque inclusivity — it breaks decorum by mixing tragic and comic compo- 

nents. But these recurring figures or types are also mental and aesthetic 

categories — a way of reaching beyond conventional truths and traditional 

representations. Perhaps the prisoner's or the child’s eyes see something that 
those who take freedom or adulthood for granted have missed. Perhaps our 

minds are being closed by artificial traditions and by conventional thought, by 

William Blake’s ‘mind forg’d manacles. On one level, then, there is a new 

subject matter, and on another there is an attempt to rethink literary forms and 
styles. The programme for reform is noteworthy in the renewed interest in oral 

folk literature such as songs and ballads, which become a major area of interest 
for antiquarian collectors during the eighteenth century. William Wordsworth, 

in particular, experimented with such forms in his Lyrical Ballads (1798). For 
the modern reader unschooled in the traditions of English poetry, 
Wordsworth’ lyrical ballads are still striking for their literariness rather than 
their closeness to the ordinary language of the common people (the reader 

turns to Burns for examples of invented poetic decorum and ordinary dialect). 
Yet there is a move away from the tired conceits of ‘polite’ classical poetry in 
which breeze becomes Zephyr and girls turn nymphs. 

Romanticism is often presented as a return to nature. This notion is indeed 

very complicated. For the French writer Jean-Jacques Rousseau there was a 

return to the sources of our being that is less a primitive aggression than a 
return to the state of the ‘noble savage’ It is at once striking how far Nature has 
become a mythically constructed category that becomes a rallying cry against 

Art, artifice and artificiality. Romantic poets have often been specifically 
attached to nature, and even to a location, such as the Lake District. But it 
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would be a mistake to identify the romantics as the familiar ‘worshippers of 
nature’ who have existed throughout history. The first difference is that nature 
is more than the ‘town versus country’ debate; the urban is increasingly the 
Satanic or prison-like world enslaved to the factory and the first wave of the 
Industrial Revolution. Nature, then, is a resistance to these dehumanizing 

forces of the contemporary world. On another level, nature is a species of 
artlessness, of spontaneity and freedom rather than caprice and restriction. 

These notions are recognizable as elements in a romantic sensibility — being 
your self, rather than submitting to hierarchies and dead conventions. Yet there 

are few manifestations of romantic culture that fully embody spontaneous 

composition or the ‘automatic writing’ of the surrealists. Romanticism is partly 
defined by its failure to be itself; great poems remain unfinished or are just a 
beginning (William Wordsworth’s Prelude). They fail to live up fully to the 
gigantic inspiration at their source. The problem of being hurried out of oneself 

by the force of strong natural feelings is one that Wordsworth resolves through 
his notion of a poetry that is ‘emotion recollected in tranquillity. A naive 
adherence to nature is seldom enough to constitute a definition of romanti- 
cism. What we are more likely to find is a debate between the phenomenon of 

nature and the mind, the presence or selfhood of the observer. The vastness of 
nature frequently occurs in romanticism as the infinite dimension - the 

sublime. The sublime is not a new notion: writers of the classical period, such 

as Longinus, were attracted to and wrote on the notion of the sublime. But the 

renewed interest in the gigantic, in exceeding limits, in a notion of the infinite 

so disturbing that it might inspire awe and terror and vertigo (Edmund Burke 

— see below) was in many respects well suited to the heroic obsession with self, 

power and authority that supports the masculine gender of romanticism. In its 

political dimension the sublime is sometimes the mythological force of the 
revolutionary hero, violently tearing down oppression and sweeping away 

centuries of injustice (the Napoleon Bonaparte idea). The beautiful, in 
contrast, is nature on a human scale and often more feminine (life affirming), 
the stream rather than the river torrent; a sea tranquil not stormy; the breeze 
rather than the hurricane; meadows not mountains. The masculine—feminine 

oppositions of landscapes and ideologies feature in Mary Shelley’s Franken- 

stein as alternative sides in a debate about the nature of romanticism and man 
or woman's place in that world. Driven by pride and ambition, the hero usurps 

the female role in conception and subsequently must face the monstrous 

consequences of his actions. 

The narrowness of romanticism perceived purely in terms of English writ- 

ings has to be addressed with reference to an acknowledgement of European 
writers, the New World, and indeed the rest of the world. (Maurice Cranston’s 

The Romantic Movement has chapters on German, English, French, Italian and 

Spanish romanticism; the graphic beginner’s guide Introducing Romanticism by 

Duncan Heath and Judy Boreham also takes a Eurocentric approach, but does 

devote two pages to Latin American Nationalism.) Emerging from 
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Eurocentric roots, romanticism informs the emerging constitutionalism and 
conflict in the nineteenth century. If there is, in one sense, a fascination with 
common humanity and a resistance to oppression, then romanticism shares 
with gothic an element of critique directed at an aristocratic society. Also 
worthy of consideration here is the role of romantic writers in defining and | 
celebrating regional identities, local customs and practices and, on a larger 
scale, serving as the inspiration for the rise of nation states in the later nine- 
teenth century —- Germany and Italy being noteworthy examples. The transition 

from a state of healthy patriotism to one of strident national interests is also | 
instructive in exploring the sinister contribution of romanticism to modern 

political identities such as neo-fascism. | 

From romanticism to gothic 

If romanticism sometimes appears to be a journey through dreams and ideal- 

ism, gothic is the nightmare trip from calm to terror; its demons and monsters 
and the forces of the unconscious set loose upon us. But many aesthetic terms 
and cultural markers that have been attributed to romantic writings could also 
be attached to the notion of the gothic. Before proceeding to gothic ideologies 

and psychologies, you will often come across ‘the gothic’ as the opposite of 
classical/rational/Enlightenment mentioned at the beginning of this essay. In 

its early phases, ‘Gothick’ moves beyond ordinary commonsense experiences 

to embrace romance; the marvellous; the fantastic; dream and nightmare. 

Accordingly, Samuel Johnson's definition of ‘Romantick’ in his Dictionary of 

1755 could serve as a precursor of the gothic writings that were to emerge a 

decade or so later: ‘Resembling the tales or romances; wild, improbable; false; 

fanciful; full of wild scenery’ Even earlier, romantic imagination has a precur- 

sor in gothic, ‘an imagination naturally fruitful and superstitious’; for Joseph 

Addison the characteristics are gloom, melancholy and the propensity for 

‘wild Notions and Visions’ (The Spectator, 1 July 1712). Many of these features 
are present in the early writings of gothic: Horace Walpole’s The Castle of 

Otranto (1764), Matthew Lewis's The Monk (1796), Ann Radcliffe’s The 
Mysteries of Udolpho (1794) and Charles Maturin’s Melmoth the Wanderer 
(1820). Insofar as gothic is defined by a notion of the past, the comparison 
with ‘pre-romanticism’ and ‘Enlightenment’ is also worth consideration: 
‘whereas the Enlightenment represents a critique of the old, Pre-Romanticism 
is inspired by a real revulsion from all that the Neo-classicism was thought to 
stand for: dull rules, superficial elegance, formality, orderliness, finite views, 

artificiality, convention, didacticism, courtly civilization, the preservation of 

the status quo’ (Furst 1969: 24-S). 
The first major gothic text is generally agreed to be Horace Walpole’s The 

Castle of Otranto (1764). This short novel has many of the figures and themes 

identified in what follows that constitute a recipe for gothic writing. Briefly, the 

gothic text usually has one or more of the following ingredients. Its setting 

tends to be in South or Eastern Europe; the period is often medieval or 
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pre-Enlightenment; the dominant religion is Catholic, or is based on rituals 

and on oral superstition; the social class structure is based around tyranny or 

aristocracy; landscapes are often wild and sublime, often functioning as 
psychological analogues; buildings are equally awesome and often threaten to 

imprison their inhabitants. Characteristically confined spaces include castles, 

dungeons, monasteries, towers, cellars and prisons. 

Working against these themes in gothic writing are the notions of contem- 
porary empirical common sense; Protestant and liberal values; notions of 

individual choice and freedom to innovate. Insofar as these elements are 
present, gothic writings remind us of a recent past; tyranny and violence come 

back to the surface, are clothed and given life, only to be exorcized and sent 

back with the triumph of modern liberal protagonists and progressive values. 
Accordingly, gothic is a process or ideology haunting that ultimately renews a 
belief in the inevitable victory of the bourgeoisie and its sociocultural values. 

That is to say, gothic is politicized history; it unrepresses a society’s past. 
Alongside the historicist and ideological approaches to gothic are to be 

found the recurring repressed elements that relate to the psychological and the 

psychoanalytic. In gothic the calm and peace of daytime is replaced by inquie- 

tude and nightmare; the life forces are encroached on by death and decay; 

sanity is threatened by trauma and the return of the repressed; civilization is 

challenged by violence unleashed, by sexual perversions, decadence and 

extremism. Gothic texts frequently present an aesthetic of terror based on 
patriarchy and may therefore interrogate notions of female as victim, or at least 

as vulnerable. In some cases (Ann Radcliffe is an example) gothic explores the 

unfamiliar, but then returns us safely to the base camp of reflective reasoning. 

Psychoanalytic and feminist interpretations are often intertwined with other 
ideological factors, and this in turn may explain the popularity of gothic fiction. 

Walpole’s novel fits these definitions well in several respects: its core narrative 

of the aristocratic Manfred’s obsession with primogeniture and the theme of 

daughter-in-law incest. Racial and identity qualities are embodied in the obses- 

sions that pervade the cultural markers of family, race and identity: blood and 

semen. These factors become a potent mixture in tales such as Dracula and the 

ever-multiplying vampires and the literature that portrays them. 
As soon as we attempt to apply such models their coherence becomes less 

stable. A recipe of gothic ingredients is easier to assemble than an inclusive 

theoretical construct. But there are also aspects of the gothic style of writing 
that require consideration. First, there is a question about the quality of gothic 

writing. Is it literature? Michael Alexander noted in his History of English Liter- 
ature that, ‘For all its curiosity value, the literary merit of 18th-century Gothic 
fiction is negligible compared with the use made of Gothic in the 19th-century 
novel’ (2000: 202). Many early commentators noted the appeal of the novel, 
and subsequent gothic writings, for a female readership. The popularity and 
mass appeal of gothic leads to criticism that it panders to pleasure rather than 

- profit, it delights but fails to instruct. Gothic is bad taste; it satiates and 
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satisfies, but it based on idle fantasy and irresponsible invention. The gothic 
writer deals in absurdities and abandons truth to nature. Yet we can point to a 

major gothic tradition without which our literary heritage would be dimin- 

ished: Charles Dickens, James Hogg, Bram Stoker’s Dracula, Sheridan Le 

Fanu, Ambrose Bierce, horror in M. R. James, Henry James’s The Turn of the 

Screw, R. L. Stevenson's The Strange Case of Dr Jekyll and Mr Hyde and so on. 
For those who want to keep a sense of the entertainment value of gothic in the 
foreground, we need to recall how often the gothic has tended to poke fun at 

itself; gothic excess and insecurity lends itself to parody. Early examples 

include Jane Austen’s Northanger Abbey, a romance-realist response to Ann 
Radcliffe’s The Mysteries of Udolpho. Another feature of gothic fiction is its 
tendency to present absurd caricatures; two-dimensional characters; recurring 

types; allegorical representations, and artificial melodrama. Nonetheless, 

these components will be present in different degrees; they correspond to the 
romance rather than the realism of gothic fiction. The gothic or the supernatu- 
ral is in one sense the binary opposition to nature, the copying of nature, and 

the aesthetics of realism. It would take some time to explore each of these 

charges against the gothic presented in such criticism. Ultimately we are faced 
with a case of different tastes. But briefly in defence, let it be noted that gothic 
has a fine place in our greatest poetry; in the contribution of poems with gothic 

themes, notably in examples such as Coleridge’s Rime of the Ancient Mariner, 
Keats’s Lamia and Eve of St Agnes, Byron’s Manfred. Many of our greatest novel- 
ists have used gothic themes in their best works (Charles Dickens's Great 

Expectations); gothic is a worldwide phenomenon in colonial and postcolonial 
writings; it has proliferated into highly significant sub-genres such as the gothic 
of the American South; it has been a major force moving into multimedia, and 

was present and influential with the birth of film (see Firm Stupigs). The | 
monsters of gothic keep coming back to life. 

The enduring legacies of terror, abjection and horror 

From an aesthetic perspective it is worth noting the enduring relevance of | 

Edmund Burke’s classic A Philosophical Inquiry into the Origin of our Ideas of the | 

Sublime and the Beautiful (1757). It is worth dipping into the book if you are | 

interested in how our feelings work, how the mind works, and how we react to 

what we read. It was a popular book in its time and there is plenty of evidence 

that notions of terror and the grotesque were taken up subsequently by gothic 

and romantic writers and that they became a prevailing popular fashion. 

Important in this regard was the notion of the sublime composed of the twin 

forces of awe and terror. More recently, feminist critics have explored the idea 

further as ‘the unspeakable’ and ‘the abject’ (see Julia Kristeva’s work for more 

on that topic). Briefly, to summarize these developments in theory we would 

define terror as the sublime component but see abjection holding a radical 

potential for cultural reconstruction; it becomes a zone of creative crossing 

over and a way of moving between categories. Horror is more associated with 
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claustrophobic fiction: Edgar Allan Poe’s fiction frightens and disgusts, and 

horror is sometimes twinned with impotence. Terror often comes from a fear 
of in-carnation or organization, or a re-membering of bodies and experience — 

most memorably as presented in Mary Shelley’s Frankenstein. Film has often 
made the shift from the literariness of terror into the manifestation of horror; 

perhaps in this regard texts can suggestively withhold meaning in a way that 
film does not. In the work of deconstruction the theory that language (writing) 
represents but also stands in for its absent other is being explored in relation to 
the philosophy of gothic; texts become tales of terror/absence — a form of 

haunting (see DECONSTRUCTION). Jacques Derrida and his followers have 
begun to uncover the notion of ‘haunting’, starting with the spectre of revolu- 
tion that Marx raised at the beginning of his Communist Manifesto (1848). No 

matter how far back the gothic turns in our history, nor how deep it ventures 

into our repressed selves, the contemporary gothic is a versatile, popular, 

accessible and dynamic phenomenon. Modern exponents such as Anne Rice 
and Angela Carter carry on any number of postmodern games, and play 

gender politics in revamped fairy tales. For the creator, the reader and the 
critic, gothic writing is a rich field for invention and innovation. Gothic, like 

romanticism, is far from dead. 

Romanticism and gothic: sample syllabus 

Introduction 

Week 1 Romanticism and revolutionary contexts: Milton and the English Revolution; the 

American Revolution (1776) and the French Revolution (1789): selections from the 
writings of Tom Paine; Edmund Burke; Mary Wollstonecraft; William Godwin; John 

Thellwall 

Week 2 Political fiction: the novel, gothic and terror: William Godwin: Caleb Williams 

Weeks 3-6: The first movement 

Week 3 The poetry of rebellion: poems by William Blake: Songs of Innocence (1789) and 

Songs of Experience (1793); The Marriage of Heaven and Hell (1790) 
Week 4 Selected poems of William Wordsworth from Lyrical Ballads; The Prelude 

Week 5 Edmund Burke on the sublime (selections): poems by William Wordsworth and 

Samuel Taylor Coleridge 

Week 6 Women and romanticism: selected poems and writings by Anna Laetitia Barbauld; 

Hannah More; Charlotte Smith; Ann Yearsley; Mary Robinson; Helen Maria Williams; 

Joanna Baillie; Ann Batten Cristall; Dorothy Wordsworth; Charlotte Dacre 

Weeks 7-12: The second movement 

Week ? Beyond sense and reason: opium and the East: selections from Thomas De Quincey; 
Samuel Taylor Coleridge 

Week 8 Romanticism and satire: selections from Lord Byron's Childe Harold’s Pilgrimage and 

Don Juan 

Week 9 Selected poems of Percy Bysshe Shelley: ‘To Wordsworth’; ‘Hymn to Intellectual 

Beauty’; ‘Ozymandias’; ‘Ode to the West Wind’ 
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Week 10 Selected poems of John Keats: ‘On First looking into Chapman’s Homer’; the Odes; ‘To 
Autumn’ 

Week 11 Mary Shelley's Frankenstein 

Week 12 Review and reflection. An opportunity to create your own mind map or collage of 

romantic people, places, images, themes and concepts. 
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The nineteenth century and the Victorians (Year 2) 

Carolyn Kelley 

Introduction 

In Middlemarch, George Eliot directly addresses her readers: “Your pier-glass 
or extensive surface of polished steel made to be rubbed by a housemaid, will 
be minutely and multitudinously scratched in all directions’ (Eliot 1977: 182). 

The Victorian era is, metaphorically, like Eliot’s ‘minutely and multitudinously 
scratched’ pier-glass. Trying to compartmentalize and condense Victorian 

events and literary achievements, these past ‘scratches’ left by this era, remains 

a daunting task. The Victorian era cannot be captured with any kind of strict 

ordering. In turn, this review does not proceed with any kind of strict linear or 

temporal integrity. I will attempt, however, to provide some form of cohesive- 
ness in order to orient you if you are new to, or continuing, your journey into 

Victorian studies. 

Victorian studies: what to expect as a student and current trends in 

scholarship 

The woman who gives her name to this era, Queen Victoria, reigned 64 years, 

from 1837 until her death in 1901. Many scholars align the era to the years of 
Victoria's reign, although these dates are arbitrary, as are any proposed ‘dates’ 
of an era. Some scholars believe Victorian studies should encompass ‘the long 
century’; namely, beginning with romantic poets who lived through the 
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Industrial Revolution, like William Wordsworth, and ending with 1914, the 

year the First World War began. Therefore, be prepared to work with texts that 
go beyond the years of Victoria's reign. Victorian studies remains popular due 

to the diverse and exciting texts created during this time period. The sample 
syllabus below contains examples of Victorian primary texts (novels, plays, 
poems and prose essays) you might encounter in a first-level or beginning 

course. Keep in mind that an advanced class would most likely incorporate 

these primary texts and secondary texts too. Secondary texts are theoretical or 

critical texts that interpret and suggest insights into primary texts, often in rela- 
tion to a type of theoretical framework, such as feminism, postcolonialism or 
gender studies. I have provided a list of secondary texts in the ‘further reading’ 

section. 

As a student of Victorian studies, you should be aware of current trends in 

the Victorian scholarship. Presently, most scholars concentrate on a small area 

of Victorian primary texts and read them through a critical theoretical lens. 
Current popular critical approaches include gay and lesbian theory, masculin- 

ity studies, anti-feminism (looking at woman authors who were anti-feminist) 

and postcolonial issues (the effects of the Victorian British Empire’s subjugat- 

ing and colonizing people from around the world) (see GAY STUDIES AND 
QUEER THEORY, GENDER, POSTCOLONIALISM). Although postcolonialism 

is mostly a twentieth-century phenomenon, it is rooted in the colonialism 

practised in the nineteenth century. For example, scholars look at Rudyard 
Kipling’s colonial text “The Man Who Would Be King’ (1888), in which an 
Indian character, Billy Fish, has his identity co-opted by white, British charac- 

ters and loses his life in the service of “The Empire: Another popular scholarly 

trend involves recovering forgotten authors. Scholars uncover and study 

authors who have not received proper attention. It is often the case that these 
authors were very popular in the Victorian era, but Victorian scholars have 
ignored them until presently. 

You must also be prepared to undertake a large amount of reading, particu- 
larly in relation to Victorian novels, such as Charles Dickens's The Pickwick 

Papers (1836-7) and George Eliot’s Middlemarch (1871-2). If you take an 
advanced Victorian literature class, be prepared to have some understanding of 
the formal elements of the novel and the poetic devices employed by Victorian 
poets (see THE NovEL, PorTRy). You should also expect to work heavily with 

secondary texts. Since events and artistic productions cannot be neatly pack- 

aged and never exist in a vacuum, you should have an awareness of how the 

social, cultural and political aspects of the era shaped its production of artistic 

texts. Most anthologies of Victorian literature, such as The Norton Anthology to 

British Literature: The Victorian Age, do a good job of familiarizing students with 

the Victorian background. When you take any module in Victorian studies, you 

must consider these contextual aspects to understand what motivated and 

inspired Victorian writers who lived, to borrow a phrase from Dickens's A Tale 

of Two Cities, in ‘the best of times’ and ‘the worst of times’ simultaneously. 
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The Industrial Revolution: the consequences of urban growth 

Victorians lived in a time of staggering cultural, scientific and political transfor- 
mations, and the art produced by Victorian artists reflects and critiques how 
these changes affected and shaped this era. Perhaps the most profound event 
shaping the era was the Industrial Revolution, which began to gather momen- 

tum around 1830. Prescient ‘romantic era’ (ROMANTIC AND GOTHIC) writers 

like William Wordsworth threaded poems with both a celebration and a sense 
of dread about ‘Nature’ and its future. In his sonnet “The World is too much 
with us’ (1803), Wordsworth claims he would rather give up his Christianity 

than live without Nature’s beauty: ‘Great God! I'd rather be / A Pagan suckled 
in a creed outworn; / So might I standing on this pleasant lea, / Have glimpses 

that would make me less forlorn’ (9-12). The alarm in this (blasphemous) 

oath indicates that Wordsworth correctly intuits that the rural England he 

cherishes will soon disappear. Starting in the early nineteenth century, political 

and technological changes led to a wholesale upheaval, in which many rural 

dwellers moved to urban, industrial centres. Unlike the wealthy landed gentry 

and the poor who farmed on the land of the gentry, this new group was root- 

less and unfettered to the land. This landless class causes anxiety in the 

Victorian consciousness. 

One way this anxiety manifests itself is through the literary figure of the 

orphan, such as Charlotte Bronté’s Jane Eyre (Jane Eyre, 1847), Emily Bronté’s 

Heathcliff (Wuthering Heights, 1847), and Dickens’s Oliver (Oliver Twist, 

1838) and Pip (Great Expectations, 1860-1). The orphan symbolizes the root- 

less group of people migrating to the city and facing an uncertain future. These 
new urban dwellers no longer had direct access to food through their family 
farm. They depended on wages, which were low, making poverty and starva- 
tion common occurrences. Orphan literature often emphasizes hunger. 

Literary orphans manage to rise socially and/or economically despite their 

uncertain future. Jane Eyre marries her former employer, Rochester. Pip fulfils 

his ‘Great Expectations’ and becomes upwardly mobile. Likewise, some 

farmers achieved upward mobility, rising to management positions in facto- 
ries, or becoming wealthy through entrepreneurial trade ventures. In 

postindustrial England, class and station achieve a fluidity not experienced by 
previous generations. 

Victorian novel | : advocating social and moral change — Dickens, Eliot and 

Gaskell 

The novel as a literary form achieves its own upward mobility in the Victorian 
era. Poetry dominated the literary scene in the eighteenth and early nineteenth 

centuries, but several changes in the Victorian age make the novel the new 
prevailing literary form. First, more people attend school and achieve literacy, 
so the reading audience itself becomes larger. Second, with limited media 

available, novels serve as a primary source of entertainment for this new 
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‘reading’ class. Thirdly, the rise of the literary magazine, which publishes novels 
in serialized form, makes reading affordable. Dickens’s first novel, The Pickwick 
Papers, was published in serial form between 1836 and 1837. Dickens then 
establishes his own periodical, Household Words, in which he publishes his 
own novels and the texts of other writers like Elizabeth Gaskell. Dickens and 
Gaskell, along with Eliot, cared about social and moral issues and created real- 
istic characters and situations in order to instil a sense of concern, and : 
sometimes outrage, in their readers. Dickens’s novels often have sympathetic | 
characters that emotionally affect readers. In Great Expectations, Joe treats Pip 

with love and understanding, even after Pip treats him disrespectfully. Joe’s 

first wife beats him, and the audience, by developing sympathy for Joe, cele- | 

brates Joe's second marriage to the equally kind Biddy. Dickens is particularly : 
adept at creating child characters who evoke sympathy, such as Pip, Little Nell 
(The Old Curiosity Shop, 1841) and Tiny Tim (A Christmas Carol, 1843). 
Victorian novelists also use sentiment to convey messages about pain, suffer- 
ing and injustice. 

Gaskell’s novel North and South (1855) is set in Milton, a fictive counter- 

part for Manchester, and concerns life in a large industrial city from a 
middle-class perspective. The novel focuses on a textile factory owner, Thorn- 

ton, and the woman he eventually marries, Margaret Hale. Margaret raises 

Thornton's consciousness about the working conditions in his factory and 

eventually saves him from being killed by a mob of strikers. Dickens’s Hard 

Times (1854) also deals with life in a factory town. Dickens depicts the harsh 
ugliness of fictional Coketown and also satirizes the Victorian utilitarianism 
which highlights the loss of creativity and individuality. Urban workers become 

cogs in machinery, engaged in monotonous factory labour. The Gradgrind 

children in Hard Times, choked with facts by their father and the appropriately 

named schoolmaster, M’Choakumchild, lead unimaginative, unhappy lives. By 

opening his work of fiction with the praise of facts, Dickens ironically plays with 

the idea that people cannot survive on a mental diet of facts alone. In Middle- 
march, Eliot shows that marrying for reasons other than love causes | 
unhappiness. Dorothea marries Casaubon because she admires his intellect, | 

but soon learns he does not respect her intelligence. After Casaubon dies, 
Dorothea finally finds love with Will and surrenders her rights to Casaubon's | 
estate so she can be with him. For Dorothea (and Eliot), love and compatibil- 

ity bring happiness in marriage; wealth and admiration do not provide strong 
enough bonds to make marriage work. 

Victorian novel Il: the sensation novel — Braddon and Collins 

One major sub-genre of the Victorian novel to emerge midway through the 
century is the sensation novel, typified by the works of Mary Elizabeth 
Braddon and Wilkie Collins. The sensation novel takes ‘the gothic mansion’ of 
the eighteenth-century novel ‘into the new industrialized city’ (Adams 1999: 
293). Sensation novels involve sexual intrigue and lurid crimes. Mary 
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Elizabeth Braddon’s Lady Audley’s Secret (1862) is a prime example of the 
sensation novel: the beautiful Lucy weds wealthy Sir Michael Audley. She 

appears to be the perfect upper-class wife. As the novel unfolds, however, the 

reader learns that Lucy is a bigamist who attempts to murder anyone who 

interferes with her comfortable life. Braddon’s novel was considered scandal- 
ous, but its reputation did not stop it from becoming a bestseller. 

Wilkie Collins is another famous purveyor of the sensation novel, penning 
the popular The Moonstone in 1868. Collins’s novel tells the story of a stolen 

sacred Indian jewel, the titular moonstone gem, which the novel's young 

heroine, Rachel Verinder, inherits upon her eighteenth birthday. An unknown 

thief steals the jewel on the day she receives it. The question of who stole the 
gem becomes the central focus as the novel unfolds through first-person narra- 
tives of various characters, under the editorial gaze of the novel's hero, Franklin 

Blake. Collins finally reveals that Franklin is the thief who stole the gem while 

under the influence of opium, so he has no memory of committing the crime. 

The moonstone gem eventually makes its way back to its rightful place in India. 
The Moonstone blended aspects of the sensation novel, such as shocking crimes 
and romantic intrigue, with concepts that became essential to the detective 

novel of the twentieth century, such as having a ‘whodunnit’ crime serve as the 

centrepiece of a novel, and detectives as major characters. Collins's novel 

served as a harbinger for the popular texts of Arthur Conan Doyle and Agatha 

Christie. 

Victorian poetry I: Tennyson and Browning 
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Victorian poets had to overcome the legacy of the great early nineteenth- 

century century romantic poets, so they experimented with new forms, such 

as the dramatic monologue, in order to make their own claim on the genre. 

The dramatic monologue features a solitary speaker addressing an audience 

and/or another person in the poem. The speaker tells a story, giving his unique 

perspective of an event. Alfred Lord Tennyson and Robert Browning, two of 
the most eminent Victorian poets, used this poetic format expertly and effec- 

tively. In Tennyson's Ulysses (1842), Homer’s Ulysses addresses the reader, 

lamenting the ennui he experiences since returning home to Ithaca: ‘How dull 

it is to pause, to make an end, / To rust unburnish’d, not to shine in use!’ 

(21-2). Ulysses will be succeeded by a tepid inheritor, his son Telemachus, 
who will take ‘a rugged people, and through soft degrees / Subdue them to the 

useful and the good / Most blameless is he, centered in the sphere / Of 

common duties’ (37-40). Telemachus represents the new generation of Victo- 
rians who view ‘common duties’ such as maintaining the ‘spheres’ of proper 
society, as major life goals. The penchant for normalcy and calmness, instead of 

adventure and excitement, make Ulysses (and perhaps Tennyson) long for a 
past he cannot repeat. 

In Browning's ‘Fra Lippo Lippi’ (1855), the speaker, a painter who lived in 

fifteenth-century Italy, is caught sneaking out at night by his patron’s guards. 
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He tries to talk and charm his way out of being arrested. Lippi argues that 
exceptional artists provide an invaluable service because they allow people to | 
see the world in a defamiliarized way. Defamiliarization involves taking some- 
thing familiar, often in relation to nature, and reproducing it in a work of art, so 
that the familiar becomes defamiliar and can be re-experienced as new. Lippi 
says: ‘nature is complete: / Suppose you reproduce her — (which you can’t) / 
There's no advantage! You must beat her, then’ He continues, explaining that | 
‘We're made so that we love / First when we see them painted, things we have 

passed / Perhaps a hundred times nor cared to see; / And so they are better | 

painted’ (297-303). Lippi emphasizes that art should not merely imitate the | 
beauty of nature, but “beat her: Art, then, does not imitate life, but makes | 

people experience life in a more profound way. Through Browning’s poem, 

poetry turns 180 degrees from Wordsworth’s “The World is too much with us’, 

in which he implies that nature cannot be equalled, let alone ‘beat’ 

In the poem In Memoriam A.H.H (1850), Tennyson struggles with his faith 

after the death of his friend: ‘Are God and Nature then at strife, / That Nature 

lends such evil dreams?’ (55:5-6). In other words, nature exerts herself as 

being predominant over God, so how could God have created nature? Tenny- | 
son’s referral to ‘Nature’ as ‘red in tooth and claw’ (56:15) presages Charles | 

Darwin's ‘survival of the fittest’ theory. Darwin changes how human beings 

view the ‘facts’ of their own existence. Darwin's first major text, The Origin of I 
Species (1859), introduces the concept of natural selection, the process of 

adaptability in which a species must evolve in order to survive in its environ- 

ment. Although Darwin avoids explicitly discussing humans in this first book, | 

his subsequent book, Descent of Man (1871), connects his theories to humans. i 

Darwin’s findings made it difficult for people to believe in the Genesis stories 
of creation — suddenly the idea of the world as God's creation is called into | 

question. Darwin’s work shows how new ways of thinking were blossoming 

throughout the mid-Victorian era. 

Victorian poetry Il: Elizabeth Barrett Browning and Christina Rossetti 

The mid-Victorian era also experienced a flowering of women’s poetic voices. 
Elizabeth Barrett Browning, wife of Robert Browning, and the 20-years- 

younger Christina Rossetti create narrative poems with strong women 

characters who fight against sexual oppression. Two poems especially, Brown- 

ing’s Aurora Leigh (1857) and Rossetti’s Goblin Market (1862) demonstrate 
that traditional notions about the two distinctive spheres of men and women 
were slowly changing. Victorians believed that women and men maintained 
separate ‘spheres’ in society. Men operate in the outside sphere, interacting 

with other men and facing contamination from earthly temptations, such as 
alcohol and prostitutes. Women create a domestic sphere in which a ‘woman's 
virtuosity lay in her containment, like the plant in the pot, limited and domes- 
ticated, sexually controlled, not spilling out into spheres in which she did not 

belong nor being overpowered by “weeds” of social disorder’ (Davidoff and 
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Hall 1987: 192). The ‘potted’ Victorian woman's domestic sphere creates a 

comfortable haven in which men retreat to weed out the taint of the outside 
sphere. Barrett Browning’s 11,000-line novelistic poem Aurora Leigh depicts a 
woman character who has ambitions to enter the masculine outside sphere. 

Her eponymous heroine wishes to be a poet, despite the odds against her 
succeeding in this masculine profession. She tells her cousin Romney: ‘I 

choose to walk at all risks. — Here, if heads / That hold a rhythmic thought, 

must ache perforce, / For my part I choose headaches’ (2: 106-8). Aurora 

suffers the ‘headaches’ that come with being a tortured poet because she, like 
any male poet worth his words, will suffer for her art. 

Christina’s Rossetti’s proto-feminist poem Goblin Market extols the bonds 
of female friendship while also serving as a cautionary tale warning young 

women to resist illicit sensual pleasures. In this narrative poem, the fruits of the 

Goblin Men represent sexual experience. After hearing the repeated calls of 
‘Goblin Men’, Laura ignores her sister Lizzie’s warning to ignore the calls and 

gives into temptation: ‘She sucked and sucked and sucked the more / Fruits 
which that unknown orchard bore; / She sucked until her lips were sore’ (134- 

6). Lizzie never hears the calls of the Goblin Men, as women who have not 

eaten the fruits cannot hear them. Laura’s intense longing to taste these fruits 
again leave her near death. To save Laura, Lizzie endures the tortures of the 

Goblin Men, who “Twitched her hair out by the roots, / Stamped upon her 
tender feet, / Held her hands and squeezed their fruits / Against her mouth to 

make her eat’ (404-7). By withstanding the torture and by refusing to give 
into temptation, Lizzie redeems Laura and makes her well. Lizzie’s ability to 
save her sister demonstrates the intense friendship bonds that form between 

women and suggests that mid-Victorian women did possess a degree of agency, 

despite that agency being limited only to the ability to say ‘no. 

Christina Rossetti finds inspiration in the art of her brother Dante Gabriel 
Rossetti. She writes her sonnet ‘In an Artist’s Studio’ (1856) after visiting her 

brother’s art studio. Christina writes: ‘One face [Elizabeth Siddal’s] looks out 

from all his canvases’ (1). Dante paints Siddal’s face over and over, on canvas 

after canvas, and in the poem, Christina captures her brother’s obsession: “He 

feeds upon her face by day and night’ (9). Dante Gabriel Rossetti finds in ‘life’ 

the ‘stunner’, the woman who embodies his artistic vision: a woman so stun- 

ningly beautiful that she seems capable of existing only in art, not in life. 

Rossetti and other artists of the Pre-Raphaelite Brotherhood find the embodi- 

ment of the ‘stunner’ in Elizabeth Siddal, Rossetti’s first wife, and model for a 

number of Millais’s paintings, particularly Ophelia (1852). In turn, Rossetti 
finds inspiration in his sister’s poetry. He creates a frontispiece for Goblin 

Market, in which two beautiful Pre-Raphaelite ‘stunners’ embrace passionately, 

reflecting the close friendship between the Lizzie and Laura as well as hinting 
at the poem’s homoerotic undertones. When Lizzie returns to the ailing Laura 

after undergoing the Goblin torture, she calls to Laura: ‘Did you miss me? / 
Come and kiss me. / Never mind my bruises, / Hug me, kiss me, suck my 
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juices’ (465-8). The sexual boldness of Christina Rossetti’s poem and the 
sumptuous sexuality seen in her brother's paintings and those of the Pre-Raph- 
aelite Brotherhood anticipate the sea change in ideas of morality that will 
intensify in the final decade of the nineteenth century, referred to as the fin de 
siécle. 

Fin-de-siécle 

The fin de siécle of the nineteenth century ushered in the Decadent and 
Aesthetic movements, which venerated ‘art for art’s sake’, praising art for its 
aesthetic value alone — luxuriating in its excessive (decadent) beauty while 

dismissing its possible instructive value. The towering fin-de-siécle artistic figure 
is Oscar Wilde. Wilde and other writers of this period were greatly influenced 
by the work of critic Walter Pater. Pater represents the antithesis of mid- 
century critic John Ruskin, who believes art should be tied to instruction. 

Pater, 30 years later, suggests that ‘the poetic passion, the desire of beauty, the 

love of art for it’s own sake’ (Pater 1967: 224) epitomizes the artist’s goal. 

Wilde’s play, The Importance of Being Earnest (1895), pokes fun at the ‘earnest- 

ness’ so much, already in the 1880s and 1890s, a stereotypical feature of the | 

mid-Victorian era. Wilde (in)famously writes in the preface to his novel The 
Picture of Dorian Gray (1891): ‘There is no such thing as a moral or an immoral 

book. Books are well written, or badly written ... All art is quite useless’ (2003: 
3-4). In his prose essay “The Decay of Lying’, Wilde notes: ‘The only beautiful 
things ... are the things that do not concern us. As long as a thing is useful or | 
necessary to us ... it is outside the proper sphere of art’ (Wilde 1891: 40). Art 
must exist solely for its own sake, not as a tool for teaching or as an attempt to 

reproduce ‘life, because this endeavour, according to Wilde, is not possible: ! 

‘Life imitates art far more than Art imitates Life’ (2003: 56). | 

At the same time as the rise of the Decadent movement, the image of ‘the 

New Woman’ becomes popular and pervasive. The New Woman is an inde- 
pendent-minded woman who wears trousers, rides bicycles, smokes and 

desires to participate in the masculine sphere. These ‘new’ women wanted the 
same freedom longed for by the fictional characters of Barrett Browning’s 
Aurora Leigh and Rossetti’s Goblin Market. They wanted to unfetter themselves 
from the role of ‘angel in the house’ These ‘angels’ were content with their roles 
in the domestic sphere, and were eulogized in Coventry Patmore’s poem, The 
Angel in the House (1854-62). As the century progressed, traditional-minded 
Victorians express anxiety about the breakdown of the spheres. Eliza Lynn 
Linton frets about “The Girl of the Period’, who possesses ‘the love of pleasure 
and indifference to duty’ (Linton 1868: 358). Linton laments: ‘It used to be an 

old-time notion that the sexes were made for each other, and that it was only 

natural for them to please each other. ... But the girl of the period does not 
please men. She pleases them as little as she elevates them’ (Linton 1868: 360). 
Popular (and scandalous) plays, like Arthur Wing Pinero’s The Second Mrs. 
Tanqueray (1893), and George Bernard Shaw’s Mrs. Warren's Profession (1893), 
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feature New Woman heroines. Nevertheless, both plays’ heroines are prosti- 

tutes, albeit sympathetic and likable prostitutes. This aligning of the ‘new’ 
woman with the trope of the ‘fallen’ woman indicates that old attitudes about 
women and sexuality still prevailed at the end of the century, despite some 
advancement. 

Summary 

Circling back to where I began, with George Eliot, I return to the lines of 

Middlemarch and Eliot’s example of the ‘minutely and multitudinously 
scratched’ pier-glass. Eliot, after observing that the pier-glass is ‘scratched in all 

directions’, continues on to write, ‘but place now against it a lighted candle as a 

centre of illumination, and lo! The scratches will seem to arrange themselves in 

a fine series of concentric circles ... and it is only your candle which produces 

the flattering illusion of a concentric arrangement ... These things are a parable. 
2 The scratches are events, and the candle is the egoism of any person now 

absent’ (1977: 182). Eliot’s words propose that any person who puts his/her 
‘candle’ under the scratched surface of the Victorian era will encounter a differ- 
ent ‘series’ of clues. We continue to attempt to decipher these clues in order to 
understand the paradoxical and complex Victorian era, which is still changing 
in relation to the ways we try to present and preserve it. 

The nineteenth century and the Victorians: sample syllabus 

Semester 1: The novel and drama 

Week 1 Introduction to Victorian literature; begin The Pickwick Papers 

Week 2 Charles Dickens, The Pickwick Papers (1836) 

Week 3 Charlotte Bronté, Jane Eyre (1847) 
Week 4 Anthony Trollope, The Warden (1855) 
Week 5 George Bernard Shaw, Mrs. Warren’s Profession; Arthur Wing Pinero, The Second Mrs. 

Tanqueray (both 1893} 
Week 6 Elizabeth Gaskell, North and South (1855) 

Week 7? Charles Dickens, Great Expectations (1860) 

Week 8 Wilkie Collins, The Moonstone (1868) 
Week9_ George Eliot, Middlemarch (1871) 

Week 10 Oscar Wilde: Salome (1894), and illustrations by Aubrey Beardsley; The Importance 

of Being Earnest (1895) 
Week 11 Thomas Hardy, The Mayor of Casterbridge (1886) 

Week 12 Robert Louis Stevenson, The Strange Case of Dr. Jekyll and Mr. Hyde {1886} 

Semester 2: Poetry and prose 

Week 1 Thomas Carlyle: excerpts from Sartor Resartus (1833); On Heroes, Hero-Worship and 

the Heroic in History (1841) 

Week 2 Alfred Lord Tennyson: ‘The Lady of Shalott’, ‘Ulysses’, ‘St. Simeon of Stylites’; excerpts 
from In Memoriam A.H.H. and ‘The Charge of the Light Brigade’ 

Week 3 Robert Browning: ‘Porphyria’s Lover’, ‘My Last Duchess’, ‘Fra Lippo Lippi’, ‘A 
Grammarian’s Funeral’ and ‘Caliban upon Setebos’ 
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Week 4 John Stuart Mill: ‘What is poetry?’ (1833); excerpts from On Liberty (1859) and The 
Subjection of Women (1869) 

Week 5 Elizabeth Barrett Browning: ‘The Runaway Slave at Pilgrim’s Point’, excerpts from 
Aurora Lee and ‘Mother and Poet’ 

Week 6 John Ruskin: excerpts from The Stones of Venice (1853) and Modern Painters 
(1856); George Eliot: excerpts from ‘Silly Novels by Lady Novelists’ (1856) 

Week ? Gerard Manley Hopkins: ‘Wreck of the Deutschland’, ‘God’s Grandeur’, ‘Pied Beauty’ 
and ‘Spring and Fall’; Matthew Arnold: excerpts from Culture and Anarchy (1869) and 
poems ‘The Buried Life’ and ‘Dover Beach’ 

Week 8 Charles Darwin: excerpts from Origin of the Species (1859) and Descent of Man 
(1871) 

Week 9 Poetry and art: Christina Rossetti: ‘In An Artist’s Studio’, Goblin Market and ‘No Thank 
You, John’; Dante Gabriel Rossetti: ‘The Blessed Damozel’ and paintings by D. G. 

Rossetti and other Pre-Raphaelite Brotherhood artists 

Week 10 Walter Pater: excerpts from Studies in the History of the Renaissance (1873); Oscar 

Wilde: ‘The Decay of Lying’ (1891) 

Week 11 ‘The New Woman’: essays by Eliza Lynn Linton, Mona Alison Caird, Sarah Grand and 

Quida (1889-94) 
Week 12 Rudyard Kipling: ‘The White Man's Burden’ and ‘The Man Who Would Be King’ (1888); 

Ernest Dowson: ‘They Are Not Long’ 
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Modernism (Year 3) 

ea 120 2 

Alex Murray 

Modernism refers to a loosely associated group of writers who experimented 
with literary form, largely in England, during the period 1900-45. As a student 

new to modernism you can easily identify it as the collection of authors you're 

likely to study: James Joyce, Virginia Woolf, T. S. Eliot, Ezra Pound, Joseph 

Conrad, Wyndham Lewis, D. H. Lawrence and Katherine Mansfield. But 

when one examines this modernist canon, the sense of it being a unified move- 

ment, or even a descriptive term for a literary style, starts to collapse. But then 

we can definitively state that it locates texts produced between 1900 and 1945. 

Or can we? These dates are in many ways arbitrary, using events, namely the 
beginning of the twentieth century and the end of the Second World War, to 

delimit a literary ‘period’ that arguably began in the late Victorian period and 

didn’t ‘end’ until the late 1960s, if at all. So, locating modernism as either a 

literary ‘period’ or ‘movement’ seems redundant, an attempt to compartmen- 

talize and homogenize a disparate range of writers and literary forms. So when 
faced with the task of defining modernism, how is one to proceed? In what 
follows I will suggest that you can locate modernism under the two rubrics of 

aesthetic innovation and cultural politics. These are far from exhaustive and in 
themselves fail to cohere as stable categories, yet I hope they can help us to see 
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how modernism itself works te undo the forms of neat and stable labelling that 
underpin many of our ideas of literature. 

Aesthetic innovation 

In poetics, modernism signalled the decisive collapse of the traditional poetic 
form and the emergence of a verse form that, despite using internal rhythms, 
denied the reader the traditional crutches of rhyme and standardized metre to 
guide the reading of a poem (see PorTry). They were now replaced by exces- | 
sive and obscure allusions to literary texts, classical myths, historical events | 
and other extratextual sources, which produced a true questioning of the 
nature of the poetic and of reading. 

This impetus towards innovation, newness and destruction characterizes 

modernism in poetry. It is important to remember that the injunction to ‘make 

it new’ meant that modernist poetics moved very quickly, with different styles 
and forms being experimented with in a short period. Therefore it remains 
difficult to provide a description of modernist poetics, or to hold up a single 
poem as exemplary. This, however, does not stop most twentieth-century 

literature courses from wheeling out T. S. Eliot’s The Waste Land as the repre- 

sentative modernist poem. With its impossible depth of allusions, shifts in 
style and voice, as well as its perpetual ambiguity, it will always occupy the 

central place within the modernist canon. Yet there were a whole host of differ- 

ing styles that characterize modernist poetics. Perhaps imagism can provide us 

with a sense of an alternative modernist style, and by looking at some of the 
manifesto-like work written by Ezra Pound, we can get a glimpse of how 

modernism saw the challenge of creating a new poetics. 

Imagism is largely associated with Ezra Pound and Hilda Doolittle (H.D.). 
The moniker was primarily Pound’s and it described the means by which the . 
writers associated with the movement described objects with a clarity and 

precision. As Pound stated in the non-manifesto ‘A Few Don'ts by an Imagiste’, 
‘Use no superfluous word, no adjective which does not reveal something’ 
(Rainey 2005: 95). This command underlines the idea of stripping language | 

down to a bare minimum needed to describe, with clarity, an object. Impor- | 

tantly, this injunction comes at the expense of traditional poetic form. A | 

traditional ballad form, for instance, stipulates a rhyming structure to the quat- | 
rain and often a rhythm. The imagists suggested that these imposed formulae 
denied what they saw as the task of poetry, namely the description of the thing 
itself. Their poetry was therefore short, focused, and characterized by a musical 
cadence. The contrast between the imagists and Eliot should underline that 
modernist innovation takes many differing forms, and that it is perhaps best to 
think of modernism as an intention towards formal experimentation, rather 

than as having a definitive style by which it can be identified. 
If modernist innovation is complex and varied in poetics, it is no less true in 

the field of fiction (see THE NovEL). Perhaps here it will be most useful to 
examine the beginning of two classic novels, one Victorian, one modernist, to 
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understand how modernism is regarded as a dramatically innovative literary 

moment. Our first example comes from Charles Dickens's novel Our Mutual 

Friend (1864-S): 

In these times of ours, though concerning the exact year there is no need 

to be precise, a boat of dirty and disreputable appearance, with two figures 

in it, floated on the Thames, between Southwark Bridge which is of iron, 

and London Bridge which is of stone, as an autumn evening was closing in. 

(Dickens 1998: 1) 

Dickens places us in time and space, giving us a tone, themes and symbolism 

that will be repeated throughout the novel. It works to orient the reader, but 

also to place them at the start of a narrative. Even if the narrative is to reach 
back into the past, or to look forward to a future, we still feel that the beginning 
is giving us a place, within the text, to grasp the action. Compare this opening 

to one of the most celebrated texts of the modernist canon, Virginia Woolf's 

To the Lighthouse (1927): 

‘Yes, of course, if it’s fine to-morrow, said Mrs Ramsay. ‘But you'll have to 

be up with the lark, she added. 
To her son these words conveyed an extraordinary joy, as if it were 

settled the expedition were bound to take place, and the wonder to which 
he had looked forward, for years and years it seemed, after a night’s 
darkness, and a day’s sail, within touch. (Woolf 1992: 7) 

Woolf’s novel begins by plunging the reader into the narrative of the story, 
giving them neither time nor place — no context at all. Whereas the Victorian 
novel led the reader in, lulling her into a sense of comfort, Woolf seeks to force 

the reader dramatically into a far more active mode of textual engagement. No 

longer will the action unfold in a setting, but through action we can piece 

together something like the components of a setting. Yet these differences 
don't truly hold across either author's oeuvre. The start of Great Expectations 
(1860-1), with Pip ruminating on why he’s known as Pip, is hardly setting a 

deliberate scene. Likewise, the start of Woolf’s final novel Between the Acts is, 

even if a parody, more reminiscent of a Victorian novel that the modernist. 

More broadly, the modernist novel refuses to provide the familiar expecta- 

tion of narrative closure, linearity, fully formed characters, definitive moral 
perspective or judgement and a consistent style. At its extremes, as in the case 

of James Joyce’s Finnegans Wake, it sought to destroy the very idea of the novel 

and to force an interrogation of literary language more broadly. Holding up a 

work of extreme experimentalism in fiction such as Finnegans Wake as an 

example of modernist innovation is misleading. Instead it would be far more 

effective to look at the modernist novel as a continuum of experimentation. 
Here we may want to place a seemingly traditional novella like Joseph Conrad’s 

Heart of Darkness (1899) as an example of subtle modernist experimentation. 

While Conrad’s subject matter — the nature of colonialism and its relation to 
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broader issues of human nature and social values — was groundbreaking, his 
use of literary technique remained, for the most part, within traditional 
fictional conventions. While the use of a multi-textured narrative — the narra- 
tor giving his account of Marlowe's story, who at times relays the stories of 
others — plays with ideas of narrative authority and perspective, the text as a 
whole locates itself within a traditional prose style, a clearly identifiable narra- 
tive perspective, a sense of time and place, a clear use of traditional symbolism | 
and a denouement that leaves the action of the story enclosed. Between | 
Conrad and Joyce there lie hundreds of different experimentations of style, all | 
of which can be identified as modernist, but which collectively hardly give us a \ 
solid definition of modernism as a programme of aesthetic innovation. 

Cultural and social politics 

The seeming ambiguity that characterizes modernist aesthetics is no less 

apparent when we turn to its cultural and social politics. If modernism conjures 
up dazzlingly complex texts on the one hand, it often elicits impressions of 
elitism and conservatism on the other. Modernist politics, in particular the 
politics of English modernism (unlike German, for instance), are tainted by 

the infamous dalliances with fascism by Wyndham Lewis and Ezra Pound. 

While both cases are complex and prone to exaggeration, particularly Lewis, 
both writers were drawn by fascism’s desire to reinvigorate the lives of the 
working class through an authoritarian implementation of social and economic 
development, which arguably struck a chord with a writer such as Pound. 

Many modernists were deeply critical of the rise of a mass culture that they saw 

as vulgar. In many ways, their elitist forms of cultural production (limited 

numbers of difficult texts printed for a discerning audience) emerged out of a 
deep-seated distrust of the unknown mass. Fascism’s desire to give direction to 
the masses through the imposition of the state and the ideology of the nation 
thus dovetailed with many modernists’ ideals. 

Yet to allow the relation between fascism and modernism to dominate our 
understanding of the movement is both inaccurate and irresponsible. Modern- 

ism coincided with an unprecedented period of social change. The moralism i 
and seeming stability of the Victorian period gave way to a tumultuous period 

of social change that saw, amongst other things, two world wars, universal 

suffrage, the Russian Revolution, the Great Depression, and dramatic scientific 

and technological advancement. Modernism was one of many responses to 
these events, and their responses must be seen as varied and complex. For 
instance, many modernist writers saw the rapid development of technology as 

filled with a dramatic potential. It was the futurist, Marinetti, who declared 

that ‘A racing car with a hood that glistens with large pipes resembling a serpent 

with explosive breath ... a roaring automobile that rides on grape-shot, this is 

more beautiful than the Victory of Samothrace’ [a classical Greek statue] 

(Rainey 2005: 4). In the clean lines of the automobile Marinetti saw a new 
future in which speed completely changed our understanding of reality. On the 
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other hand, a writer such as D. H. Lawrence saw in the industrialization of 

modernity a deadening and weakening of the vital spirit in man. As the charac- 
ter Dionys in the novella The Ladybird states, ‘I have found my God. The God 
of anger, who throws down the steeples and the factory chimneys’ (Lawrence 
1994: 186). This desire to destroy modernity, as opposed to an uncritical faith, 
marks one instance of the dramatic polarization that existed within modernist 
responses to the social. 

If modernism was ambivalent about changes in technology, it was even 
more so in its gender politics. The modernist canon only includes one, or at 
the most two, female authors — Virginia Woolf and Katherine Mansfield — and 

critics now argue that the gendered bias of modernism worked to actively 

exclude females. In addition, the canon has also come to seem deeply Eurocen- 
tric and elitist. A great deal of work in recent modernist studies has sought to 
call into question these biases, blowing apart the idea of modernism as a small 

set of elite cultural cliques. In doing so, our understanding of what the very 
term signifies has expanded and shifted, widening its scope and time frame as 
we come to contemplate the politics and ethics of radical aesthetics. 

Modernism: sample syllabus 

Week 1 From impressionism to modernism: Joseph Conrad, Heart of Darkness 

Week 2 Modernist poetry (1): Pound; Eliot; H.D.; Yeats 
Week 3 Virginia Woolf, To the Lighthouse 

Week 4 _ D.H. Lawrence, Three Novellas 

Week5 James Joyce, Ulysses (1): nationalism, history, modernity 
Week6 James Joyce, Ulysses (2): language and literary form 
Week ? Modernist poetry (2): American modernism — Wallace Stevens; William Carlos 

Williams; Gertrude Stein 

Week 8 Modernist magazines: excerpts from a range of modernist ‘little’ magazines 

Week 9 Djuna Barnes, Nightwood 

Week 10 European modernism: Franz Kafka, Metamorphosis and Other Stories 

: Week 11 Colonial modernism: Patrick White, Voss 

a Week 12 After modernism?: Samuel Beckett, Waiting for Godot 
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Contemporary literature (Year 3) 

What is contemporary literature? 

Contemporary literature can be defined most basically as literature published 

after the Second World War. This has been, and in some cases remains, the 

implicit basis on which modules on contemporary literature are founded. 
Equally implicit in this assumption, and something which a teacher of such a i 

module might stress to you, is the idea that, unlike other formal or period- 

dictated groupings of English literature, or literature in English, there are no 

discernibly dominant trends or forms to offer more precise definitions (such as 

‘modernism or ‘Victorian fiction’). What might also be suggested to you is the 

idea that, unlike the period of the first 30 years of the twentieth century, or the 

nineteenth century, we are not, as readers, sufficiently far enough away histori- 

cally from the late 1940s, 1950s or subsequent decades to be able to give a 
label that can encompass both the diversity and the similarity of a cultural 

moment smaller than the $0—60 years that constitute the second half, roughly | 

speaking, of the twentieth century. Moreover, this does not take into account li 

the first decade of the twenty-first century, some of the literature of which is | 
already finding itself on modules of contemporary literature, as the 1950s and 

1960s appear to begin to recede. 
The first problem that any module on ‘contemporary’ literature should 

confront, therefore, is the difficulty we have in defining the ‘contemporary, 

which in some cases has not been well defined but taken as a rather loose 
synonym for ‘recent’ ‘Contemporary’ also does not simply mean ‘postmodern, 
itself a notoriously vague and problematic term (see PosTMODERNISM). If it is 
possible to say anything about the ‘contemporary’ in contemporary literature, 
therefore, it might be that a module would begin by acknowledging the dif_i- 
culty, but also suggest that if we take as the period of our inquiry 1945 or 1950, 
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for argument’s sake, to 2009 (Liverpool University defines its MA in contem- 
porary literature as being from c.1960 to the present day), we have to 

acknowledge that ‘contemporary’ literature is always subject to a historical 
shifting and revision. 

If you were to look at the journal Contemporary Literature, which celebrates 

its fiftieth anniversary in winter 2010 (see contemporaryliterature.org), you 

would find a banner definition at the head of its website. This states that it 
publishes articles on multiple genres including novels, drama, poetry, creative 
non-fiction, digital literature and other ‘new’ media, and graphic novels. As 

precedent and history — this is both justification and definition of contempo- 
rary literature — the website observes that it was the first to publish essays on 

North American poet Susan Howe and novelist Thomas Pynchon; it has also 

published on Don DeLillo and Margaret Drabble, Kazuo Ishiguro and South 

African novelist J. M. Coetzee. Additionally, the journal publishes articles and 

reviews not only on ‘creative’ writing but also concerning critical discussions. 
In the current issue (as I write) there are articles on Lyn Hejinian, J. M. 
Coetzee, Vikram Seth, Toni Cade Bambara and ‘contemporary British writing: 

You may not recognize all the names here, but a sense of the eclecticism of 

‘contemporary literature’ can be gleaned if you reflect that the small group of 
authors named here are American, South African, Indian, African American, 

and English, of Japanese birth. 

While Contemporary Literature offers one picture of what you might expect 

contemporary literature to be, modules being taught at universities provide 

other possible broad definitions. Liverpool University offers an MA in the 

subject, and starts from a premise of studying ‘Anglophone’ writers, whose 

backgrounds are Irish, American and British. Additionally, it includes study of 
the relation between literature and film, and debates the nature of postmod- 

ernism. It promises to provide the historical, political, generic and philosophical 

contexts of contemporary fiction, and amongst the writers it offers for study 

are to be found Jan McEwan, A. S. Byatt, Margaret Atwood, Don DeLillo, Paul 

Auster and Carol Ann Duffy. The modules into which Liverpool divides its 
MA are ‘contemporary Irish poetry’, ‘contemporary English fiction’, ‘postmod- 

ern fiction’ and ‘contemporary women’s poetry. The MA in contemporary 
literature at Leeds University has similar parameters but offers modules in 
‘Caribbean and Black British writing’, ‘contemporary poetry, ‘critical theory’, 

‘culture and anarchy 1945-1968’ (which covers drama and film from Noel 

Coward and David Lean to Joe Orton), ‘Graham Greene’, and ‘psychoanalysis 

in cultural theory. Hull University also has an MA in what it defines as ‘modern 

and contemporary literature, and offers modules on the ‘literary north, ‘poetry 
and the spirit of place’, ‘women, writing, travel’, ‘domestic violence /colonial 

violence, the ‘neo-Victorian novel, ‘gender in popular culture’ 

Thinking about diversity: strategic approaches to the contemporary 

You might wonder why I’ve been referring to MA courses when this is a 
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companion to undergraduate study. A brief ‘google’ of the phrase ‘contempo- 

rary literature module’ immediately threw up ten MAs, with no initial reference 
to undergraduate modules. This, in itself, reflects the breadth, diversity and, 

quite seriously, the undefinability of the topic. ‘Contemporary literature’ 

defines that which cannot be defined, except through an all-encompassing 

gathering up, from which, in order to be practical, a teacher might winnow one 

of several possible trajectories, according to a specific theme or other defining 
recurrent topic. At its broadest, such an approach might be to examine how 

literature in English around the world addresses major social and political | 
issues in the past two decades. Another approach might be to focus on gender, | 
sexuality, sexual orientation and gender difference, including novels by, 

amongst others, Alan Hollinghurst, Sarah Waters and Jeanette Winterson. 
While I’ve been illustrating the diversity of contemporary literature, and the 
attendant problem of defining it through specialized postgraduate courses and 

their modules, none of these modules in modified form might be out of place 

on undergraduate syllabi. What an undergraduate module on contemporary 
literature might be expected to cover, not unreasonably, then, would be a little, 

if not of everything, then at least a selection of some of what such modules 

focus on. Of course, depending on which university you attend, you might find 

that your English department has suitably wide parameters for the definition 
of its own contemporary literature module, which can allow for highly focused 

themes as a strategic means of instituting a pathway through the topic. Given } 

that ‘contemporary literature’, arguably more than any other module, can be 

about almost anything published, printed, digitized or even filmed in the last ! 
60 or so years, the rest of this essay will set out possible ways of approaching il 

the subject of contemporary literature modules, and defining one such module. t} 

Outlining a module | 

Given the date range that remains as the ‘borders’ of contemporary literature’s 
chameleon identity, you might perhaps expect to find a module structured 

through the choice of ‘exemplary’ texts from each decade. While MA modules 
emphasize particular themes and offer a concentrated focus, any undergradu- 
ate module should offer a critical introduction, survey and overview. To this 
end, a module that progresses across the decades can offer a strong sampling, 
which while not defensibly typical, nonetheless can introduce you to certain 
key texts, which, whether having a large or small readership, whether having 

become canonical or having retained a cult or coterie status, remain fascinat- 

ing singular textual forms, indicative of the breadth of literary interests. Were 
we to begin with the 1950s or 1960s, this would mean that you would be 

expected to read two, perhaps three key texts — novels, poetry, drama — from 

each decade, and study these with a view to determining the significant 

cultural events, trends, beliefs. A question that immediately arises here is 

whether to limit the study of contemporary literature to one nation or to take 

works from different countries and different cultures as key works of a 
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particular generation. Given that what has become known as globalization 

may be understood as a post-Second World War phenomenon, it is feasible 
that the module should address not simply English literature, but literature in 
English and also literature in translation. 

Beginning in the late 1940s, historically and politically, such a module 
might start from the end of British rule in Palestine in 1948 and, in the same 

year, the founding of the National Health Service and the nationalization of 

the railways in Great Britain. Such historical events might be used to contextu- 

alize a change in cultural perspectives as a strategic narrative for introducing 
the idea of contemporary literature. An introductory lecture or seminar would 
address such historical events, providing commentary on roughly a decade of 

postwar change, indicating events such as the advent of the Cold War, the 

beginnings of large-scale immigration in the United Kingdom, communist 

paranoia in the United States, the proliferation of nuclear testing, and the erec- 

tion of the Berlin Wall in 1961. 
The 1950s could be studied equally through a play such as The Entertainer 

by John Osborne, which contrasts the contemporary events of the Suez crisis 

(as these provide the ‘backstory’ to the play) and the decline of English colo- 

nial power as figured, unusually, through the decline of music hall; the poetry 

of Philip Larkin or W. H. Auden would serve to highlight the change of focus 

in poetry away from modernist experimentation and oblique language or clas- 

sical/mythological reference to a more accessible poetry; while a novel such as 

Giinter Grass’s The Tin Drum (1959) exemplifies particular aspects of contem- 
porary writing (and indeed is a major influence on many subsequent novelists, 

such as Salman Rushdie) by introducing mythical and anti-realistic elements 
into a narrative concerned with Germany’s Nazi and wartime past. Vladimir 
Nabokov’s Lolita (1955) would also be a possible text, as would Friedrich 

Diirrenmatt’s play, The Visit (1956), both being, if not satires proper, then 
certainly satirical in their exploration of social weaknesses and transgressions. 

William Golding’s Lord of the Flies (1954) can be read as both a commentary 
on atomic culture and the threat of nuclear weapons, and a critique of what 
Golding takes to be the inherent savagery underlying British middle-class 

society, as represented through its schoolboys. 

From such choices you might be expected not only to examine such works 

for what they tell you about the given period, but also to read them in the 
context of the traditions on which they borrow, to which they allude, and from 

which they depart or react against, in their efforts to make literature new. There 
are thus to be considered elements that are simultaneously conservative and 
traditional, and also radical, experimental and innovative. Here, you might find 

you are approaching a cautious, provisional definition of contemporary litera- 

ture: that it seeks at the same time to be both accessible and to draw upon its 
precursors and antecedents, and also to invent something different. Without 

being as formally experimental as modernism, contemporary literature might 

well attempt to experiment with form, address new subjects and approach old 
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subjects in a new way, whilst also appearing to take on older forms of represen- 
tation. In some contemporary literature, therefore, there is to be read a reaction 
against the avant-garde of modernism. 

Ifthe 1950s can be read as emphasizing hybridity (as I’ve been implying), 
work in the 1960s might be taken as moving back towards a more radically or 
obvious avant-garde position. Plays by Samuel Beckett or Harold Pinter would 
be studied to explore and emphasize experimentation and departures from 
obviously signposted traditions. A novel such as Gabriel Garcia Marquez’s One 
Hundred Years of Solitude (1967) might be studied for both its formal experi- 

mentation, heralding what has become known as ‘magic realism; and its critical 

observation, albeit in somewhat mythical and symbolic fashion, on the history 

of Latin America, whilst also acknowledging Spanish and, generally, European 

traditions in the novel. Jean Rhys’s Wide Sargasso Sea (1966) offers a postcolo- 

nial retelling of, and commentary on, the colonial assumptions of Jane Eyre, 

being told from the perspective of Mr Rochester’s first wife, Bertha Mason, 

while Sylvia Plath’s poetry or her novel The Bell Jar (1963) looks to examine 
questions of gender and identity within cultures that are still strikingly patriar- 

chal, or which, despite the rise of feminism in the 1960s, remain paternalist in 

their determination of normative selfhood (see POsTCOLONIALISM, GENDER, 

SuBJECTIVITY). Both Rhys and Plath address questions of women’s identity 

and place in contemporary culture, as does American confessional poet Anne 
Sexton. 

By the 1970s, there are to be found more radical experiments in poetry. 
Most prominent is the work of the Language Poets in the United States, who 
emphasized method and, in this at least, demonstrated an affiliation with 

modernist poetics. Susan Howe's work is particularly remarkable in its experi- 

mentation with language and form, especially the more striking aspects of type 

manipulation on the page, where lines are imposed over one another at odd 

angles, for example. Frame Structures (1996) by Howe presents an anthology 

of Howe's work from the 1970s. Regarding fiction, it is arguable that while 

poetry became more avant-garde, novels returned to more traditional story- 
telling values. This is given a somewhat ambiguous, if not ambivalent, 

exploration by John Fowles. A novel such as the neo-Victorian The French Lieu- 
tenant's Woman (1969) takes on the problems of historical retrospect and the 
narration of the past in the light of, then, recent French theories of authorship, 

specifically those being asserted by literary critic Roland Barthes. Against this, 

you might also read a collection of short stories such as The Book of Sand by 
Jorge Luis Borges, an experimental, some would say surreal, Argentinian 

writer, whose writing acknowledges both experiments in Latin American 

tradition and also displays an indebtedness to ‘high’ literary culture and tradi- 
tion in Europe. And speaking of European writers, as a contrast to the North 
American avant-garde poetry of Howe and the Language Poets, there is Paul 
Celan, the Jewish Romanian poet who experienced the concentration camps, a 
major contemporary poet. Writing his poetry exclusively in German, and 
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confronting the limits of language in the wake of the experience of the Holo- 
caust, Celan killed himself in 1970, and while he may more properly be 

considered in a contemporary literature module as belonging to the 1950s or 
1960s, when the majority of his works were published, mere historical refer- 
ence is only that, and cannot tell the whole story. Reading Celan offers the 
student a reflection on personal and existential struggles covering the entire 
postwar period for writers who struggled with the question of the necessity of 

poetry after Auschwitz. For Celan, language remained the only thing that was 

secure against loss, as he put it. 

Umberto Eco’s The Name of the Rose and Salman Rushdie’s The Satanic 
Verses, both published in the 1980s, are amongst the most visible novels of the 

decade. Alongside Milan Kundera’s The Unbearable Lightness of Being (1984), 

they represent a high-water mark in the popularity (or at least sales, no 

evidence being available concerning whether all those who bought these titles 
actually read, or finished, these bestsellers) of the ‘novel of ideas: Were you to 

be assigned these, you would find two extremely playful, intellectually 

informed novels, each in its own way playing games with the form of narrative 

and the identity of the novel. In the case of Eco, Rose addresses various theo- 

ries and philosophical arguments, ancient and modern, while Rushdie’s novel 
concerns itself with questions of faith, the impossibility of asserting truths, and 
the power of narrative itself. Both are metaphysical novels; they address 

abstract ideas concerning identity and being, exploring these through narra- 
tives that question the limits of knowledge. Both, equally, are novels addressing 

intolerance and belief. 
Portuguese novelist José Saramago’s Blindness (1995) is a disquieting 

fantasy about a mass epidemic of blindness, which is also a parable about the 
nature of society. Saramago’s writing is itself a challenge for the reader, with 

long, lyrical sentences. At the end of the twentieth century, it would present 

you with questions that are both political and historical, and formal. In an 

ostensibly wittier manner, John Banville’s Ghosts (1993) asks similar ques- 

tions. Another writer who, like Saramago, is known as a lyrical stylist whose 

writing draws on classical myth and literary tradition, Banville invites us to ask 

questions about the nature of representation, the purpose of art, and the nature 

of being. Does the world I imagine have a reality that, though different from 
material reality, can have, nevertheless, a profound effect on my sense of self? 

Lyricism and irony, qualities he shares with Saramago, inform Banville’s narra- 
tive representations of worlds which, though fantastic, are familiar to us as 

readers. Both men present worlds where the real and imagined, the everyday 

and the literary, are closely entwined with one another, as does the work of 

another writer, Turkish author Orhan Pamuk (who came to prominence in the 

English-speaking world in the 1990s), not least his late 1990s novel, The New 
Life, in which a character becomes so enamoured of a ‘new life’ in a novel he 

has read, that he sets off in search of it. While Saramago’s novel is not an 

example of ‘metafiction’ — fiction which addresses the status and condition of 
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fiction, of what it is and what it can do, how it achieves its effects, and so forth 
— it does, like Banville and Pamuk’s more obviously metafictional works, use 
fiction and narrative to ask ethical and moral questions that situate fictional 
protagonists in an oblique and tense relationship to the societies in which they 
exist, but which they also reveal to you as a reader, with a critical distance that 
is significant in all three novels. 

Such ethical or moral questions reappear at the beginning of the twenty- 
first century, albeit in a more immediate fictional manner. The first decade of | 
the twenty-first century has seen a return to novels seemingly driven by more 
conventional forms of narrative, once again. Both Ian McEwan’s Atonement 

(2001) and Sarah Waters’s Night Watch (2006) are historical novels, set in the 
years before the Second World War and during it, respectively. This return to 

the past might be considered a return to a point from where ‘contemporary 

literature’ sprang, and you might consider questions already raised in a module 

such as the one I am imagining here, having to do with how one bears witness 

to the past through narrative, what in narrative can be relied on, and, more 

generally, what purposes the novel might serve. 

Summary 

If you contemplated taking a contemporary literature module, there would be 
questions you might ask yourself, and which I have tried to position in present- | 

ing one possible module outline, above. To start with, you might wish to 
consider what, if anything, can be said to connect the works I’ve indicated (or 

some, at least), despite their very obvious differences. Putting this another way, \ 

are there themes in common, even though these themes are handled in diverse, 

different ways? What your module might explore, placing this at the beginning i 
as an open-ended question that it is the purpose of the module to contemplate, 

are questions concerning the relation between literature, history and philo- 

sophical reflections on being, identity, society and the past, following the 

Second World War, the Holocaust, and the first use of nuclear weapons. “What 

can literature do?’ is a broad, but necessary question in the second half of the 

twentieth century, and if literature has the right, in principle, to say anything, 

what responsibilities, what ethical duties does literature have? Other concerns 

in a contemporary literature module might have to do with form, experimenta- 

tion and balances or tensions between accessibility and experiment, popularity 
and intellectual inquiry. How, in a commercial world, and with changes in 

media, can literature remain viable as a mode of intellectual investigation and 

as a form of popular entertainment, without sacrificing readership to avant- 

garde experiment on the one hand, and without falling into the most formulaic 
and obvious of poetic or fictional devices on the other? If, as we began by 
saying, contemporary literature is diverse, in another way, it shares certain 

interests — in the effects of the past, for example, in the possibilities and limits 

of narrating that past, for another. Your contemporary literature module might 
formulate its questions differently, but at bottom it should have in mind the 
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question of how individuals form identities within, or in tension with, commu- 

nities and societies that bear a certain historical weight or burden. 

Contemporary literature: sample syllabus 

Week 1 Introduction: literature after Auschwitz 

Week 2 1950s: horror, the grotesque, and history: Gunter Grass, The Tin Drum 

Week 3 1960s (1): rewriting the colonial past (1): Gabriel Garcia Marquez, One Hundred 

Years of Solitude 
Week 4 1960s (2): rewriting the colonial past (2): Jean Rhys, Wide Sargasso Sea 

Week5 1970s (1): bearing witness through a poetics of the limit: Susan Howe, Frame 

Structures; Paul Celan, Selected Poetry 

Week6 1970s (2): history, narration and undecidability: John Fowles, The French 

Lieutenant’s Woman 

Week ? 1980s: Salman Rushdie, The Satanic Verses 

Week 8 1990s (1): occasional morality: José Saramago, Blindness 
Week9 1990s (2): the ethics of fiction: Orhan Pamuk, The New Life 

Week 10 2000s (1) history and myth: lan McEwan, Atonement 

: Week 11 2000s (2): history and myth: Sarah Waters, The Night Watch 
2s Week 12 Conclusion: experiment and tradition 
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Introduction 

The previous chapter moved chronologically through the history of English 

literature. Such an historical survey is useful, but does not serve to explain 
fully, if at all, the interconnectedness, in literary relations, between form and 

content. Unlike dodos or royal families, literature does not develop in an 
evolutionary or genetic manner. 

You will doubtless have noticed that module descriptions thus far (and this 

will continue) contain cross-references to other modules. One reason for this 

is to indicate the extent to which literature, whether you consider period, form 

or genre, does not exist in isolation. While successive generations may well 
read authors belonging to previous periods — in her essay “Modern Fiction, 

Virginia Woolf announces her indebtedness to Henry Fielding and Jane 
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Austen, but directs us to Joseph Conrad, Thomas Hardy and Russian novelists 
of the nineteenth century as her spiritual predecessors in their exploration of 
the human spirit and psyche - each period consolidates or experiments with 
form. Tragedy and comedy of one type or another will be found in almost 
every century, in most cultures with oral or written traditions; equally, novels, 
plays, poems, short stories, or works of prose not otherwise easily placeable 
into categories, gain precedence, come into being in particular manifestations 
that remain more or less recognizable up to the present day. What follows 
looks at some of the more abiding forms, and their major features. While the | 
modules you take may vary in content from department to department, what | 
you will find in this chapter is a reliable overview of the broad parameters of | 
such modules. 

Tragedy (Year 2} 

What’s so tragic about tragedy, anyway? 

Tragedy is one of those terms we take for granted. The death of a soldier in 
Helmand Province is ‘tragic’ It is a ‘tragedy’ when a plane or bus crashes. But i 

the term ‘tragedy’, referring to a largely dramatic form, originates in ancient | 
Greece and combines two words, tragos, meaning goat, and oide, signifying 

song or ode — sv goat song, from which it is assumed that the earliest tragedies 

were part of a festival, resulting in the prize of a goat for the best play, or other- i 
wise that the word referred to a choric tradition of song competitions and i 

festivals. This hardly sounds like what you might associate with the notion of i 
tragedy, or that of the tragic, even though those ancient Greek plays that have 
survived have narrative elements that we would conventionally associate with 

‘tragic’ events (death, calamity, catastrophe, and so on). Importantly, therefore, 

a small part of what a module concerning itself with tragedy should do is help 

define this term, even though its usage and meaning rapidly became multiple. 
That both Middle English and Medieval French retained tragedie, more or less 

unchanged from the transliteration of the Greek, however, should suggest to 

you that something of significance is maintained across translations. To put 
this differently, something, let us call it a trace, persists and remains, from the 

past, to haunt successive presents, each present leaving its own trace as a spec- 

tral manifestation in the future of its own present moment. Taking a module 

on tragedy, then, will involve you in coming to terms with its practical manifes- 

tations, in dramas, and perhaps some poetry or even novels; such a module 

should, in addition, address both meaning and concept. 

In the process of definition, you will have to consider those early plays, 
dramas by Aeschylus (c.525 BcE-c.455 BCE), Sophocles (c.496 BCE-406 BCE) 
and Euripides (c.480 BCE—406 BCE) (see DRaMA). Not only will the process of 
reading such plays help define the iterable aspects of dramatic form belonging 
to tragedy in general in the period in question; it will also serve to form for you 
a sense of those elements that have changed and those that have remained 
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constant in tragedy. Aeschylus’s tetralogy of plays, known collectively as the 

Oresteia, consists of Agamemnon, Choephoroi (or The Libation Bearers) and The 
Eumenides. The fourth play of the tetralogy is no longer extant, and so the 
trilogy, telling the story of Agamemnon, King of Argos, and the misfortunes of 

his family, is all that remains. Sophocles wrote many plays, fragments of a 
number of which survive. His most famous play, however, remains the tragedy 
of the nobleman who, unwittingly, killed his father and married his mother, 

thereby bringing about ruin to his house and line, Oedipus Rex. Euripides, the 

third of the famous Athenian tragedians, is responsible for a number of trage- 

dies, not least among which are his Medea, Electra and The Trojan Women. If 
you know the proper names here, amongst these play titles, one thing that 
might strike you is that Euripides, unlike his two near contemporaries, focuses 
on female characters, thereby suggesting gendered characterization and, with 

that, plays which introduce female perspectives into tragic form. 

Theories of tragedy 

136 

One of the first things to observe about Greek tragedy is that it focuses on the 
sufferings of individuals in circumstances over which they have no control. 

Such plays also frequently demonstrate supernatural intervention as part of 

the protagonist’s destiny. As a way of theorizing such an empirical understand- 

ing that reading these plays affords, it would be helpful to consider the Poetics 

of Aristotle (384 BCE-322 BcE), which, if not the first example of literary criti- 
cism, ‘theory’ or poetics, remains an essential critical appreciation of form and 

content. Aristotle suggests that tragedy is defined by the seriousness of its 
treatment of its subject. In addition to this ‘appropriate tone, Aristotle also 

remarks that the subject of tragedy should be someone of high or noble birth 

who undergoes a reversal of fortune, which is referred to by Aristotle as peri- 
peteia. The change from good to bad should be handled with dignity, but its 
purpose for Aristotle is to invoke feelings fear or pity in the audience. The 

reversal or change is usually the result of some unfortunate, but inevitable and 

unforeseen event, allied to what is conventionally understood as a character 

flaw in the heroic and noble protagonist. This sequence of events, Aristotle 
believes, produces — or should aim to produce — the effect known as catharsis, 

the process of releasing and purging strong feelings that are normally kept in 

check. So, we see in Oedipus Rex the story of a king (rex) who, unwittingly, kills 

his father (he does not know his victim is his father) and marries the man’s 

wife, not knowing also that this is his, Oedipus’s, mother. 

Such a model might not always be the case, and your reading in the history 

of tragic dramas will show you the inventiveness with which playwrights adapt 
the conventions, distort them for dramatic purpose, or even subvert them in 

various ways. At the same time, the paradigm Aristotle proposes has easily 

been reduced to some fairly simple, not to say clichéd narrative tricks, so that 

tragedy has, in some cases of literature or film, become rendered merely as a 
sad story with an unhappy ending, at the witnessing of which we end up in 
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tears. This fairly debased variation has become known as the ‘three Kleenex 
movie, signifying the number of tissues you'll need as you blub at the misfor- 
tunes of the hard-done-by hero. 

Tragedy is not, however, just about making us feel bad, or getting us to 
weep. Aristotle, it should be remembered, stresses the appropriateness of 
action, the seriousness of subject and the dignity of rank of the protagonist, 
and, within the contexts of genre transformation in different cultures and 
centuries, such devices tend, until the twentieth century at least, to remain 
more or less constant. The other principal philosopher of tragedy is the nine- 
teenth-century German thinker, Friedrich Nietzsche. His The Birth of Tragedy 
(1872) is a major reconsideration of tragic art form and its philosophical 
underpinnings. No study of tragedy can claim to be comprehensive without a 
consideration of Nietzsche, for whom tragedy, through its suffering and - 
elements of irrational narrative exposition, provided a powerful affirmation of 

the life force, often in the face of terrors, the inexplicable, and the painfulness 
of existence. 

Early modern tragedy 

Some modules focusing on tragedy might well move away from drama to 

consider particular long narrative poems or novels, in order to emphasize how 

tragedy is not simply a dramatic genre but a conceptual frame for presenting 

types of story involving misfortune. Critics, in their turn, have pointed to 
particular novelists, such as Thomas Hardy, for example, who have drawn on 
the structures and plots of classical or Shakespearean tragedy to shape their 
fictions. These are not unreasonable, perfectly fair ways of approaching the 

topic, but the module I am proposing here has the advantage of remaining true 
to the dramatic heritage. My reason for this is to indicate how, culturally and 

historically, some basic premises adhere, while the stories themselves are quite 
radically transformed over time, and show that tragedy, as a dramatic mode, 

survives because it is at once both historically specific and also mutable enough 
to maintain itself in quite different social and cultural contexts. 

In the second part of the module I am imagining here, you would move to 
the study of early modern tragedy, the first notable highpoint in secular drama 

in the Christian epoch. Shakespeare would obviously be central to such a 

consideration but throughout Europe and in England, tragedy as a dramatic 

form proliferated and produced many great dramatists, poets and plays 
themselves. Often, plays from Elizabethan or Jacobean England reiterate the 

reversal of fortune of noble figures typical of classical tragedy, but you will 
often find variations on these themes, where discontented figures, known as 

malcontents, climb the social ladder within the courtly cultures that the plays 

depict, often through corrupt actions — plotting, scheming, murder, seduction 

and so forth. Becoming a critique of Elizabethan realpolitik, early modern 
tragedy explores through its variations the nature of political power, and 
transforms our understanding of tragedy by demonstrating worlds in which 
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Protestant doctrine and humanist philosophy play a part. Behind many 
tragedies produced in Elizabeth’s England there is to be found a strong, not to 
say virulent anti-Catholicism, so that early modern tragedy takes on an 

ideological role at the end of the sixteenth, and beginning of the seventeenth, 

centuries. 

Kyd’s The Spanish Tragedy, which influenced Shakespeare in the writing of 
Hamlet, introduces devices such as the play within the play; it is also a specific 
type of tragedy, known as a revenge tragedy, in the plot of which several 
murders occur. If for Aristotle tragedy had been intended to purge the 

emotions of the audience, for the Elizabethans it became a vehicle for exciting 

the emotions, producing vicarious thrills, and exploring not the nobler, but the 

darker aspects of human behaviour. Shakespeare’s Macbeth adheres to the 
traditions of supernatural intervention, but it does so in order to demonstrate 
how ambition, getting above one’s station or destiny, can bring about tragic 
consequences, and also how political power corrupts and encourages ambi- 
tion. John Webster’s 1612 tragedy, The White Devil, is a more powerful, 
ambivalent play yet, featuring characters guilty of debauchery and murder, 

violent passions, infidelity, and a host of other crimes. If Kyd and Shakespeare 

had appeared to adapt and modify the conventions of tragedy, Webster might 

be said to have abandoned them altogether, to depict a wholly corrupt Catho- 
lic courtly world, where tragic events are the result of corruption of those who 
should be noble, have dignity and behave according to their station. The final 

play in this part of the module is Middleton’s Women Beware Women (date of 

authorship is uncertain and has been placed anywhere between 1612 and 

1627; the play text was not published until 1657). It is again set in the Italian 

court, and based on real events, involving not a male protagonist but a female 
one. 

Bourgeois tragedy 

138 

The plays of the early modern period may be seen to have transformed classical 

tragedy in what were, if not unrecognizable ways, at least sufficiently radical. 

The changes were due to culturally and historically different interests and 
expectations. In this, you would come to understand how literature, while 

maintaining particular forms over centuries and cultures, nevertheless survives 

and evolves because it adapts to its times, the pleasures or interests of its audi- 

ences, and the material conditions of the culture that serves to produce it. 
Nineteenth-century tragedies are no different, and are principally, and 

initially, notable in the most general terms for the ways in which they adapt 

tragic form to bourgeois, or middle-class interests and modes of behaviour, 

cultural mores, and so forth. It is in the Scandinavian countries that tragedy is 

given new impetus in dramatic form, chiefly through the work of Henrik Ibsen, 

but also August Strindberg, and the lesser-known, but no less significant Victo- 

ria Benedictsson, whose play The Enchantment (1888), like Ibsen’s Hedda 

Gabler (1890), utilizes tragic narrative to explore the limits of women’s 
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freedom within hypocritical, patriarchal societies, where sexual and sexist 
double standards prevail (see GENDER). 

Outside of Sweden, Russian playwright and short-story writer Anton 
Chekhov wrote a number of significant plays at the turn of the nineteenth 
century, such as The Seagull, Three Sisters and The Cherry Orchard, which are 
often featured on tragedy modules. Though Chekhov himself did not consider 
his plays tragic, they nevertheless explore the end of a culture and era in Russia, 
with their stories of landowners forced to leave and sell their properties, unable 
to comprehend fully the ramifications of historical and social change going on 
around them in Russian society. 

Tragedy in modern times 

The implications of Chekhovian drama are, in hindsight, political — that is to 
say, broadly political in historical terms — whilst the plays of Ibsen, Benedicts- 
son and Strindberg place in tragic contours matters of sexual and class politics, 2 

which ideological issues in turn produce tragedy as a result of the material 
conditions of middle-class life towards the end of the nineteenth century (see 

Crass). However, what Chekhov shares with his Swedish counterparts is a 
sense of the ways in which the world sweeps up individuals and brings tragic 

consequences because of their unpreparedness in the face of the forces of 
history. In this, you might reflect, what in Greek or even early modern plays, 

such as Macbeth or Christopher Marlowe's The Tragical History of Dr Faustus, is 
attributed to supernatural or metaphysical forces, becomes, by the nineteenth 

century, a question of the social, economic and cultural forces by which socie- 
ties and individuals have change forced on them. 

Dying in 1904, Chekhov failed to see the Russian Revolution of 1917, but 

the tragicomic disorder of his fictional families and their friends, their inability 

to understand what is happening to them and why they can no longer live in 
the way in which their families have for generations, hints repeatedly at the 
broad discontent and unrest in Russian society in the early twentieth century. 

In this, if you pause to reflect on the beginnings of tragedy, it might be said that 

though much has changed, there is also that in tragedy that has remained the 
same: the staging of family crises as expositions of political turmoil and trans- 

formation. Whether a monarch or a landowner, an Italian count or a Scottish 

king, all tragedies mediate conditions in which history produces painful trans- 
formations that are felt in the family. Tragedy, it might be said, does not present 

the personal as political but rather it connects the two, the family home becom- 
ing a site analogous with government or court. The one departure from this is 
in the plays of Ibsen and his two Swedish compatriots. Ibsen's protagonists are 
doctors, lawyers or pastors. However, each is a prominent social figure in 

Ibsen's ‘democratic’ reinvention of the tragic. 
In the twentieth century, a number of playwrights are worthy of considera- 

tion in the context of tragedy. Harold Pinter has, not infrequently, been taught 

on tragedy modules. The two chosen here are Brecht and Beckett. Bertolt 
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Brecht, German dramatist and playwright, sought to push against notions of 

catharsis and what he would have seen as the essentialist and humanist aspects 
of conventional tragedies. For Brecht, all human conditions, all human suffer- 

ing, was a result of material and economic conditions, and his plays sought to 

unfold this in deliberately estranging ways that proscribed emotional identifi- 

cation on the part of the audience. Developing a technique known as 
verfremdungseffekt, or distancing effect, Brecht sought to produce a critical 

audience capable of comprehending the material causes of human tragedy. In 
Mother Courage and Her Children (1939), Brecht’s play (adapted loosely from 

an early novel dated approximately 1670), which chronicles the efforts of the 
titular character to make a profit from the Thirty Years’ War, and protect her 
children unsuccessfully, offers a critique of the business of war and the ways in 

which humans are co-opted, used by political and economic situations, often 
with tragic consequences despite, or because of, their complicity in the domi- 
nant ideologies of the day. 

Samuel Beckett’s work, in contrast with that of Brecht’s, could not be more 

dissimilar. Beckett’s plays are, or seem to be, relentlessly closed off, for the most 

part, from immediate identification with, or attention to, the everyday world of 

history, politics and society. His dramas do, however, address in very intimate 

and often private ways what it means to exist in a world, which, after the Second 

World War, appeared to have lost purpose or meaning. Sometimes associated 

with existentialist philosophy, Beckett’s plays reduce humans to bare living 
beings, whose condition is taken as tragic because they continue to exist in the 

face of no larger apparent purpose or meaning in their lives, and only the most 
dimly expressed sense of memory of a past when things might have been better. 
A play such as Waiting for Godot (1952) does not appear to conform in any 

manner to the conventions of tragedy, save for the fact that it presents charac- 
ters whose very existence is tragic — that is to say, who exist after some 

catastrophic downfall. The notion of tragedy as dramatic form is thus implied, 

rather than presented. 

Summary: why we are entertained by tragedy 
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It is not easy to understand why we might be entertained by tragedy. Perhaps, 

like comedy, tragedy entertains because, in witnessing the downfall of others, 
we have a sense of relief that what we see is not happening to us. Perhaps Aris- 
totle’s notion of catharsis still holds true: in identifying with a character’s 

misfortunes, and understanding that the world around him or her has brought 
about this downfall, our sense of good fortune is mixed with empathy for the 
suffering of an individual not unlike us. Whether that collapse or reversal of 
fortunes is seen to be metaphysical or material, supernatural or as a collateral 

effect of economics and politics, the sense remains one of personal recogni- 

tion. Theatre, as Eva Figes observes in Tragedy and Social Evolution, plays ‘a 
central function in giving expression to and perpetuating the beliefs and ideol- 

ogies of that society’ (1976: 13). In this, it stages that which we are familiar 
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with, but gives us insight into what, by habit, we tend to ignore, on a daily basis. 
Heightening the real, through theatre and tragic drama, provides poetic insight 
into the politics of our selfhood, understood in relation to larger social groups, 
and illuminates for us how every action, however personal, always has social 
consequences beyond our immediate concerns. 

Tragedy: sample syllabus 

Week 1 Introduction: theories of tragedy: Aristotle, Poetics, and Nietzsche, The Birth of 
Tragedy 

Week 2 Greek tragedy (1): Aeschylus, Agamemnon 

Week 3 Greek tragedy (2): Sophocles, Oedipus Rex 

Week 4 Greek tragedy (3): Euripides, Medea 

Week 5 Elizabethan tragedy and Jacobean revenge tragedy (1): Thomas Kyd, The Spanish 

Tragedy 

Week 6 Elizabethan tragedy and Jacobean revenge tragedy (2): William Shakespeare, 

Macbeth 

Week ? Elizabethan tragedy and Jacobean revenge tragedy (3): John Webster, The Duchess 

of Malfi 

Week 8 Elizabethan tragedy and Jacobean revenge tragedy (4): Thomas Middleton, Women 

Beware Women 

Week 9 Tragedy in the nineteenth century (1): Victoria Benedictsson, The Enchantment 

Week 10 Tragedy in the nineteenth century (2): Henrik Ibsen, Hedda Gabler 
Week 11 Modern tragedy (1): Bertolt Brecht, Mother Courage and Her Children 

Week 12 Modern tragedy (2): Samuel Beckett, Waiting for Godot 
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Comedy (Year 2) 

Introduction 

It’s a funny thing, comedy. Or not. Because when you try to explain it, what- 
ever is humorous, witty or amusing about it seems, if not to disappear, then, at 

the very least, to have lost its ability to tickle you, cause you to smile, or roar 

2 out loud. If you take a module on comedy, in all likelihood it may not make 

you laugh; neither will it explain the workings of a joke so that you get to see it 
as being humorous. But you should come to understand why comedy survives 

over centuries, and returns in different guises. You might even understand why 

we appear to ‘need’ the comic, why jokes get reinvented repeatedly. What you 

will discover is that comedy is a genre that, having evolved, has come to 
exploit, and be shaped by, certain conventions. These, changing over time, 
remain readable, in part or in whole, from one guise to the next. 

Before going further, it should be said that comedy is not merely what is 
funny. It is a genre, and as such has distinct structures and forms, which reiter- 

ate themselves and which are reinvented from culture to culture, age to age. 
One of the most basic generic conventions of comedy is a tendency to focus 

on community rather than an individual — though there are exceptions to that; 

or perhaps it is fairer to suggest that where the individual is highlighted, as in 
Ben Jonson's Volpone or Moliére’s The Misanthrope, then that attention serves 
as a prism through which to see a particular community in given historical 

circumstances. That said, however, comedy considered as a genre is almost 

impossibly broad for us to make too precise a definition here. While in Ancient 

Greece comedies were, loosely speaking, dramas staged as part of seasonal 

festive celebrations, and were often vulgar, if not obscene, in the Middle Ages 

‘comedy’ named a genre of narrative poetry, the convention of which was to 

conclude with a happy ending. ‘The idea of a dramatic form that concentrates 
on groups of people tends to stem from the early modern period, or Renais- 

sance. Comedy might also be defined through its attention to those of low 
station or class, and comic plots rely on confusion, misunderstanding and 

potential (though not serious) disasters, before a resolution solves the difficul- 

ties and closure is reached. In the examples of those narratives where an 

individual is seen at odds with the society or community, resolution typically 
involves the recovery of that individual into the society against which he or she 

has opposed himself. 
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One other remark remains to be made concerning genres. Some critics 
would distinguish satire from comedy, because it is, arguably, a different genre, 
with its own laws and conventions (see SATIRE). However, when you read a 
playwright such as Ben Jonson, then you're reading a satirical comedy: it relies 
on many of the same structures as other comedies, but the key is sharper, 
harder, the emphasis more on human vice and weakness. What this points to is 
my last initial definition of comedy as a genre: it is impossibly mixed; there is 
no pureness to the genre, especially today (although this is true of much of 
comedy’s history). Therefore, there will be some reference to satire in this 
chapter, and I will focus on some of the fundamental elements of what makes 
us laugh and (hopefully) why that is so. 

Cultural and historical specificity 

What appears to amuse one group of people can strike others as distinctly 
unfunny. Take Radio 4. If you're reading this chapter, the chances are slim that 

you actively listen to comedy, or ‘light entertainment’ shows as they used to be 

called. You may have encountered The News Quiz in your family home, perhaps 

Just a Minute, I'm Sorry, I Haven't a Clue, The Unbelievable Truth, but do you go 

out of your way to listen to them? Do you download podcasts, play them back 

on the BBC iPlayer? Demographically, social scientists and marketing people 

tell us, you, as an 18—21-year-old, are less likely to be doing this than I am. But 

then again, this remains far too broad a division, because while — I confess it — I 

find the shows I’ve mentioned witty, to varying degrees, there are others that 

make me question why I pay the licence fee. 
My point is this: comedy has a degree of cultural specificity, and part of its 

appeal is that specificity — as if comedy, whatever its form (the game or quiz 
show, the sitcom, a play, a novel, jokes), and whichever historical periods its 

examples come from, arrives encoded in ways that don’t necessarily bear the 

burden of explanation. If you laugh at something, that’s because it’s funny, 
youre in on the secret, there is a ‘fit’ between the codes and tricks of the comic 

medium, and the cultural and historical knowledge you possess and the extent 

to which you belong to, or reject, given facets of society, particular communi- 

ties or groups. In short, comedy has to do with the shared identity you believe 

yourself to have. 
This, in turn, means that the specificity of whatever comic example or form 

we might want to discuss is specific to a given culture and a given historical 

moment; it concerns also matters of social station and class, of ethnicity and 

gender, and to seem to belong to self-identifying imaginary ‘communities’ 
within a given culture, historical instance or national formation. If you are told 

that a joke or comic scene in a play by Shakespeare is uproariously amusing but 

you don't find it so, this is less a sign that you lack the requisite intelligence to 
‘get the point’, than that, on the one hand, the person telling you this has spent 

a good deal more time than you researching the contexts of the play and its 
sources, knows what the allusions are by heart, and so has an ‘access’ to the 
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codes which you have yet to acquire; or, on the other hand, it is an indication 

that a joke or comic scene is ‘for an age’ and not for all time. 
Understanding the codes, having a familiarity with the contexts, the history, 

the culture, may not make whatever it is you're reading or watching amusing. It 
will, however, give you insight into why comedy reinvents itself repeatedly and 
endlessly; why it remains as potent a cultural discourse and form as any other, 

such as tragedy. Indeed, in comparison with the novel, which in the history of 
cultural entertainment is something of a parvenu, comedy has a much older 
pedigree. Long before any literary historian or critic sought to define comedy, 
there was comedy, or manifestations of the comic. 

This was the case, even if it did not know it was comedy, or if the earliest 

forms defined the ‘comic’ in a manner wholly, or almost completely, alien to 

our comprehension. In the same way that before the first geometer ever existed 

— the first person or persons to define geometry as a particular, scientific 

discourse with its own language and logic — there was already geometry and 

there had always been geometry in practical terms, so there has always been 

comedy. And while comedy, in all its various different practices and forms in 

the twenty-first century may have little, immediately, to do with the comedy of, 

say, Aristophanes’ The Birds or Chaucer’s Wife of Bath, yet the codes of comedy 

accrete; they leave in the sediment of human culture various deposits, little 
notes about knowledge, society, human relations, which, however transformed, 

remain as traces, to be unearthed in present-day forms. 
What such traces tell us is this: the comic defines the human animal in 

particular situations; it exposes the human’s behaviour, his or her motivations; 

it points out psychological reasons for actions even if the word ‘psychology’ is 

unknown to a given historical community or society; and it provides the glue 

that binds groups together, if only in demonstrating what takes place when one 
member of a community comes unstuck. In brief, comedy illuminates what it 

means to be human through an eccentricity or deviation from the normal and 

everyday, thereby highlighting normality as merely a series of learnt conven- 

tions. Comedy is there to expose the workings of the everyday. Comedy tells 
us who we are, and it does so not by making us into heroes, but by showing us 

as little human beings, just like everyone else. Comedy shines a light onto us, 
often in our misfortunes. 

Schadenfreude, comic karma or the pleasures of bad luck 

144 

Frequently, comedy invites us to feel superior by staging the misfortunes of 

others, so that we experience what some refer to as Schadenfreude. This German 
word, appropriated into English, means the pleasure one derives from anoth- 
ers misfortune, often when a mishap or bad luck is of the physical kind. 
Witnessing someone else’s bad luck is comic to us because, the argument runs, 

we identify with the misfortune, but feel lucky to have escaped the accident. 

Some might argue that the pleasure is derived from some atavistic 
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superstition; buried somewhere deep in our psyches is the sense that the gods 
have let us off the hook. 

An example might be when we see a man walking about in his home, trying 
to recall the past, slipping over on a banana skin — what is known in comic 
discourse as a pratfall — that he has absent-mindedly left on the floor. A stock 
comic device used in music hall of the nineteenth century, and subsequently in 
silent films, the banana skin joke is used by Samuel Beckett in his play Krapp’s 
Last Tape (1958). In the midst of seriousness we are in slapstick, you might say. 

(‘Slapstick’ is a term used for very physical comedy or humorously embarrass- 

ing events, and comes from the practice in pantomime, music hall or vaudeville 
of simulating the sound of a slap or punch by means of two pieces of wood 

joined at one end that are brought sharply together.) Other examples of the 

use of Schadenfreude can be found throughout history. 
To go back to Chaucer’s Wife of Bath: she recalls the tale of how Xanthippe, 

wife of the Greek philosopher Socrates, allegedly ‘cast pisse upon his 
[Socrates’] heed’ (Prologue, 1. 729). Obviously, this is amusing because the 

drenching Socrates endures is not happening to us, hence the experience of 
Schadenfreude. This tale, told to the Wife for moral instruction on the behav- 
iour of ‘unruly’ women, is used by her against the grain of the moral purpose to 

illustrate the fools men make of themselves when they try to assert authority 

(the first word of the Wife’s prologue) over women. The scene itself is funny 
for a number of reasons: woman makes a fool of man, his ‘mastery’ and ‘author- 

ity’ being undercut (women in the Ricardian court might well have enjoyed 

such a subversive idea); additionally, here in Socrates is a great figure in the 

history of thought, familiar to at least some of the learned members of Chau- 
cer’s audience, being brought low by an action as far removed from philosophy 
as it is possible to get. If there were an hierarchical cultural scale, where philos- 
ophy is ‘high’ and bodily waste ‘low, then a single action, recounted in a 

narrative, is witty precisely because the scale is traversed in a single gesture, 

where woman has the upper hand, silencing the great talker and rendering his 

discourse purposeless (philosophy has had little to say about piss or shit). 

Lastly, the structure of low overcoming high, thereby inverting socially deter- 

mined order, is played out visually in the imagination because Xanthippe 
would be imagined as emptying the pot from an upper window, perhaps, onto 
her husband below. 

Whatever Chaucer’s intentions, Xanthippe was not to survive in comedy as 
a proto-feminist protagonist. Shakespeare attempts to put her back in her place 
in The Taming of the Shrew, when Petrucchio compares Katherina to her. In the 
eighteenth century, the novelist Henry Fielding exploits a similar sexist logic in 
describing Mrs Partridge as one of the followers of ‘Xantippe, her husband 
never being ‘master’ in her presence (The History of Tom Jones, Book II, Ch. iii). 

It is easy to see that cultural assumptions about gender roles play a part in 
forms of comedy. There are assumptions historically about the roles of men 
and women in society and in relation to one another. Part of Fielding’s point to 
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his male readers is to intimate that ‘we’ are lucky in not having Mrs Partridge 

for a wife; ‘we’ have escaped Mr Partridge’s misfortune. Or, if it turns out that 

‘we’ haven't, then we may have a sympathetic laugh in reading of Mrs Partridge, 
as women are satirized or parodied through Fielding’s caricature. 

Comedy on the couch 
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This is not to suggest that all comedy is sexist or misogynist, any more than it is 
(or has been) racist, xenophobic, homophobic or otherwise fuelled in some 

manner by fear or hatred of anyone not ourselves, belonging to our social 
groups. It is true that a great deal of comedy relies on such fears or anxieties, 
and part of the cultural and historical specificity of comedy has to do with its 

power to offer imaginary projections of a community identity by playing on 

that community’s phobias of particular ‘others: Your module should explore 
this dimension of comedy, its historically darker side, if you like. This is useful 
for illustrating the historical context, the ideological drive and singularity of 

particular comic texts. If jokes come from anxieties and fears, those fears have 

to do with whatever might be termed the phobia du jour. They operate by 
releasing or promising to release the pressure valve that is kept closed in our 

psyche, so that we don’t act negatively based on our repressed fears. 

If you think this all sounds a little bit psychoanalytical, you'd be right. As if 

to prove the assertion I began with — that explaining comedy is not in the least 
bit amusing — you may well be expected to read on your module excerpts from 
Jokes and Their Relation to the Unconscious (1905) by Sigmund Freud, the 

‘father’ of psychoanalysis (see PsYCHOANALYsIS). In this Freud examines how 
humour and jokes work through association between different things, things 
we have difficulty speaking of in public or in so-called ‘polite’ society; or the 
displacement of a forbidden thing or word with an acceptable one, so that if I 
speak about being a pheasant plucker, I might just be telling you about my job 
(writing academic texts is just a sideline), or I could be deliberately toying with 

a spoonerism, in order to get a laugh because you have made a transgressive 

association in your mind, whilst I was speaking completely innocently. A 
spoonerism, named after the Reverend W. A. Spooner (1844-1930) who 
apparently made such errors frequently, is a verbal slip which accidentally 

transposes the initial sounds of two words. Freud would say that my uncon- 

scious makes me do this; that I really want to say something rude, disgusting, 

filthy, but I’m too repressed to do so. Eric Idle, in the Tourism sketch from 

Monty Python's Flying Circus, exploits this mercilessly, through a character who 

is unable to say the letter “C’ and so substitutes the letter ‘B’ In the words of the 

sketch, “What a silly bunt’ 

Freud goes on to distinguish between such verbal jokes, puns and double 
entendres (phrases with a double meaning, one ‘clean’, the other not). An 

unintended double entendre - a Freudian would say nothing is truly unin- 

tended — might be found in a line from Jane Austen’s Northanger Abbey, a 

comic pastiche of the gothic novel you might study for its elements of parody. 
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Catherine Morland, the herdine’s, growth is described thus: ‘at fifteen, appear- 
ances were mending; she began to curl her hair and long for balls’ (Ch. 1). 

(Almost) for sure, Jane Austen meant nothing by this innocuous remark; but 

examine the following dialogue from Oliver Twist, and consider one of the two 
characters’ names: 

‘And what have you got, my dear?’ said Fagin to Charley Bates. 

‘Wipes, replied Master Bates; at the same time producing four pocket- 
handkerchiefs. (Ch. 9; emphasis added) 

You might think this very amusing; I could not possibly comment. The fact 
that Dickens refers to Charley about 50 times in this manner might help you 

decide on what is meant. Whatever the case, conceptual jokes fall into this 
category, the purpose of which is far harder to explain for the psychoanalyst. 

What he does argue, though, is that such forms of humour operate in order to 

get round difficulties or obstacles in society, or at particular historical moments. 
Thus, humour circumvents taboos, and serves to create a favourable impres- 

sion. However, comedy also allows the possibility of identifying a scapegoat, 

by which process the humour gives a sense of power to those who believe 

themselves to be under threat, and this often takes place through an economy 

of dehumanization. If comedy takes away some dimension of the human, then 
those we laugh at are easier to dismiss, and it is ‘our’ superiority that is asserted. 

This is why Shakespeare’s play uses the - what we now define as sexist — 

convention of calling a woman a ‘shrew. Anyone who is identified with a ‘small 

mouse-like insectivorous mammal’ because of the perception of bad temper 

and allegedly aggressive assertiveness is not likely to be treated as fully human. 

And the use of ‘shrew’ in this way may have deeper etymological roots, for its 

Germanic origin indicates it to have the senses of dwarf, devil or fox. 

Forms and types of comedy 

I have spent quite some time examining two aspects of comedy, the physical 
and the verbal. While comedy changes throughout history, the roots of 
humour rely on verbal play and physical action, both of which are seen to 

deviate from the everyday, and, in doing so, tell us a great deal about how we 

think — about ourselves, about others. Unlike tragedy, comedy is not about 

heroic deeds, notions concerning the actions of supposedly great men or 

woman, the gods, or some universal truth — or if it is, it’s about how such ideas 

are inevitably illusory, based on generalizations rather than the perspicacious 
observation of human minutiae. 

Comedy, though, is also based on the way in which, if you try to do an 

heroic deed, you will end up with egg on your face (metaphorically speaking), 

be misunderstood, or otherwise get yourself into an embarrassing situation 

which you find it hard to explain. Take Mr Pickwick, in Dickens’s first, and for 

me, wittiest novel. Going at night to a girls’ boarding school to prevent an 

elopement (so he thinks), he is mistaken by the occupants of the school for a 
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burglar (with possibly even more nefarious designs, which Dickens never 
spells out), the whole heroic endeavour going badly - and very funnily - 
wrong. The comic is what we are, every day, despite our best intentions. 

This being the case, history has thrown up — no pun intended — all manner 
of comedic modes and genres: parody, satire, burlesque and the carnivalesque, 
to identify just a few. I have already exemplifed the carnivalesque — a term 
coined by Russian critic Mikhail Bakhtin (BAKHTIN AND DIALOGIC CRITI- 

cism) — through the inversion of social order typified in Chaucer’s Wife of 
Bath in The Canterbury Tales. It therefore remains to say only a little more here. 

Bakhtin traces the origins of this mode to the medieval concept of carnival. It is 
defined through inversion of social order, subversion of hierarchy and the 

destabilization of assumed meaning through humour and chaos. The carni- 
valesque is what Bakhtin terms a representation of the world turned upside 
down, where societal norm and convention are questioned through displace- 

ment and replacement, such as a king becoming a fool, or a fool or pig being 
crowned monarch. 

Your module should identify and explain these different kinds, but, repeat- 
edly, you will come back to the fundamentals of linguistic infelicity, errors of 

perception based on the interpretation of actions without full knowledge, and 

the inability to do something as you had intended. Parody involves exaggera- 

tion of style, imitation of language or behaviour, which amplifies or mimics in a 
distorted manner to make fun, to produce a laugh. Such false or absurd repre- 
sentation is known as travesty, and can involve caricature, in which aspects of a 

person’s mannerisms, behaviour, way of speaking, are exaggerated. Similarly, 

burlesque also imitates absurdly or in an inflated, hyperbolic way. 

Such practices, along with elements of surrealism, have, in the twentieth 

century, developed into strategies for ideological critique, in forms of narrative 

or drama which are identified as belonging to their own genre, the Absurd. In 

this category, plays such as Eugene Ionesco’s Rhinoceros, some of the earlier 
plays of Beckett, or Luigi Pirandello’s Six Characters in Search of an Author, 

might be studied. The Absurd, or Absurdism, is taken to have developed from 

existentialist and nihilist branches of philosophy, which hold, very broadly, 

that any effort to find meaning in the universe by humans ultimately fails. 
While this doesn't sound particularly comic, it enables the possibility of the 

presentation of absurd actions, or to suggest that humans simply are absurd in 
their social constructs, and that this offers the possibility of humour. 

Of course, comedy did not have to wait until the late nineteenth and 

twentieth centuries for such possibilities. As I have suggested, parody and its 
component devices already did this, as did satire. Satire, from its earliest 

examples onwards, has relied on the power of humour, ridicule, hyperbole and 

irony to expose human stupidity, greed and vice, and to do so, moreover, not 

as merely a critique of the individual, but through the dramatization of 

narration of a given individual, to present a sustained critique of contemporary 

political and related topical matters. The television show Spitting Image drew 
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onarich satirical tradition in its grotesquely caricatured puppet-representations 

of politicians, not least in the image of Tory minister Norman Tebbit as a 
skinhead thug in a leather jacket. If you don’t see why this might be funny, 
youre either not old enough to remember the days when Margaret Thatcher 
was Prime Minister, or you're a Tory. But in satirical comedy at least, there is 

nothing new under the sun. 

A possible module 

Language, action, mode, and historical development and change: a module on 

comedy must seek to address all such aspects. Thus, you might find a comedy 

module that moves chronologically, beginning with Juvenal and Horace, 
coming up through the centuries, to early modern England, and then on 

through the eighteenth and nineteenth centuries, to the present. In order to 

develop your understanding, your module might well assign, alongside literary 
texts, some of the ‘theoretical’ texts I have mentioned, or extracts at least, from 2 

Freud, Bakhtin, the theoretical essays of playwrights, or essays by novelists 

explaining how they go about their work. Another possible organization might 
be one where the theoretical reflections on what constitutes comedy are 

considered first, before moving onto the particular literary texts to be read. 

Comedy: sample syllabus 

Each week’s primary text(s) will be supplemented with critical reading. 

Week 1 Introduction: what’s so funny about comedy, anyway ? Some theories of comedy 

Week 2 Festive drama: Aristophanes, Birds and Other Plays 

Week 3 Satire: Horace, The Satires of Horace and Persius; Juvenal, The Satires 

Week 4 Laughing at the world (1): Ben Jonson, The Alchemist and Other Plays, LadyMary 
Wortley Montague, Simplicity, A Comedy 

Week 5 Laughing at the world (2): John Dryden, selected poems; Aphra Behn, The Emperor 

of the Moon 

Week 6 Scenes from everyday life (1): 18th-century comedy; extracts from Laurence 

Sterne, The Life and Opinions of Tristram Shandy 

Week 7 Scenes from everyday life (2): 18th-century laughter: Tobias Smollett, The 

Expeditions of Humphrey Clinker 

Week 8 Sentimental humour: Dickens, The Pickwick Papers 

Week 9 Comedy of manners: Oscar Wilde, The Importance of Being Ernest 

Week 10 The screwball tradition in Hollywood: film screenings of Bringing up Baby; Mr 

Blandings Builds His Dream House 

Week 11 Nothing’s funny; farce and the Absurd: lonesco, Rhinoceros, Beckett, Waiting for 

: Godot 

fe Week 12 The politics of comedy: Trevor Griffiths, Comedians 
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The novel (Year 1) 

Helen Wright 

What is a novel? 

If you find yourself taking a module on ‘the novel’, you might be surprised to 

find that your tutor avoids telling you exactly what a novel is. This would 

certainly not be because s/he doesn’t know. On the contrary: admitting that 
the novel doesn’t have an exact definition is — however strange it may seem 
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— probably considered to be one of its best and most accurate definitions 
(Eagleton 2005: 1). Yet it hasn’t always been this way. During the period tradi- 
tionally thought to be the most important in the history of the novel’s 
emergence as a fully formed literary genre, the eighteenth century, female 
novelist Clara Reeve observed that ‘[t]he novel is a picture of real life and 
manners, and of the times in which it is written’ (Reeve cited in Cross 1899: 
xiv). The novel is therefore marked out as the form of fiction that reflects a 
realistic engagement with what we could term ‘the everyday’: people’s real lives 
as they live them. Here, then, you can see why the novel resists definition. If 
you think about what constitutes our everyday lives, you'll see that what was 
everyday in 1785 was certainly not the same as what was everyday in 1885; nor 

will what was everyday in 1885 be the same as what will be everyday in 2185. 

The novel's focus on the everyday aspects of our lives and ‘of the times in which 
it is written, means that it is a constantly shifting genre. Its connection to 
people's everyday lives makes it impossible to define once and for all. What 

you are therefore likely to encounter when studying the novel is a set of texts 

that will offer you an insight into both when and how the novel emerged, and 

how, whilst remaining indefinable, it has come to be one of the most popular 
and enduring forms of literature. 

Romance 

Many courses on the novel will begin with a study of the literary genre of 

romance. At first, this might seem odd, as romance was popular amongst the 

ruling elite in the Middle Ages, long before the novel even existed. Yet as 

romance is traditionally viewed as the genre against which the novel defines 

itself in opposition, no course on the novel can afford to underestimate its 

significance (Hammond and Regan 2005S: 7). Indeed, if we look at one of the 

most famous texts of English romance, you will see the tension between 
romance and the novel by looking at romance’s fundamental nature (see 

MEDIEVAL LITERATURE). Thomas Malory’s Le Morte d’Arthur (1485) is a text 

which draws together the various tales of Arthurian legend. However, one the 

most noticeable things about Le Morte d‘Arthur is that it is based upon figures 
of ancient historical legend: King Arthur belongs, of course, to sixth-century 

Britain, and this makes the material for Malory’s romance outdated by nearly a 

thousand years by the time he actually came to write it. Beyond doubt, then, 

Malory’s text could not possibly detail the everyday lives of the elite fifteenth- 

century audience who would read it. In light of this, Malory’s text might 

therefore be used to show the formal contrast between romance and the every- 

day realism that is characteristic of the novel. Whatever form the study of this 
contrast between romance and the novel takes, it will become clear that, unlike 

the novel, romance is characterized by a lack of engagement with the real lives 
of people in the time in which it was written (McCarthy 1988: 14). Such a 
study will therefore leave you well placed to see how the novel began to emerge 

in opposition to romance during the following centuries. 
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Don Quixote 

Once the fundamental nature of romance has been established, you will find it 

easier to make sense of the anti-romantic nature of the picaresque tradition, 
which first emerged in sixteenth-century Spain. Although a late example of the 
genre, most courses on the novel will probably make substantial reference to 
Miguel de Cervantes’ Don Quixote. First published in Spain in 1605 (part I) 

and 1615 (part II), Don Quixote represents a conscious attempt to discredit 

the romance genre by throwing the unreality of romance together with the 
often harsh realities of real life (Cross 1899: 9). In Don Quixote you will thus 

see one of the first texts to adopt a critical - and a highly literary — perspective 

on the failings of traditional romance. By writing a character who is obsessed 
with chivalric tales from history, Cervantes creates the ultimate, or ‘proto- 

typed’, figure of romance in Don Quixote, and then unleashes him on the real 

world. From this position, you will therefore find that Don Quixote allows you 

to analyse the conflict between romance and reality that Cervantes and the 
picaresque tradition attempt to foreground. For instance, when Don Quixote 
charges at the windmills, thinking they are giants simply because that is the 
sort of adventure romance has led him to expect, what sort of comment is 

Cervantes making about the tension between reality and the romance? By 
contrasting Don Quixote’s behaviour with that of his servant, Sancho Panza, 
you might see elements of everyday reality creeping into the text. Through this, 

you will thus get an insight into the role that Don Quixote plays in preparing the 
way for the shift from the unreality of romance to the everyday realism of the 

novel that begins to emerge in the next couple of centuries. 

Seventeenth-century prose 
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If you are studying the novel as part of an English degree, it’s likely that you will 

move back to studying English prose when you reach the seventeenth century. 
Whilst looking at prose from this period, you will encounter a range of texts 

that illustrate the increasing shift onto the realities of everyday existence. For 
instance, although not published until the nineteenth century, you might study 
Samuel Pepys’s Diaries (1825S), as it gives a good indication of the extent to 

which writers of the seventeenth century were beginning to engage with the 

realities of everyday life (Allen 1954: 29). By increasing the degree of focus 

that prose writing could now have on real life, texts such as Pepys’s Diaries 
opened the way to putting prose and reality together, and this was particularly 

significant in the development of the novel as a form (Allen 1954: 28). Indeed, 

one text that will give you a good insight into how the real-life focus of prose 
contributed to the emergence of the novel is Aphra Behn’s Oroonoko (1688). A 

tragic story of enforced slavery, Oroonoko takes the autobiographical emphasis 
of seventeenth-century prose and fuses it with an indeterminate degree of 

fiction. This introduction of — arguably - fictional elements into a text that 

claims to be ‘a true history’ pushes prose writing even closer to the fictional 
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realism that would become typical of the novel (Todd 1999: 4). By looking at 
this blurred distinction between what is real and what is fictional in Behn’s text, 
you will begin to see that the blending of fact and fiction in Oroonoko makes it 
identifiable as one of the most important precursors of the eighteenth-century 
novel, and heralded the arrival of the novel as we would recognize it today 
(Woodcock, cited in Todd 1999, 6). 

The modern novel 

Most scholars identify the eighteenth century as the time in which the novel 
made its first appearance as an established literary form. Indeed, the ‘rise of the 

novel’ at this time is often correlated with the rise of the middle class (Watt 

2001: 35-59). Up until the eighteenth century there had never been such a 

literate audience, or one with as large a disposable income to spend on litera- 

ture. Frequently cited as early examples of the novel in English, you will hear 

mention of texts such as Henry Fielding’s Tom Jones (1749) and Samuel Rich- 

ardson’s Pamela (1740). However, there is a good chance that you will look at 

Daniel Defoe’s Robinson Crusoe (1719) in some depth. Not only does Robinson 

Crusoe offer crucial insights into the relationship between author and reader in 
what was now considered the ‘literary marketplace’, but it also offers an insight 
into the challenges posed by the novel’s extreme realism, or verisimilitude. 

Defoe’s fictional representation of one man’s life in a specific time and place 

results in a text that is so lifelike that it created a deal of confusion when it was 
first published as to whether it was actually fictional (Baines 2007: 8-14; 
Marsh 1998: 181-2). You will therefore see that the novel was not wholly 

unproblematic as a form of fiction when it first emerged, and in order to see 

how the reading public finally overcame this initial confusion, you will perhaps 

look at novels from later in the eighteenth century, or even the early nineteenth 

century. A likely text here might be Jane Austen’s Northanger Abbey (completed 
in 1798). A darkly comic analysis of the connections between reality and the 

plots of novelistic fiction, Northanger Abbey’s focus on the inherent reality of 
what are even the most seemingly fictional of fictions could well be used to 
illustrate the eventual acceptance of the novel’s fundamental nature of realistic 

representation (see ROMANTICISM AND GOTHIC). Regardless of what texts 

you study from this period, though, you will observe the establishment of the 
novel as the most popular literary form, and that which - as Clara Reeve would 

remind us — offers ‘a picture of real life and manners, and of the times in which 
it is written. 

The Victorian novel 

Once officially established as the form of everyday life, it is often argued that 
the novel really came of age in the nineteenth century: ‘the period was, and is, 
for many, the age of the novel’ (O’Gorman 2002: 1). For this reason, it is diffi- 

cult to predict what texts you might be likely to study from the Victorian period 
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(see THE NINETEENTH CENTURY AND THE VICTORIANS). Increasingly 
popular amongst the expanding middle — and now also lower — classes, the 

novel at this time is so diverse that it is impossible to cover all the sub-genres 
that had developed. For example, you may study Elizabeth Gaskell’s Mary 
Barton (1848), which engages with the struggle between factory workers and 

their employers in the industrial city of Manchester. Yet, equally, you may 

study Emily Bronté’s highly original Wuthering Heights (1847), quite a differ- 
ent style from that of Gaskell. Then, of course, there is also the social comment 

of Charles Dickens’s novels, the religious doubt of Mrs Humphrey Ward's 

Robert Elsmere (1888), and the height of intellectual realism that is George 
Eliot’s Middlemarch (1871-2). Even a quick glance at this diversity reveals the 

breadth of focus you can expect to see within the novel of the Victorian period; 

but what unites these texts is that they all engage with the realities of people's 

existence and the types of challenge they would encounter every day as people 

of the Victorian period. For instance, Gaskell’s Mary Barton details the horrors 
of extreme poverty brought about by industrialization and offers a harrowing 

account of the human cost of such conditions. Similarly, Ward’s Robert Elsmere 
engages with the religious doubt that was common in the latter half of the 
nineteenth century, and illustrates the type of disruption that many people felt 

at this time in relation to their own beliefs. Here then, by studying one or even 
a variety of texts from the Victorian period, you will see how its characteristic 

realism results in the novel of this time giving the Victorians an insight into 
their own lives and times and, thus, becoming a significant vehicle for social 

comment and criticism (O’Gorman 2002: 1). 

Modernism 

Peace og 

By the end of the nineteenth century, however, the realism of the Victorian 

novel had hit a crisis. During the late nineteenth and early twentieth centuries, 

a number of scientific and philosophical developments led to new ways of 

thinking about — and, indeed, experiencing — everyday life. Because of this, the 

realism of the Victorian novel was no longer suited to capturing or reflecting 
the everyday lives of modern people (see REALISM). Indeed, it is for this very 

reason that Ezra Pound coined the phrase ‘make it new’ in relation to modern- 

ist art (Pound cited in Goldman 2004: 1) (see MODERNISM). Many courses 
on the novel will show the effect that this injunction had on the modernist 
novel by introducing a text like James Joyce’s Ulysses (1922). With its odd flow 

of events and textual interruptions by signs, song lyrics, and even music at one 

point, you may find that Ulysses makes no real sense in comparison with the 

solid realism of the Victorian novel. Yet this apparent lack of realism is not 

really a lack of it at all, it is just realism of a different — or ‘modern’ — kind. For 
instance, alongside other significant advances in philosophy and science in the 

early twentieth century, Freudian ideas about human consciousness were 
beginning to be translated into English and thus inspire both intellectuals and 

writers alike (Goldman 2004: 60). Joyce’s Ulysses will certainly illustrate this 
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significant influence, as too will a text like Virginia Woolf’s Mrs Dalloway 
(1925). Often referred to as a stream of consciousness, you will see that the 
prose of Mrs Dalloway is structured in such a way as to suggest the reality of the 
characters’ inner experience of their everyday existence, from Mrs Dalloway’s 
recollections of her youth as she plans her party, to Septimus’s painfully 
distorted perceptions through the mental confusion of shell shock (Bradbury 
and McFarlane 1991: 26). Through a study of texts such as Joyce’s Ulysses and 
Woolf’s Mrs Dalloway, it will emerge that the modernist novel experimented 

with form in order to try and capture not just real life as an ‘external’ reality or 
material situation, but - much more specifically — real life as the inner experi- 

ences of the human consciousness in the context of the ever-demanding 
modern world. 

Summary 

If you recall, we began this discussion by stating that ‘if you find yourself taking 

a module on the novel, you might be surprised to find that your tutor avoids 

telling you exactly what a novel is: By this point, you will have seen exactly why 

the novel is inherently indefinable: it is the form of everyday reality, and is, 

therefore, ultimately defined by its contemporaneity (Hammond and Regan 
2005: 25). Ever changing, the time to which the novel connects and from 

which it takes its themes is so much ‘now’ that any definition will always be 

playing catch-up with the pace of the novel’s formal and thematic reinventions 
(Hammond and Regan 2005: 124). If you just look at the speed at which 
writers reinvented the novel between Robinson Crusoe in 1719 and - say — 

Ulysses in 1922, you will see that it is constantly changing in order to 

accommodate and show us ourselves as we really are, right now. Indeed, it is 

for this very reason that this discussion concludes with texts from the modern- 
ist period. After modernism comes, of course, postmodernism (see 

PosTMODERNISM); but this particular phase of time is yet to end. We are, 
ourselves, still postmodern, and this means that whatever suggestions are 

made as to postmodern novels you may study, you may actually end up study- 

ing some that have yet to be written at the time I am writing this. What is 

certain, though, is this that regardless of the theme or form of the postmodern 

texts you study, you will inevitably see yourself in them, in some way at least. 

Indeed, it is perhaps this peculiar ability of the novel to show us our own every- 

day experiences through characters that don’t necessarily resemble us that 
continues to make — or, rather, keep — the novel the most popular form of 
literature today (Hammond and Regan 2005S: x). 

The novel: sample syllabus 

Week 1 Introduction: what is a novel? — theories of the novel and its history 

Week 2 Romance: legends and histories: Le Morte d’Arthur 

Week 3 Romance vs. reality, or fighting windmills: Don Quixote and the Spanish picaresque 
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Week 4 Seventeenth-century prose (1): ‘The condition of the state was thus’: Pepys’s Diaries 
Week 5 Seventeenth-century prose (2): from prose to prose fiction: roonoko 
Week 6 Modern origins: ‘The rise of the novel’: Robinson Crusoe 
Week ? Novels and the real (1): ‘Flights of fancy?’: Northanger Abbey 
Week 8 Novels and the real (2): ‘Giving some utterance to the agony’: Mary Barton 

Week 9 Novels and the real (3): ‘Hidden lives’ and everyday heroics: Middlemarch 
Week 10 Modernism: One day in June (1): Mrs Dalloway 
Week 11 Modernism: One day in June (2): Ulysses 

= Week 12 Conclusion: from modernism to postmodernism € and beyond? 
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Poetry : (Year 1) 
Bill Overton 

If you are unsure what poetry is, consider the following text by Thomas Hardy: 

Any little old song 

Will do for me, 

Tell it of joys gone long, 
Or joys to be, 
Or friendly faces best 5 

Loved to see. 

Newest themes I want not 

On subtle strings, 

And for thrillings pant not 

That new song brings: 10 

I only need the homeliest 
Ofheartstirrings. (Hardy 1976: 702) 

The text is short, and its language simple. There are no similes and no meta- 

phors, nor does any striking thought seem expressed. Instead, the text asks for 
something quite ordinary — a familiar tune to evoke the ‘homeliest’ emotions. 

Although a reader will recognize it as a poem from its layout, and although a 
listener might do so from noticing that it rhymes, it seems otherwise to have 

few literary qualities. 
What makes the text a poem is, in part, its metre. Anyone familiar with how 

English is spoken will notice patterns of emphasis that seem connected with 
the number of syllables in each line. In each stanza, for example, the first and 

third lines have six syllables, and, in each of these lines, three syllables are 

emphasized, including the first. The pattern in the second and fourth lines is 

simpler: each has four syllables, and the only ones emphasized are the second 

and fourth. In these four-line units that open each stanza, two tensions result: 
between alternating lines with different lengths and different patterns of 
emphasis. While the odd-numbered lines begin with a falling rhythm, because 

the stronger emphasis comes first, the even-numbered lines have a rising 

rhythm, because they move from a lighter to a heavier stress. These kinds of 

metre are called, respectively, trochaic (heavier stress followed by lighter) and 

iambic (lighter stress followed by heavier). In the four lines that begin each 
stanza, then, a quick and lilting line is twice brought up short. The effect, like 

the poem’s subject, is musical. 

The facts that the text has regular patterns of emphasis — in other words that 
it is in metre — and that it rhymes, make it verse. Poetry is normally considered 

to be verse with special qualities of expressive subtlety and complexity, and the 

text has these too. For instance, there are delicate metrical variations within 

each stanza and between the two stanzas. An example of a variation between 

stanzas is that, unlike lines 1 and 3, lines 7 and 9 are regularly trochaic and end 
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with double rhymes. The last two syllables of line 1 put the lighter stress before 
the heavier, as do the last four syllables of line 3, so that the stress pattern 

changes to iambic before each of the short iambic lines that follow. As a result, 

the first stanza has a more hesitant movement than the second, because the 

trochaic pattern is interrupted earlier. An example of a variation within a stanza 

is that the shift to iambic metre takes place earlier in line 3 than in line 1. This 

helps usher in the fifth line, which, in both stanzas, keeps to the iambic metre 
of the even-numbered lines, instead of conforming to the mainly trochaic 

metre of the previous odd-numbered ones. Yet there are variations here too. 

While the line closing each stanza follows the same pattern as the other even- 

numbered lines, in the first it has only three syllables instead of four, bringing 

the stanza to a halting end that suggests a kind of emotional catch of the breath. 

In contrast, line 11 has two extra syllables, so adding animation at the climax. 

These differences, and the changes of pace and emphasis they create — espe- 

cially when the poem is read out loud — affect its tone and meaning. Another 
example of intricate variation is that, although the second word in the phrases 

‘old song’ (1) and ‘gone long’ (3) carries a heavier stress than the first, the first 
word in each phrase carries a heavier stress than the second syllables of ‘Any’ 

and ‘little’ in the first line and the words ‘it’ or ‘of’ in the second. The effect is to 

lay special emphasis on both these phrases, suggesting a wistful harking back. 
More subtly still, the poem uses the words ‘gone long’ instead of the usual 

phrase, ‘long gone. The reversal of the order that would normally be expected 

calls attention to the phrase and invites the reader to dwell on it. 
Other sound patterns produce extra resonances. The phrase ‘gone long’ is 

an example, for it shows another of the poem’s musical qualities in its aural 

patterning. It begins and ends similarly, for the ear and, even more, for the eye 

(the repeated ‘g’ constituting a kind of eye-rhyme), and so encloses the 

repeated sound ‘on, with its prolonged and plangent vowel. This further kind 
of rhyme is known as internal rhyme, and here it is emphasized by the fact that 

the second word is also an end-rhyme. There is another example in the second 
stanza in ‘strings’ and ‘thrillings’, as ‘strings’ begins another end-rhyme, picked 

up in lines 10 and 12. But this is not just a matter of sound, because, through 
the rhymes, a semantic connection is suggested: ‘strings’, ‘thrillings’, “brings; 

‘heartstirrings. There is a similar and even more subtle link between the lines. 

in each stanza that seem unrhymed. Not only do the two lines rhyme with each 

other, across the break between the stanzas, but again this carries semantic 

value: ‘best’, ‘homeliest: Further sound patterns include alliteration, in ‘friendly 

faces, and assonance, which is a play on vowel sounds, as with the long ‘o’ in 

‘only the homeliest. The phrase ‘gone long’, with its repeated consonant and 
vowel sounds, is a combination of consonance and assonance. 

Kinds of poetry 

In his essay “Why study literature?’ in the first part of this book, Kenneth 
Womack suggests that it is the enigmatic and undecidable qualities of texts that 
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make them interesting and engaging. ‘Any Little Old Song’ has those qualities, 

and it is through recognizing its metrical and aural pleasures and intricacies 

that it may best be appreciated. What is enigmatic about the poem is its ability 

to imply complex emotions with seemingly simple materials. There is no way 

of knowing what lies behind the wish to hear a familiar song. From that wish 
the poem produces verbal music. 

The kind of poetry that does this is called lyric (see Lyric). Originally the 
word referred to words sung to the accompaniment of a kind of musical instru- 
ment called a lyre, and this sense continues in the word ‘lyrics’ today. A lyric 

poem is essentially an expression of thought or feeling, or a mixture of the two, 

and for this reason it is usually quite short - modern poetry magazines reckon 

on a maximum of 40 lines, though some lyric poems from the past are consid- 
erably longer. But it is important to recognize that, although lyric poetry is the 

commonest kind of verse today, it is not the only kind. The word ‘verse’ refers 
to metrical form, and almost any kind of writing may be in metre. Obvious 

examples are the plays of Shakespeare and most of his contemporaries, and 
narrative works in verse such as Chaucer’s Canterbury Tales, Milton’s Paradise 
Lost, or, to give an example closer to the present, Vikram Seth’s The Golden 

Gate — which is a novel about life in Berkeley, California — in the very hard-to- 

do but enjoyable form known as the Pushkin stanza. As recently as the 

eighteenth century, verse has even been used for philosophical and scientific 

texts. The reason it is important to be aware that different kinds of work may be 
written in verse is that such works, if they are any good, will require attention 

to their metrical qualities, because it is in part through those qualities that they 
communicate. In other words, a play or a narrative written in verse, let alone a 

poem of any type, cannot properly be studied solely on the basis of its action, 

themes, characterization or imagery. The way it uses verse will be fundamental 
to its mode of expression and its meaning. 

Learning about poetry 

It follows that a course in poetry ought to teach two main kinds of knowledge 
and skill. First, it must be able to explain how poems are organized metrically, 
and to develop the ability not only to recognize and analyse this but also to 

understand how it is significant to their meanings and effects. There is no 
inherent difficulty in this, because anyone familiar with spoken English knows 
how different words are pronounced, and this includes not only their sounds 
but their patterns of stress — the fact, for example, that the names “Chaucer, 

‘Shakespeare’ and ‘Milton’ are all pronounced with the first syllable more 
heavily emphasized than the second. In this process, learning the technical 

vocabulary — words such as ‘iambic’ and ‘trochaic’ — is not enough. Although 

such a vocabulary is necessary to describing a poem's metre, it is only a kind of 

notation. The really important aim is to understand how particular metres, or 

particular metrical variations, produce different effects. For this reason, it is 

essential to have a clear sense of how a poem sounds. This may mean reading it 
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out loud, though those with good auditory imaginations may be able to hear it, 
as it were, inside their heads. Without a sense of how the poem sounds, it is 
difficult, and may even be impossible, to identify where the main stresses are 

or where patterns of sound are repeated. The great benefit of carrying out this 
kind of analysis is that it enables deeper insight into how a poem works and 
what it means. It also equips anyone who becomes reasonably competent in 
metrical analysis to make original discoveries, even about poems that are quite 

well known. 
The second key requirement of a course in poetry is that it teach what 

distinguishes different kinds of poem, and also poems written in different 
historical periods, Lyric poems, for example, work differently from narrative 
poems or from poems in such genres as satire or pastoral; and poems written in 

the romantic period tend to use different language and either to develop new 
verse forms or to renew, often radically, those used in earlier periods. It is 
important to know about poetic genres, because poems written within these 
will invite particular kinds of expectation and then confirm, challenge or even 
overturn them. For instance, a pastoral will invite the expectation that it will 
present a more or less idealized view of life in the countryside, but the poem 

may either do this in an unusual way or put it in question, as Sir Walter Raleigh 

did in his poem answering Christopher Marlowe's “The Passionate Shepherd to 

His Love: It is important to know about the special kinds of language and verse 
form that poems tended to use in different historical periods because they too 
had their own associations, and because this knowledge enables the reader to 

recognize innovation. Those who have read some eighteenth-century poetry 

and have noticed that its language is often quite elaborate will be able to feel 
some of the shock of the new that Wordsworth and Coleridge’s Lyrical Ballads 
would have had on readers when it was first published in 1798. Those who 
have read some Victorian poetry will be able to measure the parallel shock of 

T. S. Eliot’s The Waste Land. 

Form and meaning 

To give a more specific example, Milton indicated in a note to a reissue of Para- 
dise Lost in 1668 that he had chosen blank verse for his poem rather than 
rhyming couplets because of its greater freedom. This was not only a literary 
but an ideological challenge, because the heroic couplet, the dominant form for 

serious verse at the period, tended to imply a conservative politics through its 

cultivation of balance and order. Wordsworth and Coleridge, like Blake in his 

Songs of Innocence and of Experience, did something similar in choosing ballad 
form, because its associations were with ordinary people and not with the elite. 

Even short quotations from poems in these forms give some idea of how 
sharply they differ and how forcefully they can convey meaning. For example, a 

characteristic heroic couplet is this one from Dryden's Absalom and Achitophel, 
a long narrative poem in the form of a biblical allegory that sought to influence 

the trial of the Earl of Shaftesbury for treason against Charles II: “Gainst Form 
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and Order they their Power employ; / Nothing to Build, and all things to 
Destroy’ (1972: II, 21; Il. 531-32). Here, not only the choice of key words such 
as ‘Form’ and ‘Order’ is important, but also the ordered form in which they are 
arranged: the two words complement each other, and they name the qualities 
that the King’s opponents allegedly threaten. Similarly, the second line not only 
develops this idea, and distils it into the seventeenth-century verse equivalent 
of a soundbite, but, through its balanced structure (‘Nothing’ / ‘all things’, ‘to 
Build’, ‘to Destroy’), presents an example of the values it claims are under 
attack. Milton’s blank verse, on the other hand, celebrates not only freedom 
from what he regarded as the constraint of rhyme but also the self-discipline 

that he commended in its place. This is shown especially by its use of run-on 

lines, as in these from the description of Satan’s flight into Chaos: 

At last his Sail-broad Vannes 
He spread for flight, and in the surging smoak 

Uplifted spurns the ground, thence many a League 
As in a cloudy Chair ascending rides 
Audacious, but that seat soon failing, meets | 

A vast vacuity: all unawares 

Fluttring his pennons vain plumb down he drops 

Ten thousand fadom deep, and to this hour 
Down had been falling. (1674: Book II, 927-35) 

It is difficult to imagine such movements described so compellingly in any 
kind of couplet. Milton’s use of run-on lines and mid-line pauses is crucial to 
the effect. This short extract is part of a sequence of no fewer than 11 consecu- 

tive run-on lines that provide a stunning impression first of mounting into the 
air and then of plummeting helplessly. It is the choice of where to break the 

line that does much of the expressive work, as in ‘surging smoak / Uplifted’, or 
‘ascending rides / Audacious, where words to do with triumphant ascent begin 

both new lines, in the second case preceded by a powerful verb; and, even 

more, in ‘down he drops / Ten thousand fadom deep; and ‘to this hour / Down 

had been falling’, where the ending of one line at the word ‘drops’ invites the 
reader to look into a chasm, and the beginning of another with the word 

‘Down, after another run-on line, reverses the normal metrical emphasis. But 

the mid-line pause, or caesura, contributes strongly too, especially when, after 

five run-on lines, the reader, like Satan, is stopped short by ‘A vast vacuity’ If 
space permitted, it would be easy to provide further examples, or to illustrate 
the different expressive potentials of other verse forms. There are as many as 
there are good poems, and all those interested in poetry will be able to find 

them for themselves. 

Kinds of poetry course 

Poetry may be taught in a wide range of courses. At one end of the spectrum, 

there are courses devoted to the study of poetry as a form of literary 
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expression. Such courses may emphasize prosody, which is the study of metre, 

while others may focus primarily on genre or on historical survey. All will also 
be likely to pay attention to figurative language — simile and metaphor — and to 

other uses of language that tend to occur more often or more systematically in 
poetry, such as changes of word order or sound patterns. At the other end of 

the spectrum are courses in which poetry is taught among other kinds of 

writing. Perhaps the most common of these are courses concerned with the 
literature of a particular historical period. These may have a very wide focus, in 

which case they will offer a general survey; but others, especially the more 

advanced ones, will be more specialized — dealing with the Renaissance, for 
instance, or the romantic period. While courses of this type will often cover a 

range of different kinds of writing — plays or even novels, as well as poems, and 

sometimes, too, texts that are not normally considered as ‘literature’ — it is 

important to bear in mind that each of them works differently and requires 

different kinds of skill and knowledge. In the case of poems, this means reading 

closely for the various kinds of metrical and aural effects already mentioned. 
Other types of course include the thematic, such as representations of the city, 

or the generic, such as satire (see SATIRE). The study of poetry will also be 
taught in courses on creative writing, though with a more practical emphasis. 

It may seem obvious, but the best way to become a competent reader of 
poetry is to read as many poems as you can. Good anthologies, such as the 

Norton Anthology of Poetry, are easily available, and the better ones, including 

the Norton Anthology, have explanatory notes and other material. It helps to 

get into the habit either of reading aloud or of imagining the sound of the poem 
in your head. Further guidance may be obtained not only from courses but 

from books on the subject. Books that are least likely to be useful are those 

arranged on an historical, period-by-period basis, because it is not by reading 

older poems first that knowledge about poetry is best developed. The most 
effective such books work by moving from simpler to more complex topics, so 

enabling readers to build their knowledge and awareness by stages. I strongly 

recommend two in particular. First, although Stephen Fry’s The Ode Less Trav- 

elled: Unlocking the Poet Within is aimed at people who wish to write poetry, as 
its subtitle indicates, I know of no more instructive, accessible or entertaining 

an introduction to prosody. It may be read without carrying out the exercises 

offered to budding poets, though even people without an interest in creative 
writing will learn from completing them because, as John Lennard remarks, 

‘You will learn more about prosody by trying to write metrically than in any 
other way’ (2005: 29). Lennard’s The Poetry Handbook: A Guide for Reading 
Poetry for Pleasure and Practical Criticism is my second recommendation. Not 

only is it a comprehensive introduction to the subject, packed with knowledge 

and examples, but its range is much wider than the title suggests. Six of the 
twelve chapters, for example, cover Punctuation, Diction, Syntax, History, 

Biography and Gender, all of which are important to the study of writing in 
any form. Because it is so full of information, it makes sense to heed Lennard’s 
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advice to work through it slowly, going on to another chapter only when the 
previous one has been absorbed (2005: xxiii). For those wanting a more tech- 

nical introduction to prosody, the best one is Timothy Steele’s All the Fun’s in 
How You Say a Thing. This, too, requires careful reading, although it is certainly 

not a dry academic book but one that sets out the subject clearly and without 
unnecessary jargon. 

Observant readers will have noticed that the quotations above from 
Dryden and Milton are from original editions. I agree with John Lennard in 

preferring these to attempts at modernizing that often mislead, though I also 
strongly recommend using good scholarly editions where these are available. 
But another reason is that now, thanks to such databases as Early English Books 
Online and Eighteenth-Century Collections Online, it is possible to read facsimi- 

les of original editions without visiting a major research library. These 

databases, along with Literature Online, are transforming the study of poetry as 

well as other literary and historical subjects. They offer exciting opportunities 

not only to researchers but to students at all levels. 

Poetry: sample syllabus 

Semester 1: Versification 

Week 1 Introduction to verse and versification 

Week 2 lambic verse 

Week 3 Trochaic verse 

Week 4 Anapaests and dactuls 

Week 5 Stanza form: couplets and quatrains 

Week 6 Rhyme and more complex stanza forms 

Week ? Ballad metre 

Week 8 Pentameter couplets 

Week9 Blank verse 

Week 10 The Elizabethan sonnet 

Week 11 The sonnet from the 17th to the 20th century 

Week 12 Case study; W. B. Yeats, the ballad and ottava rima 

Semester 2: Kinds of poetry 

Week 1 Introduction to genre 

Week 2. The languages of poetry 

Week 3 Lyric 

Week 4 Dramatic monologue 

Week 5 Satire 
Week6 Elegy 

Week? Ode 
Week 8 Love poetry 

Week 9 Pastoral verse 
Week 10 Narrative verse 
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Drama (Year 1) 

Neal Swettenham and Robert John Brocklehurst 

Theatre and drama 

ale, 164 

Drama and Theatre Studies, though obviously related to Literary Studies, offer 

distinctive approaches to text. Whilst Drama may also on occasion focus on 

literary aspects, Theatre Studies directly addresses the fact that plays are 
written for performance. A small number of authors have, of course, written 
plays for what might be called the ‘theatre of the mind’, where public 
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performance was never the intended aim, and others have sought to ‘defy’ the 
very possibility of performance (Artaud’s Spurt of Blood [1925] is one such 

example). However, the vast majority of playwrights write in the understand- 
ing that their works are incomplete without theatrical realization. 

For a long time, students of English literature were encouraged to read 

plays as primarily literary objects: dramatic characters were psychoanalysed to 

reveal their essential behavioural traits; stories were interrogated for their 

central themes and meanings. With the emergence of semiotics (the study of 

‘signs’) and phenomenology (the study of ‘presence’), during the early part of 

the twentieth century, the emphasis gradually shifted from the literary to the 
performative, and the question of meaning(s) became less straightforward. 

From the perspective of drama, it is a given that a play text must be consid- 

ered as an unfinished work: a blueprint for performance. (As Martin Esslin 
suggests in The Field of Drama, ‘Definitions of concepts like “drama” should 
never be treated as normative, but as merely outlining the somewhat fluid 2 

boundaries of a given field’ [1987: 23]). Directors, designers, technicians and 

performers are all co-creators, with the author, in bringing that text to life, and 

yet by adding all the elements of body-voice performance — gesture, facial into- 

nation, vocal emphasis, light, sound, prop and set — they inevitably take the 

work significantly beyond the author’s original idea and intention (sometimes 
beyond recognition altogether). 

The turn of the century saw an increased acceptance of what might be 
termed ‘non-standard texts’ into the mainstream due in part to a breakdown in 

boundaries between art, video and theatre (art in performance, performance 

as art). Such alternative approaches in drama (body, object, image foci) 

contribute to a healthy debate as to what a text can be as part of the continuing 
histories of theatre and drama where technical media and other performative 

elements help extend the realms of form and presentation, of what can be 
presented where, how and to whom. Rather than such ideas becoming a 

panacea for the performing arts, increasingly directors and artists alike are 
looking to the possibilities of an interplay between the traditions of analytic 

reading and writing and the adaptive potential of the ‘combined arts, of past 
and present to inform innovative textual development and staging for the 

future. 
It therefore follows that students of literature who wish to engage confi- 

dently and appropriately with dramatic texts need to be familiar with the many 
different languages of the stage, even if they have no intention of becoming 
theatrical practitioners themselves. To read plays, it is not necessary to make 

theatre; but it is necessary to understand it. 

Staging Shakespeare 

To make the ideas of dramatic interpretation more concrete, let’s consider one 

very simple aspect: the casting process and the effect this might have upon the 

reading of a play. In Shakespeare's A Midsummer Night's Dream, Titania, the 
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Queen of the Fairies, is attended by a group of minor fairies, whose names are 

Peaseblossom, Cobweb, Moth and Mustardseed. How would you cast those 

roles? The names are rather playful and suggest the possibility of using very 
young actors, possibly even children. Bottom addresses them all as ‘Monsieur, 

suggesting that they are to be played by male performers (as indeed would 
have been the case in Shakespeare’s time). But perhaps it would be more fitting 
if the Queen of the Fairies had female attendants? Bottom’s reading of the situ- 
ation is not necessarily to be trusted, after all. Or the fairies might be portrayed 

quite ambiguously in respect of gender. 

Behind all of these possibilities lies the more basic question of how we are 
picturing the fairies in the first place. In Peter Brook’s landmark production at 

the Royal Shakespeare Company (1970), they were played by three male 
performers and one female, all dressed in loose-fitting, drab costumes. They 
were of no particular time or place and used physicality, their acrobatics defin- 

ing their status, their difference, as fairies. Jonathan Miller’s version of the play 

for the Royal Shakespeare Company, produced in 1996, used much older 

actors. These performers, in their sixties and seventies, conveyed the notion 

that the fairies were more than mortal through the obvious fact that they had 

lived many lifetimes: they had seen it all before, nothing could surprise them. 
In the RSC’s 2008 production the fairies were portrayed as leather-jacketed 

punks, invisible to humans, manipulating child puppets, adding another layer 

of ‘conduit’ between the reality and fantasy of the forest scenes. So: playful 

children? Anonymous acrobats? Jaded pensioners? Mischievous punks? 

Which of these, or many other possibilities, might it be? The permutations are 
endless; but each new reimagining of the characters portrays the fairy realm in 

a different light and transforms the experience of the play for its respective 
audience. 

Staging your own texts 

Let’s consider how a student of dramatic literature might set about the task of 
interpreting a text written for the stage. It is helpful to think in terms of three 
overarching considerations: content, form and production. 

1 Content 
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Content takes us back to the first principles of literature: what is the story 

being told and what are its key themes? Who are the main/secondary charac- 
ters? What issues do they raise? What happens in what order and what triggers 

act and action? What is the central crisis of the play and how is it resolved? 

And how are all these issues made concrete through the actions and events of 
the narrative? These are primarily questions of story and character: the ‘what’ 

and the ‘who: It is also important for any student of drama to spot the moments 

within the script that gain their power precisely because of their physical 
qualities. 
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From the earliest Greek plays, with their rhythmic, musically underscored 
Chorus speeches, right up to present-day performance art, the physical pres- 
ence of the actors’ bodies has been a critical element of any theatrical 
experience and good writers know when to reduce language to a minimum 
and allow the actual bodily presence of the performers to achieve their effects. 
The first appearance of the blinded Oedipus in Sophocles’ Oedipus Rex would 
be an early instance of this at work. (It is important to remember that this 
would have been achieved through the use of masks rather than make-up.) 
Shakespeare offers many such examples in his plays, one of the most striking of 
which, perhaps, is an equivalent moment from King Lear when Gloucester’s 
eyes are ‘gouged out’ in front of the audience. Finally, an even more extreme 
and shocking version of this would be the point in Sarah Kane’s play Blasted 

(1995S) at which the Soldier, having first raped Ian, then ‘sucks out’ his eyeballs 

and ‘eats’ them. Such visceral shocks may be obvious at first reading (it is hard 

to miss the effect of that last example), but they may also be much more elusive 

and require closer reading before they yield up their full power. 

Finally, there are the ‘when’ and ‘where’ questions of time and place. What 
effect does geography, period and cultural location(s) have upon the text? 
What impact does this have on the characters’ behaviour and their value 
systems, and is it believable? Is there a particular political context that needs to 
be taken into account (think of Caryl Churchill’s work on Thatcherism)? Or is 

the play set in a much less specific location (Samuel Beckett’s Waiting for Godot 
[1952])? Gathering all these aspects together, we must ask big ‘why’ ques- 

tions: why is this particular story being told? Why should we engage with these 

issues again now, and what might the audience response be? What might the 
play actually ‘mean’? (We should resist the idea, of course, that a play has just 

one meaning that can be excavated and put on display. A good text will suggest 

many potential meanings, some quite contradictory, and it should also be clear 

that the particular questions we ask of a text will determine the meanings we 
find.) 

2 Form 

Form shifts our attention from ‘what, who and where’ to the question of ‘how’ 

— from the story elements themselves to how that story is being told. These are 
issues of genre, dramatic structure, tone and pace, and the ability to ask these 

questions intelligently and attentively is developed over time. It is vital for a 

student of drama and theatre studies to understand how many times the rules 

of ‘good’ playwriting have changed over the centuries. What may seem, to a 
modern reader, to be crude and clumsy construction may, in fact, be a highly 

sophisticated mastery of unfamiliar genre conventions. Someone encounter- 
ing the medieval Mystery Cycles for the first time is more likely to be unsettled 

by the absence of psychologically plausible characters than impressed by the 
plays’ subtle use of poetic language and profound theological grasp. So we first 
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need to understand what kind of play we are looking at (theatre studies) and 

how the dramatic rules work in this particular story-universe. 
Initial genre questions are concerned with overall dramatic form, the 

simplest categories being tragedy (which ends with the death or punishment of 

the main characters), comedy (which ends with the main characters getting 

married), and drama (a more modern category which is unlikely to resolve as 
‘neatly’ as the two classic forms), though there are, of course, many more sub- 

divisions below these three primary categories (see TRAGEDY, COMEDY). 
Then there are questions of structure. Does the play follow an Aristotelian 

story arc from exposition (setting the scene), through catalyst (the event that 

sparks the action into life), development, crisis and resolution (the restoration 
of social balance)? Or is it structured using the ‘epic’ form (primarily associ- 
ated with the writer Bertolt Brecht, though, in fact, he borrowed many key 

ideas about the form from earlier Elizabethan and Jacobean playwrights), 

which can typically encompass a longer timeframe and which divides the story 

into discrete narrative units, or story ‘parcels’, each of which can be considered 
separately? Finally, pace and tone are often missed or misused by the inexperi- 

enced reader, where intelligent dialogue intended to have an ironic edge may 
be wrong when delivered with deadly earnestness or flippant speed. This has 
implications for all aspects of the text, but is most critical when related to vocal 
and physical delivery. 

3 Production 
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Never a mere ‘add-on, production considerations are about facilitating an 

interpretation of text from its content and form into realization. Consider how 
choices such as who you cast, how they deliver the text, and the look of your 

overall stage design might fashion and affect the final presentation. You may 
have chosen to relocate the play in both period and place; you will need to 
research the ‘feel’ and the ‘look’ of these other worlds. Shakespeare's dialogue 

spoken on the stage of the modern Globe Theatre on London’s South Bank has 
given contemporary audiences a sense of his time, of how his text ‘feels’ in that 
environment, but equally, what of the many new intimacies possible when 

staging such work in the black-box studio setting? (The 1976 production of 

Macbeth, starring Judi Dench and Ian McKellen, gained much of its impact 

from its claustrophobic, black-box setting at The Other Place in Stratford.) 
There are potential pitfalls when attempting large-scale production designs 

within the context ofa student production. Not uncommon is the design ‘epic’ 

that fails, ending up as an approximation of the imagined effect. On the other 

hand, with the right kind of creativity and an imaginative use of resources, 

student productions, just as much as any others, are able to unlock whole new 
meanings within the text. 
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Media as text in performance 

With increased quality and access to portable recording technologies and the 
influence of theatre on media art (drama in video artworks; Peter Greenaway 
is a good example of an artist becoming a ‘mainstream’ director, bringing 
drama into close proximity with his artworks using film and video), art on 
theatre media (screen-based media art in theatrical settings; see, for example, 
the theatre project work of The Builders Association: www.thebuildersassocia- 
tion.org) has become accepted and valid as a ‘text’ unto itself, Media can be as 
much the premise or start point for performances or plays in development as 
any published work. 

The idea of creating your own ideas, roles, and writing your own scripts 

raises awareness not just of how ‘scripts’ come into being but whether or not 

the content “belongs to you’ in the first place. It is easy to understand how 
media as text has filtered into the theatre space something that can be traced 

back to 1960s experiments in theatre performance where collectives and 
collaborators such as The Wooster Group or John Cage and Merce Cunning- 

ham created ‘texts’ formed of things other than the written word (audio-visuals, 

body movement, memories, events). Today such approaches are no longer 

seen as radical, alternative ‘dramas’ existing in settings other than just the 

formal theatre space, such as in the art gallery (Tim Crouch’s My Arm and An 
Oak Tree performed at the Tate Modern, London, 2006) or in site-specific 

settings (Punchdrunk’s Tunnel 228, a collaboration with the Old Vic Theatre 

set inside a railway arch, London, 2009). Despite such works being experien- 

tially different, they are no less tangible or readable than any other form of text. 
It may only be that audiences have ‘work to do’ in making narrative sense of the 

performance, perhaps confronting the spontaneity of improvisation as believ- 
able reality, or dealing with their own physical proximity to the act/action, 

where audiences drawn in, whether willingly or unwillingly, become part of a 
text in the making. 

Despite the seeming difference, such performances often still adhere to 
prepared and considered orders, philosophical concepts, lists and schedule 
plans, effectively still very content-form—production driven. The difference 
from traditional writings is that processes may occur less formally, be more 
fluid, developmental and devised. The adaptive possibilities and available 
choices in mediation are still very much considered even if the process has 
shifted in terms of its chronology. A particular subject or approach may have 
production needs that can create forms resulting in ‘new’ content. Equally form 
can demand a certain production approach creating final content. 

Let’s return to a production of Sarah Kane’s play Blasted: when dealing with 

the text formally as a single play, the central themes and ideas of mental illness 
in and as society can be discussed, extracted and emphasized in the develop- 
ment of the piece, from the earliest discussion through to final realization in 

production (content-form = production). However, it is possible to encompass 
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the same ideas in a different way. In a recent student production, the focus was 

on the author’s life, extracting visual/dialogue moments from sources includ- 

ing television interviews and news excerpts reporting her death. The students 
explored ideas of ‘mirroring’, taking narrative ideas from all her play works 
(production—form = content) and illustrating Kane’s life using character ‘conver- 

sations’ between screen and stage. In this way, similar end ideas (as content) 

were produced but with the relationship between media and movement 
(production-form) being the main driver. The complexities of approach to 

text are clear to see for the dramaturge though true to all forms of writing and 

adaptation, choices of start point, emphases, movement and prop/media 

elements have a huge bearing on the success of a piece of work in terms of its 

effectiveness. 

Summary 

A student of Drama and Theatre Studies may have many and different tools at 

their disposal but what remains constant is the need to do all the close textual 

study and research needed for the interpretation of any other literary work and 
then also bring to bear additional questions to do with production and perfor- 

mance. These core issues must be borne in mind: (1) In what ways is this play 

(theatre) or text (drama) similar to other plays/texts (genre, structure, content 
and so on)? (2) In what plays is this play/text different from other plays or texts 
(the unique qualities of this writer, the telling of the story, the subtexts of 

object, place and time, maybe the subtle twists in the conventions of a particu- 
lar genre)? (3) And how might the theatrical realization of this play or text 
influence its many possible meanings? These are core considerations in the use 

and application of textual ideas in the practical arena but may also be useful to 
writers before they head out on their own creative, textual journeys. 

Drama: sample syllabus 

Week 1 Introduction: The origins of drama: Sophocles, Oedipus Rex 

Week 2 Approaches to drama — content: Timberlake Wertenbaker, The Love of the 

Nightingale 

Week 3 Approaches to drama — form: The Love of the Nightingale 

Week 4 Approaches to drama — production: The Love of the Nightingale 

Week 5 Script into performance: theories of interpretation: Richard Hornby, Script into 

Performance 

Week 6 The dramatic text: William Shakespeare, Hamlet 

Week ? Body as text: Stephen Berkoff, Metamorphosis 

Week 8 Space as text: Tom Stoppard, Arcadia 

Week 9 Media as text: Martin Crimp, Attempts on Her Life 

Week 10 Drama, theatre and performance — W. B. Worthen, ‘Disciplines oft the Text: Sites of 

Performance’ 

Week 11 The role of the audience: Peter Handke, Offending the Audience 

. Week 12 Beyond the text — the relationship with the real: Tim Etchells and Forced 
Fe) Entertainment 
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Epic (Year 2) 

Nigel Wood 

Classical definitions and characteristics 

An epic poem usually consists of a sustained narrative description of heroic 

actions or themes. The events might be unified by their relationship to a central 
heroic character, who is caught up in interesting and even fantastic contexts, or 

to a significant, mythical, train of events. For example, in the classical epic 
form, Homer’s Odyssey traces the 10-year travels of Odysseus to reach his 
home in Ithaca after the Trojan War; his Iliad covers the main event in the last 
year of that conflict, including Achilles’ desertion from the Greek front line in 

Book I, and his slaying of Hector in Book XXII; and Virgil's Aeneid tracks 

Aeneas’s wanderings from Troy to Italy, and then the Trojans’ victories over 

the Latins. The events are grand and typically interest the gods, who intervene 
or debate the complexities of war and chance. Thus, Athena directly helps 

break the fragile Greco-Trojan truce in Book IV of the Iliad and, despite Zeus’s 
explicit instruction to the gods to desist in aiding one or other side in the 
conflict, Hera, Athena and Poseidon defy him (Books VIII, XIII) until the 

gods enter the battle in Book XX. Similarly, Athena is a protector of Odysseus 
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in the Odyssey, and also helps his son Telemachus in his project to protect his 
mother, Penelope’s, interests in resisting the suitors gathered in Ithaca. For 

Virgil, divine intervention is less consistent in his plot, yet Aeneas’s difficulties 
in navigation are due to the antagonism of the goddess Juno, who enlists 

Aeolus, King of the Winds, against his fleet in releasing strong and unpredicta- 

ble winds that blow his ships off course. When tempted to tarry in Carthage 
with its Queen, Dido, in Book IV of the Aeneid, Aeneas is reminded of his 

destiny to found Rome by Mercury, the messenger of the Gods, and he leaves 
reluctantly. 

There are obvious attractions in the epic form: stirring events and heroic 

actions demand the highest forms of poetic description and figurative power. 
As a means of drawing a reader’s attention to the potential for grand human 
aspirations, the form is unrivalled, and, in its earliest forms, these were wedded 

to strong military virtues. These are, however, linked to a certain resourceful- 

ness and the charity of the gods — Aeneas, Odysseus and Achilles, as well as 
Beowulf in the medieval epic poem of that name, cannot get by on moral recti- 

tude alone. For example, Aeneas does not only triumph over the Latins because 
of the Trojans’ valour but because he had secured the support of the Tuscans; 
Odysseus and his crew escape the clutches of the one-eyed giant Polyphemus 
(the Cyclops) by deception and, having eventually secured mastery of the 

winds captured (all but the West Wind) in a bag by Aeolus, his crew open it, 

believing it to contain gold, and the advantage is lost, with Ithaca in sight; 

Achilles is so enraged at the death of his friend, Patroclus, that he takes 

immense risks in pursuing Hector, and kills him in a savage fit of temper that 
owes little to strategy. In short, these are not primarily Christian virtues and 

firmly belong to a previous religious climate. 
As Barry B. Powell, in his study of Homer (2004), and Robin Lane Fox, in 

Travelling Heroes: Greeks and Their Myths in the Epic Age of Homer (2008), have 
made plain, the Greek classical epic poem values a distinct model of heroism, 

one that lays great store by adaptability and pragmatism and one well attuned 

to sudden political upheavals. Primarily handed down by oral memory, these 

first epics are often called primary examples, more a collection of tales with a 
looser narrative thread than in subsequent instances (including the Aeneid) 

that have come to be regarded as secondary or literary. Although the travels of 

Virgil’s Aeneas seem similar to those of Homer’s Odysseus, there is a subtle 

difference, however, in that the former has to remain true to his national 

destiny, to be the founder of Rome; Odysseus wants more simply and person- 
ally just to get home to Ithaca and his family. Virgilian heroism lays claim to 

more abstract aims and Aeneas has, more than once, to sacrifice immediate 

comfort and friendship in order to pursue a higher calling. This is most 

succinctly expressed in Francis Cairns’s Virgil’s Augustan Epic (2008) and Eve 
Adler’s Vergil’s Empire (2003), both of whom trace an appreciation of the 

Emperor Augustus’s attempts to bring peace to a vast empire — and to impose 

stability on sometimes rebellious peoples. 
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The early modern English epic 

Creating an English equivalent to classical precedent, though, was another 
matter. How might one adapt primary epic heroes to Christian manners? What 
native myths were available for English epics? These were not easily answered 
since a national mythology was not clearly available. The best description of 

the pagan interest in the epic and its myths is probably given by Sallustius, a 

fourth-century thinker on the attractiveness of pre-Christian thought. In his 

On the Gods and the World (c.365), he felt that ‘the myths represent the gods 

themselves and the goodness of the gods ... since, just as the gods have made 
the goods of sense common to all, but those of intellect only to the wise, so the 

myths state the existence of gods to all, but who and what they are only to 

those who can understand’ In this sense, the whole world is a myth, deserving, 

not scientific analysis, but rather the awakening of wonder and a higher percep- 

tion, and this supreme achievement could only be attained by the highest 

reaches of poetry. For Sir Philip Sidney, in his Apology for Poetry (1595), the 
poet creates another ‘nature’, reflecting not the world of the senses in which we 

are captive most of the time, but, with the “zodiac of his own wit’, creating a 

world that reflects a mythical reality: ‘Nature never set forth the earth in so rich 

tapestry as divers poets have done; neither with pleasant rivers, fruitful trees, 
sweet-smelling flowers, nor whatsoever else may make the too much loved 

earth more lovely. Her world is brazen, the poets only deliver a golden’ (Sidney 
2002: 85). For the early modern period, the epic was quite simply the most 
‘golden’ artistic form, and, whereas we often now distrust rhetoric, Sidney saw 

something elevated in its power and symbolic suggestiveness. Reading epic 

verse is thus an exercise in a higher poetic appreciation (see PoETRY). 

Edmund Spenser’s The Faerie Queene (1590, 1596) and John Milton's Para- 

dise Lost (1667, 1668) are generally recognized as the most successful English 
epic poems. Both embrace generally accepted - and understood — myths: 

Spenser looks to Arthurian legend for his organizational principle, whereas 
Milton immerses himself in the Genesis account of Adam and Eve and their 
disobedience of God's strict prohibition against tasting the apple from the tree 

of the Knowledge of Good and Evil. Recent scholarship has, however, uncov- 

ered several references to each author’s immediate political situation and his 

understanding of English nationhood. 

The Faerie Queene 

Spenser intended his poem to have a civilizing influence both on the Elizabe- 
than court and the Queen’s gentry. In his letter to Sir Walter Raleigh of 1589, 

prefixed to the first edition, he hopes that its ‘continued’ allegory — or ‘dark 
conceit’ — will not be misinterpreted, for its ‘general end’ was to ‘fashion a 
gentleman or noble person in virtuous or gentle discipline: His scheme for the 

unfinished work was to celebrate 12 ‘private’ virtues derived from the adven- 

tures of 12 knights, and then 12 ‘public’ virtues derived from the character of 
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King Arthur. Believing that the work would recommend him to the Court after 
dutiful work in Ireland subduing the second Desmond rebellion there in 
1580-4, he intended to present it to Court through the good offices of Raleigh, 
but the Queen’s principal secretary, Lord Burghley, was not impressed, and the 
most its author received was a smaller pension than expected in 1591. It is, 

however, a poem that interests itself in courtly virtues, each extant Book devot- 

ing itself to one main trait: Holiness (I), Temperance (II), Chastity (III), 
Friendship (IV), Justice (V) and Courtesy (VI), and it is also clear that it aims 
to glorify the Tudor dynasty, drawing parallels with Augustus’s Rome. Eliza- 
beth is most consistently figured as Gloriana throughout the poem, yet she 
also appears in Books III and IV as the virgin Belphoebe, a twin of Amoret, 
representing married love. Several have also traced a less-than-flattering image 

of her in Book I as Lucifera, a ‘maiden queen’ who presides over a garish Court 
of Pride, ignoring dungeons full of prisoners. 

Thus, it would not do to regard the work as merely Elizabeth-worship; as 

Willy Maley has most recently reminded us, the poem takes as its subject the 

whole set of issues surrounding national, Protestant, identity — for a fragile, 

‘new, state founded on separatist principles and feeling its way without Roman 
Catholic support, both in earthly and spiritual matters. In Maley’s work (1997, 
2003), the codes that Spenser embedded into his moral allegory are examined 

afresh, as are his complex religious and political principles. Andrew Hadfield 
places the work within a national tradition of moral rearmament (2009), and 

the most succinct biographical account of how Spenser regarded his ethical 
bearings is contained in Gary Waller’s Edmund Spenser: A Literary Life (1994) 
and John N. King’s ‘Spenser’s Religion’ in Andrew Hadfield’s collection, The 

Cambridge Companion to Spenser (2001), pp. 200-16. 

Paradise Lost 

John Milton’s interest in the epic is similarly affected by national concerns. It is 
likely that he witnessed the execution of Charles I in 1649, and, during his 

king’s trial, he drafted a fiercely republican piece, The Tenure of Kings and 
Magistrates. Whilst not directly advocating regicide, he allowed such a step 
some legitimacy. It was published just two weeks after Charles’s momentous 
death, and captures much of Milton's distrust of tyranny: ‘all men naturally 

were born free, being the image and resemblance of God himself, and were by 

privilege above all, the creatures born to command, and not to obey’ (Milton 

1953, 3:198). Note the sense that ‘all’ men, according to nature, were ‘born 

free. The Cromwellian government appointed him Secretary for Foreign 

Tongues later that year, and one of his first tasks was to formulate an answer to 
Charles I’s apology for sacred kingship, Eikon Basilike (1649). Milton set to 

work immediately and his Eikonoklastes (translated as ‘image-breaker’) was 

published that October. In Book VIII of Paradise Lost, Adam requests of God a 
companion of equal kind, for no ‘societie ... harmonie or true delight’ can 
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exist between ‘unequals’ (VIII: 383-4) — but by 1667 the political landscape 
had altered drastically. 

With the restoration of Charles II in 1660, Milton’s position was precari- 
ous; he had been imprisoned for a short time during the autumn of 1659, and 
several of his more outspoken pamphlets publicly burned. One can see how 
the Edenic parable of how Man fell by wanting to know too much and daring 
to reach for knowledge appealed to him. Even the blank verse he used was an 

image of liberty, as his remarks prefixed to the 12-book version of 1668 made 
clear: the refusal of rhyme was an embrace of ‘ancient liberty’ and a strike 

against the ‘troublesome and modern bondage of rhyming’ William Blake's 
verdict on Paradise Lost is a resonant one: ‘[ The reason Milton] wrote in fetters 

when he wrote of Angels & God, and at liberty when of Devils & Hell is 

because he was a true Poet and of the Devils party without knowing it’ (The 

Marriage of Heaven and Hell [ 1790, Plate 1]). This indicates a split in Milton’s 
own imaginative grasp of the Genesis myth, for it is a common reading experi- 
ence to find the positive Satan of the first four books stirring and engaging (in 
an almost Homeric sense) and the more abstract divine process of the rest of 

the 12 books, where he is belittled and the divine plan for fallen Man outlined, 

less dramatic. To get a sense of how Blake's reading might be understood, one 

might contrast Satan’s vivid speeches when rallying his fallen legions at I: 

622-62 or at I: 11-42 with the description of creation at VII: 243-632. It is as 
if Milton was bowing the head to the new order, yet recognizing the Satanic, 

rebellious traces in himself as well. 

The decline in epic 

The lack of an epic with the same mythic power as that in Spenser and Milton 
was often discussed in the eighteenth century (see THE EIGHTEENTH 
CENTURY). Indeed, some tried to emulate the past but discovered that they 
wrote rather empty if bombastic rhetoric. Dustin Griffin (2009) has argued 
that the very excellence that was recognized in Milton (especially) inhibited all 
would-be epic writers, and that the way forward was to mock the form, and 
build a new foundation for that same expansiveness of expression in an ironic 
vein. In Alexander Pope’s The Rape of the Lock (1712, 1714) and his Dunciad 

(1744), there is the same understanding of epic gestures, but the mood is more 

analytic, poring scorn on social pretension and bad art. 

The reason why there has been no more recent epic could be that the atten- 

tion of all serious art has been placed on the individual self and not on national 

or religious myth; the interior consciousness is the big adventure. Conse- 

quently, there is heroism in the newer art forms — such as the novel or film 

— but poetry has perhaps found different voices, more lyric and inward-look- 

ing. Take the example of William Wordsworth’s The Prelude, which only made 

it into print after his death, in 1850. Designed as a ‘prelude’ to a much larger 

philosophical poem, to be called either The Ruined Cottage or The Recluse, the 
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poet could not finish the project, despite several separate attempts in 1799 and 
1805 to write it up for publication. Stuart Curran (1986) has also pointed to 
the intense revival of interest in the romance form that displaced other inter- 
ests. In William Blake’s Jerusalem and Milton (both 1804), there is vision and 

scope, yet the myths are more private than in the regular, classical epic. To this 

day, we expect the epic to exist outside poetry. 

Epic: sample syllabus 

Week 1 Some definitions; the distinction between primary and secondary epic 

Week 2 Primary epic: Homer, Odyssey, Books IX and X 

Week 3 Secondary epic: Virgil, Aeneid, Books IV, V and VI 

Week 4 Beowulf (in translation) 
Week 5 Either Edmund Spenser, The Faerie Queene (FQ) or John Milton, Paradise Lost (PL) 
Week6_— Either FQ, Books III-IV, or PL, Books V-VIII 

Week 7? Either FQ, Books V—VI, or PL, Books IX—X 

Week 8 Either FQ, Book VII (‘The Mutabilitie Cantos’) or PL, Books XI-XII 

Week 9 Either PL, Books I-IV, or FQ, Books |-Il 

Week 10 William Wordsworth, The Prelude, especially Books I—II and IX—X 

: Week 11 William Blake, Milton: A Poem 

— Week 12 Concluding comments; screening of Robert Zemeckis’s 2007 film of Beowulf 
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Lyric (Year 2) 

Nigel Wood 

Definitions and forms 

Lyric poetry is notoriously difficult to define because it has nowadays come to 
designate any short form of verse. For the classical Greeks, however, it signified 

verse accompanied by the lyre; in other words, it could only be fully appreci- 

ated when you heard the accompaniment. This also meant that one looked for 

varieties of melody in lyric work — as opposed to writers of plays (that were 

spoken not sung), of elegies (accompanied by the flute not the lyre), and 
writers of epics. We now retain a sense of a lyric as where the words are 
designed to complement music, as Sir Philip Sidney noted in his Apology for 

Poetry (1595): the poet ‘cometh to you with words set in delightful propor- 

tion, either accompanied with, or prepared for, the well enchanting skill of 

music’ (Sidney 1965: 113). We come across lyrics every day in popular music, 

printed to accompany CDs. Lyrics enchant; the metre can create mood as well 

as the usual verbal resources of repetition and assonance (see PoETRY). 
This is one probable excellence of lyric poetry: it fascinates by its intricacy 

of metre, the way it is stressed or how it sounds. There are others, though. The 

brevity of a lyric can mean that it distils the special power of a moment or reali- 

zation; there is a minimum of scene setting and narrative context — just the 
strong impression of a personal feeling. You might be impressed by the 

emotion but you might also have to admit that you would not be quite so 

impressed if there had not been care in the arrangement of metre and choice of 
words. This is what Shakespeare meant when he has his Touchstone declare 

that ‘the truest poetry is the most feigning’ (As You Like It, IILiii.17-18). 
There are at least three main kinds of lyric that have their own subset of 

guidelines: the ode, the elegy and the sonnet. Lyrics may also simply be called 

songs or ballads, but here the definition is looser. The dramatic monologue 

involves us in detective critical work, whereby we eventually come to judge the 

character speaking as well as her/his situation. 

The ode 

Odes are usually addressed to an object or quality, such as to Autumn (John 
Keats) or Evening (William Collins). They explore its qualities or what it 
means to the poet; typically, they start with the description of conventional 
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associations and then progress to more individual connotations. Take one 
example: William Collins’s ‘Ode to Evening’ (1746, rev. 1748; see Ferguson 

200S.). 
Collins starts by evoking the stillness of evening: “Now air is hushed, save 

where the weak-eyed bat, / With short shrill shriek flits by on leathern wing’ 
(Il. 9-10). The passage of the bat is rendered by the sound as well as signified 

by the words. It is an exercise in pausing and in trying to capture that moment 
of change before night fully falls: sunset with its ‘bright-haired sun’ (1. 5 — the 
streaks of its faltering rays resembling strands of hair), and the appearance is 

noted of the ‘folding-star’ (1. 21 — the evening star that warns shepherds to 
drive their flocks to their pens for the night). There is a ‘turn’ in the poem, 

though, at line 33, for it is there that the poet imagines other, more forbidding, 

evenings, when he may have to take shelter from “blustering winds, or driving 

rain’ (1. 33). From this hut, his vantage point throughout the seasons, he takes 

2 stock of the change in seasons, and perhaps his own change in fortune, and 

finds a necessary coherence, embracing ‘Fancy, Friendship, Science, rose- 

lipped Health’ (1. 50). Further lucid demonstrations can be found in Jump 

(1974). 
This is a relatively private and calm example, yet the ode could embrace 

political themes in the form of the Horatian ode, and one of the most successful 

of these was ‘An Horatian Ode Upon Cromwell’s Return From Ireland’ (1650) 
by Andrew Marvell. Horace, the classical Roman poet, was renowned for his 
cool and dispassionate style, and his odes are balanced and even in temper. 

Its-polar opposite was the thrillingly irregular and digressive Pindaric ode. 
Modelled on the intricacies of the odes of the Roman poet Pindar (518-438 

BCE), such odes often appear to be without a plan and entirely random. To 

some extent, they are virtuoso exercises, although you should try to trace the 
deeper consistencies in John Dryden’s “Threnodia Augustalis’ (1685) or 

Thomas Gray’s “The Bard’ or his “The Progress of Poesy’ (both 1757). 

The elegy 

The need to encapsulate what one feels when someone dies and the desire to 
sum up just what that person has meant to us is a common impulse, and an 

elegy meets that need — even when the person is not personally known to us. 

In the broadest terms, these lyrics are formal exercises in containing pain and 

loss. As Alastair Fowler has it, an elegy is ‘passionate meditation’ leading to a 

‘recognition ... of feeling’ (Fowler 1982: 207). Indeed, the less one has direct 
knowledge of the deceased, the more one can see the death in a wider frame or 

include less personal or anecdotal reflections. This is best instanced in two 
examples: John Milton’s ‘Lycidas’ (1638) and Thomas Gray’s ‘Elegy Written in 

a Country Churchyard’ (1751). 
‘Lycidas’ is a variant of the form called a pastoral elegy, wherein the life of 

the departed and the present circumstances of the poet are assumed to be 

equivalent to the simplest and purest form of existence, found in the 
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unsophisticated rural affairs of shepherds and nymphs. It is a device to suggest 
an uncalculated purity of emotion, yet it is very unlikely that Milton actually 
knew Edward King (the subject of the poem) well; he was a fellow student at 

Cambridge who had drowned a few months before. Milton notes a change 
with the death that affects us all and reminds the poet of the fragility of all 

human hopes and concerns, especially in the world of poetry: ‘Alas! What 
boots it [of what profit is it] with incessant care, / To tend the homely slighted 
shepherd’s trade’ (Il. 64-5). The Christian consolation of the last section is all 

the more effective for rising out from this unpretentious ground: Lycidas ‘is 
not dead, / Sunk though he be beneath the wat’ry floor;’ (Il. 166-7); he is 

surely resurrected through Christ’s sacrifice for mankind. Indeed, the poet 

enters the poem directly at the end, setting his compass for ‘fresh woods, and 
pastures new’ (1. 193), as all mourners should eventually. Occasionally, a poet 

can almost play a double bluff by ending her/his elegy before the anticipated 

consolation; the last line of John Dryden’s ‘To the Memory of Mr. Oldham’ 
(1684) ends with the consideration that ‘fate and gloomy night encompass 
[him] around’ (1. 25). 

The point of Gray’s ‘Elegy’ is that he does not know the dead buried in the 

‘Country Churchyard’ They are not famous, but that does not mean that they 

do not have their own story, contained in the ‘short and simple annals of the 

poor (1. 32). Their nobility is not less because it is a daily and unsung fact; 

Far from the madding crowd’s ignoble strife, 

Their sober wishes never learned to stray; 

Along the cool sequestered vale of life 
They kept the noiseless tenor of their way. (Il. 73-76) 

At the poem’s close, the poet himself becomes the subject of an imagined 

future elegist — as humble and unregarded as the lives commemorated on the 
headstones. In a poem with more pointed irony — Jonathan Swift’s “Verse on 
the Death of Dr. Swift’ (1739) — the poet imagines his own death and the 

temporary impact it will have, even on his own friends. His ‘character impar- 
tial’ is eventually drawn by one ‘quite indifferent in the cause’ (Il. 305-6), one 

who is imagined as genuinely compassionate, but not gushingly so. These last 

two examples introduce some traits we usually associate with the dramatic 

monologue, where we overhear a speaker (whose character we gradually 

deduce) addressing someone - or us. The full meaning of these poems emerges 

when we have detected what the full context of the utterance might be (some- 

times deriving from information given us in the last few lines) 

The sonnet 

The sonnet is 14 lines in length. There is some precision in this, as the number 

of lines is enough to allow change in idea or mood, but not long enough to 

allow a certain diffuseness that would possibly reduce the intensity of the 

emotion represented or explored. The best sonnets are exact in what they have 
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to say whilst at the same time long enough to introduce variety or scope. There 

are two main arrangements of these 14 lines: the Petrarchan or the Shakespear- 

ean sonnet. Petrarch was an Italian poet of the fourteenth century whose 

reputation was based on the Canzoniere (c.1351-3), a sonnet sequence in 

praise of a woman called Laura. His most frequent sonnet form was an opening 
octave (unit of eight lines) followed by a sestet of six lines. The rhyme scheme 
was similarly segregated: abbaabba for the octet, and either cdcdcd or cdecde for 
the sestet. The Shakespearean variety has three quatrains (units of four lines) 
followed by a closing couplet, rhymed abab cdcd efef gg. 

The poems chosen for Week 3 below show how much might be accom- 

plished by deft changes in emphasis, and, in the examples of Elizabeth Barrett 

Browning, how your expectations of a strict division between octet and sestet 

might be defeated and the breathlessness of her sonnets enhanced. 

Lyric: sample syllabus 

The best method of understanding and sampling the variety of lyric forms is to read closely 

several examples and attempt to compare and contrast them. A scheme that is organized in 

exact historical terms might end up in some duplication and overlap. 

Week 1 Introduction — types of lyric. Examples of: dramatic monologue, Browning; elegy, 

Heaney; sonnet, Shakespeare; ode, Anne Finch, Countess of Winchelsea 

Week 2 Medieval lyrics: selected poetry by Chaucer 

Week 3 The sonnet: selected poetry by Sidney; Shakespeare; Wyatt; Smith; Barrett 

Browning; extracts on the role of poetry in Sidney, The Defence of Poesy 

Week 4 Selected poetry by John Donne and Ben Jonson; T. S. Eliot, ‘The Metaphysical Poets’ 

Week 5 Religious lyrics: selected poetry by Donne; Herbert; Vaughan; Hopkins. Lewalski, 

Protestant Poetics and the Seventeenth-Century Religious Lyric, on the role and 

rules of religious meditation 

Week 6 The song: selected poetry by Wroth; Marvell; Blake; Byron. Blake, Marriage of Heaven 

and Hell (1790), plates 5 and 11 

Week ? The ode: selected poetry by Marvell; Collins; Wordsworth; Coleridge; Keats; Shelley. 

Coleridge, Biographia Literaria, Ch. 13 

Week 8 The elegy: selected poetry by Dryden; Gray; Tennyson; Hardy; Yeats; Auden; Dunn, 

‘Second Opinion’, Elegies 

Week 9 The dramatic monologue: selected poetry by Browning; Tennyson; Plath; Duffy; 

Armitage. Glennis Byron, Dramatic Monologue, Ch. 2 

Week 10 Selected poetry from The Lyrical Ballads. Wordsworth, ‘Preface to the Lyrical 

Ballads’; Coleridge, Biographia Literaria, Ch. 14 

Week 11 Hope and loss: selected poetry by Hardy; Owen; Yeats; Smith; McNeice; Larkin; 

Heaney; Armitage 

Week 12 Conclusion: student discussion either of lyrics not discussed in the module or 

— explanation of three favourite lyrics. 
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Satire (Years 2 and 3) 

Nigel Wood 

Definitions and styles 

Efforts to define satiric writing are rarely satisfactory; the term describes an 

approach and sometimes a subject, but there is no such thing as satiric form or 
even a consistent set of satiric methods. Compared to the penning of a tragedy 

or an epic, there are few rules available for the budding satirist; you write satire 

in order to disconcert and/or ridicule and this is best accomplished when you 

know the expectations and assumptions of your readers or audience well. You 
may encounter several satiric works in any historical survey of the Restoration 

and eighteenth century, for example, and it could be that the amount of initial 
explanation about the author and her/his situation may seem like unnecessary 
throat-clearing when what you want to do is hear the voice clear and full. 
Depending on your literary taste, this is either going to be a hurdle or a fasci- 
nating test of your powers of deduction. Satiric works frequently rely on a 
reader’s recognition of irony — and you may not trace this simply by even the 

closest attention to textual detail. So, here are three questions to ask yourself 
about any satiric work: 

> Whatare its targets? Try to be precise about this, as the usual suspects recur 
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across the ages: perhaps corruption in high places, or bad writing or 
modishness in all its forms. A second set of enquiries may help here, for we 
should be interested in what riled the satirist then, and we often have to 

look at the author’s own life for help with this: was she or he politically 
active? Who were her/his friends or circle? How did the work get 

published? 

> Is it an imitation of another work or author? This does not sound like work 
of the first order — as if it lacks completely original inspiration — yet the 
satirist may be quite deliberately bringing another well-known author or 
work into the equation by allusion or even translation. For example, in the 
1730s, Alexander Pope turned to the example of Horace (65-8 BCE) in his 
Imitations of Horace (1733-7), a series of poems where the basic reference 

back to the Roman poet’s example helped establish a set of honoured 
norms of reason and moderation against which to measure eighteenth- 
century foolishness. Nearly 200 years later, Wilfred Owen referred to a 

Horatian phrase from his second ode in his third book (1. 13) to help 
amplify the ironic savagery of his poem ‘Dulce et decorum est’ (1920). 

Horace’s full phrase, ‘dulce et decorum est pro patria mori’ (‘it is sweet and 

fitting to die for one’s country’) was a straightforward exhortation to 

bravery in war; for Owen, it is the ‘old Lie’ (1. 27). In short, the allusion to 

Horace can be an extension of the original, or a deliberate subversion of its 

original sense. 

> Is there a projection of the author’s ‘character’ in the work? I put speech 
marks round the word because it may be a purely fictional persona or one 

that builds upon some traits in the writer’s biography but embellishes them 
to suggest an ideal that stands in stark contrast to folly or vice. In the work 
of Maynard Mack (1951), it was shown how satirists often spoke through a 
persona, a fictional projection of a self that was calculated to win the read- 
er’s assent or sympathy, but not to be associated with the ‘real’, biographical 

self at all. 

Whether it be the salutary exercise of finding a scapegoat to offer a sense of 

social cleansing (see Girard 1986) or the ritual of exorcism (Elliott 1960), ora 
form of sanctioned sadism (Bentley 1967), satire operates as if from a higher 

moral ground; the problem is one of intention, for there may be something 
exemplary about the satirist, but then again there may not be. In the 1950s and 
1960s, the study of satire exhibited a fascination with the author's rhetoric; 

well-planned strategies were used to entrap the reader and much seemed artful 
and predetermined. This was clearest in the satire of Jonathan Swift and Alex- 

ander Pope, and yet there were problems with this because it implied that all 

was orderly about satiric expression. Take Swift’s most widely read works, A 

Tale of a Tub (1704), A Modest Proposal (1729) or Gulliver’s Travels (1726); 
each proceeds by way of a fictional self. The Teller of the Tale is (deliberately) 
so disorganized a narrator, the Modest Proposer so outrageous in his sugges- 

tion that Irish famine might be cured by the Irish eating their young, and 
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Gulliver so lacking in human focus and certainty that we could simply laugh at 
them safely. And yet, the range of the Tale is enviable and sketches out wider 
issues that exceed a simple attack on bad writing: of a lack of order throughout 
life in general and the difficulties in believing in traditions that are set apart 
from the contemporary or ‘relevant’ Similarly, Gulliver is tragically torn 
between his human self and his love for the enlightened race of horses, the 

Houyhnhnms, that he encounters on his fourth voyage — he ends up sniffing 

dung in his own stable, a deliberate affront to humankind. The Modest 

Proposer ends his pamphlet in tones indistinguishable from Swift’s other Irish 
Tracts: “But, as to myself, having been wearied out for many years with offering 
vain, idle, visionary thoughts, and at length utterly despairing of success, I 

fortunately fell upon this proposal .... In each case, the persona is both the 

author and is not, in that Swift cannot be Gulliver, say, but the sudden stylistic 

savagery and visceral detail discloses a literary personality that is compulsive, 
uttering a form of truth in jest, in each case unmistakably Swiftian. To know 2 
more would take us into the less conscious areas of writing and reading. 

Satiric models 

English literary satire has drawn upon several classical and Renaissance 
models. There were two principal Roman sources, much studied in grammar 
schools and universities for their stylistic distinctiveness: Horace and Juvenal. 

Quintus Horatius Flaccus, or Horace, wrote two books of Satires, in which 

he exploited aspects of his own life. His good fortune in attracting the notice of 
an enlightened patron, Maecenas, and one friendly with the emperor, Augus- 

tus, led to the award of a farm to him in Tibur in the Sabine hills. This 

independence (best exemplified by his second satire in Book 2), and the 

perspective of one not directly within the whirl (and compromises) of active 
political life, modulates in his work into a number of recurrent themes and 
styles: an urbanity that shows amusement at the lengths others will go to in 
order to gain high office; an easy, conversational style (he dubbed his satires 
sermones or chats) that apparently rambles through loosely connected topics, 

and a gradually unfolding preference for temperance and good humour. Pope's 
identification with Horace in the 1730s is apt; he, too, a Roman Catholic and 

deformed from birth, suffered a similar exile, purchasing a property in Twick- 
enham, just outside (then) the western suburbs of London, equivalent to 

Horace’s Sabine farm. In his Horatian Epistles and Satires (1731-8), Pope 

found a means of amplifying his comments through other accents than his 
own, dignified by the passage of time as well as Horace’s own skill in apparently 
off-the-cuff and disengaged wit. 

In sharp contrast, there is Decimus Iunius Iuvenalis (fl. late first to early 
second century), or Juvenal, whose firebrand vituperation in his 16 Satires is 
unrelenting and targeted at the commercial and pagan spirit that suffused 
Rome at the moment of its decline. Here there is a breathless invention that is 
relentless in its detail, constructed out of free associations, personal lampoons 
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and attacks on the high and apparently mighty. But would ‘comfortable’ satire 
be successful? Although translated by many, there are few who capture that 
power of unrelenting conviction. In Samuel Johnson's London (1738, an imita- 

tion of the Third Satire) and The Vanity of Human Wishes (1749, an imitation of 

the Tenth), on the other hand, we trace less of the rant than the glance towards 

the universal; in place of much of the idiomatic detail, Johnson supplies an 

abstract and thus elevated, even epic, scope — a reminder that imitations can be 

unpredictable. 
For the Elizabethans, satire tended to mean something rather more Juvena- 

lian; for both Thomas Lodge, in his Defence of Poetry (1579), and George 

Puttenham, in his Arte of English Poesie (1589), satire derived from the vogue 

for dramatic invective, supposed to be the defining feature of Satyrs, who lived 

a reclusive and embittered life in woodland, away from the city (see THE 
SIXTEENTH CENTuRY). As Dustin Griffin has made clear in his informative 

and yet still adventurous Satire: A Critical Reintroduction (1994), this identifi- 

cation promoted a rather narrow set of possibilities; at the same time, there 

was available another possible etymology, that from the lanx satura, a dish of 

mixed fruits or a medley (1994: 6-34). This allowed formal variety; the reader 

marvelled at the variety of style and the rush of associations, often redolent of 

the best conversation. In John Dryden’s Discourse on the Original and Progress of 
Satire (1693), this change of emphasis marks a watershed in satiric writing. It 

was now possible simply to write of ideas and issues, free of the need to indulge 
in personalized abuse. The fullest account of this strategy might perhaps be 

found in Howard Weinbrot (1969, 1982), both of whose critical works provide 

invaluable context for the allusions of most of the period’s satirists. 

Dramatic satire 

pee (184 

Drama is potentially a radical art form and one that governments or certain 
religious orders have occasionally striven to suppress, yet its satirical power is 

intense only in certain eras (see DRAMA). In works such as Thomas Dekker’s 
The Shoemaker’s Holiday (1599; pub. 1600), Ben Jonson's The Devil Is an Ass 
(1616; pub. 1631), Every Man in His Humour (1598) and Bartholomew Fair 
(1614), Thomas Middleton’s Michaelmas Term (1604; pub. 1607) and A 
Chaste Maid in Cheapside (c.1613; pub. 1630), the norms for the most realistic 
and thus most reliable judgements are those adopted by the middle classes in 
their struggle to survive successfully in the bustle and drastic environments of 

the city. In Brian Gibbons’s Jacobean City Comedy (1980), he shows how 

constructed this sense of the ‘City’ actually was, and in Raymond Williams’s 
The Country and the City (1973) and Jean E. Howard’s Theater of a City: The 

Places of London Comedy, 1598-1642 (2006) this contrast with pastoral idylls 
and courtly pageants or masques is analysed closely for its more radical 

comments on a tradition of social distinction that was increasingly diluted and 
questioned by new social formations. This survives in Restoration comedy, so 

called for its sudden prevalence after the restoration of the monarch (Charles 
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II) in 1660. Those rich enough to do so departed country estates for the city to 
lose old selves as well as find new ones. Peter Thomson summarized a Restora- 
tion comic plot line as the inclusion within one narrow space, ‘sexually 
predatory well-born men, adulterously inclined well-born women, well-born 

husbands who generally deserve to be cuckolded and well-born ingénues who 

are not as ingenuous as all that ‘ (2006: 31). In the plays of William Wycherley, 
George Etherege, Sir John Vanbrugh, Thomas Shadwell and Aphra Behn, the 

main fulcrum for such criticism are libertine figures who have no time for the 
restraints of religion or social order; their free thinking is a challenge to any 

cosy sense of social continuity. 

The Licensing Act of 1737 brought in the licensing of stage performances 
and forced a certain obedience on new plays. The careers of John Gay and 

Henry Fielding were irrevocably changed by it. Gay, in The Beggar’s Opera 

(1728), sailed too close to the wind in supplying the Beggar’s view of events, 

exposing ‘greatness’ for the sham that it was in government as well as in society 

at large; his sequel, Polly, was not produced until 50 years had passed. Fielding 

might have written considerably more works for the stage; at least, we have his 

novels. And yet, the political invective found in The Modern Husband (1732) 

and Rape upon Rape (1730) indicates a rough effectiveness that might have led 
to a new satiric idiom had it been allowed to mature. 

With the repeal of this Act in 1968, we are, perhaps, rediscovering satiric 
power in its newer forms: television, DVD and internet. According to 

Humphrey Carpenter (2002), the 1960s saw a resurgence of faith in icono- 

clasm and in a ‘juvenile’ and ‘immature’ refusal to ‘grow up: In Monty Python 
and Saturday Night Live, the delight is less in the justness of the targets than the 
inventive silliness that is part of the protest. This does not mean that commit- 
ted drama does not exist nowadays. David Hare, in his Stuff Happens (2004), is 
unsparing in his exposure of the illegality of the Iraq conflict, and, with Howard 

Brenton, was precise and prophetic in his analysis of the effects of the 

‘Murdochization’ of our newspapers in Pravda (1985). This is satire that is 

both aligned and inventive. As Swift put it, in his Preface to The Battel of the 
Books (1704), ‘Satire is a sort of glass [mirror] wherein beholders do generally 

discover everybody’s face but their own’, and the satirist’s mission is to disman- 
tle the defences of the knowing and complacent reader. 

Satire: sample syllabus 

Week 1 Introduction — the consequences of satire: extracts from Bentley, ‘Satire and the 

Rhetoric of Sadism’ (1967); Elliott, The Power of Satire (1960) 
Week 2. Johnson reads Juvenal: Juvenal, Third and Tenth satires; Johnson, London, The 

Vanity of Human Wishes 
Week 3 Pope reads Horace: Horace, Book I, Satire 6, Book II, Satires 1 and 6; Pope, Moral 

Essays 

Week 4 The mock-heroic (1): Pope, The Rape of the Lock (1712, 1714), Dunciad, Book IV 
(1744); Virgil, The Aeneid, Books IV and VI 

\ forms, genres and other popular modules : 185 Se 



Week 5 The mock-heroic (2): Dryden, MacFlecknoe (1682); John Gay, Trivia (1716); Dryden, 

Discourse on the Original and Progress of Satire (1693) 
Week6 Dramatic satire {1}: Jonson, The Alchemist (1612); Middleton, A Chaste Maid in 

Cheapside (1630) 
Week 7? Dramatic satire (2): Aphra Behn, The Feign’d Courtesans (1679); William Wycherley, 

The Country Wife (1675); John Wilmot, Earl of Rochester, ‘A Satyr: on Mankind’ 

(1680) 
Week 8 Dramatic satire (3): John Gay, The Beggar’s Opera (1728); Henry Fielding’s The 

Modern Husband (1732) 
Week 9 Jonathan Swift, Gulliver’s Travels (1726), ‘Digression on Madness’ from A Tale of a 

Tub (1704) 
Week 10 Modern stage satire: Howard Brenton and David Hare, Pravda (1985); David Edgar, 

Destiny (1976) 
Week 11 David Hare, Stuff Happens (2004) 
Week 12 Conclusion 
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Realism . (Year 2) 

Lawrence Phillips 

What is realism? 

Realism as a genre and critical term promises great simplicity — we all know 
what we mean by realism — but in truth it is a rather diffuse term that covers a 
range of writing practices that tend to multiply the more they are scrutinized. 
Perhaps the place to start is to deal with the ‘naive’ interpretation of the word 
which most people have shared at some time, and that is: ‘realism is in some way 
a representation — or worse, reflection — of the “real world” or reality. On a 

formal level, of course, this is nonsense. Literary realism is a series of techniques, 

a writing style, which readers have come to accept as an evocation of a realistic 
as opposed to a fantastic fictional world. Realism in formal terms is every bit as 

artificial as a sonnet; they are both, of course, artifice. There is no essential link 

between the techniques of realistic fiction and its subject. As Wallace Stevens 2 

(1879-1955) famously noted, ‘Realism is a corruption of reality’ 
By reflecting on the preceding paragraph it will become apparent that 

‘realism’ as a genre is determined by both form (more on that ina moment), and 

also content: it is a series of literary techniques and the evocation of a realistic 

fictional world. When we use it in relation to literature it is most immediately 
likely to be in reference to prose fiction, novels or short stories (although one 
might also come across it in relation to drama). As a writing practice it reached 
its technical apogee in the nineteenth-century novel and short story, but it has 

been around since the birth of the novel in the eighteenth century (see THE 

NovEL). That the novel and realism as a literary technique rapidly develop in 

the eighteenth century is no accident. It is in that intellectually turbulent 
century that fundamental questions began to be asked concerning philosophi- 
cal assumptions about reality and perception (see THE EIGHTEENTH 

CENTuRy). Yet, Damian Grant argues, realism traditionally served idealism as 

a way to argue that universals such as justice, goodness, etc. have a real existence 

‘independent of the particular objects in which they are found’ (Grant 1970: 3). 

For someone new to thinking about realism, this appears to be diametrically 

opposed to the usual promise of realism which supposes that it will somehow 

be an engagement with the grittiness of a warts-and-all ‘real life, and nothing to 

do with anything so idealistic — and unrealistic — as universal truths. Yet one can 

see the legacy of that doctrine in eighteenth- and nineteenth-century prose 

fiction — for example, all those happy, neat endings where truth, justice and/or 
love prevail (see THE NINETEENTH CENTURY AND THE VICTORIANS, 
FICTION). 

Origins 

However, the roots of a specifically literary notion of realism can be traced to 

the development of ideas during the eighteenth century derived from 
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Descartes and Locke. It was the work of the Scottish philosopher Thomas 
Reid, particularly his notion of ‘common sense realism, that was to provide the 

strongest attraction to writers. Reid’s position was quite literal: the world and 
the objects in it are real and our senses merely report that reality to our minds. 
In philosophical terms this is referred to as materialism, which is opposed to 
idealism. Here one can discern the origins of the naive realism I mentioned 
above. Following Reid, one reaches the presumption that by merely recording 
it, writing (or any other form of representation) can somehow produce an 
objective view of reality. Yet even the briefest intellectual reflection on the 
notion of common sense reveals all sorts of problems; common sense is really 
little more than the ideologically determined presumptions of a given group. 
So, rather than ‘reality’, one is really getting a construction of it. And this is the 
key point that forcibly reminds us that writing is artifice: art is a means of 

representation not reflection. To ignore the ‘frame’ or the means of representa- 
tion, the medium - in this case writing — is to wilfully forget that literature is 
art and not a valueless conduit through which the ‘real world’ flows into the 
mind. It is all too easy to forget this, as Ian Watt observes: ‘since almost every- 

one in all ages, has in one way or another been forced to some such conclusion 

about the external world by his own experience, literature has always been to 

some extent exposed to the same epistemological naiveté’ (Watt 1957: 12). At 
the risk of labouring the point, writing does not provide a reflection of the world 
as if it were a mirror: writing shapes its material which is then further filtered 
by whatever preoccupations the writer consciously or unconsciously subjects 
it to, expressed through the characters and narrator of the text. Moreover, one 

can still see the idealism behind naive realism since it is based on the presump- 

tion that the ‘real’ or objective world is in some way universally meaningful. 
The assumed opposition between idealism and materialism is far from clear 

cut when one considers realism as a literary practice and form. 
As students of literature we have to be acutely sensitive to these issues, but 

it is certainly true that writers and readers do produce and consume literary 

realism under this genuine or assumed naive outlook. That is of course a huge 
generalization, but to borrow a phrase more often associated with dramatic 

realism, one suspends disbelief to read realism on its own terms if reading for 
entertainment or even under the desire to be informed about an experience 

beyond your own. Literary critics, on the other hand, want to understand 

what's going on — how literary art works and what it means. So, in that spirit, 
among the constellation of new ideas and attitudes that would fuel the rise of 
the novel in the eighteenth century is another factor we need to consider in 

relation to realism: originality. 

The question of ‘originality’ 

As a general rule, literature prior to the eighteenth century was based on the 
creative repetition of traditional stories from myth, religion, folk tales, history 

or earlier literature, particularly that of the classical world of Greece and Rome. 
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A selection of Shakespeare's plays demonstrates the point: King Lear is based 
on legend, Henry V on history, and Romeo and Juliet on an existing story. A 
great artist like Shakespeare can produce strikingly original results even from 
unoriginal source material. Yet this is also another manifestation of the univer- 
salism associated with philosophical idealism that held sway until the 

eighteenth century: because certain experiences and ideas are true and univer- 
sal for all time, the stories that transmit them, it was argued, are equally as 

timeless. But the rise of the novel shifts the balance of interest away from 

proving oneself against traditional sources and towards originality of experi- 

ence. Moreover, as we saw above, it was an originality of experience through 
the senses shaped by ideology that point the way to one of the enduring 

features of realism: experience is historically and personally specific. 

This emphasis on originality in these terms is an enduring feature of the 
novel, while the influence of the history of the genre both in terms of content 
and form in poetry and drama, for example, remain important. By contrast, an 

unoriginal novel is seen as flawed as a work of art. As Ian Watt concludes: “What 
is often felt as the formlessness of the novel, as compared, say, with tragedy or 

the ode, probably follows from this: the poverty of the novel’s formal conven- 

tions would seem to be the price it must pay for its realism’ (1957: 13). The 

earliest exponent of modern literary realism is therefore Daniel Defoe in Robin- 
son Crusoe (1719), anovel which pays little attention to traditional literary form, 

but shapes itself around what his character might plausibly do next after being 
marooned on a deserted island. The representation of experience (which is, of 

course, not the same as actual experience) shapes both the form and content of 
realism and of the novel. It is also significant that the main producers and 
consumers of literary realism in the novel during the eighteenth century were 

the very pragmatic commercial middle classes, who only rarely benefited from 

the type of classical education that sustained the insider knowledge needed to 

follow the older literary paradigm that valued traditional form and adaptations 
of well-known stories. In fact, an early novelist with aristocratic pretensions, 

Henry Fielding, tried to convince himself and his readers that they were reading 

anything but a novel. In the Preface to Joseph Andrews (1742) Fielding argues 
that what he has written is not a novel at all but a ‘comic-epic’ formed from the 

very best classical influences. Writers and readers would have to wait until the 
nineteenth century for realism - and the novel — to gain recognition and 
respectability as a legitimate form of artistic expression. 

Nineteenth-century realism 

For many readers it is nineteenth-century prose fiction that has shaped their 
perception of literary realism. One of Fielding’s anxieties about the novel form 

of which he was such a successful early practitioner was the perception that it 
was vulgar and dealt with the baser human instincts, lower-class characters, 

and appealed as a result to a vulgar readership — the under-educated commer- 
cial middle classes. Indeed, despite Fielding’s protestation, this was how his 
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own productions were seen. As one correspondent of Fielding’s rival Samuel 
Richardson claimed, Joseph Andrews ‘will entertain none but Porters or Water- 

men. Yet this reminds us that even at an early stage in the development of the 
form, the novel and realism held the promise of a great democratic literary art 
accessible to the widest possible readership, as Pam Morris observes: ‘realism 

participates in the democratic impulse of modernity’ (2003: 3). All that was 

required to access this art was the ability to read and the wherewithal to afford 
to buy or to subscribe to the books themselves. The nineteenth century, with 

innovations like serial publication and the increasingly inexpensive mass 

production of books, provided such access to an ever wider audience, and a 
nascent state education would see ever more people able and eager to read. For 
the first time, an art form had a genuinely mass market. 

Yet the directions that realism took in the nineteenth century continued to 
be influenced by the dichotomy of its origins forged between idealism and 
materialism, which the Victorian poet Algernon Charles Swinburne distin- 

guished as ‘prosaic realism’ (materialism) and ‘poetic reality’ (idealism) 

(Morris 2003: 4). The distinction is, of course, far from being so clear cut in 

practice, but one can see in the nineteenth-century realist novel a distinction 

between those like George Eliot’s ‘state of the nation’ novel Middlemarch 
(1871) and the gritty urban realism of George Gissing’s The Nether World 

(1889). The former has something of realism’s roots in idealism and universal- 
ism at its heart, in which the specific experience of a limited range of characters 

in a small town is generalized into a commentary on the nation as a whole. 
Such social commentary is still apparent in Gissing’s novel, but here it is 

formed into a scathing social commentary on the debasement of human nature 

as a consequence of poverty. Eliot’s realism is a means to remind the reader of 
‘universal’ moral benchmarks as a shared aspiration, whereas Gissing’s novel 

suggests that human morality is rotten to the core, at least as soon as it becomes 

compromised by the material dictates of economic existence. Yet what brings 

both novels back together is that the consequences and experience of human 
society is traced through the perceptions and thoughts of individual charac- 

ters. While realism might be accompanied by a narrator providing a 

commentary on both character and events, which might range in perceptibility 
from overtly critical and opinionated to subtle and self-effacing, literary realism 
invariably comes back to the individual. 

Naturalism 

eA 190 

However, the element of fatalism that can be detected in Gissing’s novel leads 

us to another branch of realism that emerged in the nineteenth century. Gissing 
is influenced by the French writer Emile Zola, who is associated with a school 

of realism known as naturalism. In fact, never shy of self-promotion, Zola 
coined the term himself and the sub-variety of the genre was overtly influ- 
enced by an adaptation of scientific methodology founded on observation and 
experimentation. “The novelist, Zola argued, 
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is both an observer and an experimenter. The observer in him presents the 
data as he has observed them. ... Then the experimenter appears and 
institutes the experiment, that is, sets the characters of a particular story in 

motion in order to show that the series of events therein will be those 
demanded by the determinism and of the phenomenon under study. 
(Becker 1963: 166) 

Zola's claims to method bring to the fore a notion of realism that has been 
implicit in the form since its emergence in the eighteenth century. It is no acci- 

dent that the eighteenth century saw not only the birth of the novel and 
realism, but also the popularization of modern scientific method following 

Newton and others, collectively understood as the Enlightenment. Realism as 

much as modern science emerges from this profound reformulation of human 

understanding of the material world. 
Defoe’s Robinson Crusoe conforms quite well to the structure Zola elabo- 

rates here: Crusoe is marooned on an island and learns to survive by a 

methodical exploration of and accommodation with his environment. The 

enticement to the reader is: ‘How would I behave in such a situation?’ Yet 
where Zola substantially differs from Defoe is in the scientific theory he is 
consciously referencing in his work. The clue lies in his reference to ‘determin- 
ism. In Zola’s work and those writers influenced by him, like Gissing and 

Thomas Hardy, can be discerned the underlying influence of Charles Darwin's 
ideas on heredity and environment applied directly to human society. His 
characters behave as they do, not necessarily as individuals, but involuntarily 

in response to the fictional situation he creates for them. Of course, this is far 

from good science; a fictional plot can hardly be accepted as independent veri- 

fication of the laws of hereditary and environment (Morris 2003: 71), but it 
makes for a powerful if rather depressing fiction. 

Modernism and beyond 

Yet naturalistic realism presents something of a problem for the representation 

of character. Since environment and situation determines behaviour, there is 

little left to do but feel sorry for the suffering characters; there is little enduring 

interest in the choices they make since their fate is inevitably circumscribed by 

their circumstances and environment. Moreover, the early twentieth century 
would see a sustained attack by a new generation of modernist authors, such as 

Virginia Woolf, on what was perceived as the rather hackneyed preoccupation 

with the surface of things by an earlier generation of realist writers such as 

Arnold Bennett and John Galsworthy. Woolf’s essay ‘Mr Bennett and Mrs 

Brown’ (1924) famously attacks Bennett, claiming instead that the interest for 
the literary artist ‘lies very likely in the dark places of psychology. ... Examine 
for amoment an ordinary mind on an ordinary day. The mind receives myriad 

impressions — trivial, fantastic, evanescent, or engraved with the sharpness of 

steel. From all sides they come, an incessant shower of innumerable atoms. On 
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the face of it, the lively and sometimes disturbing experimentation of modern- 
ist writers would indeed appear to be a resounding rejection of realist practices 
— as seen in modernist prose techniques such as stream of consciousness. Yet 

Woolf’s claim to champion a satisfying break with literary continuity is not 

quite so clear cut as she thinks. Certainly, she argues powerfully for a change of 

point of view in the novel from contemplating character at a discrete narrative 
distance to inhabiting the interior of the character’s mind and filtering percep- 
tion and experience through their fictional consciousness. While this leads to a 
rejection of tired narrative techniques that were associated with realism in the 
nineteenth century, this obscures the fact that she is arguing for a new degree 
of realism based on a greater understanding of human psychology following 

the popularization of Sigmund Freud’s ideas (see PsycHOANALYsIS). Not 
unlike Zola’s adaptation of scientific method and Darwinism, Woolf is arguing 
for a psychological realism and an expansion of realist literary technique to 
accommodate this in response to the new conceptual ground opened up by 
Freud. 

Summary 

As will have become clear by this point, realism has a remarkable capacity to 
adapt and adopt conceptual, political and scientific shifts in human perception 

and understanding, which in turn makes it a slippery concept to define exactly. 

This is not surprising: born alongside the novel in a historical moment which 
saw human comprehension of existence and experience change profoundly, 

realism remains the bedrock of modern prose fiction. Its popularity with both 

readers and writers is undiminished. Indeed, it is the departure point by which 

all prose innovation is measured, and it is such that it seems unlikely that the 
novel will ever do without it some form or fashion. When Watt refers to the 
‘formlessness of the novel, he is also referring to the peculiar formlessness — or 

better, adaptability — of realism. To return to Wallace Stevens’s criticism of 
realism as a corruption of reality, it becomes part of the conceptual and psycho- 
logical nexus by which we mediate our apprehension of reality and, as such, it 
is a literary genre that continues to attract and move us. As Henry James 

observed in the preface to The Ambassadors, ‘the novel remains still, under the 

right persuasion, the most independent, most elastic, most prodigious of liter- 

ary forms, as does the form of writing most closely associated with the novel: 

realism. The tension it sustains between idealism and materialism is the very 
stuff of Western society and its art. 

Realism: sample syllabus 

Week 1 Introduction: criticism and realism/critical realism — assessing the form 

Week 2 The pre-history: adventures in early English prose 

Week 3 Early masters (1): Daniel Defoe 
Week 4 Early masters (2): Henry Fielding 
Week 5 Questioning the form: Tristram Shandy 

literature modules 



Week 6 Women novelists and the new literary form (1): Fanny Burney 

Week ? Women novelists and the new literary form (2): Jane Austen 

Week 8 Charles Dickens and sensational realism 

Week 9 Realism and naturalism 

Week 10 Modernism and the new psychological realism 

: Week 11 Realism and the postmodern — magical realism 

eit Week 12 Realism and the short story 
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Fiction (Year 2) 

Lawrence Phillips 

Truth in fiction 

In 1889, while travelling in the South Pacific, the great adventure writer Robert 

Louis Stevenson visited the Gilbert Islands. Seeking permission of the ruler of 

one of the islands to visit his island kingdom (to which outside access was 

strictly controlled), the latter’s judgement was ‘I look your eye. You good man. 
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You no lie’, of which Stevenson wryly comments, ‘a doubtful compliment to a 

writer of romance’ So, is ‘fiction’ literally lying, a falsehood? Certainly, ‘fiction’ 
has been a sobriquet literary artists have been keen to avoid in the past. It is no 
accident that early novelists invariably claimed their writing to be ‘true histo- 

ries, no less. But why the anxiety, which is scarcely shared by the contemporary 
author or reader, although to the budding as well as the accomplished literary 
critic it is a question of some significance? Lying behind Stevenson's rather glib 

observation is a very old opposition between ‘truth’ and ‘fiction. The stories 
presented as fiction are not, of course, expected to be literally true. But in the 
realm of literature, a form of art, the enduring value of the work is that it does 

indeed impart some sort of ‘truth’ It is worth pausing for a moment to think 
about what we mean by truth. There is a central tenet of philosophy hiding 

here which gives some hint of what is at stake for the writer, the reader and the 

literary critic. Perhaps one way of approaching the debate is to start with the 

notion that it is entirely different from ‘fact’ A fact is, on the one hand, a piece 

of verifiable information or, on the other, the record of a material event — night 

follows day (or does it precede day?) or England won the World Cup in 1966. 
Fiction can encompass facts, of course, and transform them, but the truth to be 

found in fiction or in art more generally is about meaning. The significance of 
that meaning in a given work itself — although there is a hot debate to be had 
here — leads to notions of value. In one sense, it is part of the literary critic’s role 

to debate the role of ‘truth’ in literature and, as such, it is a central focus of liter- 

ary studies at university (see WHaT Is LITERATURE? and Wuy StTupy 

LITERATURE?). 
It is a debate as old as the entire notion of artistic interpretation. In his 

study of tragic drama, Aristotle reformulates artistic ‘truth’ as knowledge and 

perhaps the value of a thoughtful engagement with literature is a matter of the 

old adage, ‘know thyself’ or, looking outwards, ‘know thy culture’ and gain an 

insight into other experiences and cultures. This might mean being challenged, 

often uncomfortably, by a given text as its reading pushes the limits of your 
own knowledge and beliefs. There is a distinction to be drawn here, perhaps — 

although that gives an illusion of solidity to some pretty porous borders 
— between literary fiction as a form of art that challenges the reader, and 

popular fiction that plays safe within predictably mapped genre boundaries. 
However, before we feel too comfortable with that formulation, it is as well to 

recall Daniel Herwitz’s deft articulation of the downside to such neat 
distinctions: 

Art is a mode of knowing, but this also means a signal of everything 

ideological in an age, a cipher for its prejudices, forms of arrogance, 

grandiosity, delusion. If art is an expression of human aspiration the 
aspiration has often been one of domination, control, repression, and art 

has played its role in those human disfigurements. (Herwitz: 2008 153) 

Ideology, we might remind ourselves, is the principle — the ‘truths’ — which 
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guide our understanding of society in the interests of its dominant groups. So, 
if art, and more specifically literary fiction, is potentially a collective delusion 
—alie, to return us to Stevenson — where does that leave ‘truth’ in fiction? One 
could argue that in giving shape and contour, a form, to ideology, literary 
fiction exposes the shallowness of the ideological constructions of that which 
passes itself off as ‘truth. Such a debate doesn’t end there, but if literary fiction 
cannot easily reveal truth, it can, at its best, rob the ideological straw men that 
masquerade as the truth of their false clothes. Perhaps the island king that 
Stevenson encountered was not so wide of the mark in his judgement of the 
writer of romance. 

A matter of form? 

Another way of approaching the conundrum of fiction is to ask whether it 

possesses any formal - as opposed to philosophical — qualities that could 
define it. Most references to fiction you will encounter as a student are, sadly, 
less about the understanding of truth in fiction we have discussed so far, but 

shorthand for a rather different thing — narrative fiction. In fact, so persuasive 
is this loose meaning of fiction that it subsumes just about any literary form in 
prose. However, such baggy monsters are invariably inaccurate, which 

demands a moment of reflection. Narrative is, simply put, the succession of 

one event by another. 

Narrative fiction is, then, the relation of a succession of fictional events: 

although a text may reorder the telling of those events, it still relies on the 

original chronology. Such a definition takes us further than just prose, though. 

Any poem expressing a fictional narrative is also, by definition, narrative 
fiction, as are satires, dramatic dialogues and film, as well as other mixed media 

forms such as the comic book or graphic novel. In fact, narrative fiction does 

not necessarily need words at all — think of silent movies, mime, or a series of 

narrative paintings such as Hogarth’s The Rake’ Progress. Yet such is the 
strength of the commonplace use of the word ‘fiction’ to refer to narrative 

prose fiction, the word is rarely used in conjunction with work in these other 
media. Nonetheless, they are self-evidently narrative fictions. This is often 
tacitly recognized in university literature courses, where it is quite common to 

encounter film and other visual forms as part of the curriculum. You might 
even encounter opportunities to compare the same narrative fiction in differ- 

ent media, for example the original dramatic version of Shakespeare’s Hamlet 
alongside film and graphic novel adaptations. Narrative poetry is all too often 

seen by students as part of that larger and exclusive category ‘poetry, which 
forms the basis of many an examination neurosis. It also sets up an artificial 

and absolute distinction between prose and poetry around the question of 
fiction. Since narrative fiction can be articulated in poetry or prose, many of 
the same literary qualities will be present in both and thence receptive to the 
same critical probing. 

Beyond these subtleties of genre within narrative fiction that can be 
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obscured by the collapse of fiction as shorthand for narrative prose fiction, 

there is also the risk that one is cut off from the deeper question of the nature 
of fiction touched on above — but also another question of form. If in a very 
basic definition narrative is the relation of a succession of events, how secure is 

the distinction between fictional and non-fictional forms of narrative at the 
level of form? The answer is ‘not very’ This then begs the question of how 

secure the distinction between fact and fiction might be. In recent years this 
has caused something of an upheaval in other disciplines, greatly extending the 

remit of Literary Studies even if this may not be immediately apparent on 

English courses that stick to variations of the literary canon. For example, the 

historian Hayden White concluded, in an exhaustive study of nineteenth- 

century narrative histories (1973), that the form and techniques of literary 

fiction, particularly the novel, strongly influenced how such histories were 

told, drawing upon plot techniques and methods of characterization that 
would have been familiar to Dickens and the Brontés. Some writers have quite 

deliberately and sometimes brilliantly exploited the intersection between 

fictional and non-fictional forms such that one can see the influence on both 
their ‘factual’ and ‘fictional’ writing. The great exemplar of this in English litera- 

ture is George Orwell. Alongside ‘factual’ narrative such as The Road to Wigan 
Pier (1937) and Down and Out in Paris and London (1933) one can compare 

Animal Farm (1945) and Nineteen Eighty-Four (1949). It is no accident, 
perhaps, that the two fictional books have at their centre a preoccupation with 

textual truth: the pigs use rhetoric to distort the ideals of the farmyard revolt 

in the former, while Winston Smith is actively engaged with rewriting the past 

(often quite creatively) in the latter. Likewise few would argue that Orwell's 

non-fictional works are anything less than very finely written and share, techni- 

cally and stylistically, many similarities with his fiction. What White points to 

not only challenges his fellow historians but raises an important issue for the 
literary critic: our techniques for analysing literary texts can be just as effective 

as a means to interpret texts that are identified as ‘factual’ but exhibit qualities 
of fine writing and/or narrative, which may encompass narrative history, polit- 
ical speeches, anthropological accounts, sociological narratives, journalism, 

advertisements, travel writing, diaries, biographies and autobiographies, etc. 

Fiction in turn, it should be noted, can borrow successfully from all or any of 

these forms and others. The forms of fiction are widely travelled or, as Thomas 
Pavel observes: ‘Far from being well defined and sealed off, fictional borders 

appear to be variously accessible, sometimes easy to trespass, obeying different 
sorts of constraints in different contexts’ (Pavel: 1983). 

Perhaps we come back again to a question of ‘truth, not at the level of 
content but at the level of form. Content or factual information require inter- 
pretation. The forms of narrative fiction can be adapted to add persuasiveness 
to any given interpretation. Literary fiction appears to do much the same thing, 

but whereas literary fiction may or may not deal with verifiable facts — it often 

does and when it does it is often called mimetic (from the Greek word mimesis) 
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— it is certainly trying to get at the truth of something. While factual writing 

may be trying to convince you that a certain argument or interpretation is the 

truth, literary fiction by its nature is trying to interrogate the very nature of the 

truths we adhere to. 

Summary 

Fiction in literary terms is both the gateway to fundamental questions about 
the nature of art and literature, but also something of a trap or a misnomer. The 

very term raises key questions about truth and literature, but can just as easily 

be passively accepted as a category limited to narrative prose fiction, or the 

criteria for the arrangement of books in your favourite bookshop or library. It 

is a category that is intensely familiar and rarely questioned, but one that 
cannot be passed over by the literary critic. So what does fiction do? At its best 
— and when it is at its best we can rightly refer to it as literature — it does what 
all great art aspires to: it makes us think. 

Fiction: sample syllabus 

Week 1 Introduction — art, fiction and truth 

Week 2 Fiction and the self {1}: James Joyce, A Portrait of the Artist as a Young Man 
Week 3 Fiction and the self (2 ): Henry David Thoreau, Walden 
Week 4 Formal interrogations: Laurence Sterne, Tristram Shandy 

Week 5 History and fiction: Daniel Defoe, A Journal of the Plague Year 

Week 6 Fiction and history: Graham Swift, Waterland 

Week 7 Fiction and the question of objectivity: George Orwell, The Road to Wigan Pier and 

Nineteen Eighty-Four 
Week 8 Adventures in genre (1): the Arthur legend part 1 — Sir Thomas Malory, Le Morte 

d’Arthur; Mark Twain, A Connecticut Yankee in King Arthur's Court 

Week 9 Adventures in genre (2): the Arthur legend part 2 — The Sword in the Stone (1963; 

dir. Wolfgang Reitherman); Excalibur (1981; dir. John Boorman} 
Week 10 Adventures in genre (3): The Tempest part 1 — William Shakespeare, The Tempest; 

Paul Duffield, William Shakespeare and Richard Appignanesi, Manga Shakespeare: 

The Tempest 

Week 11 Adventures in genre (4): The Tempest part 2 — Forbidden Planet (1956; dir. Fred 

: McLeod Wilcox); Prospero’s Books (1991; dir Peter Greenaway) 

= Week 12 The epic tradition in poetic fiction: Homer, The Iliad; Derek Walcott, Omeros 
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Postmodern fiction (Year 3) 

Alex Murray 

Postmodernism 

The literature that came to typify the 1980s can be read as an attack on the very 

idea of authenticity, originality and experience. The term ‘postmodernism’ has 

now come to stand as a synecdoche for these fictions, and I will deploy it here 
as a descriptive category despite having extreme reservations over precisely 

what it means. The most notable writers of this new generation were Martin 
Amis, Salman Rushdie, Graham Swift, Julian Barnes, Angela Carter and Peter 

Ackroyd. Many may argue that postmodernism peaked in the 1960s and 1970s 

with the publication of the great American postmodern novels, such as Kurt 
Vonnegut’s Slaughterhouse Five (1969) or Thomas Pynchon’s Gravity's Rainbow 

(1973), but it is arguably not until a literary trend has filtered down through a 

literary culture that it truly exists, and I would suggest that in England it was a 
slightly later development, and that it didn’t hit its apotheosis until the period 

between 1983 with the popular postmodernism of Graham Swift’s Waterland 
and 1988/9, when the publication of Salman Rushdie’s The Satanic Verses and 

the ensuing controversy marked a very public clash between the deconstruc- 

tive relativism of the postmodern and a broader global culture. 
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Defining the literary qualities of postmodernism is notoriously difficult, 
but one could summarize them as an ironic tone; black humour; narrative 
experimentation (of varying degrees); a tendency towards creating pastiches 
of other genres and texts; the denial of originality; metafiction; radical histori- 
ography; paranoia. While it is impossible to go into any or all of these features 
in depth here, it may be of use to suggest textual examples. Irony is perhaps the 
master trope of the postmodern: in a world of pure relativism, how can one 
take anything seriously? The answer of course was not to. Perhaps one could 

turn to Martin Amis’s novel London Fields (1989), where the narrator, Samson 

Young, seeks to document the self-willed murder of Nicola Six as a cure to 

writer's block. The relativism of his morality, as well as that of other characters 
in the novel, is used by Amis to ironically question the contemporary malaise, 

as well as the source of much dark humour. Many novels of this period utilize 
dramatic narrative experimentation, and in so doing call into question our reli- 

ance on coherent narratives as organizational practices. An example here could 

be Rushdie’s The Satanic Verses, where a number of parallel narratives run 
alongside one another, blending forms of realism with the fantastical, and 

creating a form known as magical realism, which challenges readers to piece 
together a coherence to the differing narrative strands. 

The postmodern novel also revels in pastiche and appropriation of canoni- 
cal texts, as well as other cultural forms, in order to call into question notions 

of cultural value, along with denying the possibility of originality. There are 

many examples, including Peter Ackroyd’s novel Chatterton (1987), where the 
eponymous poet's infamous literary forgeries are utilized as a paradigm for the 
essentially parasitic and derivative nature of textual production. The question- 
ing of literary authority and originality is often coupled with a self-reflexive 

interrogation of the nature of literary production A famous case in point is 
Italo Calvino’s If on a Winter's Night a Traveller (1979), where the novel 

revolves around a character’s experience of reading a book that shares the same 

name as the novel. The gesture here is a wonderful example of metafiction, 
where the writer places attention on the very act of reading in order to explore 

the nature of textual consumption in relation to literary production. This 
reflection on the nature of fiction is part of a larger interrogation of the ways in 
which reading relates to broader practices of cultural knowledge. This ques- 
tioning of our perceptions is also a feature of historiographic fiction, that 
sub-genre which utilizes the novel as a space for casting light upon the 
constructed nature of history. Graham Swift’s Waterland (1983) is a classic 
example of this literary form, where the suggestion that history is a matter of 

storytelling unites the historical and the fictional as a means of making sense of 
the past, calling into question the idea that history can ever be empirical, and 

that its narratives should carry any more weight than those of literature. Swift's 

novel also asks us to consider the nature of the future, and the extent to which 

we still believe in universal progress: “There's this thing called progress. But it 
doesn’t progress. It doesn’t go anywhere’ (Swift 2008: 291). 
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Jean-Francois Lyotard famously diagnosed this postmodern trope as 
‘incredulity towards meta-narratives’ (xxiv). The calling into question of our 

ways of making sense of both the past and the future can often lead to a degree 
of paranoia invading the postmodern novel. If our realities are seen to be 
constructed and representational, it can be assumed that these realities are the 

work of governments and corporations. This fear of covert power can be seen 
in a range of postmodern novels, particularly the work of Thomas Pynchon. 

The contemporary in the wake of postmodernism 

The prevalence of postmodern themes and styles continued into the 1990s, 

but it soon became apparent that the fictional landscape was altering. Whereas 
the postmodern novel called into question the values of authenticity and 

sincerity, the fiction of the 1990s began to reinstate them, largely through 
concerns of identity politics. The 1990s also saw a move away from experimen- 
talism and a return to forms of realism in many ‘literary’ texts. In a sense it is 

difficult to fully characterize the nature of the fiction that followed postmod- 
ernism. This is due in part to a diffusion of styles and approaches, but also to an 

increasing blurring between ‘popular’ and ‘literary’ fiction (see POPULAR 

FICTION, Fiction). In addition to these problems is the near proximity of 
these fictional tendencies, whereby we remain uncertain if we have entered 

into a new cultural and fictional landscape, or if we remain in that bequeathed 
to us by the 1990s. 

The questioning of hegemonic forms of authority and narrative in the post- 

modern novel dovetailed with fictions that wished to explore the nature of 

marginalized forms of identity. These include racial minorities, those of a non- 
heterosexual orientation, those displaced and culturally altered through 

colonialism and the concerns of particular subcultures. The 1990s, in particu- 
lar the late 1990s, saw the rise of these modes of fiction with novels such as 

Arundhati Roy’s The God of Small Things (1997), Ahdaf Soueif’s The Map of 
Love (1999) and Monica Ali’s Brick Lane (2003), representing the rise of a 

second-wave and arguably more populist postcolonial fiction, with non- 

English-born writers who were often educated in an English system writing 
about forms of cultural dislocation experienced as the margins of those colo- 

nial empires moved back to the centre. Undoubtedly the most important book 
in this genre of postcolonial fiction was Zadie Smith’s phenomenally success- 
ful White Teeth (2000). This novel remains the centre of ‘contemporary’ British 

fiction, lauded for having its finger squarely on the cultural zeitgeist (see 

CONTEMPORARY LITERATURE). Its plot revolves around two families, the 

Iqbals and the Joneses, and their experiences of postwar life in north London. 

Spanning two generations and some 45 years, the novel, almost Dickensian in 
scope, manages to capture the cultural shifts and developments in postwar 

Britain with both humour and sensitivity. Its focus on the fluidity of identity, 

parodic tone, ambivalent ending and concentration on what can be defined as 

‘the new Britain’ cemented its place in the modern canon. 
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There has been an argument made recently by Philip Tew (2007: 194-7) 
that the world of optimism that characterized this image of a new Britain in 
White Teeth has come to seem, if not inaccurate, then certainly questionable in 
the cultural climate that followed the bombing of the World Trade Center on 
11 September 2001 and the following ‘war on terror’ There has certainly been 

a shift in the tone of cultural production, with many novelists displaying a far 
darker and more pessimistic view of our contemporary world. Simultaneously 
there has also been a move towards the spiritual as a space in which some form 
of redemption is possible. Where fluidity of cultural identity once seemed the 
site for an affirmative politics of multiculturalism, it now appears as a site of 

contestation and potential disaster. The style that characterizes contemporary 

fiction has moved further away from experimentalism and the fantastical, 
becoming more realistic and descriptive in form. 

The writer who currently stands at the centre of British fiction is Ian 

McEwan. While McEwan has been publishing short stories and novels since 
the 1970s, it was only really with the publication of Enduring Love (1997) that 

he became well known; and with Amsterdam winning the Booker Prize in 

1998, he cemented his place at the forefront of British letters. Since then, 

novels such as Atonement (2001) and Saturday (2005) have increased his 
popularity, with his form of reserved and descriptive prose, and his focus on 
dark and troubling events, raising ethical questions in an accessible fashion. 

Similarly, the work of J. M. Coetzee has come to figure heavily in our under- 

standing of contemporary fiction, sharing some similarities with McEwan, as 
does the work of Jim Crace, whose sparse prose and excessively descriptive 

narratives mark out an investigation of the materiality of existence without 

denying the potential for some form of redemption. 
Beyond these writers there have been few new voices to emerge in recent 

years in the same way that Smith did at the turn of the millennium. This has 

lead to the impression that contemporary fiction has hit a wall, that it is in a 
state of exhaustion. Yet these claims seem inevitable in a culture that has its 
gaze fixed firmly towards the past, constantly feeling the need to measure 

ourselves against the great innovators of modernism and even postmodernism, 
rather than to turn our attention towards fiction to come. 

Postmodern fiction: sample syllabus 

Week 1 Introduction to theories of the postmodern: Lyotard, Jameson, Hutcheon 

Week 2 John Fowles, The French Lieutenant’s Woman 

Week 3 Salman Rushdie, Midnight’s Children 

Week 4 J. M. Coetzee, Waiting for the Barbarians 

Week 5 Graham Swift, Waterland 

Week 6 Jeannette Winterson, Sexing the Cherry 

Week 7? Zadie Smith, White Teeth 

Week 8 lan McEwan, Saturday 

Week 9 Yan Martel, The Life of Pi 
Week 10 Kazuo Ishiguro, Never Let Me Go 
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Week 11 The current Booker Prize winner 

Be Week 12 Conclusion: reflections on the postmodern and the contemporary 
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Gender (Year 2) 

Doris Bremm 

If somebody asked you, “What is your sex? you might answer ‘I am male’ or ‘I 

am female’, or you might say, ‘Iam aman’ or ‘I am a woman. Would your answer 

change if the question were, “What is your gender?’? As a student of gender 

you will critique the concept of gender as it is commonly conceived. You will 
start by changing your notion of gender to include not only the biological 
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concept of sex, but also the way somebody dresses, how they speak, what they 
do in their free time, and what they do for a living. Questions you will encoun- 
ter in this field are concerned with how gender is understood, constructed, 
represented and imagined in a given culture and time. Besides discussing 
genders separately, you will also analyse the relationships between genders. 

This interdisciplinary field intersects with other areas such as sociology, 
anthropology, philosophy, psychology, history and politics as well as literary 
and cultural studies. 

What is gender? 

Consider the opening lines of Jeffrey Eugenides’ novel Middlesex: ‘I was born 
twice: first, as a baby girl, on a remarkably smogless Detroit day in January of 

1960; and then again, as a teenage boy, in an emergency room near Petoskey, 

Michigan, in August of 1974’ (2002: 1). The example of the novel’s protago- 

nist, Calliope or Cal, illustrates the issue at the heart of gender studies. Born a 
hermaphrodite, it seems that s/he is neither male or female, or both at the 

same time. So what is gender? Is there such a thing as natural or innate gender? 
And what is the difference between sex and gender? These questions will be 
addressed in introductory courses that analyse the social creation as well as 

cultural representations of gender. 
Furthermore, in such a course you will question if there are ‘natural’ or 

‘normal’ associations between concepts such as men/masculine and women/ 

feminine. Gender critics usually define ‘sex’ as a biological term, and ‘gender’ 

as a social and psychological term. Thus, one is male or female in biological 
terms, but masculine and/or feminine in social and cultural terms. Gender 

critics reject the notion that gender is inherent; they do not see it as something 

we are born with but as something we learn. Significantly, they use gender not 
just as a noun but also as a verb: ‘to gender’ Judith Butler even talks about the 
processes of ‘boying’ and ‘girling’ This idea is not entirely new, since as early as 

1949 French philosopher Simone de Beauvoir wrote in The Second Sex: ‘one is 

not born, but rather becomes a woman’ (1988:.267). 

Gender criticism vs. feminist and lesbian & gay criticism 

Gender criticism views gender as a social and cultural construct, unlike femi- 

nist theorist and gay and lesbian critics who look at gender and sexuality 
respectively as innate and natural (see FEMINISM). Whereas gender critics can 

be called constructionist because they see gender and sexuality as social and 
cultural constructs, feminist critics can be regarded as essentialists because they 

believe that women are inherently different from men. The same can be said 
about many lesbian and gay critics who see homo- and heterosexuality as 

something that is innate. While gender criticism draws heavily on feminist 
theory, it rejects some of it, such as the concept of gender as something that is 

innate, and commonly held beliefs among feminists such as the existence of a 
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specific in the way women write (écriture feminine). Whereas feminist criti- 
cism looks at men and women as fundamentally different, gender criticism 

focuses on critiquing the very categories of gender. 
Constructionist gender critics disagree fundamentally with French femi- 

nists critics who insist on a specific female way of writing. Peggy Kamuf posits 
in ‘Writing like a Woman’ (1980) that it is possible for a man to write like a 
woman and for a woman to write like a man. Whereas feminist critics believe in 
the existence of a specifically female way of writing, some lesbian and gay critics 

explore the way a woman reads. In On Lies, Secrets, and Silence (1979), Adrienne 

Rich reads Emily Dickinson’s poetry as a lesbian, a method that reveals a very 

different poet than that illustrated in readings of heterosexual critics. 
In her seminal study Gender Trouble (1990), Judith Butler takes the distinc- 

tion of constative and performative language from J. L. Austin’s speech act 
theory and applies it to gender. In ‘Imitation and Gender Insubordination’ she 

writes, ‘[g]ender is not a performance that a prior subject elects to do, but 

gender is performative ... It is a compulsory performance in the sense that 

acting out of line with heterosexual norms brings with it ostracism, punish- 
ment, and violence, not to mention the transgressive pleasures produced by 

those very prohibitions’ (1991: 23-4). 

Gender and (homo)sexuality 

Ly 

Another influential text is Michel Foucault’s The History of Sexuality (1990). 
Although he is generally associated with the critical school known as new 

historicism, Foucault’s study of the distinction between heterosexuality and 

homosexuality is significant for gender studies in that it discusses sexuality as a 
continuum rather than a binary opposition. For Foucault, sexuality encom- 

passes a range of behaviours including sadomasochism and bestiality. He 
historicizes sexuality and argues that homosexuality is an invention of the 
nineteenth century. Before that time people would talk of a sodomite as 

someone who commits an isolated act. However, the word ‘homosexual’ 

doesn't signify an act but a person. 

Lesbian and gay studies focus on the textual representations of issues of 

homo- and heterosexuality. Eve Kosofsky Sedgwick’s Between Men: English 

Literature and Male Homosocial Desire (1985) was an important step for femi- 

nist theory that is primarily interested in foregrounding women writers, 
representations of women, and a specific female way of writing (écriture femi- 
nine). She adapts feminist theory to look at relationships between male 

characters in novels as well as between men in general based on gender and 
sexuality. It is a study of men’s same-sex bonds in nineteenth-century English 

literature and the oppressive effects on women and their relationships to men. 

Lesbian and gay studies engage in readings of the textual representations of 

issues of homo- and heterosexuality. 
In the context of film, Teresa de Lauretis’s Technologies of Gender: Essays on 

Theory, Film, and Fiction (1989) offers important insights. As a constructionist 
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gender critic she argues that gender is ‘the product of various social technolo- 
gies, such as cinema, and not ‘a property of bodies or something originally 
existent in human beings’ (1989: 2). For de Lauretis one of the ‘social tech- 
nologies’ most influential in (re)constructing gender is film (see FILM 
SrupiEs). Other film critics such as Laura Mulvey also critique the representa- 
tion of women as spectacle in film. In her influential essay ‘Visual Pleasure and 

Narrative Cinema’ (1975), Mulvey introduces the concept of the ‘male gaze’ in 

film and discusses the way women are presented as passive objects to be looked 
at rather than as active agents. 

Possible courses 

So what might a course on gender encompass? Gender might be taught in a 

wide variety of courses. At one end of the spectrum, there could be courses 

focusing entirely on theory. Other courses might focus primarily on texts and 

how they construct, perpetuate, question or challenge gender roles. Most 

courses will offer a combination of both theory and texts. You will read differ- 

ent genres from different time periods and different geographical areas. 
Possible texts are not limited to what is generally included under ‘literature’ 
such prose, lyric or drama, but can include film, media and other art forms. 

The fact that gender studies is a very interdisciplinary field will also be 

reflected in your courses on gender. Possible topics may include romantic love 
and marriage, sexuality, parenthood, violence, the scientific study of sexual 

differences, body image, as well as popular culture, sexual division of labour 
and economic development, and feminist movements. As a critic of gender 

you might ask the following questions about any given text: How does this text 
construct cultural notions of femininity, masculinity, motherhood, romantic 
love or marriage? How do genders or sexual orientations intersect with social 
status or ethnicity or national identity? 

Often courses in gender modules might look at the work of female authors 
from a specific time period and geographical area such as ‘African-American 
women writers’ or “Victorian women writers. Other courses might focus on 
female characters in fiction such as “Women in literature: lesbian fictions. 
Another possibility would be a concentration on relationships between the 
genders in families or society in general. However, concentrating on women 
and the way they are represented is just one side of gender studies. Other 
courses might specifically focus on male characters within novels or how 
masculinities are constructed within a given text. Relationships between men 

are also of interest whether within a homosocial or homosexual context. Other 
potential courses might look at certain life stages such as boyhood or girlhood 
as well as mother and father roles. 

Let us consider the example of Charlotte Bronté’s Jane Eyre (1847). Bronté’s 

novel is both a Cinderella story and a gothic tale. It would fit any number of 

classes within a gender module such as a class on British women writers, or a 

class that focuses specifically on Victorian women writers (see THE 
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NINETEENTH CENTURY AND THE VICTORIANS). Such a course might have a 
general gender studies approach or a more specific point of interest. Two 
general approaches would be to look at Bronté’s novel as a work by a woman or 
as a work about a woman. Within the latter possibility, the course might focus 

on female characters and the specific female roles they personify or work 

against: Bertha Rochester (wife, madwoman), Blanche Ingram (lady, possible 

wife), Adéle (daughter, ward), Jane (orphan, governess, bride). Another course 
might take the novel as an example of écriture feminine and analyse the specific 
‘female’ attributes of Bronté’s prose. Yet another class might look at it as an 
example of the madwoman in the attic after Sandra M. Gilbert and Susan 

Gubar’s The Madwoman in the Attic: The Woman Writer and the Nineteenth- 
Century Literary Imagination (1979), in which they examine the notion that 

the restrictive gender categories of the nineteenth century imposed on female 

writers are reflected in the metaphors of anger and madness in their heroines. 
Jane can be read as a feminist character because she refuses to marry St. 

John Rivers and only marries Rochester when she is convinced they will be 
equals. Early on in the novel Jane points out her belief in the equality of the 

sexes: 

Women are supposed to be very calm generally: but women feel just as 

men feel; they need exercise for their faculties, and a field for their efforts 

as much as their brothers do; they suffer from too rigid a restraint, too 

absolute a stagnation, precisely as men would suffer; and it is narrow- 

minded in their more privileged fellow-creatures to say that they ought to 

confine themselves to making puddings and knitting stockings, to playing 
on the piano and embroidering bags. It is thoughtless to condemn them, 
or laugh at them, if they seek to do more or learn more than custom has 
pronounced necessary for their sex. (1971: 96) 

A gender critic would focus on this passage to analyse gender and the social 

hierarchy of the novel. Jane criticizes gender roles when she points out that it is 

wrong to think that women ‘ought to confine themselves to making puddings 
and knitting stockings. Even though she is educated, as an orphan her opportu- 

nities are very limited and her only option to support herself is to work as a 

governess. Her inferior social status makes her doubt a possible marriage with 

Rochester. The gender relations within the novel are informed by the patriar- 

chal society it is set within. Throughout the novel Jane tries to assert her identity 
in a society dominated by men, while the male characters such as Mr Brockle- 
hurst, Edward Rochester and St. John Rivers try to keep Jane in a subordinate 

position. Their masculinity is defined largely through their. power over the 
female characters. In general, one could argue that the novel reflects nineteenth- 

century gender roles and that Bronté works against Victorian gender stereotypes 
of women at the same time. When Jane tells her audience in the final chapter, 

‘Reader, I married him, the question remains whether she has finally found an 
equal partner, or whether she fails as she succumbs to society’s pressures (395). 
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Another focus for an analysis of Bronté’s novel could be sexualities /sexual- 
ity. A critic approaching the novel from a queer theory point of view might 
propose that Jane’s close friendship with Helen Burns has lesbian overtones 

because of Jane’s adoration of her profound Christianity (see Gay STUDIES 

AND QUEER THEORY). Jane’s years at the orphanage would also be interesting 

for a course focusing on girlhood in Victorian England. 
Yet another approach would be to look at the novel from an ecofeminist 

perspective, examining the relationship of women and nature in the novel (see 

EcocriTIcisM). The opening lines of the novel introduce the parallel between 

nature/freedom and culture/confinement: “There was no possibility of taking 

a walk that day’ (5). In this story of enclosure and escape, Jane moves from one 

state of confinement to the other. Interestingly enough, Jane meets Rochester 

for the first time not at his home Thornfield, but while she is outside walking to 
the next town to deliver a letter to the post office (ch. 12). 

From a postcolonial point of view, Bertha Rochester’s character would be 
especially interesting. In this context, Bronté’s novel might be paired with Jean 

Rhys’s prequel, Wide Sargasso Sea (1966), which tells the story of how Bertha 
meets Rochester. Rhys calls her Antoinette Cosway and has Rochester rename 

her as a sign of colonial power. Through her rewriting of the master narrative, 

Rhys gives Bertha and thus the colonial subject the voice she is denied in 
Bronté’s text (see COLONIAL AND POSTCOLONIAL LITERATURE). 

As has been briefly demonstrated, there are a range of possible approaches 
that feminist criticism, in its diversity, makes possible. 

Gender: sample syllabus 

All readings for a module such as this would be drawn from two volumes, listed below; due to 

the constraints of space in the present volume, only author names can be supplied, and the 

reader is referred to those volumes for the pertinent articles. 

Susan M. Shaw and Janet Lee, eds. Women’s Voices, Feminist Visions. Columbus, OH: McGraw- 

Hill, 2001. 

Estelle B. Freedman, ed. The Essential Feminist Reader. New York: Modern Library, 200?. 

Week 1 Introduction: Baumgardner and Richards; hooks; Quindlen; Frye; Hogeland 

Week 2. Gender, race and sexuality in the media & early theories of gender difference: 

screening of My Feminism; Douglas and Orenstein; Kilbourne; Wollstonecraft; Mill; 

de Beauvoir 

Week 3 History of the women’s movement — the first wave: Grimké; Cady Stanton; Truth; 

Cooper; Anthony 

Week 4 History of the women’s movement — the second wave: Baxandall and Gordon; 

Friedan; Murray 

Week 5 Feminism, race and intersectional analysis: Combahee River Collective Statement; 

Lorde; Anzaldua; McIntosh; Rich 

Week 6 Gender socialization and gender difference: Fausto-Sterling; Lorber; Chodorow 

Week 7 LGBT politics and movements: Pharr; Greenaway; ‘World Report 2002: Lesbian, Gay, 

Bisexual, and Transgender Rights’; Deihl and Ochs 

Week 8 Feminist issues and activism around the world: Freedman; Neuwirth; UN, 

‘Convention on the Elimination of All Forms of Discrimination Against Women’; UN, 
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‘Fourth World Conference on Women’; Revolutionary Association of the Women of 

Afghanistan 

Week9 Masculinity: Connell; Kimmel; Schacht; St. John 

Week 10 Sex and sexuality: Schwartz and Rutter; hooks; IIkkaracan; Meengleshi 

; Week 11 Reproductive rights and abortion: Sanger; Silliman et al.; Cooney 

co Week 12 Work, economics and employment: Hesse-Biber; Ehrenreich; Hawkes; Burk, Hays 

Bibliography 

Because this module is designed to focus on theories and discussions of gender, literary 

works and critical texts are combined here. Therefore the bibliography is limited to the critical 

reading. 
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Foucault, Michel. The History of Sexuality. Trans. Robert Hurley. New York: Vintage Books, 
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Gilbert, Sandra M. and Susan Gubar. The Madwoman in the Attic: The Woman Writer and the 

Nineteenth-Century Literary Imagination. New Haven, CT: Yale University Press, 1979. 

Kamuf, Peggy. ‘Writing Like a Woman’. In Woman and Language in Literature and Society, ed. 

S. McConnell-Ginet et al., 284—99. New York: Praeger, 1980. 

de Lauretis, Teresa. Technologies of Gender: Essays on Theory, Film, and Fiction. Basingstoke: 

Macmillan, 1989. 

Mulvey, Laura. ‘Visual Pleasure and Narrative Cinema’. Screen, 16(3) (1975): 6-18. 

Rhys, Jean. Wide Sargasso Sea. New York: Norton, 1999. 

Rich, Adrienne. On Lies, Secrets, and Silence: Selected Prose, 1966-1978. New York: Norton, 

1979. 

Sedgwick, Eve Kosofsky. Between Men: English Literature and Male Homosocial Desire. New 

York: Columbia University Press, 1985. 

Voices of the Shuttle <http://vos.ucsb.edu/browse.asp?id=2711> 

(b) Further reading 

Butler, Judith. Gender Trouble: Feminism and the Subversion of Identity. New York: Routledge, 

1990. 

Chodorow, Nancy J. Feminism and Psychoanalytic Theory. Cambridge: Polity, 1989. 

Cixous, Héléne. The Héléne Cixous Reader. Ed. Susan Sellers. London: Routledge, 1994. 

Friedan, Betty. The Feminine Mystique. Harmondsworth: Penguin, 1991. 

Greer, Germaine. The Female Eunuch. London: MacGibbon & Kee, 1970. 
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Mulvey, Laura. Visual and Other Pleasures. Basingstoke: Macmillan, 1989. 

Sedgwick, Eve Kosofsky. Epistemology of the Closet. Berkeley: University of California Press, 

1990. 
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Class (Year 2) 

Nick Freeman 

Defining ‘class’ 

Class governs writing and interpretation in complex ways — indeed for centu- 
ries it determined whether someone could read or write at all. The study of 

literature and class is typically associated with Marxist criticism, though it is 

not confined to it. For good examples, see Adorno, Bourdieu, Day, Eagleton, 

Marx. 

Tracing the meaning of ‘class, Raymond Williams notes that it entered 
English from the Latin, classis, ‘a division according to the property of the 

people of Rome’ (Williams 1963: 60). Used initially in a learned elite’s discus- 

sions of Roman history, ‘class’ spread to encompass ecclesiastical organization 
and then a ‘division or group’ of plants or animals. This usage does not convey 

merit; it merely identifies. Hence ‘students belong to the class of 2009. 

During the Industrial Revolution, ‘class’ acquired social implications. 
People still spoke of ‘rank’, ‘order’, ‘estate’ or ‘degree’, but ‘class’ categorized and 

judged individuals. The shift was caused by an ‘increasing consciousness that 
social position is made rather than merely inherited’ (Williams 1963: 61). The 
complexities surrounding ‘working class’, ‘middle class’ and ‘upper class’ are 
considerable, as are questions of identity raised by belonging to a class or 
moving to another. Karl Marx and Friedrich Engels’ theories emerged from 
the world of these labels and assumptions, and their vocabulary articulates the 

tensions they observed (see MarxisM). Rather than pursuing their ideas, 
however, we will turn to some literary and critical implications of class 
structures. 

Literature and class 

‘Class’ only began to acquire its modern connotations in the late eighteenth 

century, so it is anachronistic to apply it to earlier literature. Nevertheless, 

social hierarchy shapes older texts in striking ways. Chaucer’s The Canterbury 

Tales (begun c.1387) emerged from a society that distinguished between the 

‘estates’ of clergy and the laity, further dividing the latter on feudal lines with 

nobles at the top and peasants at the bottom (see Mann 1973; Day 2001). 
Elevated pilgrims — the Knight, for instance — tell serious tales, while ‘common- 

ers’ such as the Miller and the Wife of Bath narrate racier stories of sexual farce 
(see MEDIEVAL LITERATURE). 

Elizabethan and Jacobean drama was performed before audiences of 

diverse literacy levels and social privilege, and playwrights often allowed great 

and humble, e.g. Hamlet and the gravedigger, to converse. Nevertheless, most 

characters know their place. They may transcend it in comedies, but attempts 

to do so in tragedies or histories usually involve skulduggery and end in tears. 

Fixed positions are reinforced by theatrical convention dictating that common 
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people - soldiers, servants and clowns (i.e., country folk as well as comedians) 

— speak prose, whereas kings, bishops and nobles speak blank verse. Blank 

verse dramatizes higher emotions or displays of wit, while prose is the vehicle 
for comedy, often coarse in style (think of the porter in Shakespeare’s Macbeth 

[1606]). 
Social status may influence subject matter, but this is rarely straightforward, 

not least because the steady rise of the middle class from the 1750s disrupted 
the traditional pairing of class with money. William Wordsworth was a ‘gentle- 
man’ educated at Cambridge University, but the 1802 preface to his Lyrical 
Ballads insists that poetry should ‘choose incidents and situations from 
common life’ and present them, if possible, ‘in a selection of language really 
used by men’ (Wordsworth 2006: 263-74). Wordsworth experienced the 

initial euphoria of the French Revolution, and its radicalism is reflected in an 

enthusiasm for demotic speech and ‘ordinary’ characters in his early poetry. 

Jane Austen’s novels, by contrast, although written around the same time, are 

less interested in such figures. You may wonder why, when Emma Woodhouse 
in Emma (1816) must have servants, they rarely appear, much less speak. 

When you read literary works with class issues in mind, details acquire new 

significance. A good example occurs in Chapter 27 of George Eliot’s Middle- 
march (1870-1). Eliot, an intelligent, politically aware writer whose adoption 
of a male pseudonym (her given name was Mary Ann, later Marian, Evans) is 
itself revealing, gives a probably unconscious glimpse of her intended audience 
in a scene usually studied in terms of characterization. Eliot’s narrator suggests 

that we tend to think the world revolves around us by noting how scratches on 

a mirror apparently circle a lighted candle. This example illuminates Eliot’s 

narrative method, but it is also significant that “Your pier-glass [ ... ] is made to 

be rubbed by a housemaid’ (Eliot 2004: 232). Clearly, Middlemarch’s readers 

have time to ponder the niceties of egotism (and to read a long, complex 
book), but female servants are too busy catering to the needs of their mistresses 

to be quizzed on such matters. Whether housemaids had the leisure and educa- 
tion to read Middlemarch demonstrates the problematic intertwining of class 

and gender relations. 

Critics, class(ics} and the canon 

Class often conditions critical reaction to literature. An extreme example 
concerns the response to John Keats's poetry by the aristocratic Quarterly 

Review and Blackwood'’s Magazine in 1817. Keats and his fellow poet, Leigh 
Hunt, were judged less on their talent than on their background and political 

sympathies: Keats’s father managed a livery stable (note how mothers tend to 
be considered irrelevant in the social classification of their sons) and Keats was 

a Whig rather than a Tory. Not being ‘men of some rank’, as Blackwood’s put it, 

‘cockneys’ like Keats and Hunt could never be great poets. So savage was the 
press’s treatment of Keats that reviewers, rather than tuberculosis, were blamed 

for his early death. 
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Twenty years later, the young Charles Dickens was regarded as vulgar: he 
liked jewellery, colourful waistcoats and picking his teeth. Dickens’s ‘social 
betters’ enjoyed his work, but his background initially made it difficult for him 
to be admitted into elite society. Middle and upper-class Victorians were 
hyper-conscious of rank. Parentage and ancestry, pronunciation, accent and 
dialect, cleanliness, clothing (style/fashion, quality, degree of wear, cost), 
address, education and mastery of etiquette all helped define an individual’s 
‘place’ (see THE NINETEENTH CENTURY AND THE VICTORIANS). Dickens’s 
father was imprisoned for debt, and the young Charles worked in a factory, 

labelling bottles. This was not widely known in his lifetime, but his employ- 

ment as a parliamentary reporter and journalist was quite enough to bar him 
from the ranks of ‘gentlemen’ 

Alfred Tennyson's life was very different. The Cambridge-educated son of a 
clergyman, Tennyson’s classical learning and commitment to poetry rather 

than fiction marked him as someone capable of mixing in society despite 

periods of melancholia and heavy drinking. Tennyson succeeded Wordsworth 
as Poet Laureate in 1850, and it is a telling reflection on Victorian society and 

the relative status of poetry and prose that he received a civil list pension of 
£200 a year from 1845 and was eventually made a baron, while the hard-work- 
ing journalist, magazine editor and novelist Dickens received only the 
adulation of the reading public. Any money coming his way was earned by his 
pen rather than governmental largesse. 

The English canon, the works readers and critics deem central to literary 
tradition and cultural heritage, is dominated by the work of socially privileged, 

‘classic’ authors. This is not to deny the worth of Alfred, 1st Baron Tennyson, 

but to point out that class and gender inequality, chiefly in the field of educa- 

tion and access to publication, means many authors survive only as ‘Anon’ in 

anthologies. Writers from marginal positions have occasionally won a measure 

of fame in their lifetimes — the poet and agricultural labourer John Clare did so 
in the 1820s — but their work was rarely taught in universities until the late 

twentieth century. Such omissions distort literary history. It is easy to assume 
that readers of the 1840s ‘must’ have been reading Tennyson, Dickens, Emily 

Bronté’s Wuthering Heights (1847) and W. M. Thackeray’s Vanity Fair (1847- 
8), because these works have retained their popularity and critical standing. 

This view neglects Bronté’s mixed critical reception, the popularity of writers 

such as Harrison Ainsworth and ‘penny dreadfuls’ such as Thomas Preskett 
Prest’s Varney the Vampire (1845-7), as well as the political popular poetry of 

Chartists such as Ernest Jones. 

Literacy levels have increased markedly since the mid-nineteenth century, 
and the power and wealth of the gentry has declined as a consequence of 
economic and political change. This has affected the development of English 
writing and criticism. Literature reflects and shapes the society from which it 
emerges, and the last century or so has seen significant changes in literary hier- 
archies. One might note, too, how the backgrounds of academics and students 

\ forms, genres and other popular modules \ 241 Se 



are altering. Nowadays, although academia confers an honorary middle-class 
status on its practitioners, individuals may not have come from the same world 
as the largely white, male, middle-class university teachers of the earlier twenti- 
eth century. This growing, if still limited, element of diversity has surely had an 

effect upon the choice of texts set for school examination and studied in 

English departments, as well as on the critical methods used for their analysis. 

Reader positions 

When we read the fiction, poetry and plays of past ages, we do not always judge 
them according to the sociopolitical norms of their own time. We are also 
inclined to forget that however highly we regard them today, their reputations 

were often made and defended by a relatively small number of privileged 
readers able to write and publish their opinions. Our own backgrounds and 
prejudices may well influence our critical responses, as we can see from a brief 

reading of E. M. Forster’s Howards End (1910). “We are not concerned with 

the very poor, says the narrator. “They are unthinkable, and only to be 

approached by the statistician or the poet. This story deals with gentlefolk, or 

with those who are obliged to pretend that they are gentlefolk’ (Forster 1983: 
58). The cultured Schlegels look down on the wealthy but vulgar Wilcoxes. 

Caught between the two is Leonard Bast, a self-educated working-class clerk 

whose appetite for culture is whetted by the Schlegel sisters and who is thrown 

into poverty by the dealings of Henry Wilcox. The Schlegels see Bast as their 

comic inferior, failing to appreciate his hardships or the social ‘abyss’ waiting to 
swallow him if he became unemployed. 

Forster intertwines material and spiritual wealth, prompting debate about 

their worth and relationship: the cultivated but impractical Schlegels’ lifestyle 

depends on businessmen such as Wilcox, while Wilcox’s elevation above Bast 

is complicated by his having had an affair with Bast’s wife, Jackie. Forster's 
narrator and characters patronize Bast, but is he so laughable? You may find the 
Schlegels’ cultural enthusiasms have little relevance for your own life, or 

conversely, that you have little direct knowledge of poverty, inequality or 

discrimination. How might these factors influence your reaction to the novel? 

If Forster encourages debate, D. H. Lawrence, the son of a Nottinghamshire 

miner, adopts a more explicitly combative approach to class relations in Lady 
Chatterley’s Lover (1928), pitting a physically and sexually vigorous working 

class against an etiolated aristocracy in an exploration of the national malaise 
that followed the 1914-18 war. You might consider the implications of 
Lawrence’s title - how might we react if it were entitled Tenderness (his first 

idea), The Gamekeeper or even Oliver Mellors? You might also wonder whether 

Lady Chatterley was read by gamekeepers, disabled aristocratic men or their 

sexually unfulfilled wives, not least because it was banned in Britain until 1960. 

Even then, when it was tried as an obscene publication on the grounds of 

explicit sexual content (E. M. Forster spoke in its defence), the prosecuting 

counsel asked the jury, five of whom apparently struggled to read the oath, 
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whether Lawrence’s novel was one ‘you would ... wish your wife or your serv- 
ants to read?’ (Sutherland 1982: 23). The connection between literature, 
reading and class was here rendered explicit, albeit to the amusement of many. 

Lawrence presented elements of working-class life sympathetically, but 
there has long been a belief that ‘working-class literature’ is a contradiction in 
terms. From the chapbooks and street ballads of the eighteenth century to 
‘penny dreadfuls’ and on to sexually explicit and violent paperbacks of the 
1970s, such as Richard Allen’s Skinhead (1970), those outside the working 
class, and indeed, some readers within it, have adhered to the belief that the 
working class has little time for ‘high’ culture and that its needs are best met by 

what George Orwell cynically terms ‘prole food’ in his Nineteen Eighty-Four 
(1949). Commentators such as Richard Hoggart and, more recently, Michael 

Collins have argued that a culturally dominant middle class, which controls 
higher education and substantial sectors of the culture industries (publishing 
and television, for example) is unlikely to take the cultural achievements of the 
working class very seriously, although it may lionize a writer such as James 

Kelman, winner of the Booker Prize with How Late It Was, How Late (1994). 

An education system that articulates a fundamentally bourgeois notion of 

‘culture’ means writers from working-class backgrounds who do not leave 
school at the first opportunity to enter the workplace or vocational training 
can be caught between two very different worlds. The poets Tony Harrison 

and Simon Armitage have written movingly about their difficult relationships 
with Yorkshire working-class communities and the cultural dislocation caused 
by going to university. 

At the same time, however, many writers actively exhibit their own preju- 
dices or encourage those of their implied readership. Lawrence's depiction of 

the impotent aristocrat and the virile though uneducated gamekeeper is but 
one example of a recurrent tendency in English writing to present social stere- 
otypes. It can be hard for writers to cast off the ingrained assumptions of their 
own backgrounds. Orwell's The Road to Wigan Pier (1937) addresses this 

explicitly, with Orwell lamenting how he was brought up to believe that ‘the 

lower classes smell’ (Orwell 2001: 118) even as he gives queasily detailed 

accounts of life in a Wigan boarding-house. 
Class, race and gender are intricately interrelated, and even today elaborate 

hierarchies exist that differentiate and stratify people who ostensibly seem to 

have much in common. While some people identify strongly with a particular 

social class, others resist such affiliation. Neither group is able to read literary 

texts with complete immunity from their sociopolitical context, and it is worth 

considering the implications of this for your own reading. Are you an adversarial 

reader who takes sides, consciously or otherwise, or do you attempt to retain a 

sense of equilibrium? Neither approach is right or wrong in itself, but all readers 

need to maintain an awareness of their own reading position and the part that 
class plays in its formulation. 
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Class: sample syllabus 

The following is a brief outline of a 12-week module on class which combines a focus on ‘class 

issues’ with a broad historical spread. 

Week 1 Introduction to key issues of reading with an awareness of class issues 

Week 2 Kings and commoners (1): Shakespeare’s Henry V 
Week 3 Kings and commoners (2): the English Civil War: Andrew Marvell, ‘An Horatian Ode 

Upon Cromwell’s Return from Ireland’ (1650); Gerrard Winstanley, ‘A New Year's Gift 

Sent to Parliament and the Army’ (1650) 
Week 4 Eating the underclass: Jonathan Swift, A Modest Proposal (1729) 
Week 5 New voices (1): Preface to the 1802 edition of Wordsworth and Coleridge, Lyrical 

: Ballads; Wordsworth, ‘Resolution and Independence’ (1807) 

Week 6 Newvoices (2): Marx and Engels, The Communist Manifesto (1848); selections from 
Tennyson; Ernest Jones's ‘The Song of the Low’ (1852) 

Week 7 Industrial voices: Elizabeth Gaskell, North and South (1855) 
Week 8 Class and ‘culture’: E. M. Forster, Howards End (1910) 
Week 9 England from below: George Orwell, The Road to Wigan Pier {1937} 

Week 10 How the other half loves: Alan Hollinghurst, The Line of Beauty (2004) 
Week 11 Modern times? Linda Grant, The Clothes on Their Backs (2008) 
Week 12 Conclusions: a re-examination of the issues of the module. 
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Colonial and postcolonial literature (Year 2) 

Jenni Ramone 

Introduction 

Before the middle of the twentieth century, countries like Britain, France and 
Spain celebrated the powerful status afforded them by the territories that they 
had colonized. It was believed that by colonizing countries in South Asia and 
in Africa, for example, less ‘developed’ nations could benefit from the more 
advanced ideas and cultural practices of their European governors. Many 

English novels written during this colonial period involve European characters 
like Allan Quatermain in H. Rider Haggard’s King Solomon's Mines (1885), an 

explorer who encounters (and wins over) savage and superstitious tribes 

people during his quest through Africa. European adventurers in what is 

known as ‘colonial literature’ routinely tame wild and hostile native peoples 

and landscapes, inspired by non-fictional (though not necessarily accurate) 
accounts in histories, travel writing, and the diaries and letters of wealthy Euro- 

pean travellers and explorers. Such stories perpetuated the notion of the white 
man’s superiority. 

In recent decades, people started to question these ideas. Who is to say that 

one nation’s idea of education, religion and law is superior or more civilized or 
more developed than another’s? Why should one nation impose its values on 

another? And aren't such arguments simply excuses for profiteering through 
unfair trade with the colonized nations? When many colonial governments 

started to break down (for example, Britain withdrew from India in 1947 and 
from Nigeria in 1960), literature and other writing from within former colo- 

nies started to question the assumptions on which colonialism had been based. 
Literature of this kind, produced by newly independent citizens of formerly 
colonized nations, is called ‘postcolonial literature’ 

Scope 

In the context of a Literary Studies degree (or an English degree), the scope of 

a colonial/postcolonial literature module is usually restricted to the countries 
which were formerly British colonies, and were colonized by English speakers. 

The writing produced in these regions is known as Anglophone writing 
(Anglophone simply means English-speaking). Studying only these texts 
avoids the need to study texts in translation. It is possible that some modules 
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will include important works by writers from places that were once colonized 
by other nations, especially France, which you will read in English translation. 

These are known as Francophone (French-speaking) writers. 

There are a number of ways that you might take a module on colonial or 
postcolonial literature — or both — in the course of a Literary Studies degree. 

Usually, this material would form an optional module in the second or final 

year of a three-year degree but it is also likely that you will come across exam- 

ples of postcolonial novels, short stories or plays in a more general or 
genre-based, first-year module. As well as modules that encompass both colo- 

nial and postcolonial texts, you may have the opportunity to study modules on 

postcolonial literature alone, on postcolonial literature from a specific 
geographical location (typically Africa or South Asia, where the majority of 
prominent authors have come from, but also Singapore, Australia, Ireland, 

Canada and the Caribbean), or postcolonial diaspora literature, which focuses 

on the writing of first or later generation migrants living in, and writing about, 

their new location. 

Colonial to postcolonial 

Unlike many modules, this one is not confined to one historical period. 
Instead, it straddles a vast time frame which begins with texts written in the 

earliest colonial period. For instance, Shakespeare’s The Tempest, written and 

performed during the Elizabethan period when expansion of trade routes and 
of overseas colonies was growing, has been seen by many scholars as commen- 

tary on colonialism. Prospero is the colonial master of the enslaved native, 

Caliban. In fact, for many Postcolonial Studies scholars, Shakespeare’s works 

became an important part of the colonial project when, in the Victorian period, 

they were regularly performed in India in an effort to justify colonialism by 

giving something that British people considered valuable to the Indian upper 
and middle classes. It was taken for granted that Shakespeare's plays were what 

people in India wanted to watch, and ultimately what these performances did 

(though not explicitly) was to impose European values and stories on a non- 

European audience. This is very similar to missionary work: missionaries who 

entered the colony believed that their way of life was morally superior to that 

of the ‘native’ inhabitants. ‘Native’, of course, is a very loaded term in relation to 

Colonial and Postcolonial Studies, because it was often used in colonial litera- 

ture in binary opposition with the colonial settlers, and came to mean wild, 

uncivilized, undisciplined and inferior, as postcolonial thinkers have since 
pointed out. 

Shakespeare has an ongoing relationship with colonial and postcolonial 
literature; there have been a number of postcolonial rewritings or adaptations of 
Shakespeare's plays, such as, among many others, Aimé Cesaire’s A Tempest 
(originally written in French and called Une Tempéte), which was written during 
the author's struggle to renegotiate the colony status of Martinique; the influen- 

tial but frequently out-of-print novel by G. V. Desani, All About H. Hatterr, 
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which opposes a man’s travels through India with numerous quotations (and 
misquotations) from Shakespeare's plays; and Salman Rushdie’s short story 
"Yorick’, a retelling of Hamlet from the perspective of the migrant descendant of 
the old court jester. The extension of Shakespeare's influence throughout such 
varied adaptations indicates another reason for the appeal of this field of literary 
study: the current and ongoing relevance of the field which includes present- 
day literature dealing with the experience of the migrant, with the postcolonial 
subject, and with communities living under the influence of global corpora- 
tions, often called economic imperialism, or neocolonialism. 

The field covers literature from many regions of the world: even if restricted 
to the literature of former British colonies, the world map of former British 
colonies is vast, as many colonial and postcolonial texts will point out. Colo- 
nial literature studied on a module might include those which are written by 
British authors and are set in South Asia, in a number of African countries, 
North and South America and the Caribbean, the Pacific Islands, Australia and 

Ireland. Postcolonial literature is written by inhabitants from the same loca- 
tions, writing after the end of colonial rule, and the closely related postcolonial 

diaspora literature deals with issues of migrating from colonies or former colo- 
nies. Postcolonial literature is often described as an interdisciplinary field of 
study, because it involves studying other kinds of texts (histories, travel writing 

and anthropological studies, for example) and this means that you need to 

think about all those texts and the literary texts (plays, poetry, novels, short 

stories) together, asking questions about how they work together to create an 
image of a colonized state, or to identify the colonizers’ problematic assump- 
tions about the colony, from a critical, postcolonial perspective. 

In a module that considers both colonial and postcolonial literature, texts 
could range widely in both period and genre, and might include any of the 

following: Elizabethan plays; ‘pioneer’ texts; nineteenth-century novels either 

challenging or promoting the Victorian age of trade and empire; modern short 
stories and novels; contemporary writing from postcolonial territories, includ- 
ing writing which examines the language of English-speaking and -writing 

members of postcolonial states; diaspora writing and new literatures in 
English; and later neocolonial and romantic popular fiction and film. On a 

course which focuses only on postcolonial literature, much of the earlier litera- 

tures would not be covered in depth, and the focus would be on examining 
new, postcolonial and diaspora writing while making reference to earlier, colo- 
nial literatures and documents in order to demonstrate some of the colonial 
assumptions set up in those texts, and undone by newer writing. 

Key questions 

As well as the vast body of literature available for study on a colonial/postcolo- 
nial literature module, there are some key critical questions that make the field 
unique. Much early colonial writing is invested with problematic assumptions 
about colonized territories and their inhabitants, portraying the colonizer as a 
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paternal, taming force in a wild and infantile landscape. This portrayal was part 

of the colonial project, which involved the attempt to transform the colonies 

into emergent replications of Europe, while using their resources for profit. 
Postcolonial literature and criticism is writing that interrogates colonialism 
and colonial writing in the context of the end of imperial control of former 
colonies. It aims to demonstrate the flawed colonial vision of colonized territo- 
ries and inhabitants by demonstrating how those texts set up and maintained 
colonial binaries, and by revising the stories and histories in new writing and in 

theoretical explorations. 

There are a number of commonly occurring things done by postcolonial 
literary texts, which offer a starting point for understanding the body of litera- 

ture. These include the use of a ‘native informant’ who is a character in the 
novel or short story who understands the culture and location towards which 

the reader’s attention is directed, but who has some distance from it, perhaps 

due to a period of time spent living elsewhere. This distance allows the charac- 
ter to discuss their location more objectively in order to convey information to 
an unfamiliar reader. Literary genres popular in postcolonial literature include 

magic realism, used, for example, in Midnight's Children (1981) by Salman 

Rushdie, where magical happenings take on political significance in an other- 

wise realistic text, as opposed to a more traditional use of magic in the fairy 
tale, the gothic novel, or science fiction fantasy. 

Postcolonial literature aims to challenge literary forms, sometimes by 

writing texts in English that conform in part to the structure of oral narrative, 
which is more cyclical and repetitive with multiple narrative perspectives. 
Perhaps the most common feature of postcolonial literature is that, like post- 

colonial theory, it is engaged in retelling commonly held versions of history. 
Many contemporary writers from formerly colonized locations are conscious 

of the way that their writing functions specifically as postcolonial literature — in 

other words, instead of just seeing their novel as a unique piece of writing, they 
understand its context and the way that it might be read by university students 
and Literary Studies scholars. Sometimes, it is suggested that the postcolonial 

novel can cross over the boundary between literary text and postcolonial 

critique to become an interdisciplinary text which creates, as it comments criti- 

cally about, the postcolonial subject. So the novel can stand in for postcolonial 

literary theory. 

Rereading and rewriting 

The learning outcomes of modules in colonial and postcolonial literature 

might include rereading established ‘classic’ texts from a new perspective, and 
reading emerging literature by new and experimental writers. This involves 

close analysis of the literary text in the context of its historical period and the 
historical periods in which it has been read, while developing a familiarity with 
key concepts including exile, diaspora, hybridity, mimicry, orientalism, the 
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Other, neocolonialism, anti-colonialism and the subaltern. Modules endeav- 
our to engage with colonial and postcolonial constructs such as the Oriental, 
the Global and the Third World. Key to achieving these aims is questioning the 
assumed authority of the literary canon. This perspective also requires an 
awareness that the nation is an unstable construction and not a fixed and 
permanent category. All of these concepts and terms guide the engagement 
with the literary texts expected by written assignments. 

Many literary theorists have engaged with the way that the English language 

is used in postcolonial literature, suggesting that it resists the dominant stand- 

ard form that represents the colonial English language. Rushdie’s use of the 
English language does not replicate or conform to the standard, but instead 

recreates the language so that it becomes a new language, owned by the post- 

colonial speaker. One of the ways in which postcolonial literature has attracted 
this kind of attention is by experimenting with the language used in the litera- 
ture. Though some writers have considered writing in the language of the 
colonizer (usually English or French) to be an act of submission to colonial 

rule, others have used the imposed language to present a challenging linguistic 

debate. Another popular approach to the subject is to engage with the promi- 
nent theorists who have shaped the field, and with contemporary theorists 
who are further developing the subject, including Homi Bhabha, Edward Said, 

Frantz Fanon, Gayatri Spivak and Neil Lazarus. Collections of short essays by 

postcolonial theorists are commonly available in university libraries, and these 

offer a good starting point for students on encountering the subject. 

Migration is a key area for the study of colonial and postcolonial literature. 

Population movements and migrations are many, but primarily studies involve 

examining migrations from Europe to colonial territories, and from postcolo- 

nial territories back to the lands of former colonizers, or to new locations. 

Much postcolonial literature has examined the migrant whose identity has 

been affected by contact with his or her new location. 

Practical advice 

You will enjoy this module if you like to place texts in their historical and politi- 
cal context, and to demonstrate that a text can be read from a number of 

different perspectives. Novels and other literary texts are read alongside histo- 
ries and other kinds of writing, but work in assignments and in seminars will 

still involve close, critical reading. 

It is a good idea to consult collections of short essays by postcolonial theo- 

rists and collections of colonial writing to gain knowledge of the field and its 
debates. Good glossaries of literary and critical terms will be helpful for initial 

definitions, but the best way to become familiar with the concepts discussed in 
postcolonial literary theory is to read essays on the subjects, and to identify 

them at work in literary texts. 
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Summary 

To summarize, a module on colonial and postcolonial literature involves: 

> reading texts from a broad historical period and from a number of 
geographical locations; 

> reading literary texts alongside other texts like diaries, travel writing, histo- 
ries, newspapers, maps, legal transcripts and letters; 

> questioning the concept of nation, and considering past and present global 
expansion and trade critically; 

>» becoming familiar with a number of colonial and postcolonial concepts 
and debates, such as hybridity, exile, diaspora, the native informant, 

mimicry, orientalism, the Other, neocolonialism, anti-colonialism, the 

subaltern, the oriental and the global. 

Colonial and postcolonial literature: sample syllabus 

Week 1 Colonialism, an introduction: Edmund Spenser, A View of the State of Ireland; 

Rudyard Kipling, ‘White Man’s Burden’ 

Week 2. Thinking about colonial representation (1): Edward Said, Orientalism 

Week 3 Thinking about colonial representation (2): Ngugi wa Thiong’o, Decolonising the 

Mind; Joseph Conrad, Heart of Darkness 

Week 4 Language (1): Derek Walcott, ‘Omeros’ 

Week 5 Language (2): Salman Rushdie, Midnight's Children 
Week 6 Nation: Sara Suleri, Meatless Days; Bessie Head, Collector of Treasures and Other 

Botswana Village Tales 

Week ? Postcolonialism: readings from Ashcroft, Griffiths and Tiffin, eds, The Postcolonial 

Studies Reader 

Week 8 Postcolonial literature (1): Chinua Achebe, Anthills of the Savannah 
Week 9 Postcolonial literature (2): Arundhati Roy, The God of Small Things 
Week 10 Diaspora and beyond (1): Hanif Kureishi, The Buddha of Suburbia 

Week 11 Diaspora and beyond (2): Zadie Smith, White Teeth 
Week 12 Conclusion: a reassessment of the positions and ideas studied through the 

= semester 
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Subjectivity (Year 3) 

Megan Becker-Leckrone 

Introduction: who am |? 

The question and thus definition of ‘subjectivity’ is dauntingly enormous, 
which is why you would probably find such a module in the final year of your 

studies, although this doesn’t mean we should - or possibly could — avoid it. So 
let’s start, as we would in a module on this subject, with the simplest way in 

which the word is used these days, especially within the discourses of literary 
study: to invoke the term ‘subjectivity’ (or, just as often, the ‘subject’) is to raise 
the issue of the self, ‘I, point of view, or even merely to refer to a given work’s 

character(s), narrator or lyric voice. Subjectivity, simply put, is yourself, your 

subjectivity is who you are, not as an isolated being, but as someone who, in 

referring to themself, refers also to their culture, ethnicity, gender, beliefs, 

along with everything else that determines them. 
In the basic rules of grammar, the subject of a sentence is that which the 

sentence is about, the agent the verb obeys and the predicate describes. But 

from here things get complicated, not least because literature creates imaginary 
selves out of a multiplicity and infinite variety of such grammatical units. Even 
within English grammar, subjects are not only ‘actors or agents, possessors of 

‘a free subjectivity that does things’, but also beings who are acted upon, 
‘subjected, determined’ (Culler 1997: 111-12). One may be a subject of the 

\ forms, genres andotherpopularmodules \ 221 \ 



queen or an experiment; or subject to the laws of the state, nature, God, fate or 

ideology. In literature, subjects are also subjects of their author and reader, and 
subject to interpretation. Both author and reader, of course, are in turn subjects 
themselves, both actors and acted upon. Thus, a module addressing subjectiv- 
ity should begin by addressing the extent to which you think of yourself as an 

individual and to what extent that individuality is, itself, a construction. 

Philosophical and related perspectives 

In philosophy, subjectivity refers most generally to the human mind, thinking 

or perceiving — in other words, to the fact of individual cognition. The concept 
comes up particularly in debates about the forms and possibilities of human 
perception (‘subjectivity’ vs. ‘objectivity’, in shorthand), knowledge, mind and 
being. Sociologically, politically, economically or psychoanalytically, ‘subjec- 

tivity’, you will find, can refer to the context and conditions, dictated by myriad 

structures and events, by which your individuality (the I, subject, or self) gets 
specifically shaped. In these disciplines, the subject — that is to say, you — comes 

into being dynamically through various sets of relations, forces of power, and 

accretions of experience. In all these fields of study, there has been wide and 
vigorous disagreement about the nature of those dynamics, usually around the 
question of both how ‘dynamic’ these determinants really are and which one 

predominates: is subjectivity, in other words, something predetermined (like 
one’s race or sex) or constituted (like one’s racial or gender identity)? Out of 
the general human sciences’ attention to subjectivity, there has also emerged 
an enormously influential array of theoretical discourses: feminism, queer 
theory, gender and ethnic studies, postcolonialism, and more. All such topics, 

you might find, have become modules in university literature courses. Indeed, 

many have entries in the present chapter and volume, so central is the notion 

of your subjectivity, what constitutes it, and how it is formed. 

Critical views of the subject 

You can see from this long list how easily any initial definitions might well fly 
afield from what ‘subjectivity’ would connote in the specific act of reading a 

specific literary work. But indeed the history of literature is expansive enough 

itself to have explored subjectivity in all these forms and more. All the above 

fields of study investigate something literature itself relentlessly puzzles 
through in the travails of a main character, the voice of a narrator, and in the ‘T’ 

of a sonnet. Just ask yourself, as no doubt a module on subjectivity might 
expect you to explore, what is happening any time you read a poem, where the 

apparent speaker says ‘I, as in the line ‘I sing the body electric’, or in a novel 

where someone says, ‘whether I shall turn out to be the hero of my own life or 

whether that station will be held by anyone else, these pages must show’ Or 

what happens when, opening a book, you find a voice saying ‘Call me Ishmael’? 
In each case, you read of a subject, someone at the centre of the text, who 
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seems to speak that text. How does this person, this subject, come into being, 
what makes it possible for them to speak, and how does the language of the 
text construct them so that you imagine them to exist? 

French critic Roland Barthes and French historian Michel Foucault, follow- 

ing in the footsteps of French thinker Maurice Blanchot, argue that any given 

literary unit, so to speak — a sentence, an utterance, an example, an assertion — 

requires the reader to ask “Who is speaking?’ It turns out this is no simple 

question and that the answer matters. Barthes memorably asks this question, 
and a cascade of others that come with it, in his essay, “The Death of the Author’ 

(1977). Quoting a single, deceptively simple sentence from a story by Honoré 
de Balzac, Sarrasine, Barthes asks, “Who is speaking thus?’ In so doing, he 

demonstrates that reading requires imagining many possible subjectivities, 
none simply locatable in a figure literary criticism has heretofore conveniently 

called the ‘author’ 
So then, your module will ask: is subjectivity aggregated or singular, essen- 

tial or constructed, fixed or mutable, given or made? You might believe yourself 

to be an individual, your opinions your own. One resounding response favour- 

ing the former in each of the above pairs would be the proposition put forward 
by René Descartes, so famous it is typically referenced as a single noun: the 

cogito. That is to say, ‘I think, therefore I am’ René Descartes’ formula, put forth 
in Meditations on First Philosophy (1641), has become a cornerstone of Western 
thought, and to speak of the cogito is to reference, among other things, an 

assumption dominant since at least the Renaissance: that the individual 
subject exists insofar as and because he or she thinks; that this thinking subject 
is singular, internal, self-determined, self-present and essentially rational. As it 

has done with so many of the bedrock concepts of Western thought, literature 
has long been a means of both creatively reinforcing and subverting this under- 

standing of subjectivity. Indeed, some would argue it is possible altogether to 
define a given period or literary genre solely according to how it conceives of 

the subject. It is a constitutive feature of the rise of the novel, for example, and 

arguably of British romantic poetry also. Your module might well expect you, 
having read Descartes, to test out the philosophical premises through critical 
readings of literary works (see THE NOVEL, PoETRY). 

Different approaches 

What should be clear to you, and what your module will stress, is that, histori- 

cally or philosophically, politically or culturally, there is little consensus on 

what constitutes subjectivity. Many influential thinkers assert their theory by 

way of distinctively defining subjectivity. Michel Foucault provocatively 
declares, in the last pages of The Order of Things ( 1966), that before the eight- 

eenth century ‘man did not exist’ prior to the birth of the human sciences, 
which is to say before the eighteenth century (Foucault 1994: 344). Nancy 

Armstrong offers a similar point of origin, though she ties her justification of 
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this date more explicitly to the rise of the novel, a relatively young genre that 
she argues not only reflects but indeed produces the modern individual (1987). 

In her 1924 essay, ‘Mr. Bennett and Mrs. Brown; Virginia Woolf even more 
precisely declares that ‘[o]n or about December 1910 human nature changed’ 

(Woolf 1984: 193). What she means to establish by such hyperbole is a revolu- 
tionary distinction of the twentieth-century from the nineteenth-century 

centred on the question of subjectivity — on ‘subjects and objects and the 
nature of reality’, as one character puts it in her 1927 novel, To the Lighthouse 
(Woolf 1989: 23). For her, what has changed, what makes the modernist novel 

‘modern is precisely the shift from a novelistic subject treated largely ‘exter- 
nally’ (defined by her context within a broader social reality and adumbrated 
through plot), to a subject whose internal, usually unspoken consciousness 

takes centre stage. The modern subject of both theory and literature — from 

Sigmund Freud to James Joyce — comes into view out of the corner of our eye, 

in fleeting impressions and epiphanies, dreams, slips of the tongue, desires. In 

stark contrast to Descartes, this modern literary subject is often irrational, 

associative, unreliable, a creature of ephemeral and conflicting drives, a 

consciousness expressed by thoughts and actions that constitute the subject 

because the subject is subject to them. 
Woolf’s works are exquisitely intricate explorations of a subjectivity so 

defined; stream of consciousness is the clichéd term attached to her narrative 

style, but in fact most of her works weave in and out of the ‘consciousness’ of 

several characters, where impressions, associations, interactions and desires 

issue from a place we could call ‘consciousness’ only with a number of careful 
provisos in place. James Joyce’s work proceeds similarly, culminating in a 

‘novel’ (Finnegans Wake) where one would be hard pressed even to identify a 

unified narrator or main character, much less one organized around (a) 

consciousness or subjectivity. In the third chapter of his penultimate novel, 
Ulysses (1922), Joyce presents the reader with a world seen through the eyes 

and musings of (an arguably semi-autobiographical) Stephen Dedalus, who, in 
thinking about the relation of perception to identity — of ‘subjects and objects 
and the nature of reality’, as Woolf puts it - demonstrates its radically elusive 

fragility: ‘Ineluctable modality of the visible: at least that if no more, thought 
through my eyes. This first line of the chapter Joyce calls ‘Proteus’ nicely 

describes — but also articulates the emphatic difficulty, if not impossibility, of 
— the modernists’ project of capturing something at all like the nature of reality 
through the lens of such a radically protean subjectivity, ‘thought through my 
eyes. Throughout the chapter, when not distracted by the mud beneath his feet 

or other ephemera, Stephen worries through this ‘ineluctability’, the unstop- 
pable, unceasing qualities upon which subjectivity is to be built. 

The example of Walter Pater 

No consideration of subjectivity would be complete without a study, however 
brief, of the Victorian essayist Walter Pater. You can learn a lot from Pater about 
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how we think about ourselves, and who we believe ourselves to be. Pater, 
considerably prior to Woolf’s modernist statute of limitations, had similar 
concerns for the aesthetic subject (both author and audience). In his famous 
‘Conclusion’ to The Renaissance, composed in 1868, Pater acknowledges the 
modern (he too considered himself ‘modern’) tendency to ‘consider all things 
and principles as inconstant’, but worries as well about how a subject is to 
express itself at all, given that he (Pater’s subject generally seems to be male) 
must contend with not just an external ineluctability and flux, but with a simi- 
larly mutable perceptive experience. In other words, how can the subject be 

more than merely the sum of his fleeting and unique impressions? If it is the 

case that ‘I perceive uniquely, therefore I am, then a modern subjectivity defined 
by perceptive uniqueness or singularity threatens to settle into sheer solipsism: 

Experience, already reduced to a group of impressions, is ringed round for 
each one of us by that thick wall of personality through which no real voice 

has ever pierced on its way to us, or from us to that which we can only 

conjecture to be without. Every one of those impressions is the impression 
of the individual in his isolation, each mind keeping as a solitary prisoner 
its own dream of a world. (Pater 1980: 187-8) 

Pater’s dense prose proves hard to excerpt, and a fuller presentation of it would 
show more emphatically how indebted Woolf and Joyce truly are to his own 

exquisitely wrought understanding of the expression of subjectivity in and 
through art. For now, it is helpful to notice that Pater, like the Stephen of 

‘Proteus, regards inconstancy not merely as external, something that threatens 

‘to bury us under a flood of external objects, but as a thoroughly anxious func- 
tion in the formation of subjectivity itself. Like the sea or time, so too are our 
impressions of them and all things ‘unstable, flickering, inconsistent, which 

burn and are extinguished with our consciousness of them’ (187). 

Pater’s image of this internal and external flux as a ‘flood’ that threatens to 
engulf the subject recalls an important if misleading term ascribed to the 
modernist narrative of Woolf and Joyce: ‘stream of consciousness. Because 

they are really neither linear (‘stream’), nor conscious, nor singular, I advise 
against using the label altogether, or at least putting them under a heading 
more truly descriptive: such experiments in modern narrative subjectivity are 
perhaps best understood by way of Sigmund Freud’s (contemporary) term, the 
unconscious. 

Sigmund Freud and the psychoanalytic legacy 

No one has been more influential and controversial in shaping or provoking 
our thinking of subjectivity than Sigmund Freud. As a student, it is entirely 

unlikely that you will get through your time as an undergraduate reading for an 
English degree without encountering Freud. 

Freud spent a lifetime of groundbreaking work exploring and elaborating, 
debunking irrevocably the manifest and knowable Cartesian cogito. For Freud, 
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the unconscious, which is us, is also never present to us. It is always occluded, 

elsewhere. Literary theorists have liked to stress that one of Freud's greatest 
articulations of this concept comes from literature: his readings of Oedipus Rex 
and Hamlet. In The Interpretation of Dreams (1900), where the Oedipus 

complex is introduced by way of those readings, Freud states unequivocally: 

The unconscious is the true psychical reality; in its innermost nature it is as 
much unknown to us as the reality of the external world, and it is as 
incompletely presented by the data of consciousness as is the external world by 
the communications of our sense organs. (Freud 1965: 165-6) 

What Freud here announces - which is not to say invents — is a distinctly 
twentieth-century understanding of subjectivity as decentred. That is, if 

Descartes’ subject is centred on the first, undeniable fact that ‘I think, therefore 

I am, the definition of the modern subject rests precisely on an inability to 
locate him or her according to such a stable, fundamental and self-present 

rationality. Jacques Lacan, the French theorist who regarded his work as a 
rigorous ‘return to Freud’, provides a rewriting of the Cartesian formula that 

nicely articulates the tremendous force of this shift. ‘In what might be called 
the Freudian universe, Lacan writes, ‘I think where I am not, therefore I am 

where I do not think [ ... ] 1am not wherever I am the plaything of my thought; 
I think of what I am where I do not think to think’ (Lacan 1977: 165-6). If 
these lines happen to remind you, incidentally, of Joyce or Beckett, that is 
probably not by accident. Lacan professed a fascination with both, and indeed 

acknowledges Arthur Rimbaud’s poetic articulation of subjectivity - ‘T is an 
other’ (‘Je est un autre’) — as an inspiration for his own (Lacan 1977: 23). 

Without belabouring too much any assertion that the modernists were 

specifically Freudian, nor that Freud and Lacan were specifically modernists, 

what I mean to highlight for you is the way in which literature not only echoes 
broader or supposedly deeper understandings of subjectivity circulating in the 

intellectual air of the day, but actually helps to articulate that understanding. 

Yet we should also recognize that, Woolf’s blunt historicizing aside (‘Decem- 
ber 1910’), the issue of subjectivity suffuses literature, arguably from its 

beginning. Oedipus struggles because he cannot appropriately divine the 

distinction between the preordained path his life is to take and his personal 
ability to outwit it. Shakespeare’s most memorable tragic heroes suffer simi- 
larly. At the hands of his bastard son (who himself wonders whether ‘bastard’ 
is an inborn or earned designation), Gloucester ironically laments his fate in 

thoroughly Sophoclean terms, implying an ultimate subjective impotence in 
the face of greater forces: ‘As flies to wanton boys are we to th’ gods / They kill 

us for their sport’ (IVi.36-7). The pendulum seems to shift away from 

Gloucester’s fatalism with the next two centuries’ development of the British 

novel, whose plots are often driven by their main characters’ survival, self- 

definition, development and discovery. 
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The politics of subjectivity 

In Capital, Volume I (1867), Karl Marx identifies, with considerable derision, 

the powerful myth of the ‘self-made man’ in Daniel Defoe’s Robinson Crusoe 
(1719). Sole survivor of a shipwreck, an absolutely solitary human being (or so 
he thinks) for many years, he has no ties to his former life. In order to survive, the 
utterly individual Robinson must redefine himself; he must begin again. What 

strikingly underscores the novel’s central theme of self-generated subjectivity is 
the way in which the narrative/generic form of Robinson Crusoe mirrors the plot 

of Robinson Crusoe’s life. The initial journal entry in Robinson's self-preservative 
journal (self-preservative in that it will at once preserve his sanity, mark out his 
existence in time, and immortalize him to his readers) looks substantively like 
the first paragraph of the novel itself: both offer a date, a naming, a situating by 
place, an explanation of where he came from and how. The beginning of the 

novel describes by what genealogical circumstances Robinson is born; the begin- 

ning of this journal, analogously, describes and self-authorizes by what 

circumstances Robinson is — by his own making — born again. 
There is so very much to say about the dynamics of subjective construction 

in the British novel: how Tom Jones’s adventures and missteps all guide him 

eventually to the noble ‘self’ he did not know was his actual birthright, for 
example; or how Tristram Shandy so ineptly and subversively undoes any 

certainty about the relationship between such genealogical ‘fortune’ and the 

individual's role in realizing it. There is just as much if not more to say about 
such ambivalences and explorations in verse: Coleridge's agonizing effort in 
‘Dejection: An Ode’ to puzzle out the distinction between a poetic voice 
generated from within versus that given to him by a divine nature, for example, 

or Wordsworth’s creation of an epic, The Prelude, that solely traces the journey 

of an individual mind (his own). We have world enough but not time — which 

might be a convenient way of saying that, in some way, all the literary consid- 

erations I outline here, no matter how singular or self-possessed a subjectivity 
they posit, hinge at some point on the issue of the subject's relation not just to 
the world, but to time. 

Another name for the ‘ineluctability’ Stephen Dedalus ponders or Walter 
Pater worries over is ‘mutability’, which the romantics themselves worried over 

beautifully. Like Pater, Percy Bysshe Shelley observes in his lyric, ‘Mutability, 

that our perceiving, creative minds are ‘as the clouds that veil the midnight 

mood’; both ‘testlessly ... speed, and gleam, and quiver’ (Il. 1-2). In his own 

powerful ‘Mutability’, a sonnet, Wordsworth calls this great struggle to assert a 

self, poetic and existential; it must somehow articulate itself within and in 

spite of ‘the unimaginable touch of Time’ (1. 14). 
In his 1967 introduction to Tristram Shandy (1768), Christopher Ricks 

praises Laurence Sterne’s novel in large part because it encompasses all of what 

I survey above, calling it a masterful depiction of a ‘doomed and heroically 

absurd battle against time’ (Sterne 1978: xxiii). Its central power, for Ricks, 
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stems from its illustration of the novel’s specific relationship to the construc- 
tion of narrative identity as well as its seemingly prescient, and certainly 

subversive, understanding of all such identities as precariously constructed at 
best. (James Joyce, incidentally, admired it for the same reasons.) Throughout 

the novel, Tristram’s anguished first-person narrative is sabotaged by the ques- 
tion, ‘Where to begin?’ So too is his identity hobbled by an uncomfortable 

amalgam of poor timing (his conception and birth), shaggy dog stories, hobby 

horses, digressions, and so on. What Tristram can never quite settle on is 
whether “Where to begin?’ is a temporal question or a question about the 
limits (or limitations) of the subject as such. 

The question persists to this day. In ‘A Lie That Tells the Truth: Memoir 

and the Art of Memory’ (2007), writer Joel Agee is forced to think about 

‘literature’ as it has been defined — especially in recent decades — by Anglo- 

American publishers, as he finds himself struggling to write in some anxious 
middle ground between what his editors want to call a ‘memoir’ and what he 
thinks is something closer to a ‘novel’ — or rather, something ‘serious’ he wants 

to call ‘literature’, which his editors insist a ‘memoir’ is not. Raised in a 

Germanic tradition that exalted ‘literature’ without making the implicit, and 
implicitly hierarchical, Anglo-American distinction between one narrative's 

allegiance to fact (memory, lived experience) and another's to fiction (imagi- 
nation, creation) , Agee struggles even within his own memory to separate out 

his remembrance of events as they happened from the way they come to settle 

into his consciousness once he writes about them. Again and again, he locates 

this struggle squarely within the question of subjectivity itself. Forcing himself 

to write about a particularly nightmarish period of his life without risking self- 

exposure, he tried to ‘[m]ake it a novel’, modelled on Faust, but ‘It wasn’t 

possible: the pronoun “I” would not be replaced by any other. And it wasn’t 

just anyone's “I’, it was mine. The subject of this novel — in both senses of the 

word “subject” — was my self. I dared not write it’ (Agee 2007: 54). 

Agee’s point, and in turn mine, is that the difficulty with which he aimed to 

be ‘true’ to and about himself in his writing had as much to do with literary 
terms, fact and fiction, as it did with the very question of what constitutes his 

subjectivity, himself as a subject. Just as his writing seems to traffic uneasily in 

both fiction and fact, so does his consciousness itself. ‘Memory’ is at once lived 
experience, subjectively perceived and remembered, and itself the product of a 

subjective creative act. Through writing literature — even if the ‘literary enter- 
prise’ (publishers, marketers, bookstores and libraries) had relegated his work 

to a subordinate generic distinction, ‘merely’ memoir — Agee discovers that the 

distinctions, practically speaking, are impossible to separate. He finds, while 

he’s writing, that ‘to remember is, at least in part, to imagine, and that the act of 

transposing memory into written words is a creative act that transforms the 

memory itself’ (2007: 58, $5). This creativity is necessary because “is” 

becomes “was” in the blink of an eye, and memories are shadows’ (55). A 

literature modules 



particular writer's subjectivity, in this sense, is not just the subject, the ‘I, of a 
memoir. Its subject is the very question of memory, which is in turn a version 
of all the powerful ways in which literature has historically regarded subjectiv- 
ity — of whether the self is acted upon (by experience, recorded by memory) or 

actor (imaginative creator of memories). It is the question of how the subject 

constitutes itself by writing, how the thing we call ‘I’ affirms itself. Agee 

describes this writerly ‘’ as something that holds itself perpendicular to the 
‘horizontal plane of time’ — of “Where to begin?’ in the midst of mutability. 

Literature, by this definition, could simply be the effort to imagine — which 

means, for Agee, both to recall and create — the subject out of and in spite of 

‘the unimaginable touch of Time’ 

Summary 

As I hope this short essay indicates to you, subjectivity is a complex and often 
contentious issue. Doubtless, a number of students reading this will question, 

or simply think wrong, the notion that who they are is constructed or produced 
in some way. You are, after all, an individual, with free will, aren’t you? If you 

were to pause and consider to what extent your Facebook page — you do have 

one, don’t you? — is, well, really quite similar to everyone else’s who you have as 

your friend, but that, at the same time, it differs in small ways; considering this, 

you might reflect on the fact that something has brought about those similari- 

ties. Equally, if you read literature and find yourself empathizing with a 

character or, conversely, find yourself unable to understand why a character 
does or thinks what they do, you might begin to understand why the matter of 

what constitutes your subjectivity is not always as cut and dried as you might, 

initially, have believed. To put this another way, taking a module, taking a 

degree, you're not the same person, quite, as you were when you began. 

Subjectivity: sample syllabus 

Week 1 Introduction: what is subjectivity ? 
Week 2 Descartes’ cogito 
Week 3 The premodern ‘subject’: Oedipus vs. Hamlet 
Week 4 The lyric subject (1): early poetic forms 
Week 5 The lyric subject (2): romanticism 

Week 6 Other forms of the poetic ‘!’ 
Week 7 Subjectivity in the early novel: Defoe 
Week 8 Subjectivity in the Victorian novel: omniscience, unreliability 

Week 9 Subjectivity in modern literature: ‘stream of consciousness’, modernism and 

postmodernism 

Week 10 Memoir and autobiography; writing the ‘self’ 

: Week 11 The psychoanalytic subject 
ee Week 12 Subjectivity and power: media, politics, ideology 
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Children’s literature (Year 2) 

Jenny Bavidge 

What is children’s literature? 

The recent commercial success of children’s books such as the Harry Potter and 
His Dark Materials series has brought children’s literature a new visibility and 
sharpened interest in questions that literary critics in the field have been pursu- 

ing for some time. Until fairly recently, it might have seemed odd for adults to 

read and discuss books written and primarily marketed to children. For the 

moment, children’s books are being published with optional ‘adult’ covers to 

allow commuters to catch up with the latest in boy wizardry while retaining 

their grown-up dignity. A national enthusiasm for children’s books was uncov- 

ered in the BBC’s 2003 ‘Big Read’ poll to discover Britain's favourite fiction: six 

out of the top ten were children’s books. Despite this ‘amateur’ interest, chil- 

dren’s literature still occupies a marginal position within academic English 

courses, although an opening out of the subject to literary criticism, literary 
theory and interdisciplinary approaches continually recasts the subject. It’s 

probable that you'll come across children’s literature in your English degree 

even if you don't take a course in it: you may discuss Alice’s Adventures in 

Wonderland (1865) on a literary theory class in connection with psychoana- 
lytic theory or deconstruction, or study the works for children of authors such 
as Rudyard Kipling or Ted Hughes. Books which were once ‘just’ for children 
in their own historical moment acquire gravitas and significance with the 
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passing of time, so you may read Uncle Tom’s Cabin (1852) or Little Women 
(1868) on an American Literature course. It’s also the case that boundaries 

between adult and children’s literature are porous: the children’s author 

Michael Morpurgo recently included Dickens's Oliver Twist, a text you’re more 
likely to encounter on a nineteenth-century novel course, on his list of favour- 

ite children’s books. Some texts such as Mark Twain’s The Adventures of 

Huckleberry Finn (1884) or Jonathan Swift’s Gulliver's Travels (1726) begin 
their literary lives as adult books but are adapted or abridged in order to be 
offered to children. 

Unless you're studying children’s literature in the context of an Education 
or Childhood Studies course, you're unlikely to spend much time thinking in 
an empirical way about the intended readership, ‘children’ in terms of literacy 
or language acquisition. Instead, you'll study the writing as you would any 

other — as texts which can be analysed, decoded and discussed. And, as with 

any broad category of literature, there are many different routes into studying 

under the broad heading of children’s literature. In terms of what you study, 

you might look at the canonical texts of ‘classic’ children’s literature or range 
widely though poetry, film or any manifestations of children’s contemporary 

culture, from the ‘Bratz’ dolls to skateboarding. You might focus particularly 
on fantasy fiction, realist narratives, picture books or fairy tales. A course may 

confine itself to Anglo-American work, or consider a range of national litera- 

tures. Now, how you study whatever makes it onto your reading list is a 
weighted question. Of course, the arsenal of literary close reading can be 

utilized to analyse children’s literature. We can talk about rhetorical style, 
imagery, narrative structure, generic elements and so on as fruitfully in regard 
to Maurice Sendak’s Where the Wild Things Are (1964) as with any other liter- 
ary text. After the what and the how, however, comes the why, and this is where 

the Little Red Riding Hood of children’s literature meets the Big Bad Wolf of 
theory. 

The children’s literature canon 

The history of children’s literature is most commonly broken into periods 
organized around the so-called Anglo-American ‘Golden Age’ of children’s 
literature. The ‘Golden Age’ describes a period roughly between the second 
half of the nineteenth century and the First World War, when a mode of writing 

for children emerged which addressed its audience in a new way. Previously, 

children’s books had often had a didactic intent, even if they were also enter- 

taining. Early examples of literature written for children such as James 

Janeway’s A Token for Children. Being An Exact Account of the Conversion, Holy 

and Exemplary Lives, and Joyful Deaths of Several Young Children (1692) set the 

tone for much of the eighteenth and nineteenth centuries. Authors such as 

Charlotte Younge and Maria Edgeworth aimed to teach child readers moral or 

religious lessons, and, with few exceptions, depicted child characters of 

unlikely piety. From the 1860s onwards, however, books appeared which 
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established a new tone for writing for children, and one which is recognizably 

‘modern. Works such as Charles Kingsley’s The Water Babies (1862), Lewis 
Carroll’s Alice in Wonderland (1865), Frances Hodgson Burnett’s The Secret 

Garden (1911) and the novels of E. Nesbit both reflected and established a 

new idea of childhood. To a certain extent, the category of ‘children’s literature’ 

is itself created by the books published in this period. The interwar period, the 
years between 1920 and 1939, saw a continuation of the newly modern tone of 

children’s literature. The characters created in this period — Peter Hunt provides 
a list which includes Mary Poppins, Bilbo Baggins, Richmal Crompton’s 
William, Winnie the Pooh ~ are still with us, recreated and rebranded for later 

audiences by cinema and television (Hunt 1991: 106). The books of the 

Golden Age and the interwar period are most often those cited as the ‘classics’ 

of the genre and they have formed the basis of the canon of children’s litera- 

ture, against which subsequent works are judged. Later children’s literature 
from the 1960s onwards attempted to break free from the somewhat cosy and 
protected worlds of these books, moving into a period of ‘new realism. Subjects 

which had hitherto been out of bounds in children’s books — sex, violence, 

political and social issues — were now addressed by writers such as Robert 

Cormier, Jan Mark and Judy Blume (see REALISM). Books had in part been 
defined as being for children because they evaded such subject matter, but now 

a new term, ‘Young Adult’ (YA), came into use to describe books written 
specifically for teenagers. Often dealing with issues of self-definition and social 

alienation, the ‘coming of age’ narrative can be traced across manifold genres, 

and also literary forms, with graphic novels and other non-traditional forms 

deserving attention. Perhaps as a reaction to this gritty realism, fantasy fiction 

has become dominant in children’s fiction once more. Fantasy has always been 

an important element of children’s literature, from its earliest classics, through 

C. S Lewis’s Christian allegories in the Narnia series, to the 1960s and 1970s, 

which saw the complex works of Susan Cooper and Alan Garner drawing on 
British folklore and myth. In the late twentieth century, the world-conquering 

Harry Potter series appeared and since then a new industry in children’s fantasy 
fiction has emerged. There are ongoing and fierce public debates about the 
subjects and style proper to children’s literature, which even if they have moved 

on from earlier preoccupations with innocence or religious training, still 

operate through the same discourses of morality and propriety. Contemporary 

authors such as Jacqueline Wilson and Melvyn Burgess are often criticized — 

by adults — for their ‘inappropriate’ or negative subject matter or 

characterization. 

Children’s literature criticism 

The brief history of children’s literature given above conforms to the ‘canoni- 
cal’ view of literary studies. That is, it highlights the works which have been 
agreed (by whom?) to be the classics of a given period. Children’s literature 
scholars have a complicated relationship with the idea of canon. On one hand, 
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in order to have the subject taken seriously, scholars might wish to establish 
key works as texts worthy of adult attention. It would be ‘respectable’ to study, 
or at least admit to having read, Golden Age classics like Alice in Wonderland or 
Peter Pan (1904), but do children’s literature scholars then have to produce 

different justifications for the study of, for example, a picture book such as 

Judith Kerr's The Tiger Who Came to Tea (1968) or the sparkly vampires of 
Stephenie Meyer's YA Twilight series. As Hunt points out, there are two differ- 
ent kinds of children’s literature scholars, and the idea of a canon of children’s 

literature is problematic for both (Hunt 1991: 17). One group, linked to librar- 
ians, educationalists and child development experts, is interested in children 

themselves as readers and in assessing the suitability and effect of books on 

those readers. This raises a whole set of questions: what are good books for 
children? What is it that we think literature should do for children? What are 
the politics behind projects to promote literacy such as the Blair/Brown 
Labour government’s Bookstart scheme? Often the ‘anything to get them 

reading’ approach is adopted in public discussions about children’s reading 
habits, but the idea lingers that there are certain books that children should 

have read in order to be culturally as well as functionally literate. The other 

group of scholars interested in children’s books are those working within litera- 
ture departments who have had to justify why children’s literature has a place 

alongside their colleagues’ courses on Paradise Lost or the nineteenth-century 
novel. The application of literary theory has, however, more recently moved 

the debate on from an anxiety about children’s literature’s place in the pantheon 

of great works, offering a multitude of other ways of approaching the texts. 

This development raises its own difficulties about approach and methodol- 

ogy. It’s likely that people who end up studying English Literature at university 
were first enthused about narrative and imagery by the books they read as chil- 

dren. You probably remember the passionate intensity of your childhood 

reading experiences and might have books that you reread again and again 

through the years. Perhaps because readers’ first encounter with children’s 

literature normally occurs outside of academic approaches, there is sometimes 

a reluctance to bear down on the fragile-seeming children’s book with the 
scalpel of literary analysis. Deborah Cogan Thacker, for example, talks about 
how some critics may feel reluctant ‘to perform literary surgery on the beloved 
texts of childhood, suggesting a need to preserve a sense of magic surrounding 
children’s books that might draw scholars to them in the first place’ (Cogan 

Thacker and Webb 2002: 7). Inflicting literary theory on children’s literature 

may seem even more inappropriate if the preservation of ‘a sense of magic’ is at 

stake. 
Theory asks some very difficult questions of these precious texts. To begin 

with, there’s the problem of whether children’s literature exists at all. The term 

‘children’s literature’ is problematic: like the term ‘women's literature’ it seems 

to suggest that ‘children’ are a quantifiable, knowable body of readers, about 

whom observations can be made and conclusions drawn. It also suggests that 

\ forms, genres and other popular modules : 233 . 



wee 234 

this is literature that belongs to children, even that it is produced by them. As 
critics have often pointed out, of course, children’s literature is (with a few 

exceptions) defined, produced and promoted by adults, and academic studies 
of children’s literature are part of this process of classification. Books such as 
Kenneth Grahame’s Wind in the Willows (1908) may always be included on 

lists of classic children’s literature but be relatively unread by contemporary 

child readers who are being entertained by Jacqueline Wilson or David 
Almond, or disreputable generic series such as the Point Horror books or 

Cecily von Ziegesar’s Gossip Girl series. Prominent children’s literature critic 

Jack Zipes says, “There is no such thing as children’s literature [ ... | there has 
never been a literature conceived for children by children, a literature that 
belongs to children, and there never will be’ (Zipes 2002: 40). Of course, chil- 
dren produce their own creative writing in school or privately, but it rarely 

becomes public. In terms of responding to literature, children are trained to be 

literary critics at school and they may informally discuss their reading prefer- 

ences in book groups or online communities. What Zipes means is that there is 
a distinction between the literary classification ‘children’s literature’ and the 

books that children might read or the writing they might themselves produce. 
This is an important point: because we have all at one point been child readers 
there’s a temptation to make judgements about ‘what children think’ or ‘how 
children read’ in a way that we would never do about other groups of readers 
based on criteria such as gender or race, rather than age. Lapses into sentimen- 

tality about children’s books are also a problem for children’s literature critics. 

Karin Lesnik-Oberstein comes down hard on critics who indulge in the ‘wide- 
spread use’ of hazy and self-justifying terms such as ‘dreaming’ and ‘wonder’ 

(Lesnik-Oberstein 1994: 117) when discussing the nature of children’s litera- 

ture. There has also been a problematic emphasis on the role of the author of 
children’s literature. The effectiveness of an author’s text is assigned to a some- 
what vague idea that they have retained some degree of ‘childishness’ or a 

sometimes prurient interest in the details of their psychologies, which perhaps 

betrays something of our culture’s anxiety about the relationships between 

adults and children. An over-emphasis on the personality of the author also 

elides some of the most interesting issues around the construction of narrative 
voice in a children’s book — where an author speaks through a child character, 

for example. 

If we can agree for a moment that there is a grouping of texts united by an 
implied audience of ‘children’, we can start looking at what specific critical 
approaches can do with them. Reader-response theory, which focuses on the 

role of the reader in constructing the meaning of a text, has illuminated theo- 

ries of what it is to read as a child (an approach Peter Hunt has called ‘childist 

criticism’). Structuralist approaches have been particularly applicable for the 

study of fairy tales, and for the fantasy literature which continues to use the 
archetypes and generic forms of older literature. Psychoanalytic approaches 

can look for the unconscious motivations or desires of the text, the reader or the 
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author. Feminist and Marxist criticism can reveal the ideological underpin- 
nings of children’s fiction. Postcolonial criticism can take apart, for example, 
the overt orientalism of much Golden Age literature’s treatment of the colo- 
nies in Victorian and Edwardian boys’ adventure stories (see COLONIAL AND 
POSTCOLONIAL LITERATURE). Comparative approaches note that much of 

literary criticism’s discussion of ‘children’s literature’ is based on a handful of 
Anglo-American texts, and ignores the literatures of other countries and 

languages. Aside from these literary concerns there is also a growing body of 

interesting interdisciplinary approaches. Common ground is emerging 

between literary criticism, social science and cultural studies, so literature can 
be considered within a network of children’s culture. For example, Henry 
Jenkins's The Children’s Culture Reader includes a very broad range of 
discourses, social practices and texts, including popular fiction and video 

games. 
Poststructuralist approaches to children’s literature vary widely but are 

particularly apposite for asking the question raised above: is there such a thing 

as children’s literature? For that matter, is there such a thing as a child? Viewing 

the ‘child’ identity as one created and constructed differently within various 

cultures, historical periods and political ideologies suggests that adults contin- 
ually project an idea of childhood onto ‘children’ and all their activities, and 
that children’s literature is one of the main tools of this process of idealization, 

colonization and construction. The ‘child’ is a blank space against which adults 
can define themselves and around which all sorts of troubling issues about 
identity, power and subjectivity cohere. (Such an argument works in a very 

similar way to the postcolonial theory of orientalism, or feminist analyses of 

gender, as outlined by Edward Said and Judith Butler respectively.) It’s easy to 

see how a text called Little Women is going to treat its heroines, and to draw out 

the ideas of childhood that might be informing the text, but even beyond the 
historical period when children’s literature was very obviously didactic or 

romanticizing, such an approach is applicable to any system of representation 
which claims knowledge of the ‘child’ it itself constructs. 

Such discussions begin to edge children’s literature criticism away from the 

straight path through the woods and into the more dangerous (but exciting) 

areas of philosophy and theory where no category — child, text, meaning — is 
stable and straightforward. 

Children’s literature: sample syllabus 

Week 1 Introduction: critical approaches to children’s literature 

Week 2 Introduction: children’s literature and concepts of childhood 

Week 3 Defining children’s literature: nursery rhymes and picture books 

Week 4 Origins: fairy tales, folk tales and fables 
Week 5 18th- and 19th-century didactic moral literature 
Week 6 Fantasy and subversion: Lewis Carroll, Alice in Wonderland; J. M. Barrie, Peter Pan 
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Week 7? The ‘Golden Age’ of children’s literature: Frances Hodgson Burnett, The Secret Garden 

and E. Nesbit, The Story of the Treasure Seekers 
Week 8 Narrative voice: comparing C. S. Lewis and Roald Dahl 
Week 9 Modern children’s literature: Philip Pullman, His Dark Materials trilogy 

Week 10 Defining the YA novel: realism and dystopia 

Week 11 Contemporary audiences: who reads Harry Potter? 

: Week 12 Contemporary children’s culture: gaming, online narratives, comic books and 

pee graphic novels 
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Film studies | (Year 2) 

Andrew Dix 

Introduction 

You may be wondering what a piece on film studies is doing in a companion to 
the study of literature. If you have such doubts, you are in good company. For 
Ingmar Bergman, the great Swedish director who worked in both cinema and 
theatre, ‘Film has nothing to do with literature; the two art forms are usually in 
conflict’ (Bergman 1960: 17). Bergman sets out a rigid division of cultural 
labour: while written texts engage ‘the intellect’, films, by contrast, activate ‘the 
imagination and the emotions. Such a distinction, of course, is liable to 
collapse as soon as it is examined: the viewer of, say, Eternal Sunshine of the 

Spotless Mind (2004) is cerebrally challenged, as well as emotionally rewarded, 
by the film's experiments with narrative patterning. Nevertheless, Bergman’s 

separation of film and literature exemplifies a way of thinking that, even now, 
you may find making its mark upon your course. Some lecturers in English still 
conceive of Film Studies as a foreign body within the curriculum, something 

that endangers the host’s health by promoting an inferior art form and by 
substituting immersion in images for the arduous reading experience initiated 
by literary texts. Yet what such divisive, hierarchical thinking boasts in longev- 
ity, it lacks in coherence. I hope in this chapter to discuss where you might 
expect to find film in your English course, and also to indicate several ways in 

which, far from being an unwelcome guest, the study of film has actually 
enriched the methods and projects of literary scholarship. 

Cinematic literature 

Film's footprint is visible everywhere in twentieth- and twenty-first-century 
writing. Contemporary blockbuster fictions, such as J. K. Rowling’s Harry 
Potter series, or the novels of writers as varied as Dan Brown, John Grisham 

and Stephen King, already seem marked by their future cinematic adaptation: 
turning the pages, the reader sees in advance vivid screen locations, story- 
boarded action sequences and opportunities for special effects. To describe 

written texts of this kind as ‘cinematic’ appears less than complimentary, 
implying that they are too heavily saturated by the conventions and pleasures 

of mainstream film. Yet your course may take you to other moments in literary 

history when the affinities texts show with film actually mark their radical, 
innovatory quality, rather than any such commercial-mindedness. Writing in 

1926, Virginia Woolf deplored cinema's vulgarizing tendency whenever it 
adapts literary fiction; nevertheless, she was excited by the temporal and spatial 

flexibility of film: ‘The past could be unrolled, distances could be annihilated’ 
(Woolf 1994: 352). The cinematically informed work you do on Woolf, then, 

will be interested not only in assessing what happens to her 1928 novel Orlando 
when it is adapted for the screen by Sally Potter in 1992, but in tracking film's 
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structuring processes across all of her fiction. Similarly, you might find yourself 

studying Woolf’s American contemporary John Dos Passos, who borrows 
from cinematic montage in his novels Manhattan Transfer (1925) and U.S.A. 

(1930-6) in order to convey the discontinuous impressions of modern urban 

life. As well as making space specifically for the study of innovatory films made 
in Europe and the United States after the First World War, your modules in 

modernism will explore the ways in which the literary practice of the period 

lends itself to reading through a filmic framework (see MODERNISM). 

Film studies will not only enhance your approach to modern and postmod- 
ern literary work, but, more radically still, may allow you to produce new 

readings of literary texts written before moviemaking began in the last decade 
of the nineteenth century. The radical Soviet director Sergei Eisenstein envis- 

aged such study in 1942 when he referred provocatively to ‘Dickens’ cinema’ 
(Eisenstein 1996: 205). For Eisenstein, certain of Dickens’s strategies — espe- 

cially his multiply-centred narratives and his organization of scenes into an 

array of longer and closer ‘shots’ - do not display the mechanics of conven- 

tional Victorian novel writing but, rather, anticipate the syntax of film. From 

this perspective, cinema’s future invention may be glimpsed not only in early 

optical apparatuses such as the magic lantern, but in the experiments of literary 

artists also — including, besides Dickens, Hardy and many other Victorian and 
even pre-Victorian writers. Borrowing the title of Robert Stam’s 2005 book, 

you may find yourself reading literature through film. 

Literary cinema 
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Many of the cinematically oriented modules you will take in your English 

course focus upon adaptation. Here your concern will be with what occurs 

when novels, short stories, plays, biographies, newspaper articles, even poems 
are translated into the medium of film. Film’s entry into literary curricula under 

cover of the subject of adaptation actually echoes a strategy by which the 

medium sought to achieve cultural respectability early in the twentieth century. 
Exhibited at first in venues such as fairgrounds, circuses and music halls, film 

had connotations of popular entertainment and so looked for an alliance with 

literature to improve its own standing as an art form. Fledgling studios adapted 
both European and American classics for the screen. Such reliance upon liter- 
ary sources seemed to cinema's avant-garde to be a betrayal of the new 
medium’s particular creative possibilities. For other early theorists of film, 

however, cinema's turn to literature was neither timid nor disappointing: the 

Russian Formalist critic Boris Eikhenbaum declared in 1926 that ‘[e]ven 
though the storyline may be borrowed, plot takes unique shape in film, inas- 

- much as the methods themselves are original, ie. the very elements of film 

speech, its very semantics’ (Bann and Bowlt 1973: 124) (see FORMALISM). 
Eikhenbaum awakens us to the fact that cinematic adaptation of literature 

is complex rather than simple; as your modules will show, adaptation is always 

a process of transformation, not of automatic or unproblematic transcription 
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from one medium to the other. Even the slightest reflection on the respective 

narrative processes of literature and film shows why this is necessarily the case. 

Against the single means of verbalization which literary narration has at its 
disposal, we need to juxtapose what one writer calls ‘the multiplexity of the 

cinematic narrator’ (Chatman 1990: 134). Film narration, especially in the 

post-1927 sound era, is ‘multi-track’: its storytelling is achieved by a complex 

meshing of visual and aural devices, comprising in the first instance words on 

screen and photographic images in colour or monochrome, and in the second, 
dialogue, sound and music. 

You will discover, however, that the study of adaptation was surprisingly 
slow to pick up on such fundamental differences in the DNA of literature and 

of film. Early scholarship in this area which you may still come across is marked 

by fidelity criticism, an interpretive mode in which the literary ‘original’ is given 

pride of place and the success or otherwise of an adaptation for the screen is 
gauged by how ‘faithful’ it is to this source text. Yet your adaptation modules 
should show how and why this static, hierarchical model of literary—cinematic 
relations has come under increasing challenge during the past 15 years. Studies 

such as Brian McFarlane’s Novel to Film (1996) and Deborah Cartmell and 

Imelda Whelehan’s Adaptations (1999) have pioneered a richer conceptualiza- 
tion of the screen adaptation of literary materials. As well as insisting upon the 
equality of the literary and cinematic works involved in any such transaction 

across media, current writers on the subject employ a wide range of models 

and metaphors to evoke the process of adaptation. Robert Stam’s catalogue is 

especially full and instructive: 

adaptation as reading, rewriting, critique, translation, transmutation, 

metamorphosis, recreation, transvocalization, resuscitation, 

transfiguration, actualization, transmodalization, signifying, performance, 

dialogization, cannibalization, reinvisioning, incarnation, or 

reaccentuation. (Stam and Raengo 2005: 25) 

For an example of the kind of work your adaptation module might do on a 
film’s ‘rewriting’ and ‘critique’ of a literary text, take Steven Spielberg's 1991 
film, Hook. Here fidelity criticism’s dubious presumption of the authority of 

the literary ‘original’ is even more suspect than usual: J. M. Barrie's Peter Pan is 

a strikingly unstable rather than fixed source text, existing in different versions 

as both play (1904) and novel (1911). Literature’s privilege dissolves further 

when we appreciate that, like any adaptation for the screen, Hook is connected 

intertextually not only to a written model but to a host of other films. When 

Robin Williams, playing the protagonist, shouts ‘Good Morning, Neverland! 

the words rhyme not with anything Barrie wrote but with the title of an earlier 

Williams film, Good Morning, Vietnam! (1987). Similarly, Julia Roberts's vivid 

transformation scene as Tinker Bell relates first of all to a cinematic rather than 

literary precursor, echoing the same star’s magical change of image in Pretty 

Woman (1990). There is even cannibalization in Hook of moments from other 
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Spielberg films — above all, perhaps, the low-angle shot of Peter in flight that 
reprises the best-known image from E.T. (1982). 

In this welter of cinematic referencing, Peter Pan loses its status as the 

singular point of origin for Hook, and is downgraded to just one of the film's 
many source texts. As with all the study of adaptations you will undertake, it is 
important in this instance to avoid simple statements of preference for the 
literary work over the film, or vice versa, and instead to aim more analytically 
at reconstructing the complex aesthetic and ideological conditions in which 
first Barrie’s ‘text’, then Spielberg’s, emerges. Some of Barrie’s darker psycho- 

analytic themes — notably the thesis of a child’s monstrous egotism — cannot 

be replicated in the film, given Spielberg’s wholesome, anti-Freudian construc- 

tion of childhood across his directorial career. More positively, Hook rewrites 
for the modern cosmopolitan West the retrograde racial politics of Peter Pan. 
In Barrie’s work, a ‘gigantic black’ is the most frightening of the pirates; at least 

symbolically, Hook too is Africanized, possessing ‘a black voice’ and a facial 

expression described as ‘blackavized’ Spielberg’s adaptation rereads the early- 

twentieth-century literary material from a contemporary perspective of racial 
sensitivity: for example, the film shows authority over the Lost Boys delegated 
to a black youth after Peter’s departure. 

Reading films 

In his groundbreaking essay “The Work of Art in the Age of Mechanical Repro- 

duction’ (1935-9), the German Marxist Walter Benjamin describes film’s 
disruptive effects upon a cultural order long established in the West: the 

upstart medium threatens in fact ‘the liquidation of the traditional value of the 
cultural heritage’ (Benjamin 1968: 221). What film particularly endangers is 
the protocol of reading itself. Cinema’s dispersal of its products to audiences of 
millions seems to do away with the notion of a privileged caste of interpreters, 
since every spectator now is potentially in the critic’s position. Ominously, 
Benjamin adds that ‘at the movies this position requires no attention. The 

public is an examiner, but an absent-minded one’ (237-8). 

Despite Benjamin's accurate cultural forecasts in this article, his sense of 
film as a medium that incorrigibly resists reading, a form that provokes distrac- 

tion rather than attentiveness, has worn less well. Indeed, you might fairly 

describe as reading the activity with respect to film that will be solicited by 
your English course. As well as options specifically in adaptation, you are likely 
to be offered modules in which literary and cinematic works are conjoined as 

objects of study since both are presumed to be amenable to serious reading. 
The concept of genre, for example, nicely mediates between the two art forms, 

making some of their obvious differences appear relatively trivial: thus your 
study of the western might take you from Zane Grey’s novel Riders of the Purple 

Sage (1912) to Clint Eastwood's film Unforgiven (1992), while your module in 
American noir fiction is likely to interpret with equal sensitivity both the hard- 

boiled prose of Raymond Chandler and the iconography and lighting of 1940s 
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crime films. If genre has proved productively ‘intermedial’, so too has the 
notion of representation. A module on the representation of disability in twen- 
tieth-century America, for example, could range from William Faulkner’s 
linguistic experiments in his novel The Sound and the Fury (1929) to Tom 
Hanks’s performance style in Forrest Gump (1994). Similarly, a strand on 
Holocaust representation might well juxtapose the written testimonies of 
Primo Levi and Elie Wiesel with such films as Schindler's List (1993) and Life Is 
Beautiful (1997). The syllabus in representations of the American city that is 

given at the end of this chapter offers an opportunity for precisely such mixed 
study of literature and film. 

There is a risk, in the cross-media identification of shared thematic materi- 

als, that a sense of film’s formal specificity may be lost. This would be an 

alarming development, since meaning in cinema emerges only through precise 

interactions of image and sound. It is crucial, then, that even while doing your 

film studies work inside departments of literature, you acquire a technical 

vocabulary which is as carefully calibrated as the language of practical criticism 

you deploy upon literary texts. At times, of course, analytical terms may be 

exchanged across the two media: for instance, the optical metaphors favoured 
by narrative analysis — focalization, point of view, perspective — prove effective in 

both cinematic and literary contexts. Elsewhere, however, film studies has 

accumulated a rich lexicon of its own to enable detailed interpretation of both 

the visual and sound tracks of the works it analyses: for literary study’s iambic 

pentameter, enjambment and free indirect discourse, substitute film criticism's 

zooming, deep focus and non-diegetic sound. Mastering such terms will enable 
you to read a sequence of Titanic (1997) as fully and precisely as you analyse a 

passage of Jane Austen's prose. 

Beyond film reading? 

Describing a film as a ‘text’ — something, that is, which is amenable to ‘reading’ 

— has, for obvious reasons, helped to consolidate cinema’s place on English 

courses. This textual analogy, however, is currently under suspicion within 

film studies itself. Films, after all, lend themselves not only to a mode of formal 

interpretation which mimics literary analysis, but also to sociologically and 

economically oriented work which may have little or no interest at all in uncov- 
ering nuances of meaning. Cinema is not just a collection of texts to read but, 
in Stam’s phrase, ‘a multi-dimensional socio-cultural fact’ (Stam 2000: 110). 

Charles Acland wittily suggests, in fact, that ‘the problem with film studies has 

been film, that is, the use of a medium in order to designate the boundaries ofa 

discipline’ (Acland 2003: 46). From this perspective, film studies has histori- 

cally petrified around protocols of textual interpretation more suited to 

literature; as a result, it has, until recently, had relatively little to say about insti- 

tutions of cinematic production and consumption. 

To encounter contemporary film studies, then, is sometimes to uncover 

methodologies and research questions distinct from the kind of film work 
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carried out within literature departments. Film studies as a specialist discipline 

is interested, for example, in political economy, in tracing the economic and 

industrial contours of film production (topics here might include the synergies 
between cinema and the music industry, or the contemporary globalization of 
Hollywood). Film studies has also developed an ethnographic strand, gathering 
and analysing spectator testimony about the experience of cinema-going. 
Finally, the discipline has turned to cultural geography, as when exploring the 
different impacts of viewing spaces that extend from the 1930s ‘picture palace’ 
through the modern multiplex to the present-day living-room equipped with 

high-definition image and auditorium-quality sound. Taken within English 
departments, however, your own cinematically oriented modules are very 

unlikely to follow these recent conceptual turns taken by film studies itself; 
instead, the protocols of textual and ideological analysis remain intact here. 

Rather than being asked to think about the effects of changing cinema archi- 
tecture, therefore, you could find yourself assessing the representation of the 

figure of the enemy in American war films from The Deer Hunter (1979) to The 

Hurt Locker (2009). Rather than analysing the ratio of box-office revenue to 
DVD sales in contemporary Hollywood, you are much more liable to be given 
the enjoyable task of uncovering the political implications of The Incredibles 
(2004). 

Sample syllabus 

The sample syllabus that follows is for a second-year module entitled ‘Representing the 

American City’, which moves fluidly between literary and cinematic materials, and aims to 

develop a comparative approach to the narrative and representational strategies of prose 

fiction on the one hand and of film on the other. 

Week 1 Introduction to the module 

Week 2 Prehistory of the modern American city: Martin Scorsese (dir.], Gangs of New York 

(2002) 
Week 3 Naturalistic fiction and the city: Theodore Dreiser, Sister Carrie (1900) 

Week 4 The American city and female desire: Dreiser, Sister Carrie; Terence Davies (dir.}, The 

House of Mirth (2000) 
Week 5 The classic American gangster film and the city: William Wellman (dir.], The Public 

Enemy (1931); Howard Hawks (dir.}, Scarface (1932) 
Week 6 Mapping the modernist city: John Dos Passos, Manhattan Transfer (1925) 
Week ?_ The politics of the modern American city: Dos Passos, Manhattan Transfer 

Week 8 Abrief history of L.A. in film noir: Howard Hawks (dir.], The Big Sleep (1946); Ridley 
Scott (dir.), Blade Runner — The Director's Cut (1992) 

Week 9 James Ellroy’s L.A. noir: James Ellroy, The Big Nowhere (1988) 
Week 10 Ellroy’s noir in fiction and film: Ellroy, The Big Nowhere; Curtis Hanson (dir.], L.A. 

Confidential (1997) 

Week 11 American suburbia: Tim Burton (dir.), €dward Scissorhands (1991); Sam Mendes 
(dir.], American Beauty (1999) 

Week 12 White identity in the postmodern city: Joel Schumacher (dir.], Falling Down (1992) 
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Popular fiction (Year 3} 

Jan Baetens 

What is popular fiction, and where does it come from? 

Suppose you are taking a course on popular fiction. The titles that appear on 

your reading list may be books like Harry Potter, The Lord of the Rings, The Big 
Sleep, Bridget Jones’s Diary, one of the many Star Wars books, Watchmen, 

eXistenZ (the novel by Christopher Priest), a Barbara Cartland novel, and so 
on. Yet, not all these books are identified as ‘popular fiction’: they are classified, 
for example, as children’s literature, fantasy, detective fiction, chick lit, science 

fiction, graphic novel (a very complex category, by the way), novelization and 
romance. Nevertheless, the fact that such books all belong to very different 
genres does not mean that they do not belong to the same cultural universe, 
‘popular fiction. 

Spontaneously, we identify ‘popular’ as the opposite of ‘high-brow’ or 

‘elitist’, but such a definition is far too simple. It overlooks a very crucial feature 
of popular fiction, which is its relationship with the publishing industry. 

Popular fiction, in a way, is a special category to which fiction that makes the 

bestseller lists has been made possible by the rise of industrial techniques in 
the publishing business. In other words, even if some texts had proven to be 
extremely popular before the emergence of the industrialization of publishing 

—one may think here of Shakespeare, who was not considered in his time the 

epitome of high-brow literature — it is the merger of literature and the Indus- 
trial Revolution that has produced a new category of book, which has become 

labelled ‘popular fiction’ For this reason, the phrase ‘popular fiction’ does not 

refer simply to fictional works that enjoy a large readership, such as Jane 
Austen's Pride and Prejudice, James Joyce's Ulysses or Salman Rushdie’s Satanic 

Verses. 

Instead, you will find on your module that ‘popular fiction’ names a specific 

type of fiction targeting a broad audience, whose very form and existence are 

inextricably linked with the specific features of mass culture as it emerged after 

the Industrial Revolution. “Popular fiction’ is associated with specific sub- 
genres such as detective fiction, science fiction, fantasy or romance. The 
reasons for this are perfectly understandable. On the one hand, most popular 
sub-genres of fiction emphasize entertainment and evasion, or escapism. On 
the other hand, they obey strong genre formulas, which not only make them 

predictable or ‘formulaic’ (you read one, and then read more because they 

fulfil your expectation and the experience of pleasure) but also make them 
easy to identify, to market and to read. A metaphor might be helpful here: if 
fiction can be compared to music, then popular fiction can be compared to 

muzak, the kind of thing you hear in the background at supermarkets or in 

elevators. 
But let’s have a look at popular fiction from the viewpoint of the author. 

This viewpoint is not arbitrary, for according to traditional notions of 
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literature, it is the author who occupies the centre of the system. One of the 
most salient features of popular fiction will be that this situation no longer 
applies. In popular fiction, the author is just one of many cogs of a much bigger 
machine. However, the author’s prominence was itself an historical phenome- 
non, brought about by particular manufacturing changes and related 
technological and cultural factors. 

‘These factors included the introduction of new printing techniques (the 
rotary printing press); the drastic cutting of paper prices (thanks to the use of 

wood pulp); the rise of the modern press (mainly in the form of newspapers 
and magazines); the gradual spread of literacy (due to compulsory public 

education); the overall movement towards more democracy and liberalism; 

and, finally, the collapse of the traditional economic and legal system that char- 
acterized and ruled literary production till the end of the eighteenth century. 

Such factors determined, in the 1820s, a totally new situation in which writers 

could become professionalized, without being dependent on the traditional 

pursuit of authorship as a result of the privilege of personal wealth or official 
sponsorship. 

If the new situation meant freedom, it was one that came at a huge price. 

From the beginning of the nineteenth century to today, the author has had to 

sell his or her writing, and he or she can only do so with the help of the 
publisher, who ceases to be a printer, as he had been in the seventeenth and 
eighteenth centuries, catering to the needs of the author under strict legal, 
state-ruled conditions, and who becomes very rapidly an entrepreneur in the 

modern sense of the word, taking personal risk in the launching of new prod- 

ucts for increasingly broader markets and considering the author an employee 

rather than a partner. Authors who didn’t enjoy a personal income from rent 
(such as Flaubert or Proust) were obliged either to accept a daytime job (often 

linked to writing, like journalism, as in the case of Walt Whitman), or to cater 

for a broad audience (the work of Charles Dickens is a good example here). 

Thus, a necessary component in any module on popular fiction must be one 

that emphasizes and explores these historical dimensions of publication, 
authorship and market. 

Popular fiction as a literary issue 

It is as a result of this context in its full historical scope that we have witnessed 
the division of the literary field into various categories, the extremes of which 

have been defined as ‘high’ culture and ‘popular’ culture. According to John 
Storey, ‘popular’ has been used since the nineteenth century to designate forms 
of art and entertainment that appealed to ‘ordinary’ people. But given the fact 
that the popular was most of the time defined in relationship to high culture, it 

was then suggested that popular culture ‘is the culture which is left over after 
we have decided what is high culture’ (Storey 2001: 6). Many discussions on 

popular culture in general and popular fiction in general have been focusing on 

the allegedly essential inferiority of the popular as well as on the threats of its 
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success for the position of high culture. The names of Mathew Arnold, in the 
nineteenth century, and F. R. Leavis, in the twentieth century, are often associ- 
ated with these debates on the popular as the culture of the ‘philistines. With 
the rise of visual culture and the promotion of cinema as the dominating 
cultural form of the twentieth century, the opposition between high culture 
and popular culture is no longer reduced to that of elite literature and popular 
fiction, but takes more and more the form of a conflict between the literary and 

the visual (most defenders of classic views on high literary have also a strong 
anti-visual bias, as demonstrated exemplarily by Postman 1985 and Birkerts 
1995S). The very dichotomy of popular and high culture, which may have been 
a reality in the nineteenth century, even though there were already many signs 

of the opposite, has been challenged systematically for more than a century. 
Modern art, as we know today, has been dramatically influenced by all of that 

which advocates of high art had been denouncing as typically popular: images 
(and all the — female — seductiveness it implied), machines (and all the dehu- 

manization it was said to involve) and commercialism (and all the artistic 

alienation it supposedly involved). However, contemporary scholars no 

longer accept the social, artistic and ontological gap between literary innova- 
tion and mass culture (Suarez 2007; Trotter 2007). It would be a mistake, 
though, to believe resistance to popularization of the literary heritage has all 
but disappeared, and this resistance has to be identified with right-wing poli- 
tics. Today, these debates may seem out of fashion, but the systematic return of 

this debate is witnessed each time an effort is made to communicate between 
high-cultural models and products in popular form (literary talk shows on 
television, film adaptations of classic books, reuse of literary material in musi- 

cals, etc.). And it would be an illusion to believe that the formulaic aspects of 

much popular fiction are now warmly welcomed by all critics. 
It is undoubtedly cultural studies that has played a key role in this thorough 

re-evaluation of the relationships between the popular and the high-cultural 
model. This has come about through proposing new models for a sociologi- 
cally inspired approach of the literary production and by making a plea for a 

non-evaluative description of the popular as cultural practices (see CULTURAL 

STup1Es, Cass). In the field of literature, these discussions have evolved in 

two different, but nevertheless related areas. 

The first of these areas has to do with the very definition of what literature 

is, and what it is not (and if there are still forms of expression that do not belong 

to the all-embracing field of literature). Since the gap between high and low 
literature is less broad than before, it is now possible to include genres and 

media like the graphic novel, the lyrics of a rock song, the photo-novella, or the 

novelization, to pick just a few examples, as valuable forms of literature. The 

same goes for non-fictional genres such as editorial columns, blogs, music 

reviews or the photo-essay (here too, the set of examples and genres could be 

extended almost indefinitely). Moreover, the collapse of the distinction 

between popular fiction and high literature has been reinforced by parallel 
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debates on the relationship between Western and non-Western literature. And 
even more radically, what contemporary definitions of literature are abandon- 
ing is the exclusively verbal character of its object. Films, soap operas on radio 
and television, and even video games are valuable forms of storytelling, and 
now considered as forms of literature that cut across media and therefore 
exceed the boundaries of what was traditionally called literature. In short, the 
opening of the literary field to popular forms, the culture wars that have criti- 
cized the Western canon and the increasing intermediality of literature are all 
part of the same cultural shift that shatters our age-old ideas of the literary. The 
consequences for classic ways of evaluating literature seem dramatic, for it is 

now possible to claim the Nobel prize for, say, Leonard Cohen or Bob Dylan. 

Yet in practice, one has to observe that the traditional vertical distinctions 

between higher and lower genres have not so much disappeared as have been 
integrated in the horizontal juxtaposition of all types of writings: avant-garde 
poetry and detective pulp fiction may occupy the same position on the global 
cultural scale, yet within either of them the distinction between the highly 
valued and the less valued forms is still there and is still functioning according 
to the classic values of high literature (innovation, originality, personality, 
multi-layeredness, and so on). 

The second shift does not concern the content of popular fiction, but offers 

one of the more legitimate ways to study it. The classic evaluative way of 

approaching popular fiction has been abandoned. Popular fiction is no longer 
seen as ‘the other’ of high, good, legitimate writing, but considered from a 

more descriptive viewpoint which tries to foreground the contextual and 
historical determinations of how popular fiction is produced as well as 
consumed. Given the pre-eminence of industrial, technological and commer- 
cial aspects in the rise of the popular fiction market, it is understandable that 

the logic of writing and reading is likely to become completely different from 

the traditional view of literature as the expression of one’s personal self (from 
the viewpoint of the author) and the desire for personal self-fulfilment (from 
the viewpoint of the reader). Following, for instance, Dominique Kalifa 

(2001), the mere description of popular culture as the transformation of a 
work of art into a commodity is far from sufficient. Such an evaluative and 

moralizing judgement pre-empts an in-depth analysis of the cultural impact of 
the semiotics of the object, which has now to obey the triple law of novelty, 

seriality and adaptation. New forms of popular fiction must be circulated 

continuously for a public in constant search of new stimuli that wants to 

consume in order to fill up empty leisure time, hence the programmed short- 

livedness of much popular fiction and the always increasing pace of product 
innovation. Those objects that are well received by the public are then serially 

reproduced for a greater return on investment, whose costs are more and more 

linked to advertisement campaigns (contrary to the ‘cheap’ but slow system of 

book reviewing in traditional systems). And successful items are exploited as 
much as possible in different media. Adaptation, in this view, represents the 
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culminating logic of the combination of novelty and seriality, for an adaptation 
is a product that is new and serialized at the same time; and which, further- 

more, can be considered profitable for this double reason. 

Between constraint and rhetoric 

The strictly economic underpinnings of this vision can be further detailed with 

the study of what R. A. Peterson in a seminal article (1982) has called the 

‘constraints’ on the production of culture, and whose relevance for popular 
fiction is much stronger than for high literary art: (1) law (investors cannot 
take the risk that the circulation of cultural products might be hindered by 

legal restrictions, hence the frequent use of internal censorship codes in the 
various fields of mass culture art); (2) technology (the current state of produc- 
tion and reception technology has an impact on what is produced and howit is 
brought to the audience: it should come as no surprise if the success of the 
iPod and other storage devices brings with it a spectacular return of the audio 
book); (3) market (the initiative of the making of a work of art is taken by the 

publisher and his or her editors, not by the author of popular fiction, while the 
former rely for their decisions on at least an intuitive knowledge of the market); 

(4) organizational structure (the position of the author is for instance deter- 

mined by the shifting relationships between publisher, editor and agent, who 
all have their word to say in the production of the work; by corollary, the 
formulaic aspects of popular fiction are a side-product of the ever-increasing 

production speed of this type of writing, where any traditional mode of writing 

and editing is superseded by the higher necessities of cost reduction); and (5) 

occupational careers (which will encourage or discourage beginning authors, 

for instance, to embrace this or that medium, to practise this or that genre, or 

to adopt this or that style). 
The triple law of novelty, seriality and adaptation, as well as the multiple 

constraints that burden popular culture, should not, however, make us neglect 
the fundamental importance of rhetoric in popular fiction. If non-popular 

fiction is supposed to be author-oriented (the role of the reader is here to live 

vicariously through what has been felt and expressed by the author), popular 

fiction is definitely reader-oriented, hence the alleged affinity with sensational- 
ism. This concept is dangerous, however, for its moralizing overtones. 
Moreover, it would not be very difficult to demonstrate that many forms of 
classic or traditional literature are no less sensationalist, not to say sentimental, 
gory or even ‘trashy, or emotionally exploitative in some way. Yet it is undeni- 

able that ideas of suspense and emotional involvement are key to the 
understanding of what popular fiction is — or, should we say, what popular 

fiction does, for this is finally the major revolution brought by our new ways of 

looking at the popular: rather than broadening the canon, it has forced us to 
rediscover that literature, like art, is in the very first place an experience (Shus- 

terman 1992). 
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Popular fiction: sample syllabus 

Week 1 How do readers identify this field? How do they approach popular fiction?: one Star 
Wars book; a Barbara Cartland novel 

Week 2 Which books are marketed as popular fiction and how do publishers structure this 

field?: Christopher Priest, eXistenZ; Alan Moore and Dave Gibbons, Watchmen 

Week 3 Howis the profile of the typical author of popular fiction defined ?: R. A. Peterson, 

‘Five Constraints on the Production of Culture’ 

Week 4 History of popular fiction (1): the emergence of popular fiction 

Week 5_ History of popular fiction (2): 2Oth-century genres: Juan Antonio Suarez, 

PopModernism: Noise and the Reinvention of the Everyday 

Week 6 History of popular fiction (3): contemporary forms of popular fiction 

Week? Critical voices against the success of popular fiction: Sven Birkerts, The Gutenberg 

Elegies 

Week 8 Critical voices in defence of popular fiction: John Storey, Cultural Theory and Popular 

Culture 

Week 9 What can we learn from popular fiction if we want to redefine literature in general ?: 

Richard Shusterman, Pragmatist Aesthetics 

Week 10 Relationships between popular fiction and visual culture + reading: Neil Postman, 

Amusing Ourselves to Death 

Week 11 Which methods and theories are most appropriate to the study of the field?: Richard 

Shusterman, Pragmatist Aesthetics 

Week 12 Popular fiction and the tension between freedom and constraint 
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American literature (Year 2) 

Brian Jarvis and Andrew Dix 

‘Who reads an American book?’ asked the nineteenth-century British critic 

Sydney Smith. The tone of his question reflects not simply personal scorn but a 

widespread, long-lasting disregard in Britain for American writing compared 

with the established literatures of England, France, Germany, Russia and other 

European centres. Even as literary study became institutionalized in the United 

Kingdom during the twentieth century, writings from the United States 
remained at best disparaged, at worst neglected entirely. In the past four 

decades, however, pioneered by scholars including Tony Tanner at Cambridge 

and Malcolm Bradbury at East Anglia, the study of American literature in 

British universities has expanded hugely. Now, wherever you pursue your 
course, you will have many opportunities to read ‘an American book. 

According to the US poet Walt Whitman, writing about his homeland, 

‘Here is not merely a nation, but a teeming of nations. A similar claim can be 

made about the study of American literature now: you will find not merely a 
module but a teeming of modules. Depending on your institution, these may be 
organized by period (‘Nineteenth Century’); by geography (‘The American 
West’); by race and ethnicity (‘African American’); by gender and sexuality 
(‘Women’s Writing’; ‘Gay and Lesbian Literature’); by theme (‘The American 
Dream’); by form and genre (‘American Detective Fiction’); by literary school 
(‘Dirty Realists’); by specific writer (‘Henry James’); or by interdisciplinary 
combination (‘Literature, Film and Music of the Vietnam War’). This essay 

cannot aspire to cover every kind of study of American literature you will 

undertake; yet it offers, we hope, an introduction to the most important names, 

themes and contexts in this exciting field. 

Ethnic American literatures 

Cee 250 

Many of the modules you will be offered in American literature cohere around 

types of racial and ethnic identity. Opportunities are increasingly emerging to 
study Native American work from a time before white settlement on the Ameri- 

can continent to the present. Referring to a thing called ‘Native American 

literature’ is not, however, without its problems. The verbal art historically 
produced by Indians is not always easily assigned to the categories which 
underpin conventional literary study; it may instead take such varied forms as 

tribal chant, prayer, folk tale and oratory (well-studied examples from the 

nineteenth century include the defiant speechmaking of Chief Seattle). Never- 

theless, much of your work in this area will focus upon modern Indian 
interventions into familiar Western forms of fiction and poetry. Modules on 
the Native American novel might range from N. Scott Momaday’s House Made 

of Dawn (1968), through Leslie Marmon Silko’s Ceremony (1977) and Louise 
Erdrich’s narrative cycles, to the contemporary, stylistically freewheeling 
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fiction of Sherman Alexie. Major Native American poets you may read include 
Paula Gunn Allen and Simon Ortiz. 

If Native American writing has still only a patchy presence in British univer- 
sities, the study of African American literature is, by contrast, firmly established. 

Modules that you take in this tradition will have a significant historical range, 
frequently reaching back to mid-nineteenth-century slave narratives by Freder- 
ick Douglass, Hannah Crafts and Harriet Jacobs (and sometimes, in 

cross-ethnic fashion, reading these alongside Uncle Tom’s Cabin, by the white 

novelist Harriet Beecher Stowe, which we discuss below). From the first half of 

the twentieth century, you may study the blues-influenced poetry of Langston 

Hughes, the vernacular fiction of Zora Neale Hurston and other productions 
— musical and painterly, as well as literary — of ‘the Harlem Renaissance’ 
Richard Wright’s Native Son (1940), an incendiary novel of a proletarian black 

man on the run for murder in racist Chicago, will give you a further sense of 

African American literature’s freeing itself from politeness and conformism 2 
(as, in different ways, will Ralph Ellison’s mapping of black inner life in his 

novel Invisible Man and James Baldwin’s intelligent rage across a body of novels 
and essays). From nearer our own moment, it is likely you will read two novels 

above all others: Alice Walker's The Color Purple (1982), which revives for new 
political purposes the eighteenth-century form of the epistolary novel, and 

Toni Morrison’s Beloved (1987), which combines structural innovation and 

verbal beauty with harrowing examination of slavery as America’s original sin. 
The best modules in the black US tradition are also generically wide-ranging, 
extending perhaps to oratory by Martin Luther King, Jr. and Malcolm X, or to 
the prison writings of Black Panther activists. You may get a chance as well to 
explore rap and hip hop: one of the present authors, indeed, tries implausibly 
to pretend in the seminar room that he is an expert on Jay-Z and Kanye West. 

Other ‘minority’ literatures of the United States might also figure on your 

syllabus. A traditional object of study is Jewish American literature, ranging 
chronologically from early fictions of the immigrant experience like Abraham 
Cahan’s Yekl: A Tale of the New York Ghetto (1896) to postwar meditations on 
assimilation and inter-ethnic relations by such novelists as Saul Bellow, Bernard 

Malamud and the still-productive Philip Roth. 
Modern migrations, however, have seen the growth of other ethnic Ameri- 

can literatures that will be reflected in your modules. You may, for example, 
study Asian American literature, assessing the pitfalls as well as potentials of a 
critical label that is affixed to diverse figures like the Chinese American novel- 
ist Maxine Hong Kingston and the Indian-born writer of novels and short 
stories Bharati Mukherjee. Modules are also emerging in the increasingly 
prominent literatures known as Hispanic, Latino/a and Chicano/a. ‘Hispanic’ 

and ‘Latino/a’ signify US populations having ethnic and cultural affiliations to 

the Spanish-speaking Americas and Caribbean, with ‘Chicano/a’ reserved for 

those of specifically Mexican descent; the feminine ‘a’ gives important recogni- 

tion to female members of the communities. Your work on these literatures 
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might take you to the fiction of the contemporary Chicana Sandra Cisneros; to 
the crossing of cultures, languages and forms performed by Chicana intellec- 

tual Gloria Anzaldua in Borderlands/La Frontera (1987); or to The Brief 

Wondrous Life of Oscar Wao (2007), a playful, yet abidingly political novel by 
the Dominican American Junot Diaz (see CHICANO/A STUDIES). 

Early American literature (1620-1830) 

Rather than organized by race or ethnicity, your study of American literature 

may be arranged chronologically. While many modules have later starting 
points, some will introduce you to the first white-authored texts in America, 

produced during the phase of Puritan settlement that began early in the seven- 

teenth century (see THE SEVENTEENTH CENTURY). These foundational texts 

vary in genre, sometimes testing conventional understandings of what consti- 
tutes ‘literature. They include William Bradford’s account of the Pilgrims’ 

arrival in the New World in Of Plymouth Plantation (1630); John Winthrop’s 
‘City upon a Hill’ sermon (1630); the best-known ‘Indian captivity narrative’, 

Narrative of the Captivity and Restoration of Mrs. Mary Rowlandson (1682); and 
the work of America’s first published poet, Anne Bradstreet. Study of these 

writings will develop your knowledge of three key areas: the nature and signifi- 

cance of American Puritanism; the social, economic and environmental 

hardships of everyday life in the colonies; and the colonists’ fervent commit- 
ment, even so, to creating a new society. 

Materials you may study from the eighteenth and early nineteenth centu- 

ries indicate the legacy of Puritan vision and rhetoric (see THE EIGHTEENTH 

CENTURY). The voice of an emerging national identity can be heard, variously, 

in Benjamin Franklin’s Autobiography (1771); in the Declaration of Independ- 
ence (1776), written primarily by Thomas Jefferson; and in Hector St. John de 
Crévecoeur’s Letters from an American Farmer (1782). Following the political 

secession of the United States from Britain, literature was key to the develop- 

ment of American cultural independence, and three pioneering figures in this 

regard you may encounter are Charles Brockden Brown, Washington Irving 

and James Fenimore Cooper. Brown’s novels, particularly Wieland (1798), and 
Irving’s short stories, including “The Legend of Sleepy Hollow’ and ‘Rip Van 

Winkle’ (both 1820), achieved popularity by their adapting of European 
gothic and folk tale to American settings. Cooper’s ‘Leatherstocking’ novels, 

notably The Last of the Mohicans (1826), remodelled Sir Walter Scott’s 

romances about medieval Britain for the purposes of reflecting on nation, race 

and progress in the United States. 

Romanticism and realism (1830-1910) 

While some institutions do not cover writings of Puritan and revolutionary 
America, almost all offer modules in the nation’s literature from the mid-nine- 

teenth century onwards. Three writers are likely to be especially prominent in 
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your study of fiction produced during the two decades before the Civil War 
(1861-5). For Nathaniel Hawthorne, in novels including The Scarlet Letter 
(1850) and many short stories, the Puritan period, mingling utopian aspira- 
tion with disquieting cruelty, proved especially compelling for re-examination. 
Edgar Allan Poe figures in a variety of syllabuses: for example, in modules 
devoted to American gothic, with his delirious fictions of mental and moral 
collapse that include “The Fall of the House of Usher’ and “The Tell-Tale Heart’; 
or in strands on US detective fiction, given his pioneering trio of stories featur- 
ing the amateur sleuth Dupin. Although Herman Melville may crop up as 
author of texts like ‘Bartleby the Scrivener’ (1856), the fable of a New York 

clerk’s mysterious intransigence, he will enter your courses above all as writer 
of Moby-Dick: or, The Whale (1851). Encyclopaedic in its contents and 

concerns — mingling Shakespeare with harpoons, clam chowder with pointed 

critique of America’s growing power — Moby-Dick provides an early entrant for 

title of ‘the Great American Novel’ (a term coined in 1868 and still current in 

the framing of some modules). 

Obsessive in their personal visions, Melville’s Captain Ahab and Poe’s 
Roderick Usher dwell on the morbid wing of American romanticism (see 

ROMANTICISM AND GOTHIC). Other, less destructive strains of the nine- 

teenth-century romantic tradition in the US will figure in your studies, with 

the most significant of these being Transcendentalism. Based in New England 
during the 1840s and 1850s, Transcendentalism was a literary and philosophi- 
cal movement dominated by three figures: Ralph Waldo Emerson, Henry 

David Thoreau and Walt Whitman. Emerson's essays (especially ‘Nature’ 

[1836], “The American Scholar’ [1837] and ‘Self-Reliance’ [1841]), Thoreau’s 
autobiographical Walden, or, Life in the Woods (1854) and Whitman’s poetry in 
Leaves of Grass (first edition 1855) comprise the indispensable reading list of 
Transcendentalism. Modules in this area will focus on subjects such as Tran- 
scendentalist understanding of connections between nature, art, spirituality 
and the body; Transcendentalism as critique of rising capitalism, industrializa- 
tion and urbanization; and Transcendentalism as precursor of contemporary 
environmentalism and green politics. 

Variants of romanticism are also apparent in writing by nineteenth-century 

American women which you should have occasion to study. The emergence of 
the female writer in the United States was not universally welcomed: writing in 

1855, Hawthorne complained about the ‘damned mob of scribbling women’ 

which was often outselling male contemporaries. Hawthorne's particular target 
was practitioners of sentimental fiction, a genre intended largely for a female 
audience, and characterized by melodramatic plotting and emotional excess. 

Still-studied examples include Louisa M. Alcott’s Little Women (1869) and 

Stowe’s Uncle Tom’s Cabin (1852). The latter is a landmark in nineteenth- 

century American literary history: the first US novel to sell over a million 

copies due to its deftly combining the pleasures of sentimental fiction with the 

moral urgency of anti-slavery polemic. While Stowe did not challenge the 
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institutions of marriage and motherhood, other female writers in America 

made suggestive links between slavery on the one hand and patriarchal oppres- 

sion on the other. Late in the nineteenth century, and early in the twentieth, 
they offered piercing diagnoses of the condition of American women, explor- 

ing not only the politics of the family but also such subjects as female sexuality, 
female labour, and the pleasures and dangers of a new, female-centred consum- 

erism (see GENDER). Work in this vein you will meet includes the innovative 

poetry of Emily Dickinson; Charlotte Perkins Gilman's gothic story, “The 

Yellow Wallpaper’ (1890); Kate Chopin’s novel of female rebellion, The Awak- 

ening (1899); and Edith Wharton's subtle explorations of gender, money and 

manners in The House of Mirth (1905) and The Age of Innocence (1920). 

Concurrent with these strains of women’s writing were versions of male- 
authored realism (see REALISM). For Ernest Hemingway, writing in 1935, ‘All 
modern American literature comes from one book by Mark Twain. Extrava- 

gant as the claim is, it nevertheless recognizes the importance of Twain's 

attempt in Adventures of Huckleberry Finn (1884—S) to purge American writing 
of any lingering nostalgia for English style and ground it instead in local speech. 

Twain’s key novel is studied variously, according to institution: it crops up, for 

instance, in modules on the American South, or on the literature of slavery, or 

on comedy in US fiction. If Twain is indelibly associated with the South, his 
friend William Dean Howells — in still-studied novels like A Hazard of New 
Fortunes (1890) — was a realist of commercialized, urbanized New England. 

Your course may, however, allow you to explore how Howells’s mode of realism 

fell into crisis at the end of the nineteenth century. For naturalist novelists, on 

the one hand, realism’s attention to the contours of everyday life was insufh- 

cient to register the environmental forces that, pessimistically, they saw 

crushing the human subject: fiction in this vein you may study includes Frank 

Norris’s McTeague (1899) and Theodore Dreiser’s Sister Carrie (1900). For 
American modernists, on the other hand, both realism and naturalism were ill 

equipped to uncover the complexities of consciousness. Here a major transi- 
tional figure you will encounter is Henry James. Initially a realist in such novels 

as The Portrait of a Lady (1881), James moved in later texts like The Ambassa- 
dors (1903) towards symbolism, impressionism and other strategies associated 
with the modernist novel (see MODERNISM). Such is the richness of James, 

however, that he may fill several slots in your curriculum: as gothic writer, say, 

with The Turn of the Screw (1898), or, given his mapping of Anglo-American 

cultural relations, as a figure well suited to American literary study’s current 
interest in the international dimensions of US writing. 

Modernism and its discontents (1910-45) 

It is likely that you will have many opportunities to study American modernist 

fiction and poetry of the first half of the twentieth century. Although modern- 
ist novels of the US should be set alongside work produced in Europe by 

Virginia Woolf, James Joyce and others, they also have distinctive national 



qualities. Your studies here will uncover diverse techniques, atmospheres and 
ideologies. Writers’ strategies range from the unobtrusive symbolism of F. 
Scott Fitzgerald’s The Great Gatsby (1925) to the collages through which John 
Dos Passos registers modern urban life in Manhattan Transfer (1925), or from 
the stripped-down prose of Hemingway to the labyrinthine sentences and 
temporal dislocations by which William Faulkner, notably in The Sound and the 
Fury (1929) and Absalom! Absalom! (1936), elaborates the complexities of the 
post-Civil War South. The mood of American modernist fiction varies, too: if 

these novelists are sometimes euphoric in the face of modernity, they are also 

adepts of apocalyptic imagery, from the dead Gatsby floating in his swimming 
pool to Hollywood burning at the end of Nathanael West’s The Day of the 

Locust (1939). You will explore, too, the variable politics of American modern- 

ist fiction. While the early Dos Passos is fiercely leftist, Fitzgerald, for example, 

seems unsure whether to snarl or swoon at the conspicuous wealth of ‘the Jazz 

Age. There is also a patriarchal strain in this work, exemplified by the 

machismo with which Hemingway pursued not merely big game but laconic, 

manly sentences. Gertrude Stein will give you a healthy, if challenging, experi- 

ence of female-authored modernist prose. 
Following the Wall Street Crash of 1929 and the onset of the Great Depres- 

sion, some American novelists came to feel that modernist difficulty and 

abstraction were unsuited to tough times. While much of the political fiction 

of the 1930s is now little studied, you may well read John Steinbeck’s The 

Grapes of Wrath (1939). Still indebted to modernist innovation, Steinbeck’s 
novel nevertheless reinvigorates realism and political narrative in its account of 
the epic journey to California of Oklahoma farmers uprooted by poverty. 

As with US modernist fiction, so in America’s modernist verse you will 

encounter a stimulating variety of forms and contents. The modernist Ameri- 
can poetic is, adapting Whitman, ‘large and contains multitudes. It can be 
ecstatic or despairing in mood; radical or reactionary in politics; and epic or 
minimalist in scale (Ezra Pound’s 120 Cantos [1915-62] compared with his 
two-line ‘In a Station of the Metro’ [1913]). Pound exhorted his contemporar- 
ies to ‘make it new’, and tracing the several phases of innovation in his own 

work will allow you to grasp how American poetry was both a laboratory and a 
battleground during this period. Early in his career, Pound attempted to import 
aspects of classical Chinese and Japanese poetry, particularly the haiku, into his 

verse. Emphasizing brevity, precision and the foregoing of both ‘ornamental’ 

language and rigid rhyme schemes, the resulting imagist poetic was taken up by 
other writers you may study, including H.D. (Hilda Doolittle) and Amy 

Lowell. After the First World War, however, in work such as Hugh Selwyn 

Mauberley (1920) and the accumulating Cantos, Pound moved away from 
imagism. Crucially, besides advancing his own poetry, he advised T. S. Eliot in 

the composition of The Waste Land (1922). This notoriously ‘difficult’ long 

poem is marked by radical disjunctions in time and space, and interweaves 
numerous dramatic voices with an encyclopaedia of allusions to literary, 
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mythological, religious and philosophical sources. Sometimes placed on 
English syllabuses, because of Eliot’s later British citizenship, The Waste Land is 
also central to the study of US poetry. 

William Carlos Williams was one of those American modernist poets 

profoundly affected by Eliot, likening the impact of The Waste Land to that of 
‘an atom bomb: Initially an imagist — as in the much-anthologized poem, “The 
Red Wheelbarrow’ (1923) — Williams regrouped after his reading of Eliot. 
However, your course may allow you to explore his later attempts to distance 
himself from ‘European’ modernism and develop a distinctively ‘American’ 
poetic. Here the key text is Paterson (1963), a five-volume verse meditation on 

the modern US city. Other modernist American poets you will encounter 
include the verbal and typographical experimentalist e. e. cummings, the phil- 

osophically meditative Wallace Stevens, and Marianne Moore, whose poetry 

combines precise focus on objects and images, often animals, with scrutiny of 

the power of the imagination. An American poet more antagonistic towards 
modernism, but still liable to crop up in your study of this period, is Robert 
Frost, who tends to use traditional verse forms and frequently focuses on lives 

and landscapes of rural New England. 

Postwar American writing (1945 to present) 

Many of the modules open to you in American literature will be dedicated to 
modern and contemporary work. Here we offer brief discussion of three major 

fields of study. 

PostWar poetry 

Your work on postwar American poetry will typically survey a number of 

‘schools’ and ‘movements. The earliest and arguably most famous of these is 

the Beat generation. First glimpsed emerging from artistic communities in New 

York, San Francisco and Los Angeles during the late 1940s, and active in fiction 

as well as poetry, the ‘Beats’ were eclectic in personality and achievement, but 

shared certain commitments, including hostility towards capitalism, conform- 
ity and the state; adherence to ‘alternative’ lifestyles, including drug use and 

sexual experiment; fascination with jazz and blues; interest in Eastern and 

Native American religions; and respect for the American environment. The 

two most distinctive poetic voices in the Beat generation belong to Allen Gins- 
berg and Gary Snyder. Ginsberg’s ‘Howl’ (1956) attracted much attention for 
its wild union of social protest, religious ecstasy and homosexual yearning. 

Snyder's work combines Zen Buddhism, Native American mythology and 

environmentalism in a lyrical exploration of the connections between people 
and the land. Alongside the Beat generation are the Black Mountain poets 
(Robert Creeley, Robert Duncan, Denise Levertov and Charles Olson). As 

well as their poetry, you may read Olson’s manifesto essay, ‘Projective Verse’ 
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(1950), which rejected fixed metres in favour of a more flexible, ‘natural’ poetic 
line based on breath. 

Whilst the Beats engaged with public and political issues, the Confessional 
poets were renowned for unveilings of often painful personal experience. 
Robert Lowell's Life Studies (1959) and For the Union Dead (1964), Sylvia 
Plath’s The Colossus (1960) and Ariel (1965), John Berryman’s The Dream 
Songs (1969) and Anne Sexton’s The Death Notebooks (1974) draw on intimate 
autobiographical detail whilst also fashioning masks and personas to explore 
desire, illness, depression, madness and suicide. Elizabeth Bishop was a close 
friend of Lowell but avoided ‘Confessional’ style and focused instead, like her 
mentor Marianne Moore, on precise, often painterly depictions of the physical 
world. Although Bishop's lesbianism does not feature directly in her work, you 

may engage with explicitly lesbian concerns in the politically engaged poetry 

and essays of Adrienne Rich. Another poetic current you might study is the 

New York School, flourishing especially in the 1950s and 1960s. The work of its 

leading members, such as Frank O’Hara and the still-prolific John Ashbery, is 

influenced by visual art and characterized by a stream of consciousness style. 
Its formal complexity and linguistic playfulness are replicated by the Language 

poets, amongst whom Susan Howe is a leading figure. 

Fiction of the 1950s, 1960s and 1970s 

Exuberant in its forms and voices, and resonant in its concerns, postwar fiction 

is probably the most popular, widely studied strand of American literature. 
Your work on fiction of the 1950s is likely to circle around three texts in partic- 

ular. J. D. Salinger’s The Catcher in the Rye (1951), intimately voiced by its 

16-year-old protagonist Holden Caulfield, has proved iconic for young people 
confronting the absurdities of social power. Jack Kerouac’s On the Road (1957) 
~ the key Beat novel — has been an equally indispensable item in the backpacks 

of American (and global) nonconformists. Although recently subjected to 

scrutiny by feminist, postcolonial and ecological critics, On the Road remains 

appealing in its vision of open spaces as an escape from the capitalist, bureau- 
cratic and military structures cohering in postwar America. Requiring of the 

reader both a strong stomach and a resourceful brain, William Burroughs’s 

Naked Lunch (1959) is still much studied for its searching examination of 

American conformity in a narrative that descends into hallucinatory worlds of 
drug use. 

Optimistic currents in the United States during the 1960s will not neces- 
sarily be reflected in the novels you study. Instead, you are likely to read texts 
that explore, directly or indirectly, the decade’s darker historical developments, 

including the Vietnam War, political assassinations, race riots and nuclear anxi- 
eties. Novelists of this period are inventive in finding metaphors of state and 
corporate coercion: Joseph Heller turns to a Second World War airbase in the 
absurdist Catch-22 (1961), Ken Kesey and Sylvia Plath to the mental institu- 
tion in One Flew Over the Cuckoo's Nest (1962) and The Bell Jar (1963) 
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respectively, while Kurt Vonnegut has Vietnam in mind as much as the 1945 
firebombing of Dresden that he revisits imaginatively in Slaughterhouse-Five 
(1969). Given sufficient stamina, you might also study a number of novels that 

attempt on a gargantuan scale to trace the origins and consequences of the 
postwar ‘military-industrial complex’: chief examples here — mingling histori- 

cal seriousness with cartoonish play — are Thomas Pynchon’s Gravity’s Rainbow 
(1973) and Robert Coover’s The Public Burning (1977). You will find E. L. 

Doctorow historicist in a different vein, turning to the US past in a series of 

novels in order to locate both the seeds of national destruction and resources 
for political renewal. But if these writers are often drawn to the grotesque and 
apocalyptic, other novelists you may study take less sensational paths. Anne 

Tyler, for example, deals subtly with the changing lives of Middle American 

women. In the Rabbit tetralogy of novels (1960-90), and numerous other 

fictions, John Updike tracks shifts in small-town America through conven- 

2 tional narrative modes that he nevertheless endows with lyrical resonance. 

Fiction of the 1980s, 1990s and 2000s 

The field here is vast and, of course, still growing. The Vietnam veteran Tim 

O’Brien has been writing since the early 1970s about war and trauma, as well 

as the relationship between history, narrative and the imagination: The Things 

They Carried (1990) appears regularly on modules in both war and postmod- 

ern literature. Different varieties of traumatic violence and their relationship to 
masculine identity figure centrally in Bret Easton Ellis’s fiction. In Less Than 

Zero (1985) and American Psycho (1991), Ellis links violence with consumer- 
ism, sex and drug taking (a toxic cocktail also served up by Chuck Palahniuk’s 
Fight Club [1996]). In Ellis’s Glamorama (1998), the lives of over-sexed, 
permanently ‘wasted’ supermodels are connected provocatively to interna- 
tional terrorism. The fiction of terrorism has become a burgeoning sub-genre 
after the events of September 11, 2001, and examples include Jonathan Safran 
Foer’s Extremely Loud and Incredibly Close (2005), Updike’s Terrorist (2006), 
Joseph O’Neill’s Netherland (2008) and Don DeLillo’s Falling Man (2007). In 
a 40-year career, DeLillo has returned regularly to the theme of terrorism, as 

well as to issues of power in consumerist, media-dominated America. David 
Foster Wallace’s Infinite Jest (1996) is a massive, seriocomic critique of a near- 

future society governed by advertising and various forms of addiction. A 

comparably ambitious critique of capitalism, globalization, technology and 
their impact on family life is central to Jonathan Franzen’s The Corrections 
(2001). Whilst Foster Wallace and Franzen work on an epic scale, Raymond 
Carver is a major American miniaturist, his short stories — as in Cathedral 

(1984) — finding revelations in the mundane experiences of everyday life. In 
Paul Auster’s fiction, including The New York Trilogy (1987) and Moon Palace 
(1989), you will find further engagement with the everyday, alongside self- 

reflexive meditations on the writing process and the relationship between 
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words and reality. If many of these writers are predominantly concerned with 
New York and L.A., some contemporaries map other American spaces. 
Cormac McCarthy's novels, for example Blood Meridian (1985) and No 
Country for Old Men (2005S), offer gothic revision of the mythology of the 
American West. Annie Proulx’s ‘Brokeback Mountain’ (1997) and other 
Wyoming-set short stories explore previously neglected lives on the Western 
frontier. 

Your course may also introduce you to popular novels in the crime, horror 
and sci-fi genres. James Ellroy’s L.A. Confidential (1990) extends and some- 
times critiques the tradition of noir detective fiction which began with 
Raymond Chandler, Dashiell Hammett and Mickey Spillane. Walter Mosley’s 
Devil in a Blue Dress (1990) and other ‘Easy Rawlins’ crime novels cumula- 
tively construct an African American counter-history of postwar L.A. Thomas 

Harris's “Hannibal Lecter’ series (notably The Silence of the Lambs [1988]) 
fuses the police procedural with horror. From the horror genre itself, Stephen 2 
King’s novels, such as Misery (1987), may appear on modules in American 

gothic. The best modules in contemporary US writing will also embrace 

science fiction, where two of the most important figures — their visions and 
terminologies influential well beyond genre boundaries — are Philip K. Dick 
and William Gibson. You may study many of these popular novels alongside 

their film adaptations. Given American Studies’ interdisciplinary orientation, 
however, there should also be opportunities elsewhere in your course for you 

to read US literature at the same time as US cinema (and US music, painting 

and photography). 

American drama 

A handful of landmark plays aside, drama is less conspicuous than fiction and 
poetry in programmes of American literary study. Nevertheless, even institu- 

tions lacking a specialism in theatre studies may offer opportunities to engage 
with twentieth- and twenty-first-century drama of the United States. As well as 

linking to each other, plays you might read connect to chronological or 
thematic strands discussed above. Eugene O’Neill’s innovative work, from The 

Emperor Jones (1920) to Long Day’s Journey into Night (1956), fuses modernist 

interest in structure, symbol and myth with concerns of race and class. Clifford 
Odets’s agitprop play, Waiting for Lefty (1935), has endured in the curriculum 
longer than much of the Depression-era’s protest fiction. Death of a Salesman 
(1949) is one of the most poignant reckonings of ‘the American Dream’, and, 

along with The Crucible (1953) and A View from the Bridge (1955-6), central 

to Arthur Miller's dramatizing of postwar American malaise. Contrasts are 

sometimes overdone between the ‘naturalistic’ Miller and two other major 
playwrights of mid-century in the United States: Tennessee Williams and 

Edward Albee. In formally and verbally dextrous plays like The Glass Menagerie 
(1944) and A Streetcar Named Desire (1947), Williams enacts the collision of 
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romance and brute power in the modern South. Albee is best known for his 
dispatches from the gender wars in Who's Afraid of Virginia Woolf (1962), but 
you might also sample his later, post-realist work. 

Study of two younger American dramatists will uncover disparate preoc- 
cupations. In plays including Glengarry Glen Ross (1983), David Mamet 
reflects on the state of national masculinity. Sam Shepard’s elliptical, frequently 
surreal plays meditate on the American West as its landscapes become urban- 

ized and its icons atrophy into clichés. Your work may also show you 

alternatives to what — Williams aside — can sometimes seem a long line of play- 
writing by straight white American males. Tony Kushner’s Angels in America 
(1992) remains one of the most important responses in any medium to the 

decimation wrought by AIDS. Significant African American drama includes 

Lorraine Hansberry’s A Raisin in the Sun (1959) and August Wilson's 10-play 
Pittsburgh Cycle (1982-2005). Female American dramatists might be repre- 
sented by Lillian Hellman and Marsha Norman, each ranging well beyond 

gender in her thematic preoccupations. 

American literature: sample syllabus for ‘American gothic writing’ 

Because the range of American literature is almost as wide as its English counterpart, and 

modules on American literature many and varied, what follows is a sample syllabus for one 

topic only, American gothic: 

Week 1 Introduction to the module: histories and definitions of the gothic 

Week 2 ‘The love of the horrible’: short stories by Edgar Allan Poe (1840-5) 
Week 3 American poetry and the gothic (1): selected poems by Emily Dickinson (1858-86) 
Week 4 _ Feminist gothic: Charlotte Perkins Gilman, ‘The Yellow Wallpaper’ (1890) 

Week 5 ‘The most helplessly evil story we have ever read’: Henry James, The Turn of the 

Screw [1898] 

Week 6 Southern gothic (1): Eudora Welty, ‘Clytie’ (1941); Flannery O0’Connor, ‘A Good Man is 
Hard to Find’ (1955) 

Week ? Southern gothic (2): Cormac McCarthy, Child of God (1974) 
Week 8 American poetry and the gothic (2): poems by Sylvia Plath {1958-63} 
Week 9 Reading the vampire: Anne Rice, Interview with the Vampire (1981) 
Week 10 African American gothic: Toni Morrison, Beloved {1987} 
Week 11 Gothic reading and writing: Stephen King, Misery (1987) 

Week 12 Postmodern gothic: Bret Easton Ellis, Lunar Park (2005) 
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Introduction 

Throughout the years of your degree you will study — or, for some readers, will 

have already studied — a broad number of topics and subjects. In this process, 
sooner or later, you'll encounter the phrase ‘literary theory: I have already 

discussed this matter in the preface, in a lengthy note aimed at clarifying the 

terminology. As I remarked in the introduction to Chapter 2.1 concerning 
your modules, many of which will be optional for you, ‘theoretical’ paradigms 
or approaches will be either implicitly or explicitly employed in framing the 
discussion and reading of literature, film and other related texts and media. 

To come back to the question of ‘theory’, though. This somewhat nebulous 

phrase signifies a number of ways of approaching the matter of critical analysis 

from varied and different perspectives. Criticism in its more theoretical forms 
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has developed from a number of disciplines beyond English and Literary 
Studies. Therefore, what comes under the heading of literary theory can 
encompass work related to historical, political or philosophical forms of, and 
approaches to, study, and from various branches of academic knowledge such 
as psychoanalysis or linguistics, or more obviously political discourses such as 

feminism and Marxism. 
There are quite a number of different approaches, some interacting with 

others or overlapping with one another in a number of ways. Such approaches 

vary in the degree to which they might be said to be properly ‘theoretical’ — 
that is to say, to the extent that they have fully worked out logical processes and 
practices that are repeatable across a wide range of interpretative or analytical 

acts. What all share, though, are constellations of perspectives informed by 

concepts, which help place the reader and direct him or her to examine literary 

work with an eye to adopting the perspective of a particular approach. In some 
cases, what we call literary criticism or literary theory can have assumed at an 

historical moment a coherent identity shared by a number of practitioners. In 

such cases, we might refer to schools of thought, rather than to theory as such. 

The point here is that the act of reading is never just a neutral appreciation 
of a work of literature, a film, or other ‘aesthetic’ form. Indeed, one of most 

surprising things to students when they arrive at university to study literature 

is that such study is not simply a matter of taste, aesthetics or appreciation. If 
you are studying literature at university, presumably you already have learned 
to appreciate it in broad ways. You have various beliefs about what it is, what it 
does, and even what it should or shouldn't do. These are not natural values, 

though; you have learned them, and, this being the case, already occupy a 

‘theorized’ role as a reader, even if you only claim to read for pleasure. We all 

read not only according to our tastes, but also in relation to where we are 
historically or culturally, and how we identify or reject particular values that 

are common in society. Education has already developed our tastes, whether 

formally, through the process of school, or less formally, as a result of what we 

learn in being a member of a family, culture, particular social groups, and so on. 
How you come to understand this in English study is through being intro- 

duced to the critical approaches, methods and schools of thought that shape 
how you are taught, directly or indirectly. No academic ever assumes a neutral 

or objective position, even if they believe they do. What follows therefore is a 

series of short essays designed to introduce you to a number of approaches, 
methods and schools, and to show you the main aspects of the respective 

approaches, with illustration of what such methods or reading activities look 

for in literature, as well how such approaches to literary study can illuminate a 
text in a manner that sheds new light on what you might assume you have 

some familiarity with. 

In reading these essays you will notice some areas of overlap. You might 

also consider for yourself how some are antagonistic towards one another. This 

is inevitable because the practice of criticism can often engage in a critique of 
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another critical perspective. In the essays presented here, there are some 
approaches which remain widely practised, while there are others which, for 
one reason or another, have become consigned to modules focusing on the 
history and practice of criticism itself, rather than being taught with a view to 
having you try such approaches. Sometimes, it is the case that a critical mode 
has simply developed or evolved, or otherwise been transformed through the 
interaction between two different critical modes. What follows therefore is just 
an introductory sample of the ways in which critical discourse in English 
departments has grown and been transformed in the last few decades. These 

essays, each with a bibliography for suggested further reading, are not intended 

to be exhaustive. Indeed, the fact that this is merely a brief, selective guide 

should give you a sense of the vitality of critical discourse, which, in one 

manner or another, will not only inform how you read and interpret, but also 

give you insight into yourself as a reader, and cause you to reflect on and 

analyse both literary works and the world in which you live. 

Formalism 

Megan Becker-Leckrone 

Formalism focuses privileged attention on the way a given literary work func- 

tions poetically, narratively and linguistically. It operates from the assumption 
that discovering how a literary text operates is the best way to understand what 

it means. Or, to borrow from Cleanth Brooks’s pithy aphorisms, formalism 
begins with the credo ‘That form is meaning’ (‘The Formalist Critics, 1951). To 
this end, Brooks explains, ‘the formalist critic is concerned primarily with the 

work itself’, and while examinations of literature based in biography, psychol- 

ogy or history might be ‘worth making’, they are nevertheless not — and ‘should 
not be confused with’ — the true job of the literary critic. Literary language, 

formalists maintain, is markedly distinct from practical language. It does not 
necessarily aim literally to describe a real thing or convey a true fact. Rather, it 

operates according to ‘independent’ principles of reference; more simply put, 

formalists pay attention to the way literary language refers to things or ideas, 
real or imagined, and believe that it does so uniquely (see REALISM, THE 

NovEL). The words “My love is like a red red rose / That’s newly sprung in 
June’, for instance, mean in a way quite unlike the words ‘ifI plant the rose bush 
in early spring, it will bloom in June. That is because literature produces differ- 
ent associations than the usual ones between a given word and the thing or 
idea to which it refers. Describing literary language thus requires identifying 

the specific elements of a given work’s signifying mechanisms — its so-called 

‘literariness’, the particular ways in which it, through figure and form, ‘defamil- 

iarizes’ so-called ‘normal’ or ‘practical’ language. 
Though other methods, like the New Criticism, might fit the description 

above, ‘Formalism’ usually refers to a critical movement developed by Russian 
literary scholars and linguists in the early decades of the twentieth century 
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(specifically from the mid-1910s to about 1930). Some worked in a couple of 
collaborative groups, others worked independently, but all share the basic 
principles outlined above. In his essay “The Theory of the “Formal Method” 
(1926), Eichenbaum appoints himself spokesman for a critical movement he 
says is defined neither dogmatically nor ‘in advance’ by some unified ‘method’ 
per se, but rather by a set of provisional objectives, borrowed in part from 

modern linguistics, and founded chiefly on the premise that there may exist ‘a 

science of literature that would be both independent and factual, a discipline 

free from the ‘antiquated aesthetic, psychological, and historical “axioms”’ of 
prevailing academic research. Against the psychological and biographical 

subjectivity they saw in the late-nineteenth- and early twentieth-century criti- 

cism — aestheticism, impressionism, symbolism — Russian formalists aim for 

objectivity. Perhaps related, but not identical, to the kind of objectivity 

Matthew Arnold famously aimed for in the previous century (‘to see the object 
as in itself it really is’), formalists, too, see the literary text as an object, or in 

their words a ‘positive’ entity, made up of ‘facts’ that - while emphatically 
distinct from a fact like ‘roses bloom in June’ — demand their own kind of 

attention. 

Rejecting an ‘old scholarship’ that read novels and short stories solely for 

their ‘content’, Russian Formalists shift their focus to elements and ‘motiva- 

tions’ of narrative form such as the techniques of plot construction (for 

example, the ordering, framing and selection of a story’s details) and the use of 
generalizable character ‘types. Vladimir Propp’s influential Morphology of the 

Folk Tale (1928) takes the scientific ambitions of formalist narratology to their 

logical extreme. For him, the elements of a folk tale — 31 of them, he says, no 

more, no less — can be mapped, arranged and isolated like the elements on the 
periodic table. 

Rejecting verse criticism that regards poetry as ‘a language of images’, 

Russian Formalists sought to shift poetic inquiry to matters of rhythm, syntax 

and sound. Osip Brik explains, in ‘Sound Repetitions’ (1964), that the poetic 
work itself demands such a focus, and that we miss much of a poem’s meaning 

if we regard its acoustic qualities as nothing more than ‘accessories of meaning’, 

when in fact they are ‘also the result of an independent poetic purpose’ Victor 

Shkiovsky similarly advocates attention to seeming ‘nonsense words’ — such as 

the fanciful, make-believe words often employed in children’s literature. For 

him, the sound and texture of words are important in themselves — ‘even words 

without meaning are necessary’ — to the sense of a poem, and that our habit of 
ignoring them impoverishes the prevailing critical discourse. Indulging that 

habit of misreading, he argues, erroneously judges all forms of language, from 
fable to political treatise, with the same yardstick; in so doing, such reading is 

blind to the defamiliarizing effects of poetic language, where the practical 
laws of meaning no longer apply. To seek out and puzzle through such 

processes in a literary work is to discover its specific ‘literariness’ (Jakobson), 

critical approaches and schools of thought 



that which renders it strange and demands of its audience ‘a special perception 
of the object’ it represents. 

As we might predict from its emphasis on the fundamental strangeness of 

literary language, Russian Formalism favours art that was, at the time, strange. 
Many write about specifically avant-garde art and explicitly present themselves 

as working in concert with the artistic agitators and innovators of the day. 

Eichenbaum regards the formalist critic and the avant-garde Russian poet as 

‘bound together by history’ in the service of a common cause. Both are fight- 

ing a generational ‘battle’ against antiquated poetic forms and ‘Impressionistic 

criticism’; both are revolutionaries whose weapons are ‘categorical thes[es], 

merciless irony, and bold rejections. Writing in the wake of the 1917 Russian 
Revolution, Eichenbaum’s manifesto-like rhetoric is no doubt deliberate. 

In that Eichenbaum speaks for so many in “The Theory of the “Formal 
Method”, it is an excellent synthesis of the major concepts, theses and theorists 
of the Russian Formalist movement. All quotations here are taken from the 
essay’s appearance in The Norton Anthology of Theory and Criticism, translated 
by Lee T. Lemon and Marion J. Reis and taken from their collection, Russian 

Formalist Criticism: Four Essays (1965). Quotations from Brooks's essay also 

derive from its appearance in Norton. Useful critical histories and analyses 

include Victor Erlich’s Russian Formalism: History — Doctrine (1980) and Peter 

Steiner’s Russian Formalism: A Metapoetics (1986). Fredric Jameson's Prison- 

House of Language: A Critical Account of Structuralism and Russian Formalism 

(1972) was extremely influential in bringing Russian Formalism to an English- 

speaking audience, if not in the most favourable light; Jonathan Culler’s 

Structuralist Poetics: Structuralism, Linguistics, and the Study of Literature (1976) 
was similarly influential, though he is more centrally concerned with the way 

French structuralism grew out of a response to formalism. The early chapters of 
Peter Brooks’s Reading for the Plot: Design and Intention in Narrative (1992) 
bring formalism into dynamic conversation with more recent psychoanalytic 
and deconstructive theory, producing a suggestive theory of ‘narrative desire. 
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Archetypal criticism 

ead 

Doris Bremm 

An introduction to the field of archetypal criticism needs to start with a defini- 
tion of the term archetype (from the Greek arche, first, and typum, to impress, 

stamp, type). Generally, an archetype is defined as the original model or proto- 
type from which copies are made. In literary theory, an archetype refers to a 
pattern that commonly recurs in literary works. Archetypal, or myth, critics 

argue that archetypes determine the form and function of literary works. Such 
patterns can include character types, plot lines, settings, themes and images. 

For example, the archetype of the journey can be found in narratives from 

Homer's Odyssey and John Bunyan’s The Pilgrim’s Progress to Virginia Woolf's 
To the Lighthouse. 

Archetypal criticism is primarily informed by Carl Gustav Jung’s theory of 

archetypes in the field of psychology and James G. Frazer's work in social 

anthropology. Jung’s theory of the unconscious differentiates between two 
levels of unconscious: the personal unconscious of the individual psyche that 
comprises repressed memories, and the archetypal unconscious that includes 

what Jung calls humanity’s ‘collective unconscious. This repository contains 
primordial images, or archetypes, as they are manifested in dreams and myths 
and shared by people across cultures. Examples of such archetypal forms are 

prototypical figures such as a mother, father or sibling. Jungian scholars also 
use the term ‘archetype’ to describe patterns of the life cycle that begins with 
childhood and ends with death. One of the most powerful archetypes is the 

animus figure (male side of the female psyche) and the anima figure (female 
side of the male psyche). Jung posits that, when reading a narrative featuring 
such archetypes, readers are subconsciously affected in a powerful way because 

these images evoke memories of primordial feelings that do not have a logical 
explanation. The second important influence is the social anthropologist James 
G. Frazer’s work The Golden Bough (1890). This comprehensive study of 

rituals, myths and folklore juxtaposes parallel practices in cultures around the 

world. For example, Frazer argues that the circle of life and death found in 
many fertility cults forms the common basis for a number of mythologies. 

Literary critics influenced by Jung’s theory first emerged in the 1930s, but 

archetypal or myth criticism became especially popular in the late 1950s and 

early 1960s. Whereas Jungian scholars take the presence of certain recurring 
images as evidence of their status as part of the collective unconscious, other 

myth critics such as Northrop Frye discuss such persistent elements without 

referring to Jung’s theories. Frye, who is probably the most influential myth 
critic, defines archetypes as ‘a symbol, usually an image, which recurs often 

enough in literature to be recognizable as an element of one’s literary experience 
as whole’ (2001: 365). He explores archetypes in a very complex and system- 

atic way and focuses on the analysis of the nature, function and significance of 

the archetype and its manifestations in literature across cultures and time. 
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According to Frye, these images ‘derive from the epiphanic moment, the flash of 
instantaneous comprehension with no direct reference to time’ (2001: 23). 

In his influential study Anatomy of Criticism (1957), Frye devises a complex 
system that pairs literary genres with the myths and archetypal patterns associ- 
ated with the four seasons: comedy (spring), romance (summer), tragedy 
(autumn), and irony/satire (winter). Examples of archetypes he singles out 
are universal motifs such as birth and death, marriage, and the change of 

seasons. Furthermore, Frye looks at certain genres as archetypes, examples 
being the quest and the journey narrative. 

Frye sees literature as a rewriting of the stories of the past and accordingly 
his archetypal criticism is very much intertextual. His work differs from previ- 
ous Jungian criticism such as Maud Bodkin’s Archetypal Patterns in Poetry 
(1934) in that he attempts to give more than just ‘fragmentary insights’ but 
instead a comprehensive conceptual framework. Furthermore, Frye challenges 
the conventional terrain of literary criticism and theory as he devises a complex 

and comprehensive system that encompasses any work of literature and helps 

to place individual texts in a relationship with each other. 
In recent years, archetypal or myth criticism has found itself under attack for 

being reductive and for ignoring the historical and cultural context of literary 

works. However, the area of criticism still has a place in the literary tradition and 
has had an effect on other disciplines and branches of literary study such as 

gender studies, comparative literature, cultural studies and narrative theory. Any 

study looking at specific roles of women and men (such as mother/father or 

daughter/son), it could be argued, is a form of myth or archetypal criticism. Any 

comparative literature project that looks at a certain genre, character or theme 

across cultural boundaries and across periods, in a way analyses archetypes. 

Scholars of narrative theory that look at a specific kind of narrative such as the 
epic or the quest are also engaging with similar topics that Frye was interested in. 

Only a few contemporary critics still engage in strictly Jungian or ‘Fryeian’ 

readings, though. Whereas Frye tried to establish a comprehensive system for 

all literature, many contemporary scholars do not make such universal claims 

when analysing patterns that Frye would have called archetypes. Often such 

arguments pertain to a certain time period and culture. For example, a study 
on marriage in literature might focus on this specific pattern in Victorian litera- 
ture, such as Rachel Ablow’s The Marriage of Minds: Reading Sympathy in the 
Victorian Marriage Plot (2007). Another example that looks at myth in a very 

specific context is Jeffrey B. Leak’s Racial Myths and Masculinity in African 
American Literature (2005), which not only identifies some of the myths and 

stereotypes that persist in the work of black writers from Frederick Douglass to 

Toni Morrison, such as intellectual inferiority, criminality, sexual prowess, but, 

more importantly, analyses how these narratives reflect and construct black 
masculinity. These recent studies show an interest in archetypes, but instead of 

making universal claims about them, they analyse them within their cultural 
and historical context. 
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New criticism 

Megan Becker-Leckrone 

Like Russian Formalism, the New Criticism treats literary criticism as an 

examination of the form and functions of the ‘text itself’ at the principled 
exclusion of biographical, psychological, historical and political considera- 

tions. ‘Close reading’, critics maintain, is the proper method for discovering 

the workings of the text. Such reading, furthermore, attends to form and 

language, paradox, irony, figures of speech, the structures of narrative that 

generate what Wayne Booth called ‘the rhetoric of fiction’ (1983). Spanning 

several decades and two continents, some of the most influential projects 

placed under the heading of Anglo-American New Criticism tell the story of 
their aims in their very titles. I. A. Richards’s Principles of Literary Criticism 
(1924) and Practical Criticism (1929) indicate that the New Critics see their 
projects as hands-on, teachable and foundational — producing the books to 

read on how to read books. Seven Types of Ambiguity (1930) by Richards’ 

student, William Empson, suggests that this project regards language as at 
once multiform (‘ambiguity’, like ‘irony’ and ‘paradox’, being a pervasive 

concern for these critics) and in some sense containable (‘seven types’) — 

though only superficially; it’s in fact quite a complex and open-ended work. 

Cleanth Brooks's The Well-Wrought Urn: Studies in the Structure of Poetry 
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(1941) is arguably Richards’s principles in action, a collection of influential 
close readings of Keats’s ‘Ode on a Grecian Urn’ (perhaps most famously) 
among other works. W. K. Wimsatt’s and Monroe C. Beardsley’s The Verbal 
Icon: Studies in the Meaning of Poetry (1982) reminds us that ‘meaning’ comes 
from the ‘icon-ographic richness of literary language itself. 

New Critics believe that literary criticism might operate by means of certain 

generalizable ‘principles’, that the ‘practical’ work of criticism may proceed at 
least to some extent normatively — in other words, that a kind of critical objec- 

tivity is not only possible and desirable, but also necessary if literary critics are 

to justify their work as a professional discipline in and of itself. These claims, 

by extension, maintain that the literary text also exists as an object in and of 

itself, like a ‘well-wrought urn’ or an ‘icon. The New Criticism, in fact, often 

defines itself by this supposedly fundamental fact: that its task is to study 

objects, and that insofar as these objects exist in concrete form — on the page or 
out there in the world, as ‘verbal icons’ — so too is it both possible and neces- 

sary to consider a thing such as a poem objectively. The New Critics regard 
literary analysis, so defined, as a positive science, with distinct critical princi- 

ples. Chief among them was the notion, which they shared with the Russian 

Formalists, that arriving at the ‘meaning’ of a specific poetic object involves, 

above all, examining its ‘structure’ 

The New Critics’ emphasis on ‘the text itself? made them vulnerable to 

charges by later generations of critics that they inexcusably ignore history, poli- 

tics, authors’ biographies, readers’ experiences and a host of other ‘extrinsic’ 

concerns. Certain formidable critiques — such as Frank Lentricchia’s After the 
New Criticism (1980) — have done much to shape a contemporary reputation 

of the New Criticism as a dead end. Lentricchia in fact ascribes it a precise 

expiration date: 1957. By then, he declares, ‘the New Criticism had done all 

that it could do’ and ‘newer movements were waiting in the wings to take its 
place on the center stage’ (1980: 3). While the latter announcement is histori- 

cally correct, the general assessment is reductive, if not unfair, and 

misrepresents both the project and the enormous institutional influence the 

New Criticism has had (for good or ill) on the way literary texts are read and 

taught to this day. 

Not only did people like I. A. Richards change the way generations, includ- 

ing our own, go about reading literature, they wrote the how-to guides 

themselves. And in the process, the New Critics were instrumental in asserting 

literary study’s disciplinary and institutional right to exist. John Crowe Ransom 

provides a vigorous justification for ‘professors of English, and by extension, of 

course, departments of English, in his spirited 1938 essay, ‘Criticism, Inc. 
Here, he argues that it is crucial that teachers of literature, if they are to be 
considered ‘professionals, must labour towards the ‘erection of intelligent 

standards of criticism. It is their business’ (Leitch 2001: 1108-9). In this effort, 

Ransom insists, ‘[c]riticism must become more scientific, or precise and 

systematic’, just as the formalists call upon literary study to be. Ransom 
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acknowledges that this effort ‘will never be a very exact science, or even a 
nearly exact one’, and warns that any illusions to the contrary would be ‘hollow 
and pretentious’ (1109). Aspiring towards something like a ‘scientific’ method 
is predicated, as I say above, on the belief that the literary text positively exists 
as an object available for study; but it also helps Ransom distinguish literary 
study specifically from what it is not: science, sociology, economics (1109). 

William K. Wimsatt Jr. and Monroe C. Beardsley, in their enormously influ- 
ential essay “The Intentional Fallacy’ (1946), further assert literary criticism’s 

distinctions from other ways of reading, especially through their memorable 

thesis that knowing what an author ‘intended’ is not — despite widespread 
assumptions to the contrary — the proper way to ‘judge’ a poem's meaning 

(Leitch 2001: 1375). Their assertion lends force to the New Critical insistence 

on the text above all else (such as author, reader or context) is the central and 

proper source of meaning. The essay’s seemingly unsentimental banishment of 
authorial intent from the literary experience scandalized many - particularly 

those who do not read past its title or take it to mean, literally, that authors 
have nothing to do with the production of a literary text. Wimsatt and Beards- 

ley exclude the question of ‘what the author intended’ from the work of literary 

interpretation because it fails to yield anything like the kind of reliable, objec- 
tive, consensus-built ‘data’ Ransom’s enterprise requires. Of course there is 

such a thing as intention, they say, but finding it is the work of a psychologist or 

biographer, not the literary critic. ‘Intention’ is unreliable, impossible to delimit 
and, further, tells us nothing truly ‘critical’ about the words on the page in the 

form of, say, a sonnet. 

Not even a poet’s own commentary on the meaning of his poem constitutes 

critical data, like asking T. S. Eliot what he meant by his supposed allusions to 

Donne and Marvell in “The Love Song of J. Alfred Prufrock: “Critical inquiries 

are not settled by consulting the oracle’ (Leitch 2001: 1387). Again, the thrust 

of this argument is not to knock the author off some pedestal. After all, T. S. 
Eliot’s “Tradition and the Individual Talent’ is the arguable point of reference 

for their very own point about ‘Prufrock’, and indeed Eliot’s criticism was a 

crucial touchstone for much of the New Criticism. Rather, it is to acknowledge 

a certain radical autonomy to the text, separate not just from the author but ulti- 

mately from the critic as well. This is an acknowledgement that finds different 

but genealogically recognizable articulation in the very usurpers Lentricchia 
favours for being newer than the New. Ina striking, Frankenstein-like image (we 

of course can’t ask them if they intended it), Wimsatt and Beardsley sum up 

their position thus: “The poem is not the critic’s own and not the author's (it is 
detached from the author at birth and goes about the world beyond his power 
to intend about it or control it). The poem belongs to the public’ (1376). In 

light of this statement, at once liberating yet subtly ominous, it is perhaps ironic, 

or perhaps perfectly apt, that so many of the genuinely subtle and influential 

texts produced by the New Critics have been treated so roughly — or, that these 
often virtuoso close readers are these days rarely closely read. 
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Bakhtin and dialogic criticism 

Karine Zbinden 

As you progress in your literary studies you may well hear of Mikhail Bakhtin 

and/or of dialogism. Bakhtin was a Russian thinker and cultural theorist and 
his life spans most of the twentieth century and therefore the Soviet era. This 
accounts for a lot of the difficulties in identifying his philosophical sources — 

mostly German idealist philosophers at odds with the dogma of the Soviet 

period — and also for the fact that most of his work was discovered rather late in 

the day, since he had great difficulty getting anything published during his life- 
time. You may also have heard the terms “Bakhtin Circle’ or “Bakhtin School’ 

which refers to a group of scholars he was closely associated with. (In case you 
are interested in finding out more about other members of the Circle, the 

group also includes the linguist Valentin Voloshinov (1895-1936), the literary 
scholars Pavel Medvedev (1891-1938) and Lev Pumpianskii (1891-1940), 
the philosopher Matvei Kagan (1889-1937), the pianist Mariia Iudina (1899- 
1970) and the musicologist Ivan Sollertinskii (1902-44).) However, Bakhtin 
is without doubt the most prominent of the scholars forming the Bakhtin 

Circle, who are noted for their writings dealing with issues as diverse as ethics 

and aesthetics, the theory of the novel, the foundations of the human sciences, 

and linguistics. You may be interested in following up some of the varied philo- 
sophical positions, on which they drew as a group, including neo-Kantianism 
(especially Ernst Cassirer and the Marburg School), Hegelianism and phenom- 
enology (in particular Max Scheler). Other influences include Russian 

Formalism (Lev Iakubinskii) and the Marxism of Georg Lukacs, and Marrism. 

I will explain some of the major aspects of Bakhtin’s incredibly diverse range of 

works in the following pages. 
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Bakhtin was at one time frequently referred to as a formalist, and you may 

well have encountered this yourself, but, although he began his scholarly career 
in the late 1910s—early 1920s and was thus a contemporary of the Russian 
Formalists, he was never associated with them, and indeed wrote an extensive 

critique of formalism in his 1924 essay “The Problem of Content, Material and 
Form: In this piece he claims that the over-evaluation of the material character- 
istic of formalism (which privileges form over content, i.e., considers that what 
matters about literature and poetry is how things are written rather than what a 
novel or poem is about) leads to the replacement of aesthetics by linguistics 

and to the isolation of the arts from one another. In opposition to this, Bakhtin 

thought that art can only be truly grasped in the correlation of the aesthetic 
with the ethical and the cognitive, a correlation that makes it possible to under- 

stand how they relate in the whole of human culture (Bakhtin 1990: 259). To 

put things more simply, what is valuable about art is the relationship between 
its form and its meaning, how art says something about the world, or human 

experience, but also what it says about them, and that it is only when these two 

aspects are apprehended together that art can be meaningful. (But it was 
Medvedev who produced the most constructive and scholarly criticism of 

Russian Formalism with his monograph The Formal Method in Literary Schol- 
arship: A Critical Introduction to Sociological Poetics (1928), where he 

emphasized the primacy of genre over specific literary devices for the study of 
literature and the importance of sociological factors (as well as internal factors) 

in the shaping of literature.) Voloshinov’s main publication, Marxism and the 
Philosophy of Language (1929), studies language as a product of social interac- 

tion and takes the utterance as its focus. More specifically, the utterance 

expresses in discursive form the worldview of the various participants (and 
social groups) in dialogic interaction. Voloshinov’s analysis had seminal impor- 

tance for Bakhtin’s own theory of the polyphonic novel in his Problems of 
Dostoevsky’s Poetics (1929). Here he claims that in Dostoevsky’s novels the 

voices of characters, including that of the narrator, are given equal importance 

and interact dialogically in the structure of the novel, whereas a monologic 

novel such as Tolstoy’s would subject all voices to the authorial consciousness. 
Here you can see how dialogue in social interaction relates to dialogism as a 
theory of the novel. 

The Bakhtin Circle ceased to meet and function as a coherent group after 

1929, when a number of its members were arrested, including Bakhtin, who 

was sentenced to six years’ internal exile in Kazakhstan (his original sentence 

to 10 years’ hard labour was commuted on the grounds of ill health). In the 
1930s and 1940s Bakhtin concentrated on literary history and the theory of 

the novel, writing a series of essays where he showed the novel as rooted in 

popular discursive genres that exploit the heteroglossia of language (its inter- 

nal stratification or diversity due to regional, social, professional variety but 

also to age, education etc.), in contrast to poetry and the epic, which promote 

a monologic use of language. Laughter and parody are driving forces for the 
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language of the novel to gain self-awareness of its own subversiveness. These 
essays include ‘Discourse in the Novel’ (1934-5), ‘From the Prehistory of 

Novelistic Discourse’ (1940), ‘Epic and Novel’ (1941) and ‘Forms of Time 

and of the Chronotope in the Novel’ (1937-8), published in English under the 
title The Dialogic Imagination (1981). 

These concerns culminate in Bakhtin’s major study in literary and cultural 

history, which you may have heard of, Rabelais and His World (1965), in which 

he develops the themes of carnival as expression of unchecked unofficial 
culture, laughter as profoundly ambivalent and as expression of and release 
from humankind’s fear of death, and the public square as a space where all are 
at the same time spectator and participant in the carnivalesque debasing of 

official culture and language. Once the carnivalesque has entered literature, its 
relativizing spirit serves to invigorate official culture and to restructure the 
relationship between official and popular cultures. 

In brief, you can see that although dialogism is steeped in sociality (under- 

stood as the social aspect of language, thought and self-consciousness, 

including the complex relationship of the individual with social groups and 

institutions, and of the individual thought with ideology), commentators of 

Bakhtin’s works have tended to reduce dialogism to the unidimensional realm 
of the text. In this they followed the interpretation of Julia Kristeva in the late 
1960s (when his works were still largely inaccessible to a readership in the 

West), where, in ‘Word, Dialogue and Novel’ which introduced Bakhtin to the 

Western world, she recast dialogism as intertextuality. Put simply, this means 

that Kristeva took dialogism from the richness of social diversity, from all the 
social tensions and interactions that shape up dialogism, and projected it onto 

the text. She reduced dialogism to only one of its aspects, that of the relations 

between words and texts. This made Bakhtin relevant not only to French struc- 
turalist thought but also to poststructuralism, but at the expense of a proper 
understanding of his complex intellectual affiliations. 
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Feminism 

aes 

Ruth Robbins 

In his essay on ‘Femininity’ (1933), Sigmund Freud commented: ‘When you 

meet a human being, the first distinction you make is “male or female?” and 

you are accustomed to make the distinction with unhesitating certainty’ 

(Freud 1986: 413). This is a comment about both the biological markers that 

determine sex — the primary and secondary sexual organs — and a commentary 
about the cultural marks of gender (the clothes one wears which signal mascu- 
linity or femininity). The former is to a large extent unchangeable (at least 
without surgical intervention), and ‘natural’; the latter is variable depending on 

the culture in which it takes place. To be fair to Freud, he went on immediately 

to point out that the biological clues and the social markers of ‘male and female’ 

were not nearly so secure as generally presumed; but he also insisted that 

biological sex and its cultural markers (which we usually term ‘gender’) were 
strongly linked, at least in our minds. And he wrote of gender — masculinity 

and femininity as culturally constructed as opposed to the naturally made 

biological sex organs — that it had become fixed in its meaning: 

We are accustomed to employ ‘masculine’ and ‘feminine’ as mental 

qualities ... Thus we speak of a person, whether male or female, as 
behaving in a masculine way in one connection and in a feminine way in 

another. But you will soon perceive that this is only giving way to anatomy 

or to convention. You cannot give the concepts of ‘masculine’ and 
‘feminine’ any new connotation. ... when you say ‘masculine’ you usually 
mean ‘active, and when you say ‘feminine’ you usually mean ‘passive’. 

(Freud 1986: 414) 

Two questions arise out of this commentary. The first is: if Freud is right 

(and I rather suspect he is), why do we need to know if our interlocutor is male 
or female? Why does it matter? And second: how did ‘masculine’ come to 
mean ‘active’ and ‘feminine’ come to mean ‘passive’? I hope it is obvious why 
the second question matters. I also hope that it is obvious that new connota- 
tions for masculinity and femininity are part of what feminism is about. For if 

culture is variable then gender too can change. Freud dismisses this possibility 
in part because of the moment in history in which he was writing. He suggests 

that gender is fixed in meaning because he is describing what he sees around 
him as a privileged middle-class figure who came to maturity in the nineteenth 
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century. His attitude is, one might say, ‘Victorian. For feminist thinkers, 
however, giving new meanings to gender is part of what the project is about. 

I begin here because it is with questions of sex (biology) and gender 
(culture) that feminism as an approach to literature is crucially concerned. It 

seeks to understand and change the ways in which sex and gender have become 
connected to such an extent that it is presumed that women are ‘naturally’ 
‘passive’ and men ‘naturally’ ‘active. Feminism is a political project at least as 
much as it is an approach to literature and it has its origins in campaigns for 

womens rights in the political arena. The politics matter, and one cannot and 

should not dismiss or underplay the relationships between literary and imagi- 
native representations of the world and the actual world in which we live. Like 

Marxist approaches, feminism when it reads literature takes for granted that 
there is some relationship between the literary imagination and the real world; 
sometimes this is a reflective relationship in that the text mirrors the world it 

sees around it, and sometimes this is a transformative relationship: to some 

extent, the feminist argues, the text makes the world we live in because it is part 

of it. It is these relationships between the real and the imaginary that feminism 

takes as a given, but which it also seeks to interrogate. 

In this essay, borrowing from an essay by Elaine Showalter, I want to suggest 

that there are three main features which feminist thought addresses when it 
approaches the literary text. In her 1981 essay ‘Feminist Criticism in the 
Wilderness’, Showalter writes: 

English feminist criticism, essentially Marxist, stresses oppression; French 

feminist criticism, essentially psychoanalytic, stresses repression; 

American feminist criticism, essentially textual, stresses expression. All, 

however, have become gynocentric. All are struggling to find a 

terminology that can rescue the feminine from its stereotypical 
associations with inferiority. (Showalter 1986: 249) 

The geographical locations of emphases have probably shifted in the interven- 
ing 30 years. It is no longer true, for example, that British feminist theory is 
most strongly marked by a commitment to socialist or Marxist politics. There 
has been territorial leakage across the borders of the national traditions Show- 
alter identified, with American and British critics becoming increasingly 

interested in psychoanalysis and psychical accounts of women's lives, and with 

all feminisms having some investment in the materiality of the word and the 

world. But the key element of this commentary which remains useful and true 

to the contemporary feminist critic is the identification of the sites-of interest 

for feminists — in the diagnosis of the multiple oppressions women have 

suffered (on the grounds of their gender, but also of class, race, ethnicity, 

economic and social disprivilege, denial of education and rights, and so on); in 

feminism’s interest in the mechanisms by which patriarchal societies persuade 

women into the repression of their own desires and best interests; and -— 

because feminist literary critics are literary critics as well as politically motivated 
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ones — in the focus on how writers expressively represent the world in their 
literary words. Any feminism worth its salt must be able to deal with the mate- 
rial world since it is the material world which feminism as a political project 
seeks to change. But feminism must also be alive to the problematic ways in 

which women have engaged with a world which has often been hostile and 
aggressive to their interests. Thus, although psychoanalysis often feels like an 
approach which is apolitical (though it should not be when well practised), it 
has been successfully co-opted into the practice of feminist discourses. Finally, 
oppression and repression leave their marks on expression: on what can be 
said and on how it is said. The three areas are connected, as their common 

etymological roots might suggest. 

Oppression 

Red 280 

It is a fact that remains rather less than universally acknowledged that women 

have had a raw deal out of the history of patriarchy. They have been defined as 

goods and chattels, owned by fathers and husbands. They have been denied 
education and access to the professions. They have not been permitted to vote. 
They have been legally beaten and raped within marriage. They have been 

excluded from the ownership and inheritance of property. They have been 
sexual slaves and prostitutes, usually unable to benefit even from the sale of 

themselves. In the West, many of these abuses have been criminalized; sadly, 
there are large parts of the world where such horrors continue, which is one of 

the many reasons why feminist thought is still necessary and urgent. The 

battles have not been won, not for everyone, and in some parts of the globe, 

partial victories have been reversed: I am glad, for instance, not to be a woman 

in Taliban-controlled areas of Afghanistan. ' 

Early versions of feminist criticism concentrated on identifying the wrongs 

of woman through a process of looking at representations of the feminine 
condition. Images of woman criticism in its first guises treated the literary text 

as a mirror of the human condition and pronounced outrage at the ways in 
which women had been treated in fiction, in fact and in criticism. A notable 

early example of this kind of critique can be found in Charlotte Bronté’s Villette 
(1853), when the heroine Lucy Snowe is left to browse the pictures in a 
Belgian gallery. There are five images she considers: a masculine sexual fantasy 
in the form of a voluptuous Cleopatra, and a series of four paintings entitled La 

vie d'une femme [The Life of a Woman], which are equally masculine fantasies 
of the feminine in the guise of domesticated angel. Lucy’s comments on these 

male-authored images are excoriating. She rejects the sensuous model of the 

Cleopatra, dismissing her as grotesque. But she also loathes the four portraits 
of a maiden, a bride, a mother and a widow, commenting that they are images 

of hypocrisy, lifeless and gothic — ‘All four Anges [angels] were grim and gray as 
burglars, and cold and vapid as ghosts. What women to live with! insincere, 

ill-humoured, brainless nonentities!’ (Bronté 1985: 249). 

There are, however, some pretty fundamental problems with a form of 
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critique which limits itself to saying ‘women have been badly treated, how 
disgraceful it all is. The first problem is that its tendency is to look at the images 
of women largely in male-authored texts to demonstrate that men have tradi- 
tionally misunderstood the female condition. Thus whilst it offers an 
opportunity to diagnose a particular problem in the cultural representations of 
women, it does not offer any solution to that problem. The second is that it 
does tend to be a repetitive gesture. The critic repeats her critique because the 
images themselves are repeated, as the example from Villette suggests: the 
ancient dichotomy of the angel and the whore is writ large in Bronté’s novel, 
suggesting that the old, old story is the only one that can be told. Lucy Snowe’s 
outrage is important in the novel, but she struggles for the whole of the text to 
find an alternative way of being a woman in a world that offers such limited 
exemplars — in Showalter’s terms, she is seeking a terminology that will not 
insist on her inferiority simply because she is a woman. But she is also to a very 
large extent trapped by the images she sees around her. Lucy’s intelligent diag- 
nosis of the problem does not make it easy for her to escape the implications of 
the images around her. Until she is able to make new images of women, the old 
story will continue to have its force. 

One of the shifts that took place quite early in the wake of ‘second wave’ 

feminism’s entries into the academy, therefore, was that feminist critics began 

to look more closely at women writers to escape from the simplistic represen- 

tations that the male-authored canon offered them. This led to a sustained 
effort in the recuperation of a female tradition in literature, including the 

raiding of dusty library shelves to recover the names and the works of women 

whose writings had been neglected. Showalter named this emphasis on female 
authorship ‘gynocritics’ and contrasted it with the more ‘passive’ mode of criti- 
cism that images of women produced. If the emphasis in image criticism is on 

the reader’s response to images, the emphasis in gynocritics is on the woman 
as author. The process of recuperation had impressive effects on the materials 

available to criticism since it led to a major effort in republishing lost works of 
interest to feminism. The establishment of both The Women’s Press and Virago, 

for example, produced a massive range of reprinted texts, and in their early 
incarnations, these imprints were specifically aimed at women readers and at 

republishing women authors. (Sadly, that particular feminist experiment is 

now over, and The Women’s Press is defunct; Virago is now a minor arm of the 

HarperCollins corporation.) Just as significantly, the gynocritical impetus 

enabled a generation of critics to seek out a variety of female traditions of 

engaging with literature, including traditions of working-class writing, of polit- 

ically engaged fiction (especially suffrage fiction), of lesbian identity fictions 
and of black writing. There were, after all, some alternative ways of seeing the 

world than those sanctioned by the masculine tradition. 

That said, the movement towards considering the woman as writer could 

also be a fairly naive activity. In their quest for the continuities between women 
authors of different generations, some gynocritical studies risked the charge of 
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essentialism, the assumption that all women are essentially the same, that all 
women’s experiences are similar and that they transcend historical, socio- 

economic, ethnic and geographical specificities. As Nancy Armstrong writes, 
in a fair-minded but pointed critique of Sandra M. Gilbert and Susan Gubar’s 
The Madwoman in the Attic (1979), Gilbert and Gubar suggest that ‘the condi- 

tions for women’s writing appear to remain relatively constant throughout 
history because the authors in question were women and because the condi- 

tions under which they wrote were largely determined by men’ (Armstrong 
1987: 7). When we actually look at women’s lives, however, there are other 
determinants than patriarchy, some of which may be even more important 
than gender: race in the slave-owning society of nineteenth-century America, 
for instance, or class, which has particular effects on access to education and 

the materials for literary production. Moreover, an author-centred criticism 

does have some attendant risks, including the presumption that the author 

writes in a relatively unmediated way about her own experience. It can lead to 

the text being treated as mere transcription, rescuing a feminist account of 
human activity at the expense of any serious attention being paid to its literari- 

ness or aesthetic qualities. Message is valued over medium. 

Repression 

Why do readers (especially female readers) admire Heathcliff, the motive force 
in Emily Bronté’s Wuthering Heights (1848)? What’s to like or admire about a 
man who brutalizes and steals the inheritance of a young boy; who terrorizes 

his wife (and casually hangs her dog); who terrifies his own son; who may 
even murder his housemate? This is a female-authored novel which presents us 
with masculine brutality in all its foulness. In the text, the woman who knows 

him best and who could choose Heathcliff to marry, Cathy Earnshaw, does not 

do so, and evén warns her sister-in-law Isabella Linton against him in no uncer- 

tain terms: Heathcliff is, in her words ‘an unreclaimed creature, without 

refinement — without cultivation; an arid wilderness of furze and whinstone 

... He’s not a rough diamond — a pearl-containing oyster of a rustic; he’s a 

fierce, pitiless, wolfish man’ (Bronté 1992: 103). This from his best and perhaps 
only friend. And yet Heathcliff remains ‘a figure for whom relatively large 

numbers of young women seem to fall. There are a number of possible expla- 
nations. One is that that women readers feel maternal pity for the outcast 

gypsy boy who arrives at Wuthering Heights at the novel’s outset. Like that of 

Frankenstein's monster, Heathcliff’s outrageous behaviour is the result of 
impoverishment: he too might claim that he is vicious because he is miserable. 

Or, perhaps more plausibly (since, after all, the maternal Nellie Dean does not 

want to mother him), his disenfranchised, dispossessed status reminds us of 

the position of women. Thus women readers identify with him, just as Cathy 
herself does in her earlier declaration that ‘I am Heathcliff’ (Bronté 1992: 87). 

But perhaps the most obvious reason — given that it is the well-trained lady, 
Isabella, who marries Heathcliff in the novel — is the training that well-bred 
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women appear to receive in masochism and self-sacrifice. Cathy, whose own 
training has been in the school of hard knocks at the Heights, recognizes that 
marriage to Heathcliff would consume her. Isabella, on the other hand, who 
has learned the lessons of femininity only too well, believes that he is strong 
rather than brutal, and sexualizes his violence into an attractive though ulti- 
mately deceptive masochistic fantasy. She probably also believes that she can 
civilize him, tame him — how wrong she is. 

What is interesting about Cathy Earnshaw is that she is not repressed into 

the means and manners of femininity as most women would have been. 

Although she does receive some training in the appropriate forms of the femi- 
nine, following her savaging by the Lintons’ dog, the training does not stick, 

coming as it does rather late in the day. She returns from Thrushcross Grange 
as a passable imitation of a lady, but it does not take long for the influence of 

the Heights and Heathcliff to reassert itself. From the outset, she is active not 

passive, demanding from her father a whip as a present from his travels as her 

first articulate statement in the novel. She means to be the mistress of her own 
destiny, to have the whip hand. For her, the world of Thrushcross Grange is a 
beautiful but alien landscape in which she is a stranger who does not under- 
stand the conventions by which the genteel world of the squires operates. She 

chooses this world freely, disliking the brutality of her home under the aegis of 
her drunkard brother who has destroyed Heathcliff’s always tenuous human- 
ity: ‘It would degrade me to marry Heathcliff now, she says, the result of ‘that 

wicked man’ her brother, bringing him low (Bronté 1992: 86). She is also 

deceived in her choice, of course; life at the Grange stifles her — repression is 

made manifest in her struggles against the limits of propriety that her position 

as a lady now imposes on her, and she is literally driven mad by it. But at least 
her husband does not beat her or terrorize her. Isabella, on the other hand, has 

received an utterly appropriate training in the realm of the feminine and it 
makes her choose the role of sacrificial victim. Bronté provides a very thor- 
ough critique of the destructiveness of her preference to be victim rather than 
mistress. Neither of the women survives their choice, however, even in this 

quasi-fantasy world: Cathy dies in childbirth — victim of biology as well as 
psychic pain; Isabella dies of consumption, her family’s disease, but only at the 
point at which she has been completely humiliated by her monstrous husband. 

It is a double bind — choose civilization and you die; choose untamed nature — 
you die as well. 

What psychoanalytical accounts of the construction of femininity give us, 
at the level of content, is a partial explanation of how and why women behave 

as they do, and Wuthering Heights offers us some interesting examples of the 
processes of fatal acculturation into the feminine passivity which is the norm 
for the Victorian period. The Freudian story, along with its various rewritings 
by different critics and theorists, tells us that women suffer from conflicting 
versions of selfhood far more than men do, since biologically they are always 

already ‘castrated’, lacking; and culturally, that lack is rendered painful by the 
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denial of the rights and privileges that attach to the phallus (both a real biologi- 
cal penis, and a symbol of worldly power in culture). Choices are limited for 

them, since their identity (in much fiction, but also in a great deal of historical 

reality) is bound up with their choice of marriage partner. To assert a personal- 
ity for a woman may well mean, therefore, choosing a mate with a personality 

to live through vicariously (Isabella’s mistaken choice) or choosing a mate one 
might dominate (Cathy’s choice, though she forgets that the worldly power 

that Linton wields — he is a wealthy man, a magistrate and therefore the repre- 

sentative of the law and these symbolic potencies — more than compensates for 

his physical impotence and watery personality). But psychoanalysis is much 
more than an account based on the manifest content of a given text. It is also 
concerned with the hidden or latent content, the story that is not quite on the 
surface. As such, it is also centrally interested in ‘expression’ — in how repressed 
desires come to the surface. 

Expression 

In a famous passage in Charlotte Bronté’s Jane Eyre, the heroine describes her 
dissatisfaction at Thornfield Hall. ‘I desired more, she tells us, as she outlines 

her habit of climbing to the top of the house to pace out her frustrations on the 
battlements, like a caged lion. Needing to justify her longings and desires — 

after all, many readers would have assumed that she should be satisfied with 

what she had, a job, a home, an income — she writes: 

Women are supposed to feel very calm generally; but women feel just as 

men feel; they need exercise for their faculties, and field for their efforts, 

just as much as their brothers do; they suffer from too rigid a restraint, too 

absolute a stagnation, precisely as men would suffer; and it is narrow- 

minded in their more privileged fellow-creatures to say that they ought to 

confine themselves to making puddings and knitting stockings, to playing 
on the piano and embroidering bags. 

While thus alone I not unfrequently heard Grace Poole’s laugh. (Bronté 
1996: 125-6) 

Writing about this passage 50 years later in A Room of One's Own, Virginia 
Woolf argued that its tone rang false to her. ‘She left her story ... to attend to 
some personal grievance, she wrote. ‘She remembered that she had been 
starved of her proper due of experience — she had been made to stagnate in a 

parsonage mending stockings when she wanted to wander free over the world. 
Her imagination swerved from indignation and we feel it swerve’ (Woolf 1977: 

70). And it is the shift between the demoniac laughter of the madwoman in the 
attic and the impassioned plea for women’s rights that particularly exercised 
her. There is, however, another way of reading this passage. Rather than seeing 

it as artistically flawed because it is not seamless and well made, one could 

equally argue that Bronté has found a way to express the dangers that attend 
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dissatisfaction with one’s lot. The juxtaposition of the articulate discussion of 
womens needs and desires with the inarticulate ‘low, slow ha! ha!’ which thrills 
and frightens Jane is the symptom of the fate that awaits any ‘mad-cat’ who 
dares to demand more; rather literally, that way madness lies. Jane is at once 
fascinated and fearful of the lack of restraint. She has seen, despite her relative 
inexperience, that the training in femininity that her schooling has provided 
her with is a training in restraint. But all this quiescence and passivity has led to 
the deaths of nigh on half the school. Miss Temple, the headmistress, admon- 
ished by the ‘benefactor’ Mr Brocklehurst for nourishing the children’s starved 
bodies, is a model of restraint: 

Miss Temple ... gazed straight before her, and her face, naturally pale as 
marble, appeared to be assuming also the coldness and fixity of that 
material; especially her mouth closed as if it would have required a 

sculptor’s chisel to open it, and her brow settled gradually into petrified 
severity. (Bronté 1996: 75) 

She maintains her dignity but does not save the girls who die of typhus. Yet if 

she spoke out against her master, she would lose her job and no one would 

even try to protect the girls. Pragmatism matters as much as principle in the 

expression (and the repression) of feminist principles in Jane Eyre. Sometimes, 

however, the price of repression is a breaking out of the unspoken desires. In 
Miss Temple's case, she feeds her charges with bread and cheese against the 
express orders of her boss and is admonished for it. In Jane’s case, she speaks 
out against the brutality of her cousin (and is punished for it), and for the 

desire she feels for Rochester (which her second cousin roundly disapproves). 
She has to find a way to express her desires without putting herself in harm’s 
way, either physically or mentally. For Jane this comes in the first instance with 

her paintings, fantasy landscapes which speak of freedom and of the dread that 
can come with it. The awkward break that Virginia Woolf identifies is in fact a 
symptom of the psychological situation of which the novel speaks: restraint is 

confinement which offers an illusory form of safety; self-expression is a risk as 
well, to psychic good health and to physical well-being. The novel oscillates 
between these poles, seeking equilibrium, and perhaps almost finding it in the 

wish-fulfilment fantasy of the ending. 

Over the last 40 years or so, feminism has found its way into the academy to 

the extent that it is now so embedded in the consciousness of students and 
their teachers that it is rather easy to forget the radical political meanings the 
word once had, and the often bitter history of feminism’s incorporation into 
the standard accounts of what literature might be. This is both a cause for cele- 
bration and a cause for concern: celebration because, intellectually, if not 

practically, feminism has won the argument; concern because the practical 
should still be at the core of what feminism is for, and its adoption as an ortho- 

doxy perhaps undoes its political potential. If the study of literature has a 

purpose, it is that it reminds us that the cultural products of a given society 
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reflect that society, operating both as a mirror (sometimes distorting) of the 

world as it is, and as a space in which that society can be shown how to change, 

where injustice and oppression intervene in real people’s lives. ‘Doing’ femi- 
nism is more than just a discussion of an abstruse set of principles. It is an 
ongoing series of political gestures — and don't let its position as orthodoxy tell 
you any different. 
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Marxism 

Alex Murray 

One of the most common critical approaches you will encounter in literary 

studies is Marxism, a theoretical tradition that asks questions of the material 

conditions under which a text was produced and consumed, and the power 
relations that underpin these processes. Many other critical perspectives, such 

as postcolonialism, cultural materialism, gender studies, etc. are influenced by 

Marxism. Why? Marxism provides us as readers with a means of reading litera- 

ture against itself, not simply accepting the assumptions, values and 

perspectives that a writer gives us. Instead, it wants to ask how the writer came 
to be in a position in which they could write. Who are they writing for? Whose 
voices were they ignoring or silencing? 

Marx and the essence of man 

Marxism is the generic name for a diffuse body of work that is either the work 
of Karl Marx and Fredrick Engels (see their Communist Manifesto), or is deeply 
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indebted to these two nineteenth-century political theorists. Karl Marx was 
born in Prussia in 1818 to a middle-class family of Jewish origin, although 
rather lax and liberal in their outlook. He was educated at the University of 

Bonn before moving to Jena University where he wrote a thesis on Ancient 
Greek philosophy. He later become editor of a radical journal, Rheinische 

Zeitung. Marx's radical views led to government censorship and he moved to 

Paris to start up a new newspaper before he was expelled from France in 1845. 
Marx's early life as a student of philosophy and as a political radical and activist 

is important here. It was from his study of classical and modern philosophy 

that he was able to provide a philosophical foundation for his political thought, 
providing a universalizing approach to society, both ancient and contempo- 

rary. It was Marx's conviction that philosophy could change the world. As he 
stated in his famous thesis XI from the theses on Feuerbach: “The philosophers 

have only interpreted the world in various ways; the point is to change it? 

So, how does philosophy change the world? For Marx, human existence is 
fundamentally about action, what he terms (from the classical Greek philoso- 

pher Aristotle) praxis: not about the relation between object and 
understanding, or self-perception, but about doing. Marx is then able to view 

man by his relation to his own action. If the essence of man is doing, or creat- 
ing, then the concern of philosophy is not with some abstract principle of the 
‘good life’ but, more importantly, with helping man to realize that capacity for 
doing. From this perspective Marx can explore the ways in which comparative 
models of social organization allow man to work and to create in the most 
effective ways. Marx then has a basis for both a view of the past and a model for 
the future — what is known as a teleological view of history — in which human- 

kind is working to a goal (in Marx’s case socialist utopia) and can see the past 
and the future in relation to that goal. 

History and class 

Marx’s view of history is known as materialist. Our usual view of history is 
measured according to events or by reference to those in power, i.e., Victorian, 

Elizabethan, postwar, etc. — indeed, this is often how your courses will be 

organized. For Marx this is a history written by the winners, a narrative 
imposed from those above, rather than with the lived experience of the past for 
the majority of people. Marx was concerned instead with the material condi- 

tions of the past, with how life was lived under certain social and economic 
conditions. This understanding is known as historical materialism and is at 
the core of how Marx was to categorize historical development. According to 
Marx, history had been a continual process of developing and refining these 

modes of organization and he was able to plot the model of social and cultural 

organization he lived in — capitalism — within a process of development. This is 

also known as a ‘scientific’ view of history in which the future is determined by 

the past. So for Marx, capitalism, due to its inherent contradictions, would 
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eventually end, being replaced by organized socialism and communism before 
being realized in a utopian society that would be the end of history. 

This notion of an end of history is tied to the other great premise of Marx's 
view of history: class struggle. Marx followed what is known as a dialectical 

view of history, which was adapted from the German philosopher Hegel. 

According to Hegel, history moved through a series of struggles. He claimed 

that two opposing forces would meet and clash, before this antithesis produced 

a new synthesis, which would find a new adversary with whom it would clash, 
out of which would emerge a new synthesis, and so on until a point where 
opposition ended and we reached something like the end of history. Marx saw 
capitalism as a clash between the bourgeoisie — those who owned the means of 

production — and the working class who were controlled by them. This unequal 

arrangement would result in a dialectical clash, out of which the proletariat 

would emerge, a synthesis of the working class and those sympathetic bour- 

geois. So Marx was interested in social struggles in which the working class 
rose up against the bourgeoisie, seeing them as essential in the progression of 
history. 

The production of literature 

Marx proposed that our experience of living in capitalism was determined, as 
in any social and economic system, by the relation between a base and a super- 

structure. The base is the economic relations of a particular social system. This 

is divided into a tripartite system of the means of production, the relations of 

production and the forces of production. For Marx the mode of production 
that constituted the base in a system was simultaneously preserved and 

obscured by the superstructure: the set of institutions, conventions and 

phenomena that constitute a society. These can range from educational institu-_ 
tions and practices to the police force, religion, the judiciary, the system of 
political organization, cultural production, etc., and of course the production 

of literature. All of these aspects of a society were designed to condition those 

who live under it to exist within the economic mode of production, without 
challenging — or preferably being aware of — its existence. This superstructure 

forms the ideology of a society. An ideology is the collective set of beliefs that 
condition one’s perspective on the world. If perfectly effective, ideology will be 
like a pair of permanent contact lenses we never knew we had, a means of 
conditioning our perspective of the world around us that is so complete it 

seems natural. 

For Marxist critics such as Terry Eagleton, literature is intrinsically caught 
up in the production of ideology (see his Marxism and Literary Criticism, 
1976). Instead of seeing literature and art as a free and autonomous sphere of 
creativity (the genius in the garret), Marxist critics want to know why the 
writer was in the garret (or in the stately home) and how their position within 
an economic system affected the way in which they wrote. Rather than simply 

accept a writer's position, Marxism will read them ‘against the grain. So, what 
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might this look like? Let’s take a writer like Virginia Woolf, whose novels are 

now regarded as classics of modernist literature. In a novel like Mrs Dalloway 
most critics would choose to focus on the eponymous heroine and Woolf's 
exploration of issues of time, consciousness and urban life. If they were to 
focus on a minor character it would be Septimus Smith, who represents the 
first literary representation of shell shock. A Marxist critic would start else- 

where, perhaps with the character of Doris Kilman, the teacher of Mrs 
Dalloway’s daughter Elizabeth. She is portrayed in the novel as an unattractive 
and bitter woman of German ancestry who has no money. A minor character, 
she reveals certain preconceptions that Woolf has about class and money and 

can be read as the character whose negative portrayal reveals the most about 
Woolf’s own particular middle-class worldview. The Marxist critic can then 

turn the text upside down and look at character relations not from the centre 
(Clarissa Dalloway) but the periphery, revealing the limited world of London 

life that Woolf tries to present as some sort of microcosm for experience. The 
Marxist critic will also think about who Woolf was writing for and why. Her 

readers were largely middle class and she had set up her own publishing 

imprint (Hogarth Press), which published this novel. Where was it sold? Who 

could afford it? How many copies were printed? Who bought them? These 
questions treat a novel not just as a work of imaginative creation, but as a 
commodity embedded in a system of relations of production that will deter- 

mine how it was both written and received. 
As this example has shown, Marxism is useful for calling into question the 

ways in which literature is written, but also how it is read. It can provide you, as 

students of literature, with a powerful tool for reading texts from marginal 
perspectives so that you see them as having a series of perspectives, even biases, 
which may not be apparent on first reading. 
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Structuralism 

Alex Murray 

The critical theory known as structuralism is used to define a broad series of 
critical methods for looking at a whole host of objects, from a poem through to 
advertisements. As a student of literature there is a good chance you will 
encounter it in a range of guises, along with the related critical position, post- 

structuralism. In short, structuralism sees languages as a system in which the 

meaning given to a word is dependent not on anything intrinsic to the word 

(whether written or spoken) but to the contexts, the series of relations in 
which it was presented. In studying literary texts you should always be attuned 

to the different meanings of words, and structuralism can help you to develop 

that awareness by grounding it in linguistics. 

Structuralism and language 

Structuralism emerged with the work of the French linguist Ferdinand de 
Saussure in the early twentieth century. From the years 1906 to 1911 Saussure 
gave a series of lectures on linguistics. From this course, two of his students 

copied down notes that were later posthumously published as Course in 
General Linguistics. In the Course, Saussure argues that language needs to be 

studied as a system as it exists in any one moment. In studying language as a 

system, Saussure began to call into question how words signify, and how this 
meaning is always determined in a structure. 

The crux of Saussure’s work is an investigation of the nature of the sign. 
Saussure suggested that signs don’t necessarily mean anything, but that their 
meaning emerges in relation to other signs. In many cases this is simple, so for 
instance when you see a traffic light you know that red means stop, green 

means go, and amber means warning. But there is nothing about these colours 
that gives them these meanings. If we all stopped driving every time we saw the 

colour red, driving would be impossible. But in a traffic light system we all 
share a common understanding: red has a meaning only because it signifies as 
not being green or amber. So if a general system of signs, what is known as 
semiotics, relies on context and difference to create meaning, then how about 

in the case of language? 
Saussure suggested that the linguistic sign (a word) needs to be broken 

down into two parts — the sound image and the thought image, or the signifier 

and the signified as they are commonly referred to. The signifier is the word 

that we hear, for instance ‘cat. The signified is what that word or sound conjures 

up in our mind, in this case a small fluffy domestic animal. Saussure suggested 

that these two parts of the sign do not mean intrinsically. For instance, if ] am 
in France the signifier becomes ‘chat’, yet the signified hasn’t changed. Or take 

the case of a term with different meanings across different contexts. Take the 
phrase “We're rooting for you: In the USA the phrase is one often deployed ina 

sporting context, with the term ‘root’ signifying support. In Australia, however, 
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the term ‘root’ signifies copulation, and an unwitting American can encounter 

some rather strange stares. Or take the phrase, ‘Alright, my lover’? A first-time 

visitor to the southwest of England would be initially a little confused and 

embarrassed before realizing it was a phrase of greeting, with the term ‘lover’ 
divested of its usual meaning. As simple as these examples are, they underpin 
the fact that words don’t mean in and of themselves. 

Saussure suggested that words instead take on their meaning through a 
pattern of relation within a system or structure. Take for instance the difference 

between the sounds ‘a’ and ‘b. For Saussure we don’t register them as meaning 
in themselves; in fact they are seemingly arbitrary sounds. They only mean 

something because they have value in a system. This value comes from the fact 
that they are different from each other, not because they themselves mean 
anything as sounds. Take the word ‘pain’ In English I automatically pronounce 

it with a stress on the ‘i’ so that it becomes, phonetically, more like ‘y. The 

phonetic use of the letters ‘a’ and ‘i’ become apparent only in a system. I know 
not to stress the ‘a’ and treat the ‘i’ as silent or I end up with the signifier ‘pan. 
Yet if I was in France that is precisely what I would do when using the term 
‘pain’ (bread). Even though we do it innately in our mother tongue, we give 

letters meaning based upon their relation to other letters and those letters’ rela- 

tion to a word, and that word's relation to a sentence, and so on. The key point 
to take from Saussure’s analysis, then, is that it is the structures and forms of 

discourse that determine meaning, not anything intrinsically related to the 

signs themselves. 

Using structuralism to read a text 

In many ways structuralism is easy for us to understand as students of literature 
because we are always doing it. How do I make sense of a poem? By being 
aware that the meaning of a word depends on its place in relation to the other 
words in the poem. Any time we encounter a metaphor we have to take the 
word (the signifier) and suspend our conclusions as to its meaning (the signi- 

fied) until we can work out how the structure of the poem imparts a certain 
meaning. And even then the structure of a poem may not provide us with the 

answers, with an author using structure to halt our processes of interpretation. 
Take for instance Ezra Pound’s early imagist poem ‘In a Station of the Metro’: 

The apparition of these faces in the crowd: 

Petals on a wet, black bough. 

The meaning of each of these words is fairly obvious — you could use the OED 

to provide me with definitions of them all, but would that help? Not really. It is 

a very simple use of metaphor: Pound is getting off the metro in Paris and sees 

a number of beautiful faces, one after another. He is so struck by the experi- 

ence that he tries to capture it in a poem, but the words he comes up with fail. 

Instead the emotion comes to him as splotches of colour and he doesn’t know, 

as a poet, how to put that into art. Pound initially wrote a 30-line poem before 
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coming up with this one-sentence hokku. The meaning of the words remains 

ambivalent because of the structure. Does apparition mean ghostly, unreal, 

fleeting, unclear? The poem can support readings of all of these, but the 

meaning of this one word will give you a totally different poem. It will in fact 
alter the metaphor, turning it from haunting and empty to vivid and sensual. 
The multiple and contradictory meanings of this one word illustrate, in a 
precise fashion, the central thesis of structuralist thought. It also suggests that 

structuralism is never going to provide ‘solutions’ or answers, but will provide 

the basis for conflicting and contradictory meanings to emerge from texts. 

Semiology 

The magnitude of Saussure’s breakthrough only really became apparent when 

those who followed his work began the task of constructing a general science 
of signs which Saussure gestured towards, naming it semiology. A general 

science of signs was not concerned simply with language and meaning, but 
with a much broader use of signs. In our everyday life we use signs, such as a 
non-smoking sign, street signs, the keypads on our mobile phones, etc. Like 

language we use these signs without realizing precisely how they operate. One 

of the key proponents of semiology and structuralism was the French philoso- 
pher Roland Barthes. Barthes undertook an analysis of everyday symbols and 

sought to understand the structure through which we attach associative 
meaning. One of his famous examples is a bunch of roses, which signifies 
romance. Here the roses become a signifier and passion or romance become 

the signified. The roses in themselves are flowers, they mean nothing. Through 

a combination of social convention, tradition and my intention, that bunch of 
roses takes on a symbolic meaning. 

Barthes then began to map exactly how these instances of investing signs 
with meaning relate to our larger sense of existence. In his study of advertising 
and consumer societies, Mythologies (1957), Barthes took to deconstructing 

an array of signs that make up something like a contemporary belief system 

(our own secular capitalist mythology). From steak and chips and detergents, 

to wrestling and striptease, Barthes sought to understand our investment in 
images and symbols by reading them within a larger structure of meaning. The 
book concluded with the important essay ‘Myth Today’, in which Barthes 

identified myth as a form of speech, what he would term a ‘meta-language’. By 

this he meant that myth is an organizing principle in the structure of human 

forms that seeks to limit and control meaning. Myths tend to portray ideologi- 
cal values as timeless, rather than constructed, investing objects with a limited 

meaning. What structuralism helps us to do is to decode this meta-language of 
myth, to see its operation right down to the level of advertising and daily habit, 
and to thus see our own complicity in consuming an ideology. 

During the 1950s and 1960s structuralism emerged as the leading intellec- 
tual movement in France. It perhaps reached its apex with the work of the 
French historian Michel Foucault, whose work attempted to work out exactly 
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how we group together ideas of knowledge. Foucault believed we use systems 
and structures to organize and categorize the world around us. Take a disci- 
pline like sociology: it presents itself as an empirical science that can provide 
us with a broad knowledge of the world in which we live based upon research 

and observation. For Foucault, such claims attempt to cover over the fact that 

social science is about attempting to categorize, compartmentalize and seal off 

small areas of knowledge. His interest was in discovering exactly how this 

attempt to order and control knowledge had come about, and the conse- 

quences for how we obtain an understanding of the world and our place within 

it. Take examples such as the discourse of public health and statistics. The 
study of population health and its influence on governmental policy has had a 

massive influence on all of our lives, for the most part positive. Foucault was 
interested in how these sciences of population had come about, and in the 
interests and assumptions that underpinned the construction of the grid in 
which human life was turned into ordered and structured knowledge. 

As you study literature you will no doubt come into contact with Saussure, 

Barthes and Foucault. While they often introduce a complex new vocabulary, 
the insights of their work can provide you with useful ways of reading texts, 

from poetry, to novels, to popular culture. The idea of meaning being deter- 
mined not through any intrinsic value to a word, text or object, but to the 

system of relations, the structure that it finds itself in, is in many ways a good 

starting point for the entire endeavour of literary criticism. 
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Psychoanalysis 
Brian Jarvis 

Put simply, psychoanalysis is a theory that focuses on the dynamic relationship 

between the body, mind and social order. This theory was first developed in 
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the work of Sigmund Freud, a psychologist who ran a medical practice in 
Vienna from 1886 until he left for London in June 1938, dying there just over a 

year later in September 1939. Whilst the popular myth suggests that psycho- 

analysis is ‘all about sex’, Freud in fact studied and wrote about a range of 
subjects that included religion (in The Future of an IIlusion, 1927, and Moses 
and Monotheism, 1939), occultism (in Totem and Taboo, 1913), trauma (in 

Beyond the Pleasure Principle, 1920) and humour (in Jokes and their Relation- 

ship to the Unconscious, 1905). Freud was not fixated on one subject; however, 

it is true to say that sexuality is central to much psychoanalytical thinking 

about the self, the family and society. Even if you do not agree with psycho- 

analysis (and many have their doubts) it is still necessary to recognize the huge 

impact of Freud’s theories on Western culture, from the arts and academic 

disciplines to advertising and popular culture. 
Perhaps the key concept underpinning psychoanalysis is the ‘unconscious, | 

or ‘id’, which Freud defined as ‘the dark, inaccessible part of our personality’ 

(Freud 1953-73, vol. 22: 328). According to this model there are parts of the 

mind — thoughts, desires and memories — that we cannot access but which 

nonetheless shape our identity and behaviour. To explain the development of 
the unconscious Freud went back to the beginning. Psychoanalysis contends 

that from the moment of our birth and then throughout infancy, we are 

governed by the ‘pleasure principle. The infant seeks only to obtain pleasure 
and this search for physical gratification inevitably centres upon her own body. 

Subsequently, as the child develops, she has to learn to give up the desire for 

immediate gratification. Society demands that we control our desires. The 

pleasure principle is repressed by what Freud termed the ‘reality principle. 
However, the story does not end here because desire is unruly. Repressed 

wishes do not simply disappear. Desires that have been denied reside in the 

unconscious and if too much sexual energy is repressed the subject can become 
mentally ill or ‘neurotic: Freud developed psychoanalysis as a tool which, he 

hoped, could cure mental illness, explain sexual development and shed light 

on the ‘dark [and] inaccessible’ parts of the mind. To achieve these goals the 

psychoanalyst focuses intently on language. Psychoanalysis is a form of ‘talking 

cure. The patient is encouraged to articulate their problems, to engage in word 
play (so-called ‘free association’) and to talk about their dreams. For Freud, 
dreams were the ‘royal road’ to the unconscious. A dream is the imaginary 

dramatization of wishes and fears that have been repressed in the waking 

world. According to Freud, the dream offers a complex code of images and 

symbols that has to be deciphered. The dream has a ‘manifest content’ (what 
we remember and narrate when awake) and a latent content (the secret 

meaning of these stories). 
Because of its focus on language, storytelling and symbols, psychoanalysis 

lends itself to literary studies. The psychoanalyst offers close readings of the 

meaning hidden in the ‘texts’ offered by the patient when they talk about their 

feelings, their relationships and their dreams; or if they use one word when 
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they intended to use another (the so-called ‘Freudian slip’). Like many literary 
critics, the psychoanalyst suspects that deeper meanings are often hidden but 
can be uncovered by the work of interpretation. An excellent introduction to 
the twin practices of psychoanalysis and literary criticism is provided by 
Freud's own essay, “The “Uncanny” (1919). Here you will find Freud explor- 
ing the etymology of his keyword - ‘uncanny’, or unheimlich in German 
~ alongside a reading of Hoffmann’s gothic short story, “The Sandman’ (1816). 
Freud's work has inspired many literary critics and psychoanalytical concepts 
have been used to analyse authors, characters in novels and plays, literary 
language and history. For an introduction to one of the more rudimentary 
forms of psychoanalytical reading you might consult readings of ‘In Winter in 
my Room’ by the nineteenth-century American poet Emily Dickinson. This 
poem begins as follows: 

In Winter in my Room — 

I came upon a Worm - 

Pink, lank and warm — (Dickinson 1975: 682-3) 

Following this discovery the female persona in the poem attempts to tie the 
worm up with string only for it to transform magically into a snake ‘ringed with 
power. In the poem’s closing line this episode is revealed as a ‘dream. Practi- 
cally every critical encounter with this poem has focused on its sexual 
symbolism. The ‘worm/snake’ has been interpreted as a phallic symbol that 

signifies the poet's ‘penis envy’ and repressed heterosexual desire, but also as a 

dream image that expresses her fear of and hostility towards male sexuality. In 

Sexual Personae, Camille Paglia underlines the extent to which psychoanalysis 

has become common currency, by suggesting that ‘[a]fter Freud, this poem 

would be unwritable, except by a child or psychotic. Its unself-conscious clarity 
is astounding’ (Paglia 1992: 644). 

Only a relatively small percentage of psychoanalytical critics content them- 

selves with playing ‘hunt the phallus’! If you develop your understanding of 

this critical approach it will become clear that psychoanalysis is a broad church. 

Freudian, or ‘classical’, psychoanalysis has been critiqued and developed and 

integrated with other critical approaches. Whilst Freud focused predominantly 

on the ‘Oedipal’ phase of development (typically between three and five 
years), his contemporary Melanie Klein concentrated on the formative signifi- 

cance of the pre-Oedipal phase (infancy). Klein proposed that one’s earliest 
experiences with the mother’s body formed a template for all future relation- 
ships, and her ‘object relations theory’ provided a platform for the development 
of feminist psychoanalysis. Without doubt the most significant revision of 

classical psychoanalysis was conducted by Jacques Lacan. Lacanian psychoa- 

nalysis combines Freudian theory with Saussurean linguistics and insists on 
the critical role played by language in our social and sexual development. 
Lacan’s work is both highly influential and notoriously difficult, so you would 

be well advised to begin your investigation with an introductory guide. In 
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addition to feminism and linguistics, psychoanalysis has also been joined with 
Marxist theory and has played a critical role in the evolution of gay and lesbian 
studies and film theory. For recommendations on where to begin your analysis 
of psychoanalysis, please see the ‘further reading’ section below. 
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Deconstruction 

Maria-Daniella Dick 

Although deconstruction is considered a branch of continental philosophy, it 
has also had a radical influence on the study of English Literature, within liter- 

ary theory courses and the consideration of such concepts as the author and 
the book in period-specific study. While writing his ‘Letter to a Japanese 

Friend’ (1987), the French philosopher Jacques Derrida considers the mean- 

ings that surround the term that is associated primarily with his name and 
work. It is a piece often read as a summary of deconstruction and is the ideal 

introduction to its study, emphasizing as it does what many consider to be 

central to deconstruction considered as a critical approach: the contradiction 
of definitions. Derrida makes the point quite clearly: deconstruction is not a 

method and cannot be transformed into one. Deconstruction is, rather, some- 

thing that takes place, within the text (Derrida in Kamuf, 1991). 
The language and ideas which constitute a text and which may appear to 

represent one particular, stable meaning - the meaning we should take away 

from our reading as if we have ‘solved’ it — are shown when subjected to a close 

reading to be open to subversion. This challenges assumptions about the possi- 
bility of fixing one meaning on a text to the exclusion of others, especially 
where that meaning coincides with beliefs about the world: for example, that 
there is a ‘masculine’ way to write, and that that is how men write. Deconstruc- 

tion seeks to show that such a preconception brought to reading is merely a 

fiction we do not acknowledge because we think it natural, while actually it is a 

Pus 296 a critical approaches and schools of thought —_/ 



culturally constructed idea based upon founding power structures that are so 
ingrained as to go unrecognized. A reading proceeding on the basis of these 
inherent myths is thus more likely to ignore differences within a text, because 
it looks only for those examples and themes which would support preconcep- 
tions, illusions mistaken as truths. 

Critics of deconstruction, as well as some practitioners, misrepresent it as a 

unified subject area, rather than a collection of readings and practices which, 
though they can draw on a critical vocabulary, must always begin anew by 

responding to the singularity of each engagement. ‘Singularity’ is here a term 

given much weight by Derrida, referring to the condition that a text, like an 
event, is singular; that is to say, while it may bear surface similarities to other 

texts or events, it is, if not unique, then encountered in a given way one time 

only. Each reading of a text, of the same text, may well prove a singular experi- 
ence, but this is something Derrida cautions cannot be programmed through a 

repeatable act of reading. 

Some critics contend, incorrectly, that deconstruction is characterized by a 

fascination with language play and has no application in the outside world, 

alleging that the term points to a nihilistic concept of there being no meaning, 

no truth, recuperable through language in a text. This is a misunderstanding of 
the term; deconstruction, if we can say ‘it’ exists, tries to expose patiently the 

various meanings and truths inherent in a text, however internally contradic- 

tory or anomalous they may seem, while challenging a reading which does not 

attend to the complexities of that text but seeks to close off its potential prema- 
turely, by imposing a limited meaning on it. To illustrate this, we may say that 
certain, obviously politicized forms of reading — Marxism or feminism, for 

example — have aims and goals. They set out, in their acts of reading, to look for 

particular representations, aspects of cultural, historical and social existence 

given aesthetic form in the literary text. In looking for those elements that 

conform to their reading and political perspective, they ignore those elements, 

aspects of narrative, images and so forth, which are not, apparently, germane to 

their sense of the political. This is to read according to a programme, and to 

impose, however unconsciously, on a novel, play or poem, a limit, a set of 

meanings, which are merely being tracked down, sought for, before the text is 

ever opened. For example, a Marxist critic (see MARXISM) might read William 

Faulkner’s As I lay Dying in order to consider its representation of rural agrar- 
ian working-class members of the southern states of the USA, seeking in the 
novel the signs of the ways in which economic oppression brought about by 
capitalism have certain predictable effects. What the Marxist would, in all 
probability, not consider is the proliferation of references to food, and to 
eating, seeing these as mere ‘colour’ to aid in promoting the more realistic 

aspects of storytelling, and therefore ‘only’ formal, aesthetic. Similarly, a femi- 
nist critic (see FEMINISM) of Dickens's Pickwick Papers might examine the 

novel for the ways in which it promotes a benign patriarchy, in which men 
with money have the leisure to move around the country, whilst women are 
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confined by economic circumstances to dependency on men, or the limited 

resources of education. Such a narrative, the feminist might conclude, demon- 

strates symbolically, as a mystification of the economic structures that inform 
patriarchal and capitalist culture, how ‘man is the aggressor, the hunter, adopt- 

ing an active role, while women are passive, subject to men’s desires. What the 

feminist would fail to notice, perhaps, is the anomalous trope that has little, 
apparently, to do with the male/female, active/passive dialectic; the trope less 

read, however, might be noted in the frequency with which eyes, optical 
devices, metaphors of vision and visibility, and other related matters pepper 

the text. The reader, reading after the ‘deconstruction’ that might take place in 
the text, would ask after such seeming anomalies, wondering why they appear 

so frequently when they seem to have little to do with narrative or what some 

might consider the dominant tropes of the text. Yet, once seen, such anoma- 

lous figures both serve to structure the text as it is and yet also destabilize any 

apparent, homogeneous meaning. 

Derrida, deconstruction 

Jacques Derrida was born in El-Biar, Algeria. He travelled to Paris in 1949 to 

study at the Lycée Louis-le-Grand, and then the Ecole Normale Supérieure, 

remaining there until 1983 when he became director of studies at the Ecole 
des Hautes Etudes en Sciences Sociales. A visiting professor at Yale from 1975, 

he and his colleagues —- among them Paul de Man and J. Hillis Miller — were 

erroneously identified as the “Yale School’ of deconstruction, a name they 

rejected because it implied that each was practising the same methodology, 
rather than their own unique deconstructions. It is from a 1966 conference he 
attended in Baltimore that the movement is dated, and, however arbitrary such 

a date may be, as critics moved away from the limitations of a structuralist 

theory that sought to designate each aspect of a text within a totalizing system, 

Derrida agreed that the word ‘deconstruction’ was compelling. There was a 

general movement, after the movement known as structuralism (see STRUC- 

TURALISM), towards viewing the text in terms of a multiplicity of meanings 

working together and against each other, rather than as an object to be assimi- 
lated within a system and its one particular and exclusive meaning decided 
upon (see, for example, BAKHTIN AND DIALOGIC CRITICISM, PSYCHOANALY- 

sis and Gay STUDIES AND QUEER THEORY, all of which demonstrate in 

different modes how various voices and meanings are available in the same 
text, often writing against the apparently evident ‘message’ of the work). Thus 

to deconstruct ‘is a structuralist and anti-structuralist gesture at the same time’ 
(Derrida 1992: 83), and deconstruction was to demonstrate that those oppo- 

sitions themselves are necessarily deconstructable, always open to being 
overturned, as well as insisting on the obligation to read a text systematically. 

His conference paper was published in Writing and Difference (1967), a 

collection of philosophical and literary engagements; with that book, 
published in the same year as Speech and Phenomena and Of Grammatology, he 
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introduced the terminology which, along with that of three further publica- 
tions in 1972 — Positions, Margins of Philosophy and Dissemination — would 
come to determine ‘deconstruction. 

Concepts of deconstruction 

Of Grammatology (1967) radicalizes the concept of writing, and illustrates the 
presumptions that we employ in analysing the world and the text. Through 
questioning the dominance of speech over writing in Western philosophy, it 
examines binary oppositions and demonstrates how the privileged part of a 
binary is reliant upon the relegated term, the seemingly stronger actually 
unable to function without the one which it subsumes. Language is thus always 
open to that which it at first appears not to contain. If you are an advanced 

student, you might wish to know that Derrida calls this haunting of language 
by other meanings the ‘trace’: it is always ‘under erasure’ as deconstructions 

call into question the illusion of presence upon which the foundational prem- 

ises of Western metaphysical philosophy rest. One can never assert that a 

concept, or that language, can be fastened to only one authoritative statement 
of its meaning, though this is not through a lack of confidence or a view that 

language finally means nothing. It is, rather, to say that the concept, or language, 

must always remain open to the other meanings that inhabit it, so we can 

understand it better in its richness. If a meaning is absolutely present to the 
word, then that admits of no other meanings that might also be there. What 

deconstruction holds is that no meaning is ever fully present and identical with 

a word or concept, for there is always the trace of another, and thus meanings 

can be present and absent at the same time, never fully there nor ever fully 

away. 
On investigating this concept, you may wish to note that where Western 

philosophy takes its origins from the Word, or logos, which is associated with 

the word of God, deconstruction holds that there is no stable original author- 

ity which can be said to be wholly present and on which we can base other 
meanings. This fiction of the origin is a fiction of presence, implying that there 
are certain founding truths that are absolutely available and absolutely stable, 

untainted by any intervention between thought and its expression. For 

example, in questioning the apparent binary opposition of speech over writing, 
Derrida identified the concept of phonocentrism as a key term within what he 
called logocentrism. Logocentrism is the illusion under which Western philoso- 

phy labours, that the logos — the fiction of a male Western idiom based on 
concepts of authority tracing back to the word of God — is at the centre of 
philosophy as its truth. Considering writing to be a secondary and pure 
formalization (see FORMALISM), phonocentrism presumes that speech need 
only be represented in writing, and that writing can be easily controlled by 
authorial intention, as a medium which can represent without introducing its 

own ambiguities. This questioning of the relegation of writing has a wide- 

reaching influence for the study of literature, by interrogating the authority of 
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the author and the basis upon which the reader makes assumptions about a 
text. 

Deconstructions are marked by what Derrida termed différance, a progres- 

sion from structuralism and from Ferdinand de Saussure’s concept of language 

as a differential system, in that it connotes not only difference — 1 am called a cat, 

because I am not called a dog — but also deferral. There is always a temporal and 
a spatial difference at work in the language of a text, so that the ‘trace’ of 
language is always inhabited by other meanings. In an often cited example 
from 1972’s Dissemination, Derrida shows that in the text of Plato’s Phaedrus, 

the word ‘pharmakon’ is translated either as ‘remedy’ or ‘poison’ depending on 
its context in the discussion: the word is relegated to a presumed and prior 
‘truth’ which underlies the text, illustrating the presumption that language 
follows a truth that comes before the text rather than itself creating a means by 

which the world may be understood. A translation which chooses to erase the 
ambiguity of the word, saying it can be either ‘remedy’ or ‘poison’ but not both 

simultaneously, is, Derrida argues, still inhabited by the ‘other’ meaning; an 

exclusive decision is impossible, for any attempt at closure will be opened to 
the exteriority of the trace, neither meaning exclusively present nor ever 

absent. Thus, while ‘remedy’ may at times seem to be the dominant term, the 

other term, ‘poison’, cannot be erased from the mind, and one can see that 

there is a more complicated ambiguity over the property of the pharmakon 
which a conventional reading would try to obscure by imposing a reading that 

elides this complication. This impurity is also characteristic of any figure which 
would pretend to refer to a stable and present totality, such as the archive, 
which, as Derrida shows in Archive Fever (1995), operates not on a principle of 

remembering but one of forgetting, as there is always something that will be 

unrecoverable to the archive, absent within it. 

Derrida asserted that ‘deconstruction’ was never intended as a privileged 

term, but takes its place in a chain of other terms which reading relies on, such 

as différance, arche-écriture, hymen, all of which he employs graphically and 

conceptually in his writings to interrogate the fiction that structures are built 
on original truths. The hymen, for example, is discussed in “Ihe Double 
Session’, an essay within Dissemination (1972), as a term which complicates 

distinctions between that which is ‘inside’ and that which is ‘outside’ the body: 
the hymen forms a boundary and is neither only inside nor outside the female 

body but both at the same time. This Derrida then relates to misconceptions 
about the world being ‘outside’ of the text which merely represents it, showing 

that the text cannot close itself off, cannot separate itself from the context 
which is seemingly ‘outside’ of it. The text is not an object set apart from the 
world, but rather partakes in shaping it and being shaped in turn by preconcep- 
tions about how the world operates and which are brought to our reading. 

Deconstruction, then, is not a formula that can be applied or learned as a 

methodology, in order to be grafted onto each text in the same way. It is some- 
thing that occurs differently in each text, and there is no method of 
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deconstruction, for as reading happens it must respond to the singularity — the 
uniqueness — of each individual text. This is why there can be no description or 
definition of deconstruction, because the is upon which that explanation 
would be predicated - deconstruction is x, or is y — remains undecidable. 
Although there are guides which purport to illustrate how to ‘do’ deconstruc- 
tion — by isolating the binary oppositions in a text (black and white, male and 
female, language and speech), then showing how the supposedly minor term 
in the binary can be coaxed out in order to challenge the major term - this is a 
crude approximation of what is, in the event, a patient and always singular 
operation. 

Deconstruction takes place as a close reading, attending scrupulously to 
that which is latent, which is going against the grain and subverting a unified 
meaning. The work of Julian Wolfreys and Nicholas Royle should be consulted 
for an example of how such a reading can be effected, especially Wolfreys’ 

Deconstructions Derrida (1997), which provides a detailed account of decon- 

struction and its concepts, illustrated, among other readings, by a discussion of 

Joseph Conrad’s Heart of Darkness. 

Concerns of deconstruction 

Recent studies that perceive particular strands in deconstruction, such as John 

D. Caputo’s 1997 Deconstruction in a Nutshell: A Conversation with Jacques 
Derrida, which argues for a strain of religious messianism in the later writings, 

and Simon Critchley’s 1992 The Ethics of Deconstruction: Derrida and Lévinas, 
which provides an account of an engagement by Derrida with the thought of 

Emmanuel Lévinas on justice, have helped to isolate certain concerns within 
deconstruction. Commonly characterized as the ne plus ultra of textualism and 
the ‘linguistic turn’ in literary theory, deconstruction is often mistaken as 

rejecting the politics and issues of the world for a concentration on language; 

this limited view sees a partial correction of that course by the so-called ‘ethical 

turn’ in the 1980s towards ideas of law and global community; then, in 1993, 

to an explicit political engagement by Derrida in Specters of Marx. 
The misconception of non-engagement with the world serves only to elide 

the ethical imperative which impels all deconstructions from Derrida’s earliest 
readings, and those of other ‘good readers’ such as J. Hillis Miller. It ignores the 

fact that any reading which examines writing with respect for the ‘other’, or 
difference which is being occluded by an impulse towards simple unity, is 
necessarily ethical: the distinction seems to be based, once again, on a false 

binary which seeks to demarcate an ‘outside’ of the text which cannot exist. 
This simple binary is also invoked in much criticism to impose a delineation 

between that in deconstruction which treats of ‘literature’ and that which is 
‘philosophy’, or ‘religion’ or ‘psychoanalysis. Deconstruction: a Reader (2000), 

edited by Martin McQuillan, provides an overview of influences upon decon- 
struction, and discussions of deconstructions in areas of sexual difference, 

politics, literature, philosophy, ethics and culture, through essays by Peggy 
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Kamuf, Phillippe Lacoue-Labarthe, Geoffrey Hartmann and others investigat- 
ing the several areas of concern in which deconstructions converge rather than 
being confined to one academic discipline. Derek Attridge’s edited collection 
of essays, Acts of Literature (1992), shows that though Derrida has always 
engaged explicitly with literature, those engagements are always inflected by a 

desire to examine its concerns rigorously, and without confining ‘literature’ to 
a narrow interpretation. 

Derrida’s last writings interweave such concepts as ‘the gift, ‘senses, 
‘mourning’, ‘forgiveness’ and ‘the secret’ towards a more contemplative reading 
in the wake of the earlier technical advancements, when a critical vocabulary 

has been established which refers to other readings, other deconstructions; the 

terms must be singular to that text, yet maintain the element of ‘iterability’ 

which recognizes the différance, the trace, of the singular with the iterable. That 

is to say, the terms must always be specific to the texts with which they are 

engaged, yet must always also be capable of repetition. The investigation, for 

example, of the ‘name’, another Derridean term, will not be the same in Romeo 

and Juliet — see ‘Aphorism, Countertime’ (Derrida in Attridge 1992: 414-33) 

—as it will be in his readings of his own name, which are well introduced in “As 

If 1 were Dead”: An Interview with Jacques Derrida, in John Brannigan, Ruth 

Robbins and Julian Wolfreys’ Applying: to Derrida (1996: 212-26). The ‘name; 

discussed over a number of texts, becomes a term which can take its part in a 
lexicon as its significance increases, the reader recalling other texts in which 
Derrida has invoked the term and its particular import within each. In the 

aforementioned interview, Derrida considers the implications of applying his 

name to his self and the ‘death’ that it effects, relatable to his pronouncements 

that how to live ‘finally’ when learning how to live ultimately signals that one 

has accepted one’s own mortality. Jacques Derrida died, in Paris, in 2004. 
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Postcolonialism 

Jenni Ramone 

Graeme Harper claims that ‘the colonial condition’ is ‘a contradictory one’: 
this contradiction he summarizes as being caused by either ‘the imposition of 
one cultural perspective on top of another, or the promotion of imperial law 
over an indigenous one, or the engagement of a set of exploitative economic 

possibilities over and above an established set of communal ones’ (Harper 

2002: 1). Postcolonialism aims to represent and interrogate these contradic- 
tions, by examining texts and contexts including ‘colonialist, modern 

anti-colonial and contemporary postcolonial writings; theoretical explorations 

of nineteenth-century imperialism and late twentieth-century neo-colonial- 

ism, which might take place in ‘the geo-political regions of Latin America, 
India, the Caribbean, the Pacific, Africa, Anglo-America, and the United 

Kingdom’ (Chrisman and Parry 2000: vii). 
Homi Bhabha’s keyword ‘hybridity’, a key concept in postcolonialism, was 

forged in relation to postcolonial migrations. The migration process culmi- 
nates, for Bhabha, in a “splitting” of the national subject’ (Bhabha 1990: 298). 

For Frantz Fanon, another key figure in postcolonialism, the notion of this 

split self is ‘a direct result of colonialist subjugation’ (Fanon 1986: 17). Frantz 
Fanon is the figure most prominently associated with postcolonial thinking on 
race. Fanon describes the synthesis of black and white consciousnesses, and 
suggests that the cultural dominance of the white colonizer over the black 
colonized leads to psychological disorder. According to postcolonial critiques 
of colonial writing, the colonies had been thought of as ‘children’ of the ‘mother 

country, and they were expected both to emulate that European location and 

to remain subordinate to it. This symbolism problematically endows the 
colony with notions of underdevelopment and indiscipline. Postcolonialism 

was forged to identify and then counteract this method of representation. 
Edward Said is perhaps the most famous commentator on colonial repre- 

sentations. For Said, ‘the Orient was almost a European invention, and had 

been since antiquity a place of romance, exotic beings, haunting memories and 

landscapes, remarkable experiences’ (Said 1991: 1). Said suggested that the 

Orient is ‘the place of Europe's greatest and richest and oldest colonies, the 
source of its civilizations and languages, its cultural contestant, and one of its 
deepest and most recurring images of the Other’ (ibid.). Said’s work led to an 

emphasis on binaries between the colonizer and colonized in postcolonialism, 

an approach which is now questioned as somewhat crude by contemporary 
postcolonial theorists. For Gayatri Spivak, the Other is the subaltern, or the 

marginal. 
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Later approaches to postcolonial literature by Laura Chrisman, Benita 
Parry, Neil Lazarus and others have suggested that the ideas of hybridity and 

the binaries examined by Bhabha, Fanon and Said are limiting. Perhaps one of 
the most exciting recent developments in Postcolonial Studies has been the 

expansion of the term to include ‘the neocolonial operations of global capital- 

ism’ (Chrisman and Parry 2000: x). Chrisman and Parry suggest that there has 
been a change to an interdisciplinary focus for postcolonialism (ibid.): colo- 

nial and postcolonial literatures are approached from an interdisciplinary, 

postcolonial framework. This means that the literary texts are not studied in 

isolation, nor are they studied solely through those established voices of post- 

colonialism. Instead, the literary texts are approached in the context of other 
disciplines, which include historical, cultural and linguistic perspectives. 
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New historicism 

Pes: ay 

Christopher Ringrose 

The origins of new historicism as a theoretical and critical movement are usually 

dated to the early 1980s, and in particular to the influential work of the Ameri- 

can scholar Stephen Greenblatt in Renaissance Self-Fashioning (1980), but its 

intellectual roots lie within the poststructuralist developments of the previous 
two decades. Its approach to literature and ‘context’ is often contrasted with the 

more traditional, homogeneous view of history presented in E. M. W. Tillyard’s 
1943 study The Elizabethan World Picture (e.g., in Barry 1995: 174; Selden et al. 

1997: 187). New historicism proposes a more provisional and conflict-based 

model of the past, emphasizing competing discourses, ideological differences 
and the pervasive exercise of power. Its highly productive methodology has 

been to elide the distinction between literary discourse and the fascinating and 

diverse range of texts produced contemporaneously with it. These can include 

legal documents, travel writing, conduct books, pamphlets, cookery books, 

church records, household accounts, popular tales and songs, medical treatises 

or even inscriptions on cigarette cases (as in Christopher Craft’s subtle study of 

The Importance of Being Earnest in Craft 1994: 106-39). 
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New historicism does not use these materials as the ‘historical background’ 
against which literature can be seen more clearly, but as part of the extensive 
web of textuality within which poetry, plays and fiction also operate. Through 
that textuality, power relations are negotiated and maintained, and selfhood 

constructed. Such an emphasis on tracing power relations might imply that 
new historicism sees its conjunction of literary and historical scholarship as a 

tool for political liberation. However, H. Aram Veeser’s oft-cited definition in 

the Introduction to The New Historicism (1989) includes the claim that ‘every 

act of unmasking, critique and opposition uses the tools it condemns and risks 

falling prey to the practices it exposes’ — a proposition which draws upon the 
work of the French theorist Michel Foucault, and which, as John Brannigan 

observes in one of the best introductions to the topic, makes new historicism 

‘often ... grim reading with its insistence that there is no effective space of 
resistance’ (Brannigan 1998: 8). For this reason it is frequently contrasted with 

the British-based cultural materialism, which is presented as more politically 
engaged and optimistic (Hawthorn 1996: 5; Selden et al. 1997: 191; Branni- 
gan 1998: 10). 

In its early days, new historicism’s influence was felt most strongly in 
Renaissance studies, through the work of Louis Montrose (“Eliza, Queene of 

Shepheardes” and the Pastoral of Power’), Jonathan Goldberg (James I and the 
Politics of Literature) and Greenberg himself. Since then, however, the Univer- 

sity of California’s important series The New Historicism (Stephen Greenblatt, 
General Editor) has included books on a wide range of historical and cultural 

politics, from nineteenth-century American selfhood and domesticity to Irish 

nationalism, and male homosexual desire in English discourse. Students inter- 

ested in seeing how a new historicist reading of a familiar text can be 
constructed by reading an ‘anecdote’, or small piece of text, in conjunction with 
it, should find illuminating John Brannigan’s reading of Joseph Conrad’s Heart 

of Darkness alongside a fragment from Mary Kingsley’s Travels in West Africa 

(Brannigan 1998: 133-54). 
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Cultural materialism 

Ae 

Alex Murray 

If historical materialism was Marxism’s way of determining human history 

from the ‘ground’ up, then cultural materialism is a Marxist-influenced means 
of viewing cultural production (see Marxism). Historically, Literary Studies 
had a propensity to view the production of literature as part of a narrative that 

reveals something intrinsic or essential about the language/tradition in which 
it was produced, or of human nature more generally. This understanding of 

literature, also influential in the creation of a literary canon, seeks to plot an 

abstracted, essentializing view of literature, with literary texts deracinated, 

removed from their social and historical contexts. The material conditions 
under which literature was produced, the precise and complex cultural 
contexts became irrelevant: literature was timeless. This sense of a timeless 
English literature was coupled with a hermetic notion of literary texts. During 

the 1950s, 1960s and for the majority of the 1970s, literary criticism in the 

United States and the United Kingdom was dominated by forms of formalist 

analysis (see FORMALISM). In the United States critics such as Cleanth Brooks 
and W. K. Wimsatt argued that the context, biography and psychology of the 

author was immaterial to the literary work itself, and that literary critics had 

only an obligation to examine the work from the standpoint of literary tech- 

nique, genre, etc. This view of examining literature is terribly limiting, and 
would deny, for instance, the importance of the English Civil War to an under- 

standing of Milton’s Paradise Lost. 
With the emergence of literary theory as an important feature of literary 

studies, cultural materialism became one of the most pronounced perspectives 
for viewing cultural production. The central contention of a cultural material- 
ist view of culture is that each and every cultural producer works within a 
specific political and economic context. Cultural materialism is tied closely 
with the emergence of new historicism; indeed there is much debate over the 

differences, if any, between them in their contextual analysis of cultural produc- 

tion. That context, whether consciously or unconsciously, has a certain impact 

upon the literary production of writers, whether that be explicit, in the case of 
writers such as Pope, or heavily obscured in the case of modernist writers such 

as Joyce and Eliot. For the cultural materialist literary critic it is essential to 

know the precise means by which a writer subsisted, and by which culture 

circulated more generally, so that we can understand literary production in 
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something like its true context. Like Marxist critics, they believe that the place 
of writers within an economic system has a profound effect on their perception 
of such a system, and that their work, right down to the minutiae of literary 
technique, must be seen as influenced by these contexts. 

There were a number of key figures in the development of cultural material- 
ism, perhaps the foremost being Raymond Williams. Williams had a long and 
distinguished career as an English (or Welsh, to be accurate) academic and 
public intellectual. Having served in the Second World War following his 
studies at Trinity College Cambridge, he went on to become a Professor at 
Cambridge where he published many influential works of criticism. Perhaps 
the most influential in the development of cultural materialism was Marxism 
and Literature (1977). In it Williams developed his most strident response to 
the Cambridge model of English championed by F. R. Leavis. For Leavis and. 
his followers literature was a means of accessing ‘immediate living experience’, 
and its appreciation was a direct response to the language of the text itself and 
what it represented. In opposition to this idea of meaning being expressed in 

literature, Williams was concerned to show how it was produced, and the 

numerous ideological conceits at work if one is to limit analysis to a superficial 
study of expression. As he states, no expression — that is to say, no account, 
description, portrait — is ‘natural’ or ‘straightforward. These are at best socially 
relative terms. Language is not a pure medium through which the reality of an 
event or an experience or the reality of a society can ‘flow’ (Williams 1977: 
166). Williams’s Marxian call for an analysis of the cultural conditions in which 

a text was produced was part of a much larger push for a more contextual anal- 

ysis of literary texts. 
The most predominant critics in the subsequent development of cultural 

materialism were Jonathan Dollimore and Alan Sinfield. In 1985, they together 

published a collection of essays entitled Political Shakespeare: Essays in Cultural 

Materialism. The development of cultural materialist analyses of the greatest 
figure in the English ‘canon’ was a bold statement of the challenge that the 
more theoretically inflected shift in literary studies was making to the old 

Leavisite tradition, an antagonism often referred to as the culture or theory 

wars. In the introduction to part I, Dollimore outlines the general contention 
of the volume’s intervention into studies of the Renaissance theatre. On one 
level it is a challenge to what he refers to as the ‘idealist’ critics ‘preoccupied 
with supposedly universal truths which find their counterpart in “man’s” essen- 
tial nature; the criticism in which history, if acknowledged at all, is seen as 

inessential or a constraint transcended in the affirmation of a transhistorical 
human condition’ (Dollimore and Sinfield 1994: 4). 

On the other hand, the volume set out to establish the ways in which liter- 
ary and cultural production could act as a subversion of dominant cultural, 
social and political hegemonies. The term ‘subversion ’ is essential as it suggests 
that literature can act as a ‘challenge to the principles upon which authority is 
based‘ (1994: 13). So an analysis of Richard III, for instance, is not only 
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interested in the construction of dialogue, dramatic tension, metaphor, etc. but 

instead asks us to consider the ways in which the play anatomizes and chal- 
lenges the notion of the ‘great chain of being’ that naturalized oppression 

during the period. The volume, in part II, also seeks to place into context the 
reproduction and reinvention of Shakespeare in a more contemporary context. 

Here the blasé reception of Shakespeare as the great English dramatist is chal- 
lenged through an attempt to examine the persistence of Shakespeare and the 

politics of its cultural reception. As Sinfield suggests, “There is no determinate 
entity called Shakespeare’s play... and we should consider the implications, 
which are inescapably political, of rival claims to have the privileged perspec- 

tive’ (1994: 154). Here the politics of competing claims for cultural value 
become an important factor as we see cultural materialism examining the field 

of cultural production, to use Pierre Bourdieu’s term, within which we 

consume culture, rather than privileging the inherently bourgeois forms of 

conservative aesthetic judgement. 

Here we can also see the affinities between cultural materialism and cultural 
studies. Cultural materialism has become an essential part of literary studies used 

now to examine English literature from Chaucer through to contemporary 

fiction. This politicization and contextualization of literary and cultural produc- 
tion has provided the ground for a far greater diversity both in the texts studied 
and also the scope with which they are examined. The effect of this is, for 
example, that the study of Shakespeare today is far more historical and less 

universal than it was 20 years ago. As a student you will find far more emphasis 

given to questions of how the play was staged, who would have seen it and how it 

related to a broader social and political context — rather than seeing these plays as 

timeless works of literature which can ‘speak’ to you today. You are also likely to 
think about Shakespearean afterlives as you study (examining plays such as Tom 

Stoppard’s Rosencrantz and Guildenstern Are Dead in relation to Hamlet, for 

example), keeping in mind that a text exists only as it is read/performed. 
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African American criticism 

Andrew Dix 

‘The first task confronting African American critics in the twentieth century 

was to establish a canon of primary texts on which to practise criticism. In the 

face of a racist bias which warped literary study as it did many other cultural 
and social activities in the United States, African American scholars necessar- 

ily devoted much of their energy to the basic work of identifying and 
celebrating a body of black-authored writing. This process gathered momen- 

tum with contributions such as Richard Wright’s essay, ‘The Literature of the 

Negro in the United States’ (1957), and might be said to have culminated in 

the publication in 1997 of the first edition of Gates and McKay’s monumental 
Norton Anthology of African American Literature. 

On the basis of such endeavours, the African American canon is now both 

securely rooted and wide ranging. Thus, in your courses, you will be likely to 

study not only black-authored poetry, drama and literary fiction, but also an 

array of popular and generic verbal productions, extending from rap lyrics and 
Martin Luther King’s speeches to African American science fiction and the 
crime novels of Chester Himes and Walter Mosley. You can also expect to 

engage with the long and varied tradition of black women’s writing in the 
United States. Here you will be beneficiaries of the work of African American 
feminist critics who, two decades ago, had to fight canon wars of their own 

against masculine forces then prevailing in both the production and the evalu- 

ation of black literature in the United States. Key feminist interventions from 

this period include Barbara Christian’s Black Feminist Criticism (1985), Hazel 

Carby’s Reconstructing Womanhood: The Emergence of the Afro-American 
Woman Novelist (1987) and Sandi Russell’s Render Me My Song: African-Amer- 

ican Women Writers from Slavery to the Present (1990). 

It will become apparent to you in your study of materials ranging histori- 
cally from nineteenth-century slave narratives to the latest novels by Toni 

Morrison and Alice Walker that African American criticism has developed 
various models for conceptualizing the texts that make up its canon. At the 
start of his groundbreaking cultural survey The Souls of Black Folk (1905), W. 
E. B. Du Bois evokes a condition of ‘double-consciousness’, which he argues is 

peculiar to African Americans. As Du Bois writes: ‘One ever feels his two-ness 
— an American, a Negro; two souls, two thoughts, two unreconciled strivings; 

two warring ideals in one dark body, whose dogged strength alone keeps it 
from being torn asunder’ (1999: 11). Du Bois writes at a time well before 
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African American criticism was institutionalized and generated its own confer- 
ences, journals, book series and university modules; nevertheless, this branch 

of literary studies continues to owe much to his pioneering insight into African 

Americans’ ‘two-ness: It would not be overstating the case, in fact, to represent 

the history of black literary criticism in the United States as a set of responses 

— variously affirmative or rejectionist — to Du Bois’s thesis. 
For some twentieth-century African American critics, seeking to rebut Du 

Bois, a distinctively black writing in the United States only occurs when texts 

are considered to show no traces of white-authored literature. Often responding 
to moments of heightened assertiveness in black American politics, critics 
working in this vein exemplify a form of cultural separatism. You may well 
encounter a number of vivid separatist manifestos, one being Langston 

Hughes's ‘The Negro Artist and the Racial Mountain’ (1926), which refutes the 
power of the white Anglo-American literary tradition and aims to ground 
African American writing instead in black popular speech and the rhythms of 
jazz and blues. The reader of Hughes's essay, or of other incendiary documents 

— including those produced by the 1960s Black Arts Movement - will find a 
strain of African American criticism which aims primarily to mobilize its own 

ethnic constituency rather than appeal to a mixed-race audience. For all their 

conceptual weaknesses, such assertions of the autonomy of black writing 

powerfully remind us that African American literary study is not a leisure 

pursuit but, rather, a practice which is part and parcel of the community's strug- 
gle to counter structural racism in the United States and achieve a sense of voice. 

Much African American critical work, however, locates itself in Du Bois’s 

lineage and is concerned less with developing theories of ‘autonomy’ or 

‘authenticity’ than with exploring how black writing combines and negotiates 

multiple inheritances (white-authored as well as those emerging from the 

black community’s folklore, speech and music). Although Richard Wright 
convicts the earliest black-authored texts in the United States of servile polite- 

ness — ‘prim and decorous ambassadors who went a-begging to white America’ 
(Gates and McKay 2004: 1403) - he scrupulously acknowledges his own 
indebtedness to, and strategic reworking of, the white literary tradition. As you 

study Native Son (1940), Wright’s devastating novel about racist and capitalist 

America, you will observe its connections to both the gothic writing of Poe 

and the naturalistic fiction of white authors such as Theodore Dreiser and Jack 

London. More recently, major black theorists have been similarly concerned to 

question the notion of a pure or authentic African American literature. Henry 

Louis Gates’s influential book, The Signifying Monkey (1988) begins by placing 
black writing of the United States in a line of descent from African and Afro- 
Caribbean traditions of verbal play, but goes on to argue that this writing’s 
distinctiveness consists in productively fusing these models with influences 

from the white literary canon. Meanwhile, another key secondary text in this 

field, Paul Gilroy’s The Black Atlantic (1993), insists from its very title onwards 

upon the importance of ideas of mediation, crossing and hybridity. 
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Gilroy’s work in particular has helped to inaugurate a new internationalism 

in African American criticism. Just as American Studies more broadly has 

moved away from concepts of national autonomy and situated the United 
States instead in a nexus of international relationships, so criticism of black US 
literature has shown increasing interest in a global flow of texts, forms and 

ideas. Among suggestive recent work in this vein which you may encounter is 

John Gruesser’s Confluences (2005). Rather than placing Toni Morrison along- 
side other black writers of the United States, Gruesser juxtaposes her with 
such ethnically diverse producers of postcolonial fiction as Jean Rhys and 
Salman Rushdie. His aim is certainly not to imply that African American and 

postcolonial literatures are identical in their formation, but rather to indicate 

the interpretive benefits of bringing these two bodies of work into contact with 

one another. Once again, the effect is to hybridize African American writing at 

the expense of models of black literary purity, which, politically important as 
they were at moments in the past, now risk seeming both theoretically 

outmoded and ideologically suspect. 
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Chicano/a studies 
Jenni Ramone 

The terms ‘Chicano’ and ‘Chicana’ refer to men and women, respectively, of 

Mexican origin who live in the United States, and ‘Chicano/a literature’ to 

writing in English by men or women of Mexican origin. Prominent writers 
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include Sandra Cisneros, Rudolfo Anaya, Gloria Anzaldua, Ron Arias, Ana 

Castillo, Lorna Dee Cervantes, Denise Chavez and Cherrie Moraga. For — 

Chicano/a studies, the Mexico/United States border is a potent symbol: 

crossing the border has been a continuing theme in Chicano/a writing since 

the late nineteenth-century novels by Maria Amparo Ruiz de Burton, Who 
Would Have Thought it? (1872) and The Squatter and the Don (1885). 

The broader category of Latino and Latina Studies includes a Nuyorican 

(Puerto Rican American) strand, offering a Northeastern perspective, where 
Chicana and Chicano writing is largely based in the Southern and Western 
states, including New Mexico and California. Nuyorican literature is located in 

the urban barrios, the neighbourhoods populated by Latin American commu- 

nities. This writing often looks back to Puerto Rico as a rural - and racially 
neutral — idyll, as in Tato Laviera’s and Judith Ortiz Cofer’s poetry. Other 

Latino and Latina literatures include Cuban-American and Dominican-Amer- 

ican writers, like Cristina Garcia and Julia Alvarez. 

The now dominant feminist focus of Chicana studies began with its separa- 

tion from Chicano/a studies as a whole. Chicana studies has its origins in the 

Chicana feminist movement in the 1970s. The first National Chicana Confer- 

ence took place in 1971, where over 600 women attended workshops on sex, 

marriage and religion, resulting in powerful resolutions stating that sex is good 

and healthy, demanding free and legal abortions, promoting gender equality, 

and insisting that the Catholic church revolutionize to accept these ideas, or 

that it ‘get out of the way. 

Chicano/a studies is a much more common field in America, where there 

are numerous degree programmes, and there are modules on Literature and on 
Women’s Studies degrees. In British universities the field is less well estab- 

lished, though American Studies and English/Literary Studies degrees 
sometimes offer modules on Chicano/a studies, or include novels written by 

Chicano/a writers. 

How do you analyse Chicano/a literature? 

Reading literature from a Chicano/a studies approach involves paying atten- 

tion to the historical and geographical context of the text, and to the feminist 

agenda of the field. The following extract is taken from the opening of a recent 

novel, Caramelo, by Chicana writer Sandra Cisneros. The analysis below 
includes some of the key points considered by a Chicano/a studies approach. 

Extract 

We're all little in the photograph above Father’s bed. We were little in 
Acapulco. We will always be little. For him we are just as we were then. 

Here are the Acapulco waters lapping just behind us, and here we are 
sitting on the lip of land and water. The little kids, Lolo and Memo, making 

devil horns behind each other's heads; the Awful Grandmother holding 
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them even though she never held them in real life. Mother seated as far 
from her as politely possible; Toto slouched beside her. The big boys, Rafa, 
Ito, and Tikis, stand under the roof of Father’s skinny arms. Aunty Light- 
Skin hugging Antonieta Araceli to her belly. Aunty shutting her eyes when 
the shutter clicks, as if she chooses not to remember the future, the house 
on Destiny Street sold, the move north to Monterrey. 

Here is Father squinting that same squint I always make when I’m 
photographed. He isn’t acabado yet. He isn’t finished, worn from working, 
from worrying, from smoking too many packs of cigarettes. [ ... | 

I'm not here. They’ve forgotten about me when the photographer 
walking along the beach proposes a portrait, un recuerdo, a remembrance 
literally. No one notices I’m off by myself building sand houses. They won't 

realize I’m missing until the photographer delivers the portrait to Catita’s 

house, and I look at it for the first time and ask, - When was this taken? 
Where? 

Then everyone realizes the portrait is incomplete. It’s as if I didn’t exist. 
It’s as if I’m the photographer walking along the beach with the tripod | 
camera on my shoulder asking, — ;Un recuerdo? A souvenir? A memory? | 
(2002: 3-4) 

Analysis 

Prominent Chicana writer Sandra Cisneros lived for alternate periods in both 
Mexico and the USA, and this impermanent geography emerges in the form of 
her works, a fragmentary style that characterizes much Chicano/a writing. 

Cisneros’s novels are often composed from short pieces, scraps, quotations, 

like the opening of Caramelo. The description of a photograph taken just 
before the family’s move from Acapulco to Monterrey locates the narrator and 
her family in a specific geographical space, on ‘the lip of land and water’, on a 
distinct border. This border recalls their subsequent move further north to the 

USA. For Chicano/a studies, the borderland is understood as part of the 
Chicano/a identity. For Lala, the narrator, the picture shows generations of 

her family located on the border. Yet this souvenir photograph is ‘incomplete’: 
Lala is missing. Its incompleteness indicates an uncertainty, a problem that the 
novel will attempt to solve: if Lala hasn't a place in the photograph, does she 
have a place in her geographical space, as a migrant in the United States, and as 

a visitor in Mexico, the place of her ancestors? Chicano/a literature discusses 

the hybrid identity of its characters, and aims to create a space for the 
Chicano/a voice. In this photograph, there is no space for Lala; she is absent. 

To create her own space, she tells her own story — the events are presented 
from her perspective. She delivers the narrative using many Spanish words, 
describing her father as acabado, and calling the photograph un recuerdo. Like 
many Chicano/a novels, the text might be described as more ‘Spanglish’ than 

English. Retelling the story of migration from Mexico to the United States, 

Cisneros questions dominant media perceptions of Chicano/a identity. The 
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questioning of formal ‘truths’ is a consistent feature of the literary, historical, 

anthropological and socioeconomic writings which constitute Chicano/a 

studies. 
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Gay studies and queer theory 

Helen Davies 

The theory and practices of lesbian and gay literary criticism are closely related 

to the politics of the gay rights movement, and so to begin to understand the 
agenda and process of lesbian and gay criticism it is useful to appreciate some- 

thing of the history and development of the actual political movement. 

Historical and social context 

There has been a long and painful history of social, legal and cultural discrimi- 

nation against gay and lesbian people in Western society. Laws dating back to 

the reign of Henry VIII made the practice of ‘sodomy’ illegal in England, and 

the Labouchere Amendment of the Criminal Law Amendment Act of 1885 
specified that all ‘indecent acts’ between men, both in public and in private, 

were against the law. (It is worth noting, however, that although lesbians have 

suffered similar oppression and prejudice to gay men in a variety of ways, there 

have never actually been laws passed in the UK prohibiting same-sex relation- 

ships between women. Indeed, there is a possibly apocryphal rumour that 
Queen Victoria, when asked whether the Criminal Law Amendment Act 

should also rule against ‘indecent acts’ between women, implied that she didn’t 
believe lesbians could exist.) This law remained in place in England until 1967, 

when, after much political and social debate, sexual activity between men was 
decriminalized. Similar legal prohibitions were in place for the first half of the 
twentieth century in North America, with laws against ‘sodomy’ operating in 
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many states. (Laws against homosexuality in North America have varied from 
state to state; the ‘sodomy’ law was only nationally repealed in 2003.) The 
1960s witnessed an explosion of social rights movements, such as the Black 
Power movement in the United States and the feminist movement throughout 
the Western world. In such a politically charged climate, gay rights also became 
a consideration. After a homophobia-fuelled police raid on a gay bar, the 
Stonewall Inn, in New York in June 1969, the persecuted gays and lesbians of 
the community fought back, leading to a series of riots and pro-gay demonstra- 
tions in the Greenwich Village area of New York. The effects of the Stonewall 
protests in America and the changes in the law in England, both occurring 
during the late 1960s, inaugurated the gay rights/gay liberation movement. 

Politics into theory: the practices of lesbian and gay literary criticism 

Apart from a few notable exceptions (for example, Jeanette H. Foster’s Sex 

Variant Women in Literature, published in 1958), lesbian and gay literary criti- 
cism was largely absent from academic work prior to the political developments 

of the late 1960s. The new emphasis on gay rights in the social arena had an 
effect on literary research in universities, providing an incentive to highlight 
the long-neglected area of gay and lesbian literary criticism. Gay and lesbian 

critics from the 1970s onwards have sought to highlight and challenge the 
homophobia of traditional literary criticism, which can function overtly 

through condemnation of gay/lesbian authors, literary representations and 

themes, or covertly through either ignoring the sexual orientation of lesbian/ 
gay authors or excluding them from the literary canon of academic study. 

Lesbian and gay literary criticism seeks to locate sexual identity as a central 

issue in interpreting literature, and to focus upon and celebrate the work of 

lesbian and gay authors. 

Identifying the subject of study 

There are several strategies through which a lesbian/gay analysis of a text can 

be conducted. Firstly, we could specifically identify authors whose biography 

could justify a sexuality-based interpretation of their work. An author such as 
Oscar Wilde is frequently studied in this way: Richard Ellmann’s biography of 

Wilde (published in 1987) focused upon the influence Wilde’s sexuality had 

upon his literary output, and paved the way for numerous analyses of Wilde's 

work through the lens of his same-sex relationships, and trials and conviction 
for ‘acts of gross indecency’ in 1895 . A biographically based lesbian/gay inter- 

pretation of an author and their work is thus strongly interdisciplinary; you 

might take into consideration historical documents (letters, diaries, etc.), and 

think about how sociological, psychological, legal and cultural attitudes 
towards sexuality impact upon the reading of a text. Oscar Wilde's sexual 

orientation is, however, well known; a comparable approach for a lesbian/gay 
biographical reading of an author’s work is to reappropriate an ostensibly 
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heterosexual author from a lesbian/gay perspective (see, for example, Terry 

Castle’s article “Was Jane Austen Gay?’ [2002], where Castle analyses Austen's 

personal correspondence and suggests that there is a privileging of same-sex 

intimacy between women that is also displayed in Austen’s novels). To conduct 

a lesbian/gay biographical reading of an author's work you could also recover 

authors whose homosexuality (either in their work or their life) have been 

broadly ignored by or marginalized from the traditional literary canon. An 

example of an author who would fall into this category is Natalie Clifford 

Barney, an American lesbian poet who lived in Paris during the first half of the 
twentieth century, but whose work is rarely included in undergraduate univer- 
sity courses. 

Rethinking the canon 

The reclaiming of lesbian/gay authors and texts can therefore lead towards the 
composition of a lesbian/gay literary canon; you could consider a collection 
of authors that are united by their marginalized sexuality and its impact upon 

their work, and that form an alternative to the tradition of hetero-centric 

authors that tend to be studied and taught in universities. (The formation of a 

lesbian/gay canon of authors and texts highlights the similarities and intersec- 

tions between lesbian and gay literary criticism and other political motivated/ 

socially aware critical perspectives; the impulse to create an ‘alternative canon’ 
of literature is also apparent in feminist criticism, African American criticism 
and postcolonial studies.) Claude J. Summers, for example, has focused on 

establishing a canon of gay authors and writing in his 1990 study Gay Fictions: 

Wilde to Stonewall: Studies in a Male Homosexual Literary Tradition. He argues 
that a genealogy of gay literature can be traced from Wilde’s work in the late 
nineteenth century through to Christopher Isherwood’s novels in the 1960s. 

Though Summers certainly notes the development of gay literature, he also 

focuses on the similarities between the historical spectrum of authors, and this 

emphasis on sexuality as a universalizing, uniting theme for non-heterosexual 
authors is an important aspect of lesbian/gay textual analysis. 

Reading against the grain: lesbian/gay readings of ‘heterosexual’ authors 

Justification for including authors in a lesbian/gay canon of literature does not 
just rest on biographical information; a critic conducting a lesbian/gay inter- 

pretation can potentially analyse any text from a homosexual perspective. This 

could be through the identification of same-sex relationships that are based in 
sexual attraction (such as in Radclyffe Hall’s 1928 novel The Well of Loneliness) 

or through same-sex connections that may not be conventionally understood 

as ‘lesbian/gay’ but can be interpreted as privileging same-sex relationships or 

friendships over heterosexual (see, for example, Barbara Smith’s 1977 reading 
of Toni Morrison's 1974 novel Sula. Smith argues that although Morrison is a 
heterosexual author, and the female characters in her novel are not overtly 
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lesbian, the plot and themes of the novel provide a critique of conventional 
heterosexual institutions that mean that the text can be read from a lesbian 
perspective). A lesbian/gay critical perspective may also focus upon revealing 
the coded representation of homosexuality in a text, particularly if a text was 
written during a historical period of discrimination against same-sex desire. 
This could include identifying the metaphorical use of figures from Ancient 
Greece or Rome to signify an interest in same-sex relationships (for example, 
Oscar Wilde's The Picture of Dorian Gray makes reference to Antinous, the 
male lover of the Roman Emperor Hadrian), or focusing on ambiguous 
imagery in the depiction of same-sex friendships (for example, Catharine 
Stimpson [1981] comments on the motif of the kiss between women in 
Virginia Woolf’s work, suggesting that this generates a range of ambivalent 
interpretations — is the kiss sexual, or friendly?) 

Lesbian/gay literary criticism therefore necessitates a careful and close 

reading of texts, but also an awareness of extra-textual material that can span 
across academic disciplines (historical, sociological, psychoanalytical, politi- | 
cal, legal, cultural). It is not simply the analysis of gay texts by gay authors that 

is important, but a strategy of reading that attempts to unravel and combat the | 
entrenched homophobia of academic criticism and broader social/cultural | 
understandings of same-sex desire. 

Queer theory: an introduction 

Queer theory represents a collection of complex and diverse critical strategies 
for reading texts; its origins are not confined to literary studies but embrace a 

broad spectrum of theoretical perspectives that are strongly interdisciplinary. 

The work of Judith Butler is, for example, generally considered to have inaugu- 

rated the academic interest in ‘queer theory’, but her theories are not specifically 
based in literary criticism, and are largely grounded in philosophy, psychoa- 

nalysis and linguistics. 

Throughout much of the twentieth century, the word ‘queer’ has been used 
in a pejorative context, an offensive term for designating the supposed ‘abnor- 

mality’ of lesbian women and gay men. In the late 1980s and early 1990s, 
however, the word was reclaimed by gay rights groups such as ‘Act Up’ and 

‘Queer Nation’ Used in this context, the term ‘queer’ becomes a reappropria- 
tion and celebration of non-heterosexual identities, but more specifically an 
encompassing term for both gay and lesbian sexualities. Although queer theory 
does have strong connections with this non-academic gay activism, it also 
represents a significant departure from the tenets of lesbian and gay politics 

and criticism. As implied above, one of the imperatives of lesbian/gay criticism 

is that lesbian and gay sexual identities should be recognized and accepted. 

Reading a text from a queer perspective poses a challenge to the notion that 
there are stable or inherent ‘heterosexual’ or ‘homosexual’ identities in society, 
culture and therefore texts, thus potentially questioning the veracity of identity 
politics in literary criticism. 
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The development of queer theory (1): Michel Foucault 

The French academic Michel Foucault, whose work is a combination of philos- 
ophy, history and sociology, published a series of three books between 1976 
and 1984 entitled The History of Sexuality. In the first volume of the collection, 

The Will to Knowledge (first published in French in 1976, and translated into 

English in 1977), Foucault argues that the concept of ‘the homosexual’ as a 
social and sexual identity first entered legal and medical discourse towards the 

end of the nineteenth century. Prior to this historical period, sexuality was 
conceptualized as specific acts and practices that did not actually define an 
individual's sense of self and social identity. During the proliferation of medical 
writings on sexual behaviour in the latter half of the nineteenth century, 

however, a new concept of socio-sexual identity was brought into being: sexual 
behaviour (e.g., sodomy) became understood as revealing a ‘truth’ about the 
individual self and identity (e.g., ‘the sodomite’). Foucault’s theory basically 
challenges the understanding of sexuality as being an essential, inherent or 
timeless ‘fact’ of an individual person's sense of self; he contends that sexual 

identity is historically and culturally specific and is constructed through 
language or discourse. 

Although Foucault is not writing from a specifically literary perspective, his 

argument has had a profound influence on queer theory in literature. If we 
accept that the concept of ‘homosexuality’ as a social identity is a relatively 

recent historical development, then how can we read Shakespeare's sonnets 

that appear to be addressed to a young man, for example, as revealing that 

Shakespeare is ‘gay’? If we understand that the binary system of heterosexual/ 

homosexual is constructed through language, then how stable are the essential 

or inherent truths of these identities? Though lesbian/gay criticism certainly 

does take into account the historical context of textual production, it still 

generally rests on the assumption that there is a reasonably coherent and 

continuous way to understand what it means to be ‘gay’ — or, to put it another 

way, that sexuality is a defining or permanent factor in an individual’s sense of 

self/identity. If, as Foucault’s work implies, concepts of sexuality are not fixed 

categories but are mutable and change over time, how useful are conventional 

definitions of homosexual/heterosexual identity? In a similar way to lesbian 
and gay criticism, queer literary criticism places sexuality at the centre of 

textual interpretation, but to read from a queer perspective you would need to 

question the assumption that there is a stable sexual identity to be revealed in 

analysing a text, either of the text’s author or of the text’s representation of 

sexuality. 

The development of queer theory (2): Judith Butler 

Judith Butler’s work, though again not specifically focusing on literary repre- 
sentations of sex, sexuality and gender, has been hugely influential in shaping 
the critical focus of literary queer theory. Her book Gender Trouble (1990) 
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develops Foucault’s theories into focusing on the relationship between ‘biolog- 
ical’ sex, gender and sexuality. She argues that all gender and sexual identity 
categories — ‘woman, ‘man, ‘femininity’, ‘masculinity’, ‘heterosexual’ ‘gay’ and 
‘lesbian’ — are produced through socialization, which she interprets as the 
repetition of socially sanctioned ‘acts’ or ‘performances’; in other words, there 
is no true essence behind ‘heterosexual’ identity (or, indeed, homosexual iden- 
tity) because it is wholly socially and discursively produced. If gendered or 
sexual identity is constructed through repeated acts, then surely, Butler 

ponders, gender and sexuality can be performed in alternative ways? This leads 
her to examine drag performance and ‘camp’ as methods of subverting conven- 
tional expectations of gender and sexuality, and such overt performances 
reveal the dissonances between the supposedly natural relationship between 

sex, gender and sexuality. Implicit in Butler’s theory is that there are a spec- 
trum of genders and sexualities that cannot be encompassed by the 
homosexual/heterosexual dichotomy or through a criticism that focuses on 
identifying what it means to be ‘lesbian’ or ‘gay’, since basically there is no 

static or stable norm of sexual identity. 

Identifying a spectrum of sexual identities 

Following Butler's emphasis on drag performance, queer theorists might focus 
on a wide range of sexual identities and practices that cannot necessarily be 
categorized as heterosexual or homosexual, such as cross-dressing, bisexuality, 

transgendered/transsexual identities, ‘camp’, the complexity of sexual fanta- 

sies, masturbation and a myriad of other non-conventional, potentially sexually 

dissident configurations of desire. This recognition of the plurality of sexual 

desires and identities may become manifest in a queer reading that challenges 
the status of an author or text that is usually understood as being simply ‘heter- 

osexual’ or ‘homosexual: Joseph Allan Boone, writing on Djuna Barnes’s novel 
Nightwood (1936), exemplifies this impulse to pluralize sexualities in queer 
criticism. Although he notes that the depiction of same-sex relationships in 
Nightwood, and Barnes’s own experience of same-sex desire, have led numer- 

ous critics to provide a valid ‘lesbian’ reading of the text, Boone argues that the 

sheer proliferation of polymorphous, dissident desires and identities repre- 
sented in the novel (from androgynous women to transvestite homosexual 

men) transgresses the cultural binaries of woman/man, homo/hetero, 

marginal/central to create a veritable queer universe (Boone 1998: 234-8). 

Dismantling ‘homosexual/heterosexual’ binaries 

To analyse a text from a queer perspective, then, you should seek to challenge, 
dismantle and open up traditional binary systems of thinking about sexuality 

and gender. Another formative text of queer theory is Eve Kosofsky Sedgwick’s 
Between Men: English Literature and Male Homosocial Desire (1985), providing 
an excellent example of the ways in which the interrogation of homo/hetero 
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dichotomies can produce a wider vocabulary for discussing issues of sexuality 

in literature. The word ‘homosocial, as Kosofsky Sedgwick recognizes, is 

conventionally used to describe the socially approved bonds between men 
within patriarchal culture, whereby male bonding is privileged, but character- 
ized by intense homophobia. Kosofsky Sedgwick’s amalgamation of the word 
‘homosocial’ with ‘desire’ purposely implies that there is a ‘continuum’ between 
homosocial (ostensibly heterosexual) bonds and homosexuality — her empha- 
sis is on a spectrum of potential orientations and impulses that cannot be easily 

quantified by discrete sexual identities. 

Focusing on the historical/social specificity of sexual identity 

A queer literary analysis influenced by the work of Foucault would highlight 

the cultural and historical specificity of the construction of sexual identity, and 

the impact that this has on our reading of an author and their work. For 

example, Alan Sinfield’s study The Wilde Century (1994) acknowledges the 

effect that the trial and conviction of Oscar Wilde had on shaping ideas about 
male homosexuality in the twentieth century, but argues that Wilde should not 

uncomplicatedly be considered as a ‘gay’ writer, considering that the historical 

period in which he was writing was only just beginning to understand homo- 

sexuality as a potential sexual identity. Conducting an interpretation such as 
Sinfield’s would also mean focusing closely on the use of language as a way of 

constructing historically specific meaning. Sinfield, for instance, focuses on the 

changing definition of the word ‘effeminacy’ (ranging from an eighteenth- 

century understanding of ‘effeminacy’ as representing ‘men who liked the 
company of women’ to the twentieth-century comprehension of ‘effeminacy’ 
as signifying homosexuality). 

Exploring the potential ambiguity of language 

The slipperiness of language is a repeated theme in queer literary interpreta- 

tion, as the multiplicity of meanings that can be attached to certain expressions 

impacts on our interpretation of a text. In Donald E. Hall’s analysis of Char- 
lotte Perkins Gilman’s short story “The Yellow Wallpaper’, for instance, he notes 

the repeated emphasis on the word ‘rub’ to portray the narrator's contact with 
the wallpaper in her room. Hall suggests that this use of language could have 
connotations of an auto-erotic (masturbatory) impulse in the protagonist’s 
depiction of her confinement in her bedroom (a conventionally sexually 
charged space). Gilman’s story, as Hall notes, is generally read from a feminist 

perspective, fuelled by biographical information about Gilman’s interest in 

womens rights; Hall’s queer reading does not contradict the overtly feminist 

potential of the story but creates a spectrum of possibilities for reading the text 

in another way that is not dependent on authorial intentions. A queer reading 

of a text can mean you have to explore the diverse, often conflicting implica- 

tions of a literary production, and tend to resist the ‘closure’ or ‘explanation’ of 
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traditional literary criticism, therefore having a similar tone to poststructural- 
ist/deconstructionist textual interpretation. 

Though this essay has highlighted the differences between lesbian/ gay 
criticism and queer theory, it is very important not to lose sight of the intrinsic 
connections between the two theoretical perspectives: both are dedicated to 
an anti-homophobic attitude towards texts, and are committed to crossing the 
boundaries between academic understandings of sexuality and the social/ 
political experience of individuals of all sexual orientations. 
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Cultural studies 

Brian Jarvis 

Why do literature students need to know about cultural studies? There are two 

main reasons. Firstly, cultural studies is partly responsible for the shape of the 

syllabus in many English departments in the twenty-first century. It was 

involved in the challenge to the traditional canon of ‘Great Works’ by DWEMs 
(Dead White European Males). Cultural studies, therefore, is partly responsi- 

ble for the fact that somewhere in your department people will be studying 
(get ready either to cheer or sneer) Harry Potter, or Stephen King, or Candace 

Bushnell’s Sex and the City (1997). Although this might not seem especially 
contentious nowadays, just a few decades ago the idea that students might 
study graphic novels (that’s the posh term for comics) or Hollywood adapta- 
tions of Shakespearean drama would have made most academics apoplectic 
(that’s the posh term for very angry). A second reason why cultural studies is 
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relevant to literature students is that it has been at the forefront of developing a 
distinctive approach to texts which is interdisciplinary, self-consciously theo- 
retical and politicized. The ‘cultural studies approach’ has been imported into 
literary criticism and you are certain to encounter it at some stage in your 

secondary reading. 

What is cultural studies? 

So we know now why cultural studies is important for literature students — but 
we don’t know yet what it is. This is a little harder. Cultural studies is difficult to 

define succinctly because it incorporates a range of critical practices that cross 
disciplinary boundaries. The ‘cultural studies approach’ can be found in liter- 
ary, film and media studies, sociology, politics and geography, the study of 

different racial and ethnic groups as well as women’s studies, lesbian and gay 

studies. In addition to appearing in a variety of subject areas, cultural studies is 
also associated with a wide range of critical theories that includes Marxism and 
feminism, postcolonialism and psychoanalysis, structuralism and poststruc- 
turalism. This dizzying array of -isms and -ologies can be intimidating to the 
student, but fortunately there are some key words and common denominators 
that can help us to sketch a working definition of this field. 

To begin with, cultural studies is characterized by an expansive definition 

of its own key term. Instead of seeing ‘culture’ as a restricted collection of 
canonical works (Shakespeare’s tragedies, Beethoven’s symphonies etc.), 

cultural studies embraces popular culture in all of its guises. Cultural studies 
thus offers a combative challenge to the notion that ‘culture’ means ‘high 
culture’ — the ‘timeless’ classics often associated with a privileged elite — and 

instead explores the everyday and often ephemeral cultural experiences of the 

masses. This approach is illustrated well by Roland Barthes’s Mythologies 
(1957), a groundbreaking collection of essays that offers quirky and efferves- 
cent readings of, amongst other things, wrestling, steak and chips, the ‘New 

Citroen’ and the face of screen idol Greta Garbo. 

Literary cultural studies 

In the literary context, cultural studies encourages us to turn to genres that 
have traditionally been neglected within the academy: comic books and 
women's magazines, westerns and weblogs as well as a range of non-canonical 

fictions. Instructive examples of the turn to popular fiction can be found in 
Janice Radway’s (1991) Reading the Romance and Michael Denning’s (1987) 

Mechanic Accents: Dime Novels and Working-class Culture in America. Cultural 
studies does not turn its back entirely on the canonical and will sometimes 

manufacture jarring juxtapositions that place, for example, Shakespeare along- 
side The Simpsons, or Heart of Darkness next to Tarzan of the Apes. This latter 
combination appears in Antony Easthope’s (1991) Literary into Cultural 

Studies. Easthope interweaves the seminal modernist novel by Joseph Conrad 
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(Heart of Darkness) with Edgar Rice Burroughs’ pulp fiction (Tarzan of the 
Apes) to investigate the clash of high and popular culture, definitions of ‘liter- 
ariness’ and literary value and how each text relates to racist ideology and the 
history of colonialism in Africa. In their assault on the canon and belles lettres, 
cultural studies critics like Easthope tend to approach all cultural production 
in terms of ‘text’ and ‘discourse’, with a politically charged focus on categories 
such as class, gender, race and sexuality. Cultural studies can thus be succinctly 
defined as a mode of textual critique that concentrates on issues of power. This 
critical practice is underpinned by a sense of culture as a battlefield on which 

the dominant groups in society seek to impose their will whilst subordinate 
groups attempt to resist the powerful and invent new identities for 
themselves. 

A brief history of cultural studies 

The origins of cultural studies can be traced back to the 1950s and a trio of 
left-wing academics working in British universities. Richard Hoggart, E -P. 

Thompson and Raymond Williams, the founding fathers of British cultural 
studies, sought to recover and valorize working-class history and culture. Their 
work was given added urgency by a shared sense that, in the postwar period, 

working-class traditions and culture were under threat from a burgeoning mass 
media and culture industry that was increasingly transnational and ‘American- 
ized. It was partly to counter this development that Hoggart founded the 
Centre for Contemporary Cultural Studies (CCCS) at Birmingham University 

in 1964. Initially under the directorship of Hoggart (1964-8) and then the 
British-West Indian critic Stuart Hall (1968-79), the Centre became an insti- 

tutional base for academics keen to offer critiques of contemporary British 

culture. Throughout the 1960s and 1970s, the CCCS exerted a powerful influ- 
ence on British academic and cultural life. It is worth noting that the work 
produced by the CCCS was itself influenced by a number of continental critics. 

Alongside Barthes’s Mythologies and the work of Michel Foucault, Marxist 

critical thinking continued to have a defining influence. British cultural studies 
incorporated work by Mikhail Bakhtin, the Frankfurt School (especially 
Theodor Adorno and Walter Benjamin), Louis Althusser and Antonio Gramsci 

to refine the Marxist understanding of culture. An increasingly sophisticated 

sense of the relationships between economics, culture, various institutions and 

ideology replaced the ‘vulgar’ Marxist notion of culture as merely a tool of 
social control deployed by the ruling classes to manufacture consent (the 

process of hegemony). In place of a static and monolithic entity, ‘culture’ came 
to be seen as a dynamic and contradictory realm in which ‘dominant, ‘residual’ 

and ‘emergent’ forces collided (this model and these terms are explained by 
Raymond Williams in Marxism and Literature, 1977). 

From the late 1960s onwards, British cultural studies began to move from a 

preoccupation with class towards issues of gender and sexuality, race and 
ethnicity. This broadening of range was a response to the social struggles and 
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political movements of the 1960s and the 1970s (women’s rights and gay 
liberation, the struggle for racial equality and postcolonial politics). Since the 
1970s, cultural studies has become increasingly conspicuous, with new depart- 

ments, courses, journals and criticism appearing in the United States and Latin 
America, Asia and Africa, Europe and Australia. This field will be of particular 
interest to students of literature who are keen to connect literary art to other 

forms of cultural production in relation to questions of politics and power. 
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Ecocriticism 

Jenny Bavidge 

Ecocriticism has its roots planted in the many forms of literature and literary 

criticism which have addressed nature, landscape and humanity’s relationship 

to the environment. However, just as feminist literary theory and queer studies 
gained impetus and focus from contemporary political and social events, 
growing awareness of the critical state of the environment and threats to biodi- 
versity have given ecocriticism’s focus a new urgency. As a very broad starting 

definition, ecocriticism is ‘an earth-centred approach to literary studies’ (Glot- 

felty 1996: xix). However, there are diverse interpretations of what this 
approach might entail. A collection of essays published on the website of the 

Association for the Study of Literature and the Environment (ASLE, www. 

asleumn.edu/), offers 16 different answers to the question “What is 

ecocriticism?. 

What is ecocriticism? 

ae 324 

Ecocriticism emerges from a meeting between writing about nature, environ- 

mental politics and literary theory. In his 2005 book The Future of Environmental 
Criticism, Buell differentiates between ‘first wave’ and ‘second wave’ ecocritics. 
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The first wave were influenced by the ‘deep ecology’ movement and were 
passionate about bringing an ethical, even spiritual approach to their thinking 
and writing about literature. They were primarily concerned with the promo- 
tion of nature writing and a celebration of the natural world in literature. The 
‘second wave’ takes a more politicized and theorizing approach, connecting 
environmental politics with aspects of literary theory. Early environmental 
criticism is mostly concerned with the critical interpretation of works about 
the natural world and so tended to focus on literature such as travel writing, or | 
with movements or styles for which natural settings were especially important, | 
particularly romanticism and pastoral literature. While the encroachment of 

industrialization in the Western world was a crucial topic for modernist litera- | 
ture (in the writing of D. H. Lawrence, for example), ecocriticism has grown 

symbiotically with the newly politicized and radical ‘green’ thinking of the 
second half of the twentieth century. For an overview of this movement, see 

the essays collected in The Green Studies Reader, which begins with the ‘roman- 

tic ecology’ of Blake, Wordsworth, Coleridge and Thoreau and ends with 

ecocritcal discussions of, among others, ecopolitics, ‘post-pastoral’ and Silence 

of the Lambs. Ecocriticism may therefore focus on literary works about the 
environment or it may widen its scope to consider all the ways in which ideas 

about the natural world are constructed through language and literary repre- 

sentation, rhetoric, genre, imagery and narrative. This means that ecocriticism 

is not just concerned with literature, but with all representational practices. In 
his book on the representation of the environment in Hollywood cinema, for 
example, David Ingram shows how Disney movies co-opt narratives of a pris- 

tine natural world (Bambi) or deep ecology (The Lion King’s ‘circle of life’) 
whilst telling strictly anthropocentric stories (Ingram 2000: 18-24). You 

might therefore find connections with ecocritical ideas in different and unex- 
pected areas of your English studies, from romanticism to postmodern 
cyberpunk. You can use ecocriticism as a critical approach to analyse rhetoric 

about nature or to identify how specific genres deal with particular place and 
space (think of road movies or American novels dealing with suburban angst 

such as Richard Ford’s Independence Day). An ecocritical context can help to 
examine the writing of authors whose works are suffused with the landscapes 
in which they are set (famous examples might include Seamus Heaney and 
Ted Hughes). Ecocriticism might also highlight environmental politics and 
issues of environmental justice, perhaps through the discussion of recent 
works which represent environmental disaster or terrifying visions of the 
future, such as Cormac McCarthy’s The Road. 

Influence of environmental politics 

The growth of political awareness about environmental issues which inspired 
these two waves of ecocriticism is often identified with the publication of 
Rachel Carson’s Silent Spring in 1962. The book’s specific subject was the detri- 
mental effects of agricultural chemicals on ecosystems, but it had an impact 
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beyond its immediate subject, influencing ‘deep ecology’ thinkers and philoso- 

phies. Pragmatic or utilitarian positions on the environment have argued for 
the protection of the planet for the benefit of humankind and the progression 
of civilization, but deep ecologists criticize such anthropocentricism. Instead, 
they posit an ethical system that values the non-human world in and of itself, 

and not just as a resource for humans (E. O. Wilson coined the term “biophilia’ 
to capture a sense of this deeper connection between humans and nature). 
Another important thinker in this field is James Lovelock, who popularized 
the term ‘Gaia’ (the idea that the earth exists in a system of harmonious 

balance), which likewise rejects the notion of human ‘stewardship’ or owner- 

ship of the natural world. These ideas may once have seemed eccentric, but 
prominent campaigns such as Al Gore's climate change documentary An 
Inconvenient Truth have focused international attention on climate change and 
threats to biodiversity. As economic and political shifts try to keep pace with 

the emerging science of climate change, the principles of environmentalism 

are now mainstream, if not universally adopted or acted upon. 

Defining ‘nature’ 

Such developments in environmental thinking can be allied with various 

strands in literary theory to provide an ‘earth-centred approach’ to literary 

studies. Structuralist approaches in ecocriticism identify how discussions 

about the environment are structured around the central dualism of nature/ 
culture, in which the natural is only ever given an identity in relation to human 

activity. So ‘wilderness’ is only ‘wilderness’ because humans cannot survive 

there, despite the masses of animal and plant life that it supports. The very 

existence of the word ‘nature’ shows how humans differentiate themselves 
from the ‘natural world. Poststructuralist thinking, which attacks notions of 

unified identity and knowledge, exposes the presumptions of all our categories 

of definition and explanation (meta-narratives such as ‘civilization’ or progress) 

and can shake our very certainty about the centrality of the human and our 

definitions of what it is to be human. In the same way that postcolonial criti- 
cism has shown how Western literature operates through a discourse of what 

Edward Said famously called orientalism, ecocriticism critiques a worldview 
which puts the human as the entity around which everything else — animal, 
vegetable and mineral — must be defined. Ecofeminist approaches should be 

mentioned here, too, as they meld ecological and feminist politics to argue that 

a worldview run along Western, capitalist, patriarchal lines has marginalized 

and suppressed both women and the natural world. Women’s struggle for self- 
determination and independence from masculine power and ownership is 
linked to the domination of animals and the earth’s natural resources. The 
novels of Margaret Atwood, for example, often link environmental disaster 

with women’s oppression and sexual exploitation (see The Handmaid's Tale 
and Oryx and Crake). Feminism has deconstructed the social construction of 
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gender in the same way as ecocritics seek to denaturalize our definitions of 
nature. 

But, critics might argue, if you're so worried about the environment, why 

are you sitting around writing or reading criticism about what literature says 

about it? Shouldn't you be out there, campaigning or taking action to combat 

climate change and environmental degradation? Ecocritics can answer that in 

order to combat the attitudes that can carelessly use up the planet’s resources, 

we have to understand the discursive practices that make such exploitation 

seem ‘natural. In his useful introduction to ecocriticism, Greg Garrard empha- | 

sizes the importance of discursive categories — or tropes — which structure and 
organize the natural world in linguistic and literary form. For example, envi- 
ronmental campaigners have attempted in recent years to replace the phrases 

‘global warming’ and ‘climate change’, which sound fairly benign and non- 

dramatic, with the more dynamic and scary ‘climate chaos. 
‘Earth-centred’ approaches to literature begin with the belief that we cannot 

think about ourselves without thinking critically about our relationship with 
the environment. Novelists, poets and filmmakers have always explored this 

relationship, consciously and unconsciously. Ecocriticism draws our attention 
to this tradition, and its new urgency in the face of our use and abuse of the 

natural world. 
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Postmodernism 

Andrew Dix 

Postmodernism is a concept you will encounter frequently in your study of 

recent and contemporary work in literature and other cultural forms. It is, 

however, a complex, unstable and even contradictory term, which you may 

find messily plural in its meanings. Part of the difficulty with this piece of the 

critical lexicon lies in its very reference to the cultural moment we are pres- 

ently living through. How adequately can we hope to understand the culture of 
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postmodernism while we are still located within it? Murray Siskind, a trendy 

‘lecturer on living icons’ in Don DeLillo’s novel White Noise ( 1984), sums up 

this problem: ‘We can’t get outside the aura. We're part of the aura. We're here, 
we're now’ (DeLillo 2002: 13). Following Siskind’s logic, our status as citizens 

of the postmodern era makes it hard, if not impossible, to grasp this cultural 

phase as completely and authoritatively as we might claim to comprehend 
earlier periods such as the Renaissance or the eighteenth century. 

Much work of an archaeological kind has been carried out with regard to 
postmodernism, attempting to specify the moment in which this cultural 
formation began to take shape. Here, however, you will not find critical 

unanimity. One influential account proposes that distinctively postmodern 

production in literature and other art forms can be identified during the 1960s 
in the United States and elsewhere in the West. Yet the first citation of the word 
‘postmodern’ in the Oxford English Dictionary dates from as long ago as 1925; 
the OED also quotes the historian Arnold Toynbee’s comment, in 1939, that 

the cataclysm of the First World War has given birth to ‘the “Post-Modern” 

Age. Even more disorientatingly, the OED’s earliest citation of the word ‘post- 
modernism’ itself is from as far back as 1914, the term cropping up in a 

theology scholar’s rather cryptic statement that “The raison detre of Post- 

Modernism is to escape from the double-mindedness of Modernism by being 
thorough in its criticism’ Despite such murky phrasing, this writer can still be 

seen to anticipate later critical thought by characterizing postmodernism as 

something reactive, an adversary of that late nineteenth- and early twentieth- 

century body of cultural production labelled ‘modernism: Some critics, 

however, have sought to muddy these clean timelines by pushing the origins of 
the postmodern back much further even than the First World War. A case in 

point is Jay Clayton's startling book, Charles Dickens in Cyberspace: The Afterlife 
of the Nineteenth Century in Postmodern Culture (2003), which essentially sets 
modernism aside and argues that features of postmodernism can already be 

seen in the Victorian period. The uncanny effect of such work is to identify 
postmodernism before there is any modernism for it actually to be ‘post’ to. 

You will discover, then, that dating the postmodern is the stuff of critical 

disagreement, even controversy. Fortunately, scholars in this field have tended 

to be more unanimous about what constitutes postmodernism’ distinctive 

stylistic repertoire. Postmodern work across multiple artistic fields is viewed, 

for example, as collapsing distinctions between traditionally ‘high’ and ‘low’ 

forms, thereby correcting the monumental modernist seriousness of such 
figures of the first half of the twentieth century as Virginia Woolf and T. S. Eliot 

in literature, Paul Cézanne and Pablo Picasso in painting, and Igor Stravinsky 

and Arnold Schoenberg in music. The postmodern artefact may also quote 
self-consciously from an array of pre-existing cultural materials, seeming to 

aspire less to the impression of a unique authorial signature than to an effect of 

collage. It may substitute delight in surface shimmers and textures for the 
modernist valuation of depth. Postmodern work is also liable to be fragmented, 
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with postmodern fiction, for instance, representing a decisive break from the 
totalizing narrative systems evidenced within modernism by such novel cycles 
as Marcel Proust’s A la recherche du temps perdu (1913-27) or Robert Musil’s 
Der Mann ohne Eigenschaften |The man without qualities] (1930-42). 

Engagement with postmodernism during your English courses is likely to 
take you in a number of directions and to involve study beyond the narrowly 
literary. While it is implausible to characterize all cultural production that 
occurs in the present moment as postmodern — what is postmodern, after all, 
about EastEnders or Emmerdale? — postmodernism is still, in the useful phrase 
of the American theorist Fredric Jameson, ‘a cultural dominant’ (Jameson 

1991: 4). Thus it does not merely embrace literature - the poetry of John 

Ashbery, say, or the fiction of numerous writers including DeLillo, Thomas 

Pynchon, Salman Rushdie and Martin Amis — but extends into many other 

arts and media. You may find yourself juxtaposing postmodern literature with 
instances of postmodern television, such as the playful citations of already 

existing culture that are evident in The Simpsons or Buffy the Vampire Slayer, or 
in Ricky Gervais’s The Office and Extras. You might venture into film studies, 
assessing, say, the generic collages of Quentin Tarantino or the slippage in tone 
between horror and farce in the cinema of David Lynch. There may also be 

opportunities to consider relevant musical examples: postmodern music 
ranges from the programmatically non-symphonic minimalism of the Ameri- 

can composer Philip Glass to the experimentation with multiple, plastic 
identities practised by such contemporary artists as Madonna, Gwen Stefani 
and Britney Spears. One could equally well identify postmodernisms in archi- 

tecture, or stand-up comedy, or visual art, or even literary theory. Given the 
specific materials and histories of these various art forms, it would be unwise 
to see them simply as governed by a homogeneous postmodernism. Neverthe- 

less, there are sufficient family resemblances to make possible the devising of 
interdisciplinary modules in postmodernism that will study Andy Warhol's 

silkscreen paintings of consumer items one week and Paul Auster’s novels 
pastiching detective fiction, The New York Trilogy (1985-6), the next. 

Concern with the styles of postmodernism should not be aridly formalist, 
but, rather, something which leads you on to explore and evaluate the social 
formation in which this type of culture occurs and assumes dominance. For 
Marxist theorists including Jameson, Terry Eagleton and David Harvey, post- 

modernism is, quite simply, the cultural packaging around a massively 
expanded capitalist economy: it is, in Jameson's phrase, ‘the cultural logic of 

late capitalism: From this gloomy political viewpoint, the utopian aspirations 
of previous artistic periods have all but disappeared. Modernist ambition has 

given way, anti-climactically, to a depleted culture characterized merely by 

play, pastiche and endlessly recycled quotation. Far from being the artwork’s 

enemy, as in the past, consumerism is welcomed into the postmodern artwork 
itself (as in the contemporary US artist Jeff Koons’s gaudy castings of toys and 
baubles). Yet you will encounter dissenting voices within the postmodern 
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debate, since other writers have argued that, far from being politically reaction- 
ary, postmodernism has actually opened up liberating possibilities. The crisis 
of totalizing narrative, for example, is understood from this rival perspective as 
making space for representations by previously neglected or subordinate social 

subjects, such as women, the non-white and the non-straight. Just as the dating 

of postmodernism, then, is not settled but still contested, so too is postmod- 

ernism’s ideology. 
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simulacrum/simulation [348] | Stream of consciousness [348] | Structure of feeling 

[348] | Subject/subjectivity [348]| Sublimation [348]! Sublime [348]! Subtext [348] | 

Symptomatic reading [348] | Teleology [348]! Textuality [349]| Trope [349]} Uncanny 

[349] | Unconscious [349] } Unreliable narrator [349]} Use value/exchange value [349] | 

Writerly text/readerly text [349] | 
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Julian Wolfreys, Ruth Robbins and Kenneth Womack 

Introduction 

The following glossary is not intended to be exhaustive. There are already many 

such volumes available, which, because they serve exclusively as dictionaries, 

lexicons and other similar reference works, can be far more comprehensive. 

Amongst those which are available, we would recommend any of the following: 

Martin Gray’s A Dictionary of Literary Terms (Longman), J. Cuddon’s The Penguin 

Dictionary of Literary Terms and Literary Theory (Penguin), Peter Childs and Roger 
Fowler’s Routledge Dictionary of Literary Terms (Routledge), and Julian Wolfreys, 

~ Ruth Robbins and Kenneth Womack’s Key Concepts in Literary Theory (Edinburgh 

University Press}. After a good dictionary, a reference work of technical and 

specialist terminology in literary studies can be your most important acquisition, 

and a reference work for which you will find endless use. What does follow, though, 

is a brief glossary of certain words, mostly drawn from the vocabulary of literary 

theory and criticism, which should provide you with a useful starting point for 

definition. 

INSffece) «= Term popularized =by Julia 
Kristeva. The abject is identifiable with 

neither subject nor object, self or other. 

Instead, the process of becoming abject 

involves me psychically into a ‘place’ where 

the stability, and therefore the meaning, 

of any term gives way. Abjection can be 

apprehended as the process by which the 

boundaries or limits of selfhood are erased. 
As such, it names that which we seek to 

suppress and exclude, in order that we can 

function as ‘healthy’ individuals. 

Vela iaiia Absence and_pres- 

ence figure a binary opposition, understood 

implicitly first in Aristotelian metaphysics, 

and subsequently in structuralist linguistics 

and structuralist literary and cultural analy- 

sis, as any pairing in which one term gains 

its meaning only in relation and reference to 

the other. 

Vic MMncccmla@mir) Term coined by 

Martin Esslin, referring to the work of vari- 

ous mid-twentieth-century playwrights, 

including Jean Genet, Eugene lonesco and 

Samuel Beckett. In such works, humans can 

find little or no purpose or meaning in action 

or event, and communication is fraught with 

difficulty and misunderstanding, if not being 

altogether impossible. 

Ua LUC) ©=©= Aesthetic’ 
derives from the Greek, meaning percep- 

tible to the senses. Aesthetic study concerns 

itself primarily with formal elements of a 

literary or other artistic work, instead of 

addressing matters of history, politics or 

other contexts and ‘extratextual’ or extrinsic 

elements. It names that branch of critical 

appreciation or philosophy that examines 

the conditions of sensuous perception, 

producing in turn a theory of taste. 

iets) ~4Movement in art and litera- 
ture associated with Oscar Wilde, Algernon 

Charles Swinburne and Walter Pater, 

amongst various writers and artists of the 

last decades of the nineteenth century, 

whose credo was summed up by Pater as ‘art 
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for art’s sake’. According to the aestheticist 

philosophy, art should not be subservient to 

any purpose, political, historical or moral, but 

simply be its own expression in a quest for 

beauty. 

Ni CREEDs) ~The phrase is first coined 

by North American critics W. K. Wimsatt 

and Monroe C. Beardsley. Their contention 

is that any analysis of a text grounded in 

the perception of the emotional effects it 

produces results in a misunderstanding of 

the difference between what a text is and 

what it does. 

NEits!| When William Beckford writes, in 
his 1868 novel Vathek, ‘an invisible agency 

arrested his progress’, he signifies a force 

acting on a character. In such an example, 

the force can be either supernatural or 

psychological. On the other hand, agency 

is also understood as that force or power 

granted the individual by virtue of social, 

cultural or political position (a prime minis- 

ter or president, an officer in the military, 

the director of a theatre or art gallery, and so 

on). 

NEGEKe ©=Predominantly used in Marxist 
theory but also used similarly in other politi- 

cally inflected critical discourses, alienation 

names the experience of being estranged 

from the products of one’s own labour and, 

by extension, from one’s ‘proper’ sense of 

identity as a result of the structures and 

effects of capitalism. Alternative transla- 

tions of Marx’s term Entdusserung give the 

term ‘dehumanization’. The term is taken 

up in existentialist writings of the 1940s 

and 1950s to indicate more broadly the 

alienation of the individual within modern, 

mechanistic, estranging societies as a result 

of their (largely) capitalist modes of produc- 
tion and fragmentation. 

MGHEMC Mitts: The phrase comes froma 

translation of the German Verfremdungsef- 
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fekt in the work of German playwright Bertolt 

Brecht. Sometimes given as ‘estrangement’ 

or ‘defamiliarization’ effect, Brecht’s theatri- 

cal practice sought to break the illusion of 

theatrical verisimilitude or other conven- 
tions of the stage whereby audiences would 

identify and empathize with characters as if 

the latter were real, free individuals. Through 

the various aspects of this technique, Brecht 

sought to distance the audience, making 

them aware that, ideologically and histori- 

cally, people play roles in society, thereby 

removing any sense in the audience of feel- 

ing or involvement. 

INERT Allegory involves the description 
of or commentary on a particular subject 

presented in the guise of another subject, 

by which process of narrative analogy and 

symbolism, the reader comes to grasp the 

secondary meaning rather than the principal 

signification of content. 

Nine] ~=«=Commonly misunderstood as 
merely a modern theoretical term, alter- 

ity, meaning a condition of otherness or 

difference, is to be found in literary and 

philosophical works dating back over several 

centuries. 

Nu A ek Ambiguity 

names the uncertainty within a_ state- 

ment or utterance where more than one 
meaning is_ inferred. William Empson’s 

study Seven Types of Ambiguity offers a 

comprehensive analysis of the complexity 

of ambiguity. Ambivalence is, in a certain 

sense, an intensification of ambiguity, 

signalling powerfully contradictory states 

of feeling over a particular subject, or being 

indicative of the indeterminacy with which 

one can be confronted. 

IMEI An analogy is produced through 
comparison being made between two narra- 

tives, images, forms or concepts for the 

purposes of agreement, comparison and 



explanation. Analogy also signifies resem- 

blance between elements forming logical 

reasoning, or the process of reasoning itself 

along parallel lines. 

MEIMGelmerise Also referred to as — 
and akin to — practical criticism in the UK and 

New Criticism in the United States, such criti- 

cism always begins by, and proceeds from, 

the exploration of a central idea, question, 

image or theme found primarily in the prin- 

cipal text, poem or novel being studied. The 

purpose of such close reading is to construct 

an argument grounded in the language of 

the text, which, in demonstrating the rela- 

tionship between different aspects of the 

text, aims to produce a reading of the text as 

an organic whole. 

Nitin) Having the qualities or physi- 

cal attributes of both sexes in one person, 

otherwise referred to as hermaphroditism, 

androgyny is sometimes employed by writ- 

ers to signal an ambiguity or indeterminacy 

about a character’s identity. In mythical 

narrative, figures are represented as having 

the characteristics of both male and female, 

or having facial features presented in such a 

manner that it is impossible to decide on the 

gender of the person thus represented. 

The attribution or 
presentation of something non-human, 

whether a deity or universal force, as in 

mythological narrative, or a machine or 

animal, with human form or characteristics; 

also the assumption of anything impersonal 

or irrational as having human qualities. 

MPa} Inthe context of literary studies, 

archetypes are discussed through either the 

critical work of Northrop Frye or the pscyho- 

anlytic theories of Carl Jung. Archetypes are 

pervasive or apparently universal symbols, 

recurring transhistorically and 

cultures. 

across 

MUCUS The concepts of author 

and authorship have complex histories 

bound up with legal rights of ownership, 

copyright and philosophical reflections on 

identity. An author can be defined today as 

an individual who uses his or her imaginative 

and intellectual powers to produce a work of 

fiction or other literary form. In particular, in 

theoretical contexts authorship has come 

to be defined as the locus and product of 

multiple cultural, historical and social forces, 

institutions, practices and discourses, of 

which the literary text is a singular media- 

tion and production. 

EEEAU Teac Two concepts first 

defined by Karl Marx in the Preface to A 

Contribution to the Critique of Political Econ- 

omy. In this, Marx argues that the economic 

Organization of society, described as the 

relations of production or base, serves as the 

foundation of all other social relations and 

modes of cultural production. The economic 

base makes possible and determines the 

Various superstructural institutions, praxes 

and discourses of a given society, whether 

in the form of the law, politics, the arts, reli- 

gion and other cultural manifestations. 

sdioly-tyeeue-ya) From the German, mean- 

ing education-novel. Any such novel is 

one that traces the formative years, the 

spiritual and moral education and growth 

of its protagonist. Novels typically defined 

as Bildungsroman are Jom Jones, David 

Copperfield, The Sorrows of Young Werther or 

Jane Eyre. 

Any pair of terms 
appearing as the opposites of each other, 

thus: good/evil, day/night, centre/margin, 

man/woman. Such pairs or oppositions were 

first considered as conceptual absolutes by 

Aristotle in his Metaphysics. Binary opposi- 

tions were given prominence by Ferdinand 

de Saussure in his structural model of 
linguistics, and subsequently employed by 
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structuralist critics. Importantly, Saussure 

identified the semantic dependency of any 

given term on Its opposite, meaning thereby 

being revealed as not intrinsic but contextu- 

ally given. 

Originally referring to the books of 
the Bible that had been accepted by Church 

authorities as bearing the word of God, the 

notion of the canon in literary studies refers 

to ‘great books’ or the works of authors 

who are considered as central to a literary 

tradition. 

Or THANE Acai elietaeit Terms drawn from 

Mikhail Bakhtin’s studies of the novel. The 

carnivalesque is that aspect of narrative 

form where social hierarchies and power 

structures, often organized according to 

social notions of ‘high’ and ‘low’, are tempo- 

rarily inverted or reversed, often through 

forms of parody (a pig or beggar being 

crowned a king, for example), in order to 

destabilize one’s notions of social order or 

‘natural’ relations. 

A term taken from Aristotle’s 
definition of tragedy, catharsis is understood 

as the psychological purging of emotions 

caused by the experience of catastrophic 

events in tragedy. In a play, the protagonist 

is purified by tragic events, and the audi- 

ence is caused to understand and so pity the 

protagonist. 

Somewhat free translation of 
Freud’s term Libidobesetzung, the concept 

refers to the mental process of concentrat- 

ing and channelling the psychic energy 

of the libido as this is made manifest in 

emotions such as anxiety, dread or fear. The 

concept refers also to the displacement of 

libidinal interest from one’s desire to inani- 

mate objects. 

Those various aspects of a 
fictional person such as behaviour, the 
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expression of social or moral values, and 

the seemingly psychological traits and their 

outward manifestation such as appearance, 

clothing, actions, which serve to make the 

fictional figure human and believable for the 

reader. 

eeu) Grammatical term referring to 

inversion of word order from one clause to 

another. 

The process of analysis 
grounded in the language and form of a given 

text, whereby thematic and formal aspects 

are deduced through detailed comprehen- 

sion of textual elements. 

Commodification/commodity fetishism 

Commodification is the process by which an 

object or person becomes viewed principally 

as an article for economic exchange — or 

as a commodity. The term also defines the 

transformation of materials into objects 

with economic value. Marxist critics define 

commodity fetishism as the process by 

which, under capitalism, objects acquire 

value beyond their immediate usefulness; 

the desire to own a particular brand is 

indicative of the fetishistic encoding of 

commodities. 

Typically found in verse of the early 
modern period, a conceit is the figural and 

symbolic means of expressing subjective 

apprehension in a particularly artificial and 

complex, often indirect manner. 

Psychoanalytic, specifically 
Freudian term, signifying the process 

whereby mental images assumed to have a 

common effect are combined into a single 

image. 

exe aehe-heteavAe-Yalexe-naceya) A word’s conno- 

tations are those feelings, associations or 

undertones, which, though not precisely 



part of meaning, are nonetheless related to 

it. Denotation signifies precise meaning. 

Woii4; ~Whether historical, philosophical 

or semantic, context is understood as that 

by which meaning coheres, is perceived, 

or is transmitted in a particular text. Any 

phrase or expression, any statement, is 

only communicable if the context out of 

which it emerges is understood by reader or 

audience. 

I Sateneicaurs; Coined by Freud to 

indicate the unconscious emotions or feel- 

ings on the part of psychoanalyst towards 

the analysand and vice versa. 

A pair of lines in English poetry 

connected by rhyme and being of the same 

length. 

The act of analysing and evaluat- 
ing literary texts, films, paintings and other 

forms of semantic structures, cultural forms 

or phenomena. 

Eee} Term first employed by 

French cultural critic Pierre Bourdieu to 

describe the hidden value attached to learn- 

ing and education under capitalism; also, 

the dissemination of literary knowledge for 

the express purpose of enhancing the moral 

sensibilities of a given nation or culture's 

readership. 

Aesthetic and moral values accu- 
mulated over time that are shared by a 

dominant group, and maintained for the 

purposes of social control and replication, 

through reproduction in literary and other 

artistic works; patterns of human knowl- 

edge referring to customary or conventional 

beliefs, social formations and traits belong- 

ing to racial, religious or social groups. 

Te leAAtiaha §=Freudian concept 

concerning human desire to return to a 

State of non-conflictual stasis, equilibrium 

or lifelessness. Intensified misdirection of 

the death drive in terms of psychic inter- 

nalization is hypothesized as producing 

masochism, while direction towards another 

can result in sadism. More generally, drive is 

associated with Freudian discourse, being a 

translation of the German Trieb, more usually 

translated into English as ‘instinct’. The two 

principal drives for Freud are the libidinal 

and the death drive. 

Word associated with the 
work of French philosopher Jacques Derrida, 

usually with his earlier publications, and 

mistakenly assumed to name a method of 

critical analysis, a school of critical work, or 

an analytical programme. Despite Derrida’s 

patient and rigorous efforts to show how 

deconstruction is not a method and cannot 

be made into one, many critics employing 

the term persist in the misunderstanding. 

Deconstruction, if it exists at all or if there is 

such a thing (to paraphrase Derrida}, takes 

place within structures (linguistic, textual, 

institutional, political, and so on}, as that 

which, other than the logic or economy of 

any Institution or form, nevertheless makes 

the operation of these function. Deconstruc- 

tion cannot be imposed from the outside of 

a system; neither does ‘it’ (if it is definable 

as having an identity, which is problematic) 

await human consciousness to perceive or 

operate ‘it’. If anyone tells you differently, 

they are wrong, but are wrong strategically, 

in order to make Derrida’s thought over 

in a reductive manner into a system for 

interpretation. 

Concept first employed 

in Russian Formalism to indicate aspects 

of literary works or other works of art that 

communicate whilst also estranging one’s 

relationship to semantic transparency, and 

from there to perceptions of what is ‘normal’ 

or ‘natural’. 
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8-Tulesdtiver-tiids) A term associated with 

philosophies of cultural materialism that 
maintain that only social contradictions 

and economic conditions, rather than 

literary. criticism and theory, possess the 

Capacity for altering the course of reality; 

hence, materialist philosophy attempts to 

‘demystify’ bourgeois pretensions towards 

totality and completeness. Alternatively, 

demustification refers to critical praxis which 

aims to bring to consciousness the hidden 

ideological traces and modes of production, 

which combine either to produce a view of 

the world as ‘natural’ and the causes of its 

events as ‘inevitable’, or otherwise to exam- 

ine the ways in which material objects are 

produced as commodities. 

ie Psychic force distinguished in 
psychoanalysis from need, understood 

to be an unconscious drive manifesting 

itself through behaviour. Jacques Lacan 

argues that desire is never fulfilable; it is 

always deferred because that which satis- 

fies momentarily is never the desired thing 

itself, merely a substitute for what cannot be 

defined. 

acs A dialectic is an argument 
whereby truth is arrived at through expos- 

ing contradictions in a debate through 

systematic analysis. A term associated with 

Marxism, and derived from Hegel, dialectic 

indicates both a scientific [i.e., philosophi- 

cal} method and the rules of antagonism 

governing the historical transformations 

of reality. The Hegelian dialectic is defined, 

in its simplest terms, as thesis/antithesis/ 

synthesis: a position or argument, a histori- 

cal condition or consciousness provides 

the starting point, the thesis, to which an 

antithesis is given, an opposition, and out of 

the struggle between the two arrives a third 

term, the synthesis, which subsumes and 

displaces all contradictions to produce a new 

unity. In the Hegelian system, the notion of a 

master/ slave dialectic is propounded, which 
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expresses the interaction between two 

consciousnesses and the manner in which 

each entity considers the other in terms 

of the self. In Marxist theory, dialectical 

materialism proposes that material reality, 

social organization, exists in a constant 

state of struggle and transformation. The 

three laws of dialectical materialism stress 

(i) the transformation from quantity to qual- 
ity, thereby making possible revolutionary 

change; (ii) the constitution of material real- 

ity as a unity composed of opposites; [iii) 
the negation or sublation of the binary oppo- 

sitions, as a result of their antagonism, out 

of which historical development takes place, 

and yet within which traces of the negated 

positions remain. 

Dialogism Term derived from Bakhtin, 

signifying polyphonic play of different voices 

or discourses in a text, without assumption 

of dominant voice. 

Settling of peoples away from 
their homeland, initially used with refer- 

ence to the dispersal of the Israelites in the 

Old Testament; now used to refer in cultural 

studies, postcolonial studies and race theory 

to refer to any displaced peoples, through 

Slavery or other means. 

Neologism employed by 
Jacques Derrida, in which ‘a’ is substituted 

for ‘e’ in order to indicate how, when spoken, 

the ‘a’ sounds no different from the ‘e’,, 

thereby illustrating how writing always 

bears a remainder or trace inaccessible to 

the voice. There is, for Derrida, something in 

writing that escapes human authority, pres- 

ence or intention. Moreover, in adopting the 

spelling Derrida conflates concepts of both 

(temporal) deferral and (spatial) differentia- 
tion in the single word, thereby suggesting 

the production of meaning as being subject 

to both spatial and temporal determinants; 

in short, meaning is neither immediate, nor 

is it intrinsic or a given. 



Concept deriving from ideo- 
logical and political necessity to recognize 
distinctions between differing identities, 
whether in terms of ethnicity, belief or sexual 
orientation. 

A literary movement, originat- 

ing in North America during the 1970s, the 

chief characteristics of which are narrative 

minimalism and the stripping of narrative of 

all extraneous descriptive and other related 

details. The focus is on an economical use 

of words and surface description. Adverbs 

are omitted, generally. Dirty realist narra- 

tives, typified by thé work of writers such 

as Charles Bukowski, Richard Ford and 

Raymond Carver, address the lives of unre- 

markable characters as central protagonists. 

Die Traditionally, logical and coher- 
ent discussion focusing on a specific topic 

or subject; in the work of Michel Foucault, 

and subsequently in various critical-theoret- 

ical texts, discourse is defined as a specific 

language practice determined and employed 

by various institutions such as the law, 

medicine, the church, in order to regulate the 

subject historically through discursive prac- 

tice and acceptance of the codes of practice, 

and the truths they claim to bear. 

ge uu ~49© Meaning ‘feminine’ or 
‘female writing’, and taken from the work of 
Héléne Cixous, the term signifies a mode of 

textual production, not necessarily written 

by women (Cixous uses James Joyce as 

one example], which escapes economies 

of textual semantics grounded on central 

or single truths, transparency of commu- 

nication, and the logic of linear narrative 

semantics. 

[F%) Psychoanalytic term defining the 
fundamental, conscious sense of one’s self. 

ERT Poetic genre dealing with mortality, 
musing on loss, and other modes of intro- 

spective mourning. 

Empiricism| Philosophical approach to 

knowledge, proposing that all knowledge is 

derived from experience rather than reason 

or logic. 

F¥fe Usually a poetic, or occasionally prose, 

composition in which the heroic exploits of 

one character or a small group of charac- 

ters are delineated in a single continuous 

narrative. 

Giecuess) Branch of philosophy 
addressing the grounds and forms of 

knowledge. 

ECCI Me A novel form, popular 

in the eighteenth century, the narrative of 

which is presented through a succession of 

letters, often between different characters, 

as in Samuel Richardson's Clarissa or Tobias 

Smollett’s The Expeditions of Humphrey 

Clinker. 

ties Belief that mistakenly 
confuses biology with aspects of identity 

that are social or cultural. 

Uitruen ‘Beliefs based on the 
assumption of culturally relative values as 

absolutes, by which one judges another 

culture based on one’s own values and 

makes ideological and hierarchical distinc- 

tions accordingly. 

StAeueie Philosophical movement 
involving study of human existence in an 

infinite, unfathomable universe. Literary 

works, such as those of Jean-Paul Sartre, 

Albert Camus or Samuel Beckett, address 

the absurd nature of human existence in the 

absence of any transcendental meaning, or 

consider the role of free will and responsibil- 
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ity towards other humans in making ethical 

or moral judgements. 

EVEN yi) Terms employed originally 

in Russian Formalist criticism in order to 

distinguish between aspects of the novel. 

Fabula refers to the basic components of any 

story, while syuzhet signifies the plot in its 

formal constitution, the narrative order of 

the story elements. 

lemeclieeateryit-tt Term used in Marxist 

theory to signify mistaken beliefs held by 

social groups; for example, the belief on the 

part of the middle classes that class-based 

interests are not ideological but universal. 

UCEMCMUS Literature depicting unreal 

events that appear as either psychological or 

supernatural in origin, but remain indetermi- 

nate as to their precise nature. 

fies) Narratives and other forms which 
present worlds and events free from the 

constraints of reality. 

fm) ~=Comic drama employing caricature 
and absurd plotting, along with slapstick 

and mistaken understanding as a means of 

complicating plot. 

teute |n Freudian terms, sexual excite- 
ment or desire focused on a specific object, 

body part or representation thereof. 

_ French word defining (mostly) 
male member of leisured classes, who has 

the free time to stroll idly around urban areas 

observing life. The flaneur enjoys the luxury 

of observing social life in a random manner. 

Term largely associated with 

narratology, focalization was first used by 

Gerard Genette to signify the perspective 

of narrative presentation. In a novel such 

as James Jouce’s Portait of the Artist as a 

Young Man, the narrative is being focused 

key terms and concepts 

through Stephen Dedalus’s consciousness, 

so this would be described as being inter- 

nally focalized. An omniscient narrator, such 

as is to be found in a novel by George Eliot or 

Henry James, would be described as exter- 

nally focalized. 

Literary and aesthetic 
concept first proposed by Viktor Shklovsky, 

in which the artist or writer regards produc- 

tion as a process and not an end in itself, 

the purpose of which is to produce in the 

audience or readership a new awareness of 

the object or subject represented and so to 

understand the world differently. One means 

of foregrounding the process of percep- 

tion and its active role in the interpretation 

of art is through what Shklovsky termed 

ostranenie — defamiliarization or ‘making 

strange’ — whereby the form of the art-object 

is revealed rather than occluded by content 

or subject and so how one perceives comes 

to be foregrounded. The artfulness involved 

in the production rather than the object 

is what is of most importance. From such 

a theoretical premise, it might be argued 

that James Joyce’s Ulysses defamiliarizes 

narrative convention and one’s assumption 

that the form of prose narrative is transpar- 

ent through its self-conscious techniques 

of drawing attention to how narrative and 

language as forms shape and mediate 

perception of the world. 

laa-mUiolla-\erameifeyeeltiesy-) Mode of narrative 

presentation, which, though not directly 

presented as a character’s speech patterns, 

idioms or grammatical idiosyncrasies, 

presents thoughts, events or reflections as 

if the narrative were the character’s point 

of view. An example of this is when James 

Joyce begins the story ‘The Dead’ with the 

sentence ‘Lily, the caretaker’s daughter, 

was literally run off her feet. Though the 

words are the narrator's, the figure /iterally 

indicates that this is what Lily thinks or what 

she would say. She is not literally run off her 



feet at all; it would be grammatically correct 
to say that she was figuratively run off her 

feet, as the phrase is a figure or idiom, obvi- 

ously, for being extremely busy. 

Gaze Psychoanalytic concept, developed by 

Jacques Lacan, following Jean-Paul Sartre’s 

analysis of the ‘look’, and subsequently 

adopted by feminist criticism and in film 

studies, which theorize the ways in which 

one sees another subject and also compre- 

hends how one is seen. The theory posits 

that, in understanding how one is looked at, 

the subject apprehends that the other, on 

whom the gaze is turned, is also a subject. 

(itty Term denoting the cultural 
construction of notions concerning mascu- 

linity or femininity, and the ways in which 

these serve ideologically to maintain stable 

gendered identities, whether normative or 

‘deviant’. In much feminist thought, gender 

is defined in distinction from biological sex. 

(Git Occasionally confused with the idea 

of form, genres are definable types or forms 

of art and literature. In art, genre painting 

refers to the depiction of everyday life. In 

literature, while there are three genres 

broadly speaking — prose, poetry and drama 

— other more precise genre distinctions are 

made, such as romance, gothic, epic, episto- 

lary novel, science fiction, science fantasy, 

Bildungsroman, comedy, tragedy, and so on. 

@litteamase Study of women’s writing. 

fetta) Term often associated with the 

Marxist cultural criticism of Antonio Gramsci 

and Raymond Williams, and referring to 

the cultural or intellectual control of one 

social or cultural group. Hegemonic power 

is maintained through the non-coercive 

dissemination and maintenance of cultural 

values and beliefs, manifested in institu- 

tions such as the church, state, education 

and literature. 

Originally associated with 
biblical exegesis and the interpretation 

of religious texts, now more commonly 

employed to define principles and methods 

by which interpretation takes place. 

A term often associated 
with Russian theorist Mikhail M. Bakhtin that 

refers to the many discourses that occur 

within a given language on a microlinguistic 

scale; ‘raznorechie’ in Russian, heteroglossia 

literally signifies as ‘different-speech-ness’. 

Bakhtin employed the term as a means for 

explaining the hybrid nature of the modern 

novel and its many competing utterances. 

Gime ‘The idea that all forms of 
thought and interpretation must be defined 

from an historical perspective. 

Gini) Western European philosophi- 
cal discourse, first appearing in the early 

modern period, and subsequently a mode 

of inquiry that centres interpretation on 

humanity, particularly from secular perspec- 

tives. Humanist values are asserted as 

vaguely universal. 

(FESS) Belief in transcendent or meta- 
physical truths as unalterable and outside 

the real or material world. 

[F] That part of the unconscious in psycho- 

analysis comprising instinctive, pre-rational 

or conscious impulses. 

A system of cultural assump- 

tions, or the discursive network of beliefs 

or values which uphold or oppose the social 

order; otherwise, those ideas that provide 

a coherent structure of thought intended 

to occlude contradictory elements in social 

and economic formations. In Marxist theory, 

human consciousness is determined by 

ideology, and our perception of reality is 

ideologically mediated by a concatenation of 

beliefs. 

key terms and concepts 341 



TWEE ES Ln elieyaatce)) Jacques Lacan's 

psychoanalytic model posits three psychic 

realms. The psychic aim of a ‘healthy’ 
adult subject is to achieve mastery in the 

Symbolic realm, a realm of ordered, struc- 

tured language, the realm of Law. However, 

the Symbolic is not ideal because language 

is merely conventional and arbitrary in its 

acts of signification. For Lacan language can 

only describe what is not there. Language 

is thus a means of negotiating with the 

Symbolic, but also a reminder that one is 

always Separated from the Symbolic order. 

Joining the Symbolic order is initiated in 

what Lacan calls the mirror phase, which 

initiates in the child a recognition of itself 

in a mirror as a Separate and distinct being, 

one which now knows itself to be separate 

from the rest of the world; hence the need to 

acquire language, So as to ‘rejoin’ the world. 

Lacan refers to this early recognition and 

acculturation as ‘Imaginary’, because the 

mirror image reveals the self as an image 

or, in Lacanian terms, a signifier, rather than 

a signified. Such recognition is for Lacan 

a misrecognition, therefore. No one ever 

escapes the linguistic realm, Lacan argues. 

There are always Imaginary residues in 

even the most powerful Symbolic forms. The 

Real is a term used by Lacan to refer to the 

merely contingent accidents of everyday 

life that impinge on our subjectivity, but 

which have no fundamental psychic causes 

or meanings. You may well hit your head or 

knee accidentally, and this will hurt, quite 

possibly, but it has no signifying potential, it 

refers to nothing other than the realm of the 

Real in which it takes place. 

[ively Policies of territorial expansion 
by which one culture or nation appropriates 

the land, people and resources of another 

to further its colonial ends; additionally, the 

practices and discourses which promote and 

maintain cultural, economic and ideological 

assumptions underpinning the assumption 

key terms and concepts 

of the right to dominate another culture or 

nation in the process of building an empire. 

CUuEMMchers| Term coined by North 

American New Critics W. K. Wimsatt and 

Monroe Beardsley to define the mistaken 

critical assumption by readers that one can 

judge a literary work according to an author’s 

intentions, whether these are explicit or 

implicit. For New Critics, value is to be found 

only in the text, not in what an author seeks 

to achieve or in the historical contexts that 

produce that text. 

nitlsesieiaies) Marxist term, associated 

with Louis Althusser, which defines the ways 

in which subjects of an ideology are placed 

in false positions of knowledge regarding 

themselves, including the misperception of 

autonomy and individuality. The subject is 

interpellated or ‘called’ by ideology, and in 

‘hearing’ that call, is produced by the ideo- 

logical structure: 

USE) A term first used by Julia 
Kristeva, intertextuality refers to the ways 

in which all utterances refer not to reality 

directly but other utterances. Literature 

is understood, from this perspective, as 

always intertextual: that is, belonging to a 

self-referential structure or system. 

[it A figure of speech in which the 
intended meaning is opposite to that 

expressed, often used when sarcasm or 

condemnation is implied in a seemingly 

positive or affirmative statement; also the 

contradiction, incongruity or discrepancy 

between appearance or expectation and 

reality. Irony can be understood in terms of 

events, situations and the structural compo- 

nents of literature. Dramatic irony involves a 

situation in which a given character’s state- 

ments come back to haunt him or her, while 

tragic irony refers to situations in which the 

protagonist's tragic end is foreshadowed by 

a sense of foreboding and misinformation. 



Structural irony reflects a given author's 
attempt to establish an ironic layer of mean- 
ing throughout a text, often by virtue of the 
ironic distance provided by the narration of 
a literary work. 

Miers: French, meaning enjoyment, 
used by Roland Barthes to distinguish that 

experience of reading different from plea- 

sure, and associated with sexual pleasure. 

There is also in the word the sense of the 

subject’s right to the experience of sensual 

enjoyment. 

Cae) Something usually of little aesthetic 

worth, but used in postmodern contexts to 

signify works of art that ironically play on 

the worthless or vulgar. 

One eiieiuen German, meaning ‘artist 

novel’; typically, novels which describe the 

development and growth of an artist. 

Both French terms, 
originally given specific determination by 

Ferdinand de Saussure in his Course on 

General Linguistics. Langue defines the 

system of language, while parole signifies 

specific utterances. 

The term first gained 
popularity in 1967 with the publication of 

an essay collection edited by philosopher 

Richard Rorty. It signifies a turn in various 

analytical discourses including philosophy 

and literary criticism, and broadly refers 

to the fact that language in some manner 

Serves to ‘constitute’ or ‘construct’ reality. 

This is not to suggest that reality does not 

exist, aS some have misunderstood the 

implication, but instead that in addressing 

the condition of reality, one has to deal with 

language, broadly defined, as that medium 

which mediates our apprehension and 

perception of what is real. To analyse history 

from the perspective of a linguistic turn 

would be to recognize that the past as such 

is inaccessible, and can only be configured 

and represented through language, and that 

this, therefore, always constitutes an inter- 

pretation, however much one may desire to 

be objective. 

Broadly, any written textual 
production; more specifically, any work of 

prose or poetry involving what has been 

designated ‘imaginative’, ‘creative’ or 

‘fictional’ writing; thus, those works defined 

by the major genres — epic, ode, drama, 

novel, lyric, and so forth. The idea of litera- 

ture also implies an aesthetic consideration 

or value judgement — Charles Dickens might 

be considered ‘literature’ while Dan Brown 

might not — but more neutrally, it can be said 

that the term designates the use of language 

in particular ways that transform ordinary 

or everyday speech, thereby intensifying or 

estranging its normative usage. 

Term employed in contempo- 
rary gender theory, which is used to argue 

that gender is a performance rather than a 

natural or essential condition. 

(ERS 9qThe term is frequently 
associated with the work of British cultural 

theorist Richard Hoggart, and refers to a 

new commercialized social order that finds 

its roots in the mass dissemination of tele- 

vision, radio, magazines and a variety of 

other media; in Hoggart’s view, mass culture 

shapes and reconstructs cultural, social and 

intellectual life in its image and via its medi- 

ated depiction of artificial levels of reality. 

Doctrine or system of beliefs 

Suggesting that consciousness or will are 

the result of material conditions rather than 

being spiritually determined; also, analysis 

of culture, history and society, and the 

reading of these through literary examples, 

with a focus on the material conditions of a 

society depicted in the literary work. 
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(Weis) © That which is signified by words, 
not the objects or phenomena themselves; 

for example, the words ‘dog’ or ‘cat’ are not 

the animals understood by these terms but 

the words are defined by our perception of 

the animals, to which the words refer. The 

word gives meaning to the animal because 

it names it. Similarly, ‘happiness’ defines 

the emotional experience, but is not itself 

‘happy’. The meaning of ‘happiness’ can be 

apprehended because your experience of 

happiness is broadly similar to mine. 

Language concerning 
itself with language, its operations and 

significations. 

WAevankaees Criticism that discusses crit- 
icism, its interests, approaches, criticism’s 

history and the theories that are advanced 

in criticism. 

A metaphor is a 
figure of speech in which two unlike objects 

are situated in comparison to one another. 

Metaphors serve to define one thing, or 

state, in terms of another. In metaphor the 

comparison is implicit rather than explicit. 

Metonymy is a figure of speech in which a 

word signifying an attribute or quality of a 

thing stands in for the thing itself. Using an 

author’s name — Dickens, for example — for 

his novels is a typical example. Referring to 

‘the law’ for the police is another. 

WAGs A division of philosophy that 
explores the fundamental nature of reality or 

being; includes such disciplines as ontology, 

cosmology and epistemology, among others. 

Originally derived from the order of Aristotle’s 

writings, where all writings that did not fit 

within the various disciplines were collected 

together in a volume ‘next to the phys- 

ics’. Metaphysical systems, conceived as 

systems for presenting the nature of being 

and knowing, differ according to the relation 

they posit between ontology (the philoso- 

phy of the meaning of being}, epistemology, 

ethics and politics, and inquire into the 

nature of being, substance, time and space. 

At the same time, metaphysics character- 

izes a thinking that determines the physical 

according to the conceptualization of prin- 

ciples residing beyond the physical world 

— ‘God’ for example, or notions of universal 

truth. One distinguishes between a meta- 

physica specialis, concerning questions of 

divine being, immortality and freedom, and 

a metaphysica generalis, which strives to 

determine the meaning of being as such and 

in general. 

(iiss From the Greek meaning ‘imita- 

tion’, mimesis, used by Aristotle to suggest 

that tragic drama was an imitation of real life, 

is employed critically to discuss art in terms 

of the truth of its representation of life. 

CT Cae erate) §=©=Marxist concept in 

the theory of historical materialism that 

accounts for the historical conditions by 

which productive forces such as labour, 

the work force, technology, materials and 

tools combine in particular, historically 

determined ways with distribution of wealth, 

social power structures, ownership and 

control of power relations in society, the law 

and class relations to form an organic total- 

ity, which maintains and sustains social and 

economic order. 

(WG) Traditional story of pseudo-historical 
events that functions as a fundamental 
element in the worldview of a given people, 

culture or nation. Myths are used to explain 

the nature of natural phenomena or events. 

An account of events, whether 
real or fictional, in a given order. Ordering 

events implies perspective, structure and 

causal relationship. Narration creates a 

connection between events. Point of view, 

emphasis, narratorial voice, first- or third- 
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person narrative are amongst the elements 
that give shape to narrative. 

MERE © Philosophical rejection of all 
systems of belief, whether religious or 

secular, and a denial of the meaning of moral 

systems. A term applied to the existential 

despair in the face of a presumed lack of 

meaning or purpose to life. Also, nihilism is 

interpreted as a destructive, or negative, 

hostile attitude towards institutions and 

structures of belief. 

COTA Lo[UM Ceol) French term that trans- 

lates as ‘new novel’, it refers to a movement 

that developed in the 1950s and continued 

in the 1960s. Its practitioners included 

Phillipe Sollers, Nathalie Sarraute, Alain 

Robbe-Grillet, Marguerite Duras and Claude 

Simon. In the nouveau roman many of the 

conventions of realism and other traditional 

novel forms were abandoned in favour of 

more experimental narrative modes in order 

to convey more accurately the random and 

discontinuous nature of modern experience. 

From the Italian, meaning ‘piece of 

news’ or ‘tale’, the term novel identifies one 

of the three major genres (the other two 

being drama and poetry}, consisting of a 

prose fiction narrative, of varying lengths, 

and a variety of subject matter so wide as to 

be impossible to define. 

The manner in which vari- 
ous individuals or social groups treat others 

as objects and expressions of their own 

senses of reality; reducing another's sense 

of being into a form that can be experienced 

universally by other individuals and social 

groups. 

Concept defined by T. 
S. Eliot to indicate the expression of emotion 

through aesthetic form. Eliot suggests that 

an emotion is produced in the reader through 

a particular pattern of objects, situation 

or chain of events, which, in Eliot’s view, 

become the formula for that emotion. 

ORT Philosophical term referring to 
the study of being; used in literary contexts 

to identify the particular elements of a given 

work or text that make it singularly what it is 

and unlike other works. 

Idea proposed by several 
romantic writers that a poem should gener- 

ate its own form from within itself in the act 

of composition, rather than being made to 

conform to a pre-existing form. 

Term coined by Edward Said, 
naming the ensemble of Western, usually 

European discourses, practices and modes 

of representation of non-Western cultures. 

Said traces the history of Orientalist 

discourses in literature, the arts and other 

documents from the eighteenth century 

onwards. 

seis The quality or state of 

existence of being other than or different 

from established norms and social groups. 

The terms are employed throughout critical 

discourse in different ways. Otherness is 

immediately invoked in any differentiation 

one makes between oneself and another, 

particularly in terms of sexual, ethnic and 

other relative notions of difference; in Laca- 

nian psychoanalysis, there is both the other 

and the Other (lower- and upper-case 0). The 
former signifies that which is not really other 

but is simply a reflection and projection of 

the ego; the latter signifies a radical alterity 

irreducible to any imaginary or subjective 

identification. In Luce lrigaray’s work, the 

other indicates the position always occupied 

by woman within patriarchal culture and 

other masculinist cultures which privilege 

masculinity as self-sameness, or otherwise 

a signifier of presence, origin and central- 

ity. In postcolonial discourse, the notion of 
otherness or the other is employed to signify 
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any individual or group not of Western Euro- 

pean origin. Robinson Crusoe and Friday 

provide one such example of self/other, in 

which a binary opposition is established 

which is implicitly if not explicitly given a 

cultural and ideological weighting in favour 

of the position of self over that of the other. 

This in turn invokes a master/slave dialectic 

(see dialectic). 

OC Cie) A term used of literary 

texts to indicate the ways in which a given 

text is available to multiple interpretations 

and readings from a variety of critical and 

theoretical perspectives, which might well 

be incommensurable with one another. 

The notion of overdetermination also has 

specialist use in Freudian psychoanalysis 

and Louis Althusser’s Marxism to suggest 

the ways in which subjectivity is overde- 

termined, that is to say produced from 

the interaction of a range of discourses 

and cultural practices. For Freud, the mind 

is capable of generating images, dreams 

and so forth, the meanings of which are 

in excess of the subject’s comprehension. 

Any dream, for example, is the result of the 

symbolic construction which is produced 

by the unconscious, but every signifying 

element, image, sign or representation, 

whether verbal or visual, is overdetermined 

by the work of the unconscious, inasmuch 

as meaning is always multiple, and there- 

fore available to different interpretations. 

Althusser develops the notion of overdeter- 

mination from the writings of Mao Zedong, 

who formulated the historical situation of 

China in the 1930s, which is made up of 

multiple social contradictions that coexist. 

(lessee) © Any writing surface on which 
an earlier writing has been erased or effaced 

and a later writing inscribed or overlaid on 

that surface, often with the traces of the 

former inscription appearing underneath. 
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MUCMmeLcLa| Term coined by John 

Ruskin to signify the attribution of nature 

with human emotions or the displacement 

of an emotional or psychic condition onto 

natural or human-made phenomena; in this 

schema, human passion might be signified 

by a thunderstorm or the rushing of a train 

into a tunnel. 

ures) jTerm used for the complex 
system of male dominance by which societ- 

ies have been, and continue to be, run; such 

structures and institutions have ways of 

marginalizing women or otherwise limiting 

their agency. 

CEM ust Freudian term, naming 

the psychic drive towards gratification that 

has to be repressed in order that humans 

can function in the social world or work and 

formal relations. 

fatty 4A common enough term given partic- 
ular focus in the work of Michel Foucault. 

For Foucault, power constitutes one of three 

axes by which subjectivity is constituted, 

the other two being ethics and truth. For 

Foucault, power implies knowledge, and vice 

versa. However, power is causal, it is consti- 

tutive of knowledge, even while knowledge 

is constitutive of power reciprocally: knowl- 

edge gives one power, but one has the power 

in given circumstances to constitute bodies 

of knowledge as either valid or invalid. 

Power serves to make the world controllable 

through knowledge. Yet, Foucault argues, 

power is essentially proscriptive; it can only 

negate or impose limits. 

WUUEeettt] In Freudian psychoanalysis, 

desires, fears, needs and anxieties are 

primal, and are constitutive of the origins 

of the subject's psyche. The primal scene is 

that moment in Freudian discourse where 

the infant subject becomes aware of the 

sexual relations between its parents. 



(EE Term often associated with the 
contemporary gay and lesbian studies 

movement, as in the phrase ‘queer theory)’. 

Queer denotes a sense of otherness, as well 

as a means for breaking with convention and 

theorizing sexuality and its significant place 

in the construction of transcultural models 

of homosexuality. ‘Queer’ is also deployed 

as an affirmative, rather than conventionally 

pejorative, signifier. 

elle Realism has many meanings, and 

is potentially unusable, since critics differ 

greatly over its use. It is often used Somewhat 

loosely as a Synonymous term with realistic 

portrayal in a novel or play, and so comes to 

signify a ‘natural’ or unexaggerated, mimetic 

portrayal of — or perspective on — the world 

and everyday life. Realism would thus be 

the artifices and conventions in writing by 

which literariness becomes transparent, an 

invisible medium for representing the world. 

George Eliot's Middlemarch is considered a 

realist text because the fictional characters 

who inhabit the fictional world of the town 

that gives the novel its name behave more 

or less as people ‘in the real world’. Franz 
Kafka’s short story ‘Metamorphosis’ is 

not considered ‘realist’ because, unlike its 

protagonist, Gregor Samsa, people tend not 

to turn into giant insects. 

The process or result of render- 

ing some idea or philosophy into a material 

or concrete entity; the process by which phil- 

osophical or ideological concepts disappear 

to the extent that they become incorporated 

into the everyday as ‘natural’, ‘inevitable’, 

‘human nature’, ‘common sense’, and so on. 

In Marxist discourse, humans are reified into 

things, and thereby depersonalized — the 

worker, for example, perceived primarily as a 

factor in production, or else as a commodity 

within capitalism to be used in the process 

of production. 

The psychoanalytic process 
by which subjects seek to rid themselves of 

desires linked to instincts and given form 

through the images of thought and memory, 

which are considered forbidden in a wider 

culture. Repression is thus a form of self- 

censorship. However, whatever is repressed 

does not disappear; it may manifest itself in 

certain behaviours, slips of the tongue and 

other symptoms. 

Gittins The study of the art of effective 
speech and composition; a mode of language, 

oration or discourse. Rhetoric also refers to a 

given mode of language or aspect of verbal 

communication; generally, eloquence in 

speech or writing, or those forms of writing 

which aim to persuade primarily through 

elegant expression. Rhetoric is sometimes 

conflated with style or technique. 

Suu} in his essay ‘Screen 

Memories’, Freud explores how memory 

distorts, covers or ‘screens’ (hence the term] 

an event or experience in the past. Whilst 

something may occur at a given historical 

moment, the process by which | remem- 

ber that is problematized by my psyche. 

Instead of remembering the experience as 

it was, | overlay it, screening the truth of the 

event, with a memory constructed at a later 

juncture. Thus memory substitutes frag- 

ments in acts of misremembering to screen 

over childhood memory of the significant 

experience. 

Gitte; Theory and science of signs, 
addressing the complex patterns of human 

communication, and the signals constitut- 

ing the networks, modes and structures of 

communication and signification. 

Linguist Ferdinand 
de Saussure argues that a word or image 

—known as the sign — has two parts, the 

signifier and the signified. The sound or 

graphic equivalent of the sound of a word 
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is the signifier, and the image it produces 

is the signified. According to Saussure, the 

relationship between signifier and signified 

is entirely arbitrary, so while ‘cat’ can refer to 
a feline quadruped, it can equally designate 

a spiteful person (usually a woman, from 

a sexist perspective) or a whip. The word 

itself has no intrinsic image; we receive the 

Signified only in a context that determines 

meaning. 

Simulacra/simulacrum/simulation Term 

often associated with French theorist Jean 

Baudrillard’s notion of the reality effect, 

which relates to the ways in which reality is 

often established and becomes represented 

for some individuals and cultures through 

hyperreal media such as photography, film 

and other media; hence, simulacrum refers 

to the image, representation or reproduction 

of a concrete other, in which process the 

very idea of the real is no longer the signified 

of which the simulacrum is the sign. Simula- 

tion, the process whereby simulacra assume 

their function, belongs to what Baudrillard 

calls ‘the second order’: there is no anterior 

‘real’, the idea of the ‘real’ only coming into 
existence through the cultural dissemina- 

tions of simulacral signs and images (as in 

advertising). 

SCC eis Literary tech- 

nique in which the consciousness of the 

narrator or narrated subject’s consciousness 

is represented freed from logical order or the 

demands of external narrative events. The 

language of the subject’s consciousness Is 

articulated as a flow of inner experience and 

mediation. 

SU emi =Phrase coined by 

Raymond Williams as a mediating concept 

between ‘art’ and ‘culture’, in order to denote 

the ‘deep community’, as Williams describes 

it, which makes communication possible. 

Neither universal nor class specific, the idea 

of structure of feeling is intended to embrace 

key terms and concepts 

both that which is immediately experiential 

and that which is generationally specific. 

Mya craehaiee) The concept of self- 

hood that is developed in and articulated 

through acculturation generally and through 

language acquisition. Subjectivity is the 

process of attaining and expressing selfhood 

in and through language or the location of 

the self situated and subjectified by cultural, 

epistemological, ideological and other social 

discourses, practices and institutions. 

Freudian term — which 
expresses the ways in which sexual drives 

are rerouted into other creative and intel- 

lectual areas of activity that are socially 

acceptable in public expression. 

Sie ~«=« An «aesthetic category, that 
which in a work of art or nature produces 

responses of awe and strong emotion. 

Qiitexa) That which is implicit in any narra- 
tive or which lies behind the ostensible 

motivations of characters, but which is never 

fully expressed. 

Refers to a kind 
of reading practice that accounts for the 

power/knowledge relations that exist when 

the notion of meaning is in intellectual or 

ideological conflict; symptomatic read- 

ers reconstruct a given text’s discursive 

conditions in order to treat the text as a 

symptom, understand its internal relations, 

and comprehend — by challenging the text’s 

intellectual properties — the ways in which 

it ultimately produces (or fails to produce} 
meaning. 

A branch of inquiry that assumes 

purpose and design behind phenomena and 

their relations to one another; the study of 

perceived design in nature and the attempt 

to explain, and give meaning to, phenomena 



according to a belief in a larger controlling 
pattern or purpose. 

WASTE) «The notion of the text, after 
Barthes, signifies a structure in process 
rather than a finished work, the implication 

being that the reader takes an active role 

in deciphering the text rather than merely 

reading and acquiring its meanings. A novel 

or other literary work may be referred to 

as a text, but textuality identifies, beyond 

immediate form, the interwoven discourses, 

phenomena and other groupings of signs, 

images, and so on, by which meaning is 

structured and produced. 

ify Rhetorical figure of speech consist- 

ing of the use of a word, term or phrase in 

a sense other than that which is conven- 

tionally proper for it; more generally, any 

figurative language. The notion of trope 

incorporates metaphors, simile, personifica- 

tion and so on. 

(ifeuar] = That which is inexplicably odd, 
disturbing or strange, and which often is 

assumed to have supernatural origins or 

otherwise to be the interaction between a 

particular state of mind (uncertainty, fear, 

anxiety) and a given location at particular 

times of day [an empty house or dark forest 

at night). Freud draws on the etymology 

of the word in German (unheimlich, lit. 

unhomely) to suggest that which produces 

sensations of discomfort, strangeness or 

hauntedness in the places that are supposed 

to be the most familiar or comfortable. 

Uitte  |in psychoanalysis, the 
unconscious is that mental realm into which 

those aspects of mental life related to forbid- 

den desires and instincts are consigned 

through the process of repression. The 

unconscious is absolutely inaccessible to 

one, unless indirectly through the release 

of encrypted images in dreams, or where in 

moments of stress or pressure that which is 

repressed ceases to remain so and becomes 

released, leading to inadvertent actions or 

expressions. 

Wel Morley In a novel or short 

story, a narrator whose perspective is 

biased, or who is either limited in terms of 

knowledge or else psychologically unstable. 

VERE Girne Marxist terms, 

though originating in Aristotle. For Marx, 

buildings, machinery — all materials in fact, 

whether in their raw state or transformed 

through labour — have use value. Exchange 

value, on the other hand, implies an aspect 

of desirability or otherwise a quality where 

the basic function is subsumed or assumes 

secondary importance: all watches tell the 

time, for example, but a Rolex becomes 

desired by some for reasons that are neither 

tangible nor logically expressible. Objects 

thus assume exchange value when they 

become ‘capital’, capable of commanding the 

work of people, in order that workers might 

acquire what they believe they want. 

ahecJa(U me) qaw amet lol-lalime-ya: Translations 

of the French neologisms scriptible and 

lisible first employed by Roland Barthes. 

For Barthes, the readerly or /isible text is 

the most conventional literary work, realist 

in nature, and one which hides the signs of 

its being a work of fiction or literary produc- 

tion. It is a fixed product, conforming to the 

dominant cultural modes of literature during 

the time of its production. Barthes sees such 

a text as making the reader passive in his or 

her reception of it, leaving the reader only 

the choice either of accepting or rejecting it 

and its ideologically mystified perspective 

on the world. The writerly or scriptible text, 

on the other hand, draws attention to its own 

artifice, to the ways .in which it is structured, 

to its intertextuality and its self-reflexivity 
or self-consciousness, for example, and so 

challenges the reader to engage actively in 

the interpretation of such a text. 
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Introduction 

This, the final section of The English Literature Companion, offers some advice 

and gives evidence of what awaits you after an English degree. It also provies a 

reflection on the various aspects of an English degree that prove to be so valu- 
able, not only in the workplace but also to your life, broadly speaking. 

The voices you will find here, though few, offer a not untypical ‘range’ of 

people with degrees in English. Ruth Robbins, who has been teaching for a 

number of years, reflects on her own experiences of, and reasons for, studying 

English, and why it might matter. Claire Bowditch, currently a doctoral student 

just beginning her PhD, gained her BA just two years ago, and her experience 
of the ways in which a BA equipped her both for what she has chosen to do in 
the narrow sense of a career, and also in her orientation towards the world, 

makes an eloquent case for the intangibles of English as a degree subject. 
Following Claire’s reflective essay, you will find an interview, conducted by 

Claire with a contemporary of hers, Charlotte, who works as a photo editor for 

a magazine. This is only a small indication of what you might do, but if we were 
to sum up the transferrable skills you will learn, and the professions you might 

enter, a sketch might indicate the following: 

You will develop: 

logical thinking 
analytical skills 
research-related abilities, such as gathering information 

the ability to assess and interpret information 
the ability to communicate lucidly complex ideas in an accessible fashion 
the ability to compare and contrast different forms of information in mean- 
ingful ways. 

VVvVV VY Vv 
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The professions and career paths for which a degree in English literature can 

prepare you are: 

teaching, and related administrative positions 
publishing 
editing 
writing and research 
careers in television, journalism and film 
work with charities 
the Civil Service 
personnel management 
social care VV VV VV VV VV 

Careers for English graduates 

a 354 

Ruth Robbins 

Ina pub ina northern English city in the summer of 1984 I was working behind 
the bar, waiting for the exam results that would determine whether or not I 

would go to university. When the results were published I celebrated by buying 
the three regulars in the bar that lunchtime a pint, at which moment one of 
them - let’s call him Stan (it was his name) — said: “What are you going to 
university for? You'll only settle down and have babies. It’ll be a waste. And 

why are you going to study English, for goodness’ sake?’ Putting aside his rank 

ingratitude (Id just bought him a pint) and his die-hard sexism (he had just 
retired from the steel industry, and feminism was a very foreign concept to 
him), I tried to answer the second question. What is the point of studying 
English? More particularly, what is the point of studying it to university level? 

My honest answer was that my parents expected me to go to university; that if 

I was going to go, I might as well spend three years doing something I really 
like doing — reading books. So I said to Stan, ‘I’m going to spend 40 years or so 

doing some job or another, like you did, and I might as well have three years 

for myself before I start’ So why not go to university, and why not English? 

It was a rotten answer, but it had the virtue of being true. What happened to 

me when I studied English is slightly unusual, though, because my ‘useless, 

pointless’ subject became vocational. I ‘stopped on’ at university, one way or 

another for the intervening 25 years. I did an MA and a PhD and eventually I 
got a job teaching English literature, and I’ve been doing it ever since. (I did 
settle down, by the way, but I did not have any babies at all, not even of any 

kind, as Oscar Wilde might have put it.) I got hooked, and I got enthusiastic 
about some of the less-walked byways of the late nineteenth century. But Stan’s 

question remains in my mind and different versions of it have been in the 

minds of my students ever since. What he was getting at was that he could not 

see the purpose of studying English. It is a version of a commentary that has 

haunted English since its inception as a university-level subject in the late nine- 
teenth century. As one rather sharp commentator put it in the late nineteenth 
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century when the British university system was debating whether to admit 
English to the canon of subjects it offered to undergraduates: 

We are told that the study of literature ‘cultivates the taste, educates the 
sympathies and enlarges the mind. These are all excellent things, only we 
cannot examine tastes and sympathies. Examiners must have technical and 
positive information to examine. (Freeman, quot. Barry 1995: 14) 

‘These are the words of Edward Freeman speaking in 1887. He was a Professor 
of History and he disapproved of English because it lacked — to his mind - 
technical knowledge; it was subjective, and was all about preferences and 
tastes, not about rigorous, quasi-scientific data and its interpretation. More- 

over, it was also problematic for commentators such as Freeman because it was 
a common assumption that reading widely in the literature of one’s own 

country was what one would do ‘naturally’: why give degrees for a study that 

was basically a pleasure? (In different ways, this is also the argument that has 

haunted the establishment of media and cultural studies — people watch TV 

and films for fun: why give degrees for it?) What does a degree in ae offer 

to its students and graduates? 
The answers to this are various and it does depend largely on the kind of 

English programme one follows. The technical knowledge component is 

different if one has spent more time with language than with literature, for 
instance; and if one is a literature student, the type of literature that is empha- 

sized (‘the great books’ or the canon versus a more ‘cultural studies’ course 

focused on written works — some not ‘great’ books — in their various social, 

political and economic contexts), the knowledge base, will be different (see 

Chapter 1.2, ‘Your literature course’). That said, in the UK at least, there is a 

benchmark statement, provided by the government body QAA, the Quality 
Assurance Agency. It is of necessity a document that ranges broadly since, 

when it was written, it sought to describe what was already happening in 
English departments up and down the land, rather than prescribing what must 

happen. But in its outlines it establishes some solid principles about the knowl- 
edge component of an English degree. As well as that subject-specific 
knowledge and skills base, however, the benchmark statement also describes 

what the English subject community believes it trains its students to be able to 
do in transferable or generic skills. These include: 

>» advanced literacy and communication skills and the ability to apply these 

in appropriate contexts, including the ability to present sustained and 
persuasive written and oral arguments cogently and coherently 

the capacity to analyse [ ... ] diverse forms of discourse [ ... | 
> the capacity to adapt and transfer the critical methods of the discipline to a 

variety of working environments 

> the ability to acquire substantial quantities of complex information of 
diverse kinds in a structured and systematic way involving the use of the 
distinctive interpretative skills of the subject [... | 

Vv 
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> the capacity for independent thought and judgement [... ] 
skills in critical reasoning and analysis 

> the ability to comprehend and develop intricate concepts in an open-ended 

way which involves an understanding of purpose and consequences 

> the ability to work with and in relation to others [...] and the collective 

negotiation of solutions 
> the ability to understand, interrogate and apply a variety of theoretical posi- 

tions and weigh the importance of alternative perspectives 
> the ability to handle information and argument in a critical and self-reflec- 

tive manner 

> research skills, including the ability to gather, sift and organize material 

independently and critically, and evaluate its significance 

> information technology (IT) skills broadly understood and the ability to 
access, work with and evaluate electronic resources [... | 

> time management and organizational skills, as shown by the ability to plan 

and present conclusions effectively. (QAA: 2007) 

Vv 

For most students, English is not a vocational subject as such, but it does 

provide its graduates with a range of valuable skills and attributes, as this list 

attests. And these are in demand from employers. These are skills often called 
the ‘soft skills’ It is not a fair description of them because they are extremely 

important in the world of employment. But one of the reasons they may feel 

‘soft’ is that students do not always know that they are acquiring them as they 
go along: being reflective about how you learn as well as what you learn is one 
way of making sure you know what it is that you are getting from your degree. 

Many UK institutions try to help you with this by asking (or requiring) you to 
participate in activities that go by various names, but which are really about 
your personal development (see Chapter 1.3, ‘Study skills for literature’). You 

may, for example, be asked to complete skills audits when you first arrive at 
university — which things are you good at? Which bad? How are you going to 

remedy the things that you are less good at? If you are asked to do this, try to 
do it reasonably seriously, and revisit your results regularly — you ought to be 

improving your information literacy skills, for example, pretty much from the 
outset (using the library, finding out how to do good online searching, evaluat- 
ing source material — these are all research skills which also demonstrate your 
information literacy and you need to identify them as such). Feedback from 

essays and assessments as you go along will tell you if there are other things 
you need to improve on: if everyone says your grammar is poor, it might just 

be that it is, so don’t ignore the advice you receive, even if you are annoyed by 

it. A badly written job application is going straight to the recycling bin. And 

having evidence that you identified a problem in your university life and solved 

it is actually quite useful when it comes to filling in a ‘criterion-referenced’ job 

application which will demand real-life examples of the skills that you are 
claiming to have. 
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You may also be asked as part of personal development training to perform 
activities such as compiling a CV and/or completing a mock job application 
form or interview process. This may be part of your course, but if it isn’t, you 
should seek advice on these things early (in your first year — really!) from your 
careers advisory service. The advice you are likely to get is that job advertise- 
ments leading to worthwhile employment are written very carefully. The 
person specification will list attributes and skills: download some and have a 
look at what employers in your preferred areas of work are looking for. Your 
application needs to show that you can do the things that are being asked for, 
preferably with evidence and examples. Thus there may be specific require- 
ments — ‘candidate must have a good honours degree’ — for which your degree 
certificate is evidence. But if the job description asks for examples of team- 
work, where does the evidence for that come from? It may come from a specific 
assignment in your degree programme: a group project, for example. Or it may 
come from your activities beyond the classroom: ‘I’m good at teamwork and 
can demonstrate this by offering the example of my work as a volunteer on a 

forestry commission project in the summer of my first year’ Finding the space 
to ‘round’ your experience to set yourself apart from the rest is what matters. 

For some competitive careers (publishing is an example), getting experience 

while you are still at university (as an intern, if you are lucky, or as an unpaid 
dogsbody if you are less lucky) will save you time later. And if you want to 

teach, it is essential to get some classroom experience as a volunteer, because 

without it your application will not even be considered. Why would an 

employer choose someone with no experience if there are a lot of candidates 
with very similar qualifications many of whom do have experience? (The QAA 
estimates that around 8500 students per annum graduate with degrees in 
English as a single honours subject; a similar number again graduate with 
English as a significant component of their programme. You are in competi- 
tion with a very large number of graduates.) If you're any good in those kinds 
of roles, it will also broaden the range of people available to write you refer- 

ences: employers in part-time work and managers of volunteering projects will 
have real-life examples of your capacities to offer for your résumé. You need to 
stand out from the crowd, and that means thinking now about how you make 

this happen. 
When I look at my friends and contemporaries from the English degree I 

did, I see a rather wide range of careers being pursued with success and single- 

minded determination, or with success and a quieter sense of achievement, or 

just being pursued (career does not mean everything to everyone and some 
folk prefer to work to make enough money to pursue their out-of-work inter- 

ests). My friends are teachers in schools, administrators, librarians (in the 

public and private sectors — law firms need librarians, apparently), civil serv- 
ants (some very senior indeed). They work in business and industry, including 
in accountancy and finance. One owns her own successful marketing business 
and is also a poet. Ina very unscientific survey — because although I am friendly, 
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my sample is small — I asked them what they’d got from their degree, the ‘Stan’ 
question: had it been worth it? Had there been any point? They answered ‘yes, 
but there was always a ‘but’ The first ‘but’ was that we graduated (as perhaps 
you will too) at a period of intense economic uncertainty (in the UK there 

were more than 3 million people unemployed in 1987). Most of us spent a 
while doing ‘nothing’ jobs; most of us had to take further qualifications to do 

what we wanted to do. This is also likely to be true for you. To that extent, with 

one or two exceptions, it was the fact of having a degree that mattered, not the 

subject; postgraduate qualifications in law, marketing, personnel, information 

technology and so on all require one to be a graduate as the entry requirement 

for admission. 
The second ‘but’ — and this is the one that you may need to pay more atten- 

tion to — was that what went on in the classroom was extremely important, but 

so was the other stuff we did: the experiences — of friendship, of taking respon- 
sibility, of campaigning in student and other political arenas, of doing crumby 
part-time jobs, of volunteering for worthy (and sometimes not worthy) causes, 

of working in student radio, or for the student counselling service — all added 

to our CVs. In a competitive jobs market, when there are lots of graduates with 
qualifications that are quite difficult to tell apart, the ‘value-added’ element to 
the new graduate’s CV is the capacity to point to other experiences, the ability 

to differentiate oneself from others with similar degrees. And that’s the bit you 

really do need to focus on for the future, almost as much as you need to focus 
on your degree. 

The ‘yes’ part of their answers to my ad hoc questions was that, although 
they hadn't always noticed it at the time of actually doing their degrees, English 

really had been useful. It had taught them a lot about reading and interpreting 
information, and doing it quickly. It had demanded that they be fluent and 

effective communicators, mostly in writing, but also in person-to-person 

discussions. Almost all of my peers are responsible for writing high-level 

reports in their day-to-day work — bids for jobs, marketing communications, 

job adverts, marketing information, reports on students, and they are in turn 
acknowledged by their peers as accurate, fluent, sophisticated writers. They 

have become good at arguing a case, often using information that conflicted 
with itself. They know themselves to be persuasive, and put some of that down 

to their English training. They can think critically, and spot the flaws in an 
opposing case. Those who work with numbers (and English graduates can be 
very good indeed with numbers) are good at explaining numbers to those who 
aren't so numerate — a lot of my friends are now in training roles. They are good 

at working alone (which English degrees certainly demanded in my time); 

they are also good at being team members, because they can communicate 

clearly and empathize with different points of view. They have always got 

something to talk about in social/work situations. They still enjoy a good jaw 
about a good (or even a bad) book. 
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The experience of a degree in English 

Claire Bowditch 

‘What is literature?’ 
I begin rhetorically because, in short, this question represents many of the 

questions and the existing views held by students preparing to study and, 
indeed, currently studying English Literature in higher education today. It 
invites challenge, debate and consensus. The experience of being asked this 
question during the first lecture, in the first week of my studies as an under- 
graduate, means it has remained with me (and will, I imagine, continue to do 
so) for many years. The question is both provocative and stimulating, and 
encourages various levels of response, engagement with literary cultures and 
practices, and reveals (often subconscious) individual preferences. In short, 

then, it engages with many of the nuances and traditions associated with and 
applied within the discipline of Literary Studies. In its extended application, 

the question “What is literature?’ also implies the broad range of writing that 
students can expect to encounter throughout their time studying for a BA in 

English; relatively recent additions of areas of study such as contemporary 

writing, women’s writing, postcolonial writing and creative writing to univer- 

sity syllabi mean that undergraduates will often be given the opportunity to 

study canonical writings alongside those which have been more recently 
introduced onto the university curriculum. 

The study of English literature, or English language and literature, during 

further education often means that the discipline is informed by and experi- 

enced alongside perhaps more diverse academic interests. The continuation of 
this experience is also encouraged at many higher education institutions as the 
field of Literary Studies engages with the findings, nature and ethos of seem- 
ingly separate disciplines, such as history, philosophy and politics. Students 

can expect to be offered a choice of modules (some examples of which are 
discussed in this collection), often relating to both the areas of interest of the 

academics with whom they work and by whom they are taught, and a range of 

compulsory courses within their degree programme. Compulsory courses are 

designed to equip all students with the necessary skills to critically engage with 

and interrogate primary and secondary reading materials, and to provide a 

foundation for wider interests to be explored. As you progress through your 
degree, the opportunities to focus on a specific area of study (a single author, a 

certain time period, etc.) increase, as intellectual freedom and interest is 

encouraged, and the skills required for successful and confident interrogation 

are expanded. 
The experience of studying for a BA in English goes far beyond the texts 

studied as part of the course requirements and, perhaps more significantly, far 

beyond the duration of the course. The skills acquired as part of the study of 
literature, and their applications, are as far-reaching as the question with which 
this section begins. The level of critical engagement established and encouraged 
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as part of the process of studying for a BA in English will invariably come to 
inform your thinking in a wider context. Skills such as analytical thinking, inde- 
pendent research and study, and organizational abilities are developed and 

refined alongside those more closely linked to the discipline, such as the ability 
to structure and present literary arguments and observations. In short, and as I 
rapidly came to discover, you will never think in the same way again! That said, 

of course, there is, as far as I know, no one-size-fits-all experience of both taking 

the decision to undertake and then to pursue a BA in English: upon their arrival 
in an English department, many first-year students (myself included) are 

surprised to see their timetables, which often have fewer scheduled hours per 

week than their school or further education establishment required of them per 

day. This is the primary illustration of the importance — and, indeed, necessity 
— of independent thought and study required for the successful completion of a 

BA in English. The relatively few timetabled hours for the degree programme 
do not, however, reflect the amount of time students studying for a BA in 

English are expected to dedicate to their studies. In order to achieve the best 
possible results, students are encouraged to spend time preparing for group 

discussion in their taught modules, and conducting independent research into 

their areas of study. The time spent engaged in such activities often proves 

invaluable in terms of undertaking and preparing for assessed elements of the 
course, and also in developing an awareness of and engagement with key critical 
and literary debates. As a first-year undergraduate, I was surprised by the 

dynamics of seminar interaction, as students are often expected to lead the 

debate and offer informed opinions on the topic of discussion. The rewards for 
participation of this nature, though, are invaluable, as students develop skills in 
confident communication, public speaking and argumentation. Many of the 

most provocative and stimulating ideas for further thought and exploration are 
often founded in lively seminar discussion, as students are encouraged to share 

their thoughts and ideas. 
The experience of doing a BA in English is one that is simultaneously chal- 

lenging and rewarding. The qualification can lead to further study for higher 

degrees, and will provide an excellent foundation for jobs in both the public 
and the private sectors due to the nature of the skills developed as part of the 
demands and intricacies of the course. 

Interview 

Claire Bowditch 

The interview that follows with Charlotte, magazine photo editor, not only 

indicates a career that takes full advantage of the skills you learn in taking an 

English degree; it also highlights the ways in which English provides and devel- 
ops broad, useful abilities, which are easily transferable, and thus make the 

English graduate someone who is highly valued in many facets of the work 

community. 
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How do you think studying for a BA in English helped to equip you to deal with the 
demands of your current job? 
As a photo editor for an online magazine, I have to keep up with not only the 
fast-paced world of the internet, but also the immediacy associated with 
popular journalism. Although this seems far removed from my English BA, it 
was while studying for my degree that I learnt to mentally absorb and process 
large amounts of information in a relatively short period of time, as reading 
and evaluating materials from different genres and centuries meant that large 
quantities of information relating to study had to be remembered and recalled 
quickly. Studying English as an undergraduate also helped to prepare me for 
the pressure of deadlines experienced by those who work in the media. This, 

too, is invariably linked to the independent organizational skills required at BA 
level in order to manage the workload. Such skills come to seem invaluable 
when you are not only managing your own time, but also the time of others on 

your team, or in your department. Many employers actively seek graduates 

with a degree in a humanities subject as, having been encouraged for three 
years to consider the wider context of thought and method, such graduates 

have experience in judging the wider implications and consequences of deci- 

sion making on behalf of themselves and others. 

Is there any advice that you would offer to those considering undertaking a BA in 
English relating to study practices and how these are relevant for life after their BA? 
Many universities offer courses in study skills, and I would encourage anyone 

thinking of enrolling on a BA course in English to be prepared to attend these 

sessions. Most are not compulsory, but not only will your attendance allow 

you to meet other students who are taking different courses and who have 

different interests, but it will also make you more aware of the practicalities of 

independent study. The fact that they provide a great chance to meet new 
people also helps for working life after you've finished your BA, as in industry 
it’s beneficial to have a range of contacts to help with everything ranging from 

business advice to securing and maintaining contracts. It’s also a really good 

idea to structure your time so as to allow you proactive and productive working 
hours, whilst still factoring in some time off! Many of my friends didn’t go to 
university, so the fact that I approached my BA in a similar way to their 

approach to their working hours meant that we could still meet and have fun 

once we‘ finished work. It’s important to maintain a level of balance while 

ensuring that you meet the requirements of your course. 

Conclusion 

Taking an English degree means that multiple careers pathways are opened for 
you. Journalism, the Civil Service, marketing and the media all offer long-term 
opportunities. Typically, the careers obtained are wide-ranging, as we have 

already suggested. Leicester University has provided evidence of where just 
under 100 students found work, representing around 85% of a single cohort of 
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students. Details of careers, job titles, employers, and the kinds of further educa- 

tion into which students progressed following an English degree can be found 
at: www2.le.ac.uk/offices/ssds/sd/careers/plan/destinations/dss/english 

A brief summary of the areas includes: Cancer Research and British Heart 

Foundation, Leicester City Council, Leicestershire Constabulary, Ministry of 

Justice, Nottingham Council for Volunteer Services, PricewaterhouseCoopers, 

and Wiley-Blackwell, the academic publishers. 

At these and other employers, the positions include Administrative Officer, 
Assistant Language Teacher, Author Relations Executive, Charity Fundraising 

Organizer, Event Co-ordinator, Marketing Manager, Research Assistant, Jour- 

nalist, Trainee Chartered Accountant. 

Further degrees include: Graduate Diploma in Law, International Public 

Policy; MAs in literature, political science and other disciplines; Postgraduate 

Diploma in Print Journalism, and Postgraduate Certificates of Education in 

primary and secondary education, in a range of subjects. 

At Loughborough University, we have evidence to show that many of our 

graduates pursued similar careers and further degrees, with employers includ- 
ing the BBC, Friends Provident, the Highways Agency, Local Government, 

National Probation Service, Newsgroup, and the National Health Service, and 

positions such as News Correspondent, Multimedia Editor, Fashion Intern, 

Administrator, and Recruitment Specialist. 

Most universities publish, or otherwise provide such information, and each 
will have a development or careers office through which you can gain specific 

information on particular careers. Additionally, universities hold careers fairs, 
where you can gain further information, meet prospective employers, talk with 

their representatives, and so on. When you get to the stage where you will be 

attending a Graduate Recruitment and Placement Fair, there are some impor- 
tant things to remember: 

> Find out in advance which companies are attending; they are as interested 

in meeting you as you are them. 

» Decide on who you want to focus on, but remember to take a look at who 

else will be present; a career might present itself to you that you had never 

considered. 

> Do some research on specific companies; this will help in focusing the 
questions you want to ask. 

>» Have your CV ready; your university will have a Careers Centre which will 
be happy to help with this. 

> Practise your questions in order to appear calm and organized. 

> Dress formally and smartly. 
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chronology 

The following chronology is not exhaustive; rather it aims to provide the student with an 

introductory sketch to the writing, performance and publication of literary works, along with 

reference to particular works of art, and also to document a number of significant cultural 

moments and events, including major works of architecture, technological developments 

and the establishment of particular institutions. Births and deaths have been excluded, as 

have the reigns of monarchs, the dating of political administrations, and major political and 

historical events. 

SIS YC gaan ee re Raa William Merlee of Oxford made first scientific weather forecasts 

TESTS) cree ies ates eieeiele o First paper mill in England, Hertford 

MS 5S ans ose ee The Decameron 

ISOs Foes ats doen Mechanical clock developed at Strasbourg 

GES IeI)., , caceeedawunss Troilus and Criseyde 

CBO 6 90 Fotis. werk. Confessio Amantis 

OLS ROY soe eene ele aati Chaucer begins Canterbury Tales; Piers Plowman 

Ite, eh ahaa Tre rae tae Earliest record of Chester Plays 

GH450—1500). sti tee Towneley Cycle 

1453 Te oes rk Gutenberg prints Bible in Mainz, Germany 

TRA ei eared tits: Caxton’s History of Troy, first book printed in English 

WA ACIS Reece madame es oe See Establishment of Caxton’s printing press 

1A OA caine neato Botticelli’s Birth of Venus 

ASS) Sy csr eke ano Caxton prints Malory’s Morte D’Arthur 

1499 —15 00 eee eee Erasmus meets Thomas More at Oxford 

ill) 6) 0 Spemere gener een See pce First black lead pencils used in England 

LS OSes oe cee coe eee Leonardo da Vinci’s Mona Lisa; Canterbury Cathedral finished 

(6 SUSU) Ae a Sera sha treme Everyman 

HUSSLS} Sau Rect aed es be since eee Machiavelli, The Prince 

STG se a eee ge Thomas More, Utopia 
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US YY ded erence 0 ee enc Martin Luther’s 95 theses at Wittenberg; coffee first brought to 

Europe 

USCC Meee ee ee Fe Castiglone, The Courtier 

USES Net atk eye eg eee ese ae The Boke Named the Governour; first complete edition of Aristotle’s 

works published by Erasmus 

NSE So cag a eRe eee ee Ariosto, Orlando Furioso 

SAGs ae Meee e secs Book of Common Prayer 

USL oe We oes Woe ic octane ee First licensing of alehouses and taverns in England and Wales 

LSS ONee ete cee Stationers’ Company of London granted monopoly of printing in 

England 

PS GS pee renters: Foxe’s Book of Martyrs 

iL OS ehanmeree fo: win stot Arthur Golding’s translation of first four books of Ovid's 

Metamorphoses 

Le) Tae oaeae ere: eee Mercator’s map of the world; public lottery in London 

NS Mile rere ape ee eta? Richard Burbage licensed to open a theatre in London 

1 SYA aera een tee ete ee Blackfriars, Curtain, and playhouse at Newington Butts built; 

Holinshed’s Chronicles 

AOI a ene enter or ee Edmund Spenser’s Shepheardes Calendar 

SS Ot tane eyecare ats Last performance of miracle play in Coventry; John Lyly, Euphues 

and his England; Philip Sidney completes Apologie for Poetrie and 

The Old Arcadia 

ANS BAe ne Pane ey Joseph Hall, Ten Books of Homer's Iliads; Philip Sidney begins work 

on Astrophil and Stella 

IUGR (eis. ot pee cams Coa eee Christopher Marlow’s Doctor Faustus performed 

SOO MMEEmeE cect < fee George Puttenham, The Art of English Poesie 

(USS Ge, ee ee Marlow, Tamburlaine Parts | and II published; Sidney, The New 

Arcadia; Spenser, The Faerie Queene, |-Ill 

1S Sletten cere cece John Harington translates Ariosto’s Orlando Furioso; William 

Shakespeare, Henry VI Parts | and II performed; The Two Gentlemen 

of Verona performed; Sidney: posthumous publication of Astrophil 

and Stella; Spenser, Complaints 

SOAR eee ecten.ce ene John Lyly, Galatea; Marlow, Edward I! performed; Rose Theatre 

opens 

WS Ameren gion et hint ots Shakespeare, Comedy of Errors and Richard Ill performed; Venus 

and Adonis 

LEGAN ere ere e re rane Shakespeare, Titus Andronicus performed; Lucrece; Michael 

Drayton, Ideas Mirrour; Thomas Nashe, The Unfortunate Traveller 
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BOOS WA woh Aare aves Mary Sidney, The Tragedy of Antonie; Shakespeare, Love’s Labour's 
Lost, Midsummer Night’s Dream, Richard II, and Romeo and Juliet 

performed; Spenser, Amoretti, €pithalamion, Colin Clout’s Come 

Home Again 

dT | CA ea a ene oe Ben Jonson, Everyman in his Humour performed; William 

Shakespeare, Merchant of Venice and King John performed; 

Spenser, The Faerie Queene IV—VI and Four Hymnes 

LUST S 2. Sees aN Re eee, eel ae Francis Bacon, €ssays 

ULES TCI So Ce ene ares aiken George Chapman translates Homer’s Iliad |-Il and VII-XI; 

Shakespeare, Henry IV Parts | and Il performed 

SS) anne ae ae Johnson, Every Man Out of His Humour performed; Shakespeare, 

Julius Caesar, Henry V and Much Ado about Nothing performed 

POD ress ty nen Agi: Shakespeare, The Merry Wives of Windsor, As You Like It performed 

Nc 1s URs ao ntee eee eae sae Shakespeare, Hamlet and Twelfth Night performed 

Cee ae ee Shakespeare, Troilus and Cressida performed; Bodleian Library 

founded 

SOS) eee ele Jonson, Sejanus performed; Shakespeare, All’s Well That Ends Well 

performed; Hamlet first quarto 

OARS Oe eee Marlowe, Doctor Faustus earliest surviving edition; Shakespeare, 

Othello performed; Hamlet second quarto 

NGOS ME. Onan 183) Michael Drayton, Poems; Jonson, Volpone performed 

AGO GH 5 dere eet COE Shakespeare, King Lear and Macbeth performed 

TOG eect Ses Shakespeare, Antony and Cleopatra written 

HIG OG ear aie, el mn Thomas Heywood, Rape of Lucrece; Shakespeare, Coriolanus and 

Timon of Athens written; King Lear two quartos published 

USL OS Bes Aiea asa tag Jonson, Epicoene or the Silent Woman performed; Shakespeare, 

Pericles performed; Troilus and Cressida two quartos published; 

Sonnets published 

SUNOS ener es Oe eee Chapman continues /liad; Jonson, The Alchemist performed; John 

Donne, Pseudo-Martyr 

Sih Oe eee eee ere Complete translation of Iliad by Chapman published; Dekker and 

Middleton, The Roaring Girl published; Shakespeare, Macbeth first 

recorded performance 

16129 POR Drayton, Poly-Olbion |; Webster, The White Devil published 

IGT Pe ee ae ee antes Shakespeare, Henry Vill performed; Globe Theatre burns down 

1614 eee ae Ae Chapman translates Odyssey |-XIl; Jonson, Bartholomew Fair 

performed; Walter Ralegh, The History of the World 

1615 absicccap ee Chapman translates Odyssey XIII—XXIV 

\ chronology : 



Lolbie) eyeseansste Jonson, The Devil Is an Ass performed; Webster, The Duchess of 

Malfi performed 

GUS HIE! 5 Pattee Sa ee lea Rachel Speght, A Mouzell for Melastomus; Joseph Swetnam, 

Arraignment of Women 

LOZ eee ie ah een e Mary Wroth, Love's Victory 

16240... ements Geet bt Robert Burton, Anatomy of Melancholy; Mary Wroth, Pamphila to 

Amphilanthus published; Urania | published; Urania Il completed in 

manuscript; Speght, Mortality’s Memorandum 

pS a ae Oe Mes Oe Drayton, Poly-Olbion Part Il; Middleton and Rowley, The Changeling 

performed 

TOZS 7 wine eran tnt naar Shakespeare, Comedies, Histories and Tragedies (the First Folio) 

published; Webster, The Duchess of Malfi performed 

GZ NE acer oteiert ss eeret ts Middleton, A Game at Chess performed 

gaia Sk es ue a First atlas compiled by John Speed 

IGS dieer iets. eee ee Jonson, The Devil Is an Ass and The Staple of News published 

GSS Beer shat e Donne, Poems published posthumously; John Ford, ’Tis Pity She’s a 

Whore published; George Herbert, The Temple 

16S AP ete ete John Milton, Comus performed 

IGS esha Gon A Milton, Of Reformation 

1642... domed. eile Thomas Browne, Religio Medici; Milton, Apology for Smectymnuus 

1644: |... See Milton, Areopagitica; Jane and Elizabeth Cavendish, The Concealed 

Fancies and Poems completed in manuscript 

LUSYA ERNE acct ree toe Dare ae Robert Herrick, Hesperides 

UGS Rehenes sates. cet Anne Bradstreet, The Tenth Muse; John Playford, The English 

Dancing Master; Henry Vaughan, Silex scintillans; tea first imported 

into England 

IG Sl eyeetes airs clin 3: John Cleveland, Poems; William Davenant, Leviathan; Hobbes, 

Leviathan 

BOC enemen, tectar facncee. Playford, Musics Recreation; Otto von Guericke invents the air pump 

at Magdeburg; opening of the first London coffee-house 

IGSSi .omeertes eerie. ee Izaak Walton, The Compleat Angler; Margaret Cavendish, Poems and 

Fancies 

AGE AA atiees een asi | Roger Boyle, Parthenissa; John Milton, Second Defence 

IGS ae osteart!. aoel: Cavendish, A True Relation 

165 Siremleteeal wae, . Thomas Browne, Urne-Burial and The Garden of Cyrus 

6 1659 eer et ae Thomas Hobbes, De homine; Lovelace, Posthume Poems; Moliére, 

Les Précieuses ridicules; Pepys begins diaries 
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LG 6 OG aaa ont sh58 John Dryden, Astraea redux; George Mackenzie, Arentina; 

SUEYS apo se Me ee Boyle, Some Considerations; Brome, Songs and Other Poems; 

Davenant, The Siege of Rhodes parts 1 and 2; Sir Percy Herbert, The 

Princess Gloria 

1Go@einmiant Game d.r Butler, Hudibras part 1; Book of Common Prayer, rev. version; 

Moliére, L€cole des femmes; Royal Society founded; Press Act (rigid 

censorship} 

IGG Seis savy sieiadhh re Butler, Hudibras part 2; Corneille/Phillips, Pompée; Dryden, The Wild 

Gallant 

LGBAS 5 a7 RAS Dryden, The Rival Ladies; Dryden/R. Howard, The Indian Queen; 

Etherege, Love in a Tub; Evelyn, Sylva; R. Howard, The Vestal Virgin; 

Moliére, Le Tartuffe 

LASS SS Geran oan ROG Bunyan, The Holy City; Dryden, The Indian Emperor; Hooke, 

Micrographia; La Rochefoucauld, Réflexions et maxims 

POGGr a RES IE RAO, Bunyan, Grace Abounding; Dryden, Annus mirabilis; Moliére, Le 

misanthrope; Fire of London, 2—? September 

LOG RENE JUN, Margaret Fell, Women’s Speaking Justified; Milton, Paradise Lost; 

Racine, Andromque; 

IGGBIE Sea Dryden, Essay of Dramatick Poesie; Etherege, She Wou’d if She 

Cou’d; Lafontaine, Fables; Racine, Britannicus; Dryden appointed 

Poet Laureate 

GES Snare nS Pepys ends diary 

UGH Wee oe ate a Aphra Behn, The Forc’d Marriage; Dryden, The Conquest of Granada 

part 1; Moliére, Le bourgeois gentilhomme; Pascal, Pensées; Racine, 

Bérénice; Dryden appointed Historiographer Royal 

NG Allee eae Panel tee Dryden, The Conquest of Granada part 2; Milton, Paradise Regained 

and Samson Agonistes; Newton makes reflector telescope 

TERA AON Sallie, Dryden, Marriage d la Mode; Moliére, Les femmes savants; Racine, 

Bajazet; first public concerts in London 

NGS 's eee LE Aphra Behn, The Dutch Lover; Davenant, Collected Works; Milton, Of 

True Religion; Moliére, Le malade imaginaire, Racine, Mithridate 

1674: 3 Pee one Tess Milton, Paradise Lost (12-book version); Racine, Iphigénie; 

Wucherley, The Country Wife 

16 ZS ha eee Ba Rochester, Satyr against Mankind; Royal Observatory, Greenwich; 

Wren begins St Paul’s Cathedral 

TLE CORTE AERO SO AT Etherege, The Man of Mode; Otway, Don Carlos; Shadwell, The 

Virtuoso; Wycherley, The Plain Dealer 

LOCO: el ae ee ea ec Behn, The Rover part 1; Dryden, All for Love and The State of 

Innocence; Lee, The Rival Queens; Racine, Phédre 

\ chronology : 



IGCBaein A men eats Bunyan, Pilgrim’s Progress part 1; Butler, Hudibras part 3; Madame 

de Lafayette, La princess de Cléves 

dS AS ri ta tela 34 Dryden, Troilus and Cressida; Newton's calculation of lunar orbit 

IC SOR Meee cutenei eee Bunyan, Life and Death of Mr Badman; Butler, Hudibras; Cellier, 

Malice Defeated; Otway, The Orphan; Comédie frangaise 

established; Henry Purcell, Dido and Aeneas; penny post instituted 

in London 

IB Bish: saint Rete Aphra Behn, The Rover part 2; Dryden, Absalom and Achitophel and 

Religio laici part 1; Marvell, Miscellaneous Poems; Tate, King Lear 

LES Cin Sess sree tte Dryden, MacFlecknoe; Otway, Venice Preserv’d 

soo 24 eh ee rear ee Bunyan, Pilgrim’s Progress part 2; Dryden, Religio Laici part 2 

GOS ery ee a8. Dryden, Albion and Albinus; Tate, The Cuckold-Haven 

1686peatern ts Baie ee Behn, The Lucky Chance 

TOS CA aioe =i ite. Dryden, The Hind and the Panther, ‘Song for Saint Cecilia's Day’; 

Newton, Philosophiae naturalis principia mathematica 

TESS ihe. pies See pon Behn, Oroonoko; Dryden, Britannia Rediviva; Shadwell, The Squire of 

Alsatia 

AG SSM. are spears Oe Behn, The History of the Nun; Lee, The Massacre of Paris; John 

Locke, On Civil Government; Thomas Shadwell appointed Poet 

Laureate 

1690.5 ees. eeree John Locke, Essay Concerning Human Understanding; Huyghens 

proposes wave theory of light 

NED ties “aie cereal Congreve, Incognita; Racine, Athalie; Rochester, Poems; Purcell, 

King Arthur 

GO 2 es week oe Ae Southerne, The Wives Excuse; Purcell, Fairy-Queen; Nahum Tate 

appointed Poet Laureate 

GIS aca tA Congreve, The Old Bachelor; John Locke, Ideas on Education 

GOA ener rie cen see Congreve, The Double Dealer; Dryden, Love Triumphant; Southerne, 

The Fatal Marriage; Purcell, Te Deum and Jubilate 

IGG Wires eters Congreve, Love for Love; Leibniz, Systeme nouveau de Ia nature; 

Southerne, Oroonoko; Purcell, The Indian Queen; end of press 

censorship in England 

IESG: pigeon John Aubrey, Miscellanies; Vanbrugh, The Relapse; licensing of 

plays by the Lord Chamberlain 

HGS (one ¢ crac eae ea EU eee ae Dryden, Alexander's Feast; Vanbrugh, The Provok’d Wife 

JUSSI): ocarcate veo Anattieee eee ee Farquhar, Love and a Bottle 

6 DOO Sorte rotate Congreve, The Way of the World; Dryden, Secular Masque 

TOD a ere Dryden, Collected Plays; Rowe, Tamerlane 
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LCOGA. Amused conan Bysshe, Art of English Poetry; Daily Courant, first English daily 
newspaper; Vanbrugh builds Castle Howard, Yorkshire 

MANGAS bs ites pry ve Mary, Lady Chudleigh, Poems on Several Occasions 

LAO ee hierar aNtanin te. lead on Swift, Tale of a Tub and The Battle of the Books; Newton, Optics 

Wal O eRe aie Sl eer ee Centlivre, The Basset-Table; opening of The Queen's Theatre, 
Haymarket; Hailey calculates the cometary orbit; Vanbrugh builds 

Blenheim Palace 

S10) Sa eee ae ONC Farquhar, The Recruiting Officer 

AOI? cheer keke es ante eaerd Farquhar, The Beaux’ Stratagem; Locke, An Essay for the 

Understanding of St. Paul’s Epistles; Union of England and Scotland 

LD Bi orcas npnee: Swift, An Argument Against Abolishing Christianity; Handel, 
Agrippina 

IOS er et So smltaenady Berkeley, An Essay Towards a New Theory of Vision; Steele, The 

Tatler; first Copyright Act 

IMO Heh A] eronge: Berkeley, Principles of Human Knowledge; Swift, Meditations upon a 

Broomstick; Handel, Rinaldo; Christopher Wren finishes St Paul’s 

Cathedral 

AAS cel tree emi bose Gay, The Present State of Wit; Pope, Essay on Criticism; Steele and 

Addison, The Spectator; Handel comes to London 

SIAN: oe et einer amie Pope, The Rape of the Lock (2-canto version) 

GUO AE cM ors Addison, Cato; Pope, Windsor Forest; Steele and Addison, The 

Guardian; Scriblerus Club formed; Swift becomes Dean of St Paul’s 

LCA cea berryey beukdEyieaete meses Gay, The Shepherd’s Week; Mandeville, Fable of the Bees; Pope, 

Rape of the Lock (5-canto version); Fahrenheit makes mercury 

thermometer 

BUD eee wee ee ies Pope's translation of the /liad begun; Nicholas Rowe appointed Poet 

Laureate 

AGA seyanesin dace ap Metnene Gay/Pope/Arbuthnot, Three Hours After Marriage; Pope, Works 

DOR tron See i, hee AE Defoe, Robinson Crusoe 

MAO phetiee yes tases. cece ents John Gay, Collected Poems; Defoe, Captain Singleton; Handel, 

Esther; Little Theatre in the Haymarket is built; Westminster 

Hospital founded, the first subscription hospital 

UAL own ex pregtecg oes Montesquieu, Lettres persones; first smallpox inoculations 

introduced by Lady Mary Wortley Montagu 

gee eee eae ia ae eo Defoe, Moll Flanders; Journal of the Plague Year; Colonel Jack; 

Haywood, British Recluse; Guy's Hospital founded 

I es de a, ie Mandeville, Fable of the Bees (2nd, expanded, edn) 

\ chronology : 



ACA UNOING Lette ALINE | Defoe, Roxana; Tour through Great Britain; Haywood, A Wife to be 

Lett; Works 

A725... eee Haywood, Fantomina; The Tea Table; Pope, edition of Shakespeare; 

trans. Odyssey; first circulating libraries open in Bath and in 

Edinburgh; Grosvenor Square, London, begun; Handel, Rodelina 

UGG Senos ates are ero Jane Barker, Lining of the Patch-Work Screen; Haywood, City Jilt; 

Mercenary Lover; Swift, Gulliver's Travels; Thomson, The Seasons: 

Winter; Voltaire in England (-1729) 

ear A eae fe nonp C 7 Gay, Fables; Pope, Swift, Arbuthnot, Miscellanies; Thomson, The 

Seasons: Summer 

ICAO ron ee tente., hae Defoe, Captain Carleton; Fielding, Love in Several Masques; Gay, 

Beggar's Opera; Pope, The Dunciad; Elizabeth Rowe, Friendship in 

Death; Thomson, The Seasons: Spring 

LAZO OT. BEE, Gay, Polly; Mother Goose (English translation of Perrault); Pope, 

Dunciad Variorum; Swift, Modest Proposal 

173 Qe. See, Se Fielding, Tom Thumb; Thomson, The Seasons (inc. Autumn and 

Hymn); Colley Cibber appointed Poet Laureate; The Grub Street 

Journal (-1737); Methodist Society formed in Oxford 

DASA SE ie 8S Se Fielding, Grub Street Opera; Lillo, London Merchant; Pope, Epistle to 

Burlington; The Gentleman’s Magazine launched, ed. by Edward 

Cave; Hogarth, Harlot’s Progress; Dublin Society formed 

WEY Aan TE Noe a nee Berkeley, Dialogues of Alciphron; Fielding, Covent Garden Tragedy; 

Pope, Epistle to Bathurst; The London Magazine {—1785)}; John Rich 

opens new Opera House at Covent Garden with proceeds of The 

Beggar's Opera; Jonathan Tyers opens Vauxhall gardens to the 

public; Kay invents the flying shuttle 

1S Me ata rene ae Pope, Essay on Man; Horace’s Satire Il.i; Wortley Montagu, Verses 

Address’d to the Imitator of Horace 

MAB Ary Tee VI 2. Pope, Horace’s Satire Il.ii; Epistle to Cobham; Handel, Ariodante 

MCB Sex eeeerte ren aeiiskt Pope, Epistle to Dr Arbuthnot; Epistle to a Lady; Thomson, Liberty; 

Hogarth, Rake’s Progress; Handel, Alcina 

LPS R ae me ex ae Haywood, Adventures of Eovaii; statutes against witchcraft 

repealed 

HI (ee i re er ea Cooper, Muses Library; Green, The Spleen; Pope, Horace’s Epistles, 

|i, vi; ILii; Theatre Licensing Act gives a patent to only two theatres 

and compels all plays to be submitted to the Lord Chamberlain 

before performance; Wortley Montagu, The Nonsense of Common 

Sense 

173 B icc Peles he ac eb Johnson, London; Pope, Epilogue to Satires; Swift, Polite 

6 Conversation; Handel, Saul; Israel in Egypt 
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1239 erm, Ss alten Collier, Woman’s Labour; Swift, Verses on the Death of Dr Swift; 
circulating library opens in London; rooms to allow concerts and 
balls are built at Marylebone Gardens; London Foundling Hospital 
opens 

BR ces eet hen MRR: Cibber, Apology for the Life of Mr Colley Cibber; Dyer, Ruins of Rome; 

Richardson, Pamela; Horse-racing Act 

SLAC wiht Cotte Meare Fielding, Shamela; Hume, Essays, Moral and Political; Richardson, 

Letters Written to and for Particular Friends; Pamela (Part Ill}; 

Garrick’s London debut as Richard III 

NG CE hake wiser my Mee Collins, Persian Eclogues; Fielding, Joseph Andrews; Pope, New 

Dunciad; Handel, Messiah first performed in Dublin 

DOs ng gi unending Fielding, Miscellanies; Jonathan Wild the Great; Journey from this 

World to the Next; Pope, Dunciad in Four Books 

AAAs ONE. sO, seri: Akenside, Pleasures of Imagination; Sarah Fielding, David Simple; 

Johnson, Life of Mr Richard Savage; Thomson, The Seasons (ref.); 

Haywood, The Female Spectator (—1746) 

S7AS es, vei EA dale Akenside, Odes on Several Subjects; Hogarth, Marriage-a-la-Mode 

engravings; lying-in hospital, Dublin, founded 

LAG eee. Ra: Collins, Odes on Several Descriptive and Allegoric Subjects; Handel, 

Judas Maccabaeus 

CA Aa ee hg eur Ny Gray, Ode on E Eton College; Richardson, Clarissa; Thomas Warton, 

Pleasures of Melancholy; Walpole acquires lease of Strawberry Hill 

and plans its transformation; Hogarth, Industry and Idleness 

AA BMS ath mae, a: Cleland, Memoirs of a Woman; Hume, Enquiry concerning Human 

Understanding; Leapor, Poems upon Several Occasions; Smollett, 

Roderick Random; Thomson, The Castle of Indolence; ruins of 

Pompeii discovered; Handel, Solomon 

ZA OP yap ae tee Henry Fielding, Tom Jones; Sarah Fielding, The Governess, Remarks 

on Clarissa; Johnson, The Vanity of Human Wishes; Handel, Music 

for the Royal Fireworks to commemorate the Peace of 

Aix-la-Chapelle 

TSO eRe es ae Mary Jones, Miscellanies in Prose and Verse; Robert Paltock, Peter 

Wilkins; Johnson, The Rambler (—1752); Westminster Bridge built 

bY SRE eee ae ator Cleland, Memoirs of a Coxcomb; Henry Fielding, Amelia; Gray, Elegy 

in a Country Churchyard; Haywood, The History of Miss Betsy 

Thoughtless; Leapor, Poems, Vol. Il; Smollett, Peregrine Pickle; 

Hogarth, The Four Stages of Cruelty; Beer Street; Gin Lane; Gin Act 

forbids sale of spirits by small shopkeepers 

VRIES ee Lennox, Female Quixote; Smart, Poems on Several Occasions; Act 

requiring licensing of all places of popular entertainment in London; 

Fielding, Covent-Garden Journal; Britain adopts Gregorian calendar 

\ chronology 



TCOyS BANS Rakiac emo ner pean Richardson, Sir Charles Grandison; Smollett, Ferdinand Count 

Fathom; British Museum founded; Hogarth, Analysis of Beauty 

Sy Ma a Se ace aT Jane Collier & Sarah Fielding, The Cry; Duncombe, The Feminiad 

Age tah Nepean een re ake oie Fielding, Voyage to Lisbon; Hutcheson, System of Moral Philosophy; 

Johnson, Dictionary of the English Language; Smollett’s translation 

of Don Quixote 

7S Grae. nok ea ae The Critical Review (-1763) 

WAST AS om nine ener Burke, Philosophical Enquiry into E the Sublime and the Beautiful; 

Dyer, The Fleece; Gray, Odes; Smollett’s Complete History of 

England; William Whitehead appointed Poet Laureate; Walpole’s 

private printing press at Strawberry Hill established with Gray's 

Odes as first publication 

LCS Seer tae te Carter’s translation of Epictetus; John Upton and Ralph Church's 

edition of Spenser’s The Faerie Queene; Johnson, The Idler (-1760); 

subscription library in Liverpool 

AS etre neat Sarah Fielding, Countess of Dellwyn; Johnson, Rasselas; 

Sterne, Tristram Shandy Vols | & Il; British Museum opens 

KIAS\O cavemen tember acta Goldsmith, Citizen of the World; Lyttleton & Elizabeth Montagu, 

Dialogues of the Dead; Smollett, Sir Launcelot Greaves; Wedgwood 

opens pottery works in Staffordshire; Society of Artists of Great 

Britain founded 

7B Set rere Frances Sheridan, Memoirs of Miss Sidney Bidulph; Sterne, Tristram 

Shandy Vols III & IV, V & VI; Bridgwater Canal opens 

IZ GCA Lee ae Garrick expands Drury Lane; Horace Walpole, Anecdotes of Painting 

in England 

SAS Wea are ris a ers, Be & Frances Brooke, Lady Julia Mandeville; Catherine Macaulay, History 

of England; Wortley Montagu, Letters 

NASR es Ser reas en Goldsmith, The Traveller; Walpole, The Castle of Otranto; formation of 

the ‘Literary Club’; James Hargreaves invents spinning jenny; 

James Watt perfects steam engine 

ZG Saleen eee cic Collins, Poetical Works; Johnson, edition of Shakespeare; 

Macpherson, The Works of Ossian; Percy, Reliques of Ancient 

English Poetry; Smollett, Travels through France and Italy; Sterne, 

Tristram Shandy Vols VII & VIII 

HAS) Sah pees naaacias where Colman & Garrick, Clandestine Marriage; Goldsmith, Vicar of 

Wakefield; Rousseau in England (—1767); Stubbs’s engraved plates, 

The Anatomy of the Horse 

AIASY Cerme arotac ap US CNR Frances Sheridan, History of Nourjahad; Sterne, Tristram Shandy 

Vol. IX; James Craig's plan for New Town, Edinburgh, chosen; Royal 

6 Crescent, Bath, begun 
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TWAS eG ee nue tes ee ee Goldsmith, The Good-Natur’d Man; Gray, Poems; Wortley Montague, 

Poems; Sterne, Sentimental Journey; Encyclopaedia Britannica 

(—1771); Royal Academy of Art opens; Joseph Wright, An Experiment 

on a Bird in the Air Pump; Priestley, Essay on the First Principles of 

Government 

SOOO Wr see ee eres Go Smollett, Adventures of an Atom; The Morning Chronicle (-1862); 
Reynolds is made president of the Royal Academy; James Watt’s 

steam engine patented 

CIA RO Pale VER aan Goldsmith, Deserted Village; The Lady’s Magazine 

PCC Wr taet oeA NC oes MacKenzie, Man of Feeling; Smollett, Humphry Clinker; Pantheon 

opens in London; Upper Assembly Rooms, Bath, opened 

aa a ee The Morning Post (—1936) 

iAroml. Neem al, eels %, Barbauld, Poems; Cook, Account of a Voyage round the World; 

James Boswell, Journal of a Tour to the Hebrides; Chapone, Letters 

on the Improvement of the Mind; Goldsmith, She Stoops to Conquer; 

Phillis Wheatley, Poems; subscription library in Bristol 

Gee Nee ee wis Mary Scott, Female Advocate; Letters Written by the Earl of 

Chesterfield to His Son; perpetual copyright is declared invalid; 

Thomas Warton, History of English Poetry 

LeSte cing 25.9 Hester Chapone, Poems; Gray, Poems; Johnson, Journey to Western 

Islands; Poetical Amusements at a Villa near Bath; Sheridan, The 

Duenna; The Rivals; St Patrick’s Day; Sterne, Letters; Drury Lane 

Theatre redesigned by Robert Adam 

GIAO R aces eo te At Lid Gibbon, Decline and Fall of the Roman Empire, Vol. |; Paine, Common 

Sense; Smith, Wealth of Nations; Charles Burney, General History of 

Music, Vol. | 

LAPSES 5 Fests Chatterton, Poems E by Thomas Rowley and others; Chapone, Letter 

to a New-Married Lady; Cook, Voyage towards the South Pole; 

Sheridan, School for Scandal; Trip to Scarborough; Thomas Warton, 

Poems 

UAAS He, ht ae ee Barbauld, Lessons for Children; Burney, Evelina; Mary Hamilton, 

Munster Village; Clara Reeve, Old English Baron 

AAO fell net I: Alexander, History of Women; Cowper, Olney Hymns; Hume, 

Dialogues concerning Natural Religion; Johnson, Lives of the Poets; 

Mungo Park, Travels in the Interior Districts of Africa; Sheridan, The 

Critic; first iron bridge built at Coalbrookdale 

TAD Ohare rut cassie Mya eee Baillie, Poems; Blake, The Marriage of Heaven and Hell; Burke, 

Reflections on the Revolution in France; Radcliffe, A Sicilian 

Romance; Wollstonecraft, A Vindication of the Rights of Men; Forth— 

Clyde Canal opened; first steam-powered rolling mill in Britain 

chronology 



L7G Liston en sete eu) Barbauld, Epistle to William Wilberforce; An Address to the Opposers 

of the Repeal of the Test and Corporation Acts; Cowper, transl. The 

lliad and Odyssey; Darwin, The Botanic Garden; Inchbald, A Simple 

Story; Paine, The Rights of Man, pt.1; Robinson, Poems; Haydn visits 

England; Mozart, The Magic Flute; Galvani publishes results of 

electrical experiments on frogs’ legs 

17S2aenL ae RO Barbauld, Civic Sermons to the People; Gilpin, Essays on Picturesque 

Beauty; Paine, The Rights of Man, pt. 2; Wollstonecraft, A Vindication 

of the Rights of Woman; London Corresponding Society formed 

ACE ids pekoaparehe aes ob Blake, Vision of the Daughters of Albion; Godwin, An Enquiry 

Concerning Political Justice; Smith, The Old Manor House; 

Wordsworth, Descriptive Sketches; An Evening Walk 

ACD Aree ese ger Sen Blake, Songs of Innocence and of Experience; Godwin, Caleb 

Williams; Radcliffe, The Mysteries of Udolpho; Turner, Interior of 

Tintern Abbey 

Agios scan eet ee ae Edgeworth, Letters for Literary Ladies; hydraulic pump patented; 

metric system adopted in France; Haydn, London symphony 

HIPAS (Sis ee eee Coleridge, Poems on Various Subjects; Lewis, The Monk; Robinson, 

Sappho and Phaon; Seward, Llangollen Vale, With Other Poems; 

Yearsley, The Rural Lyre; Jenner conducts first smallpox 

vaccination; Beckford begins Fonthill Abbey in gothic style 

Hac) Cares eet es Sy a Radcliffe, The Italian; Young’s Night Thoughts engraved by Blake; 

Turner's Lake District tour, high-pressure steam pump patented 

HIPAS |< Serenata nd cite ate. Baillie, A Series of Plays; Coleridge, Fears in Solitude; France: An Ode; 

Frost at Midnight; Godwin, Memoirs of the Author of a Vindication of 

the Rights of Woman; Inchbald (ed.), Lovers’ Vows; Wordsworth and 

Coleridge, Lyrical Ballads; Haydn, The Creation; invention of 

lithography; Malthus publishes An Essay on the Principle of 

Population 

HIZAS SAA te Lewis, Tales of Terror; Seward, Original Sonnets; Rosetta Stone 

discovered in Egypt; Constable enrols at Royal Academy 

HS 108 Pe 8 Hotere rate Robinson, Lyrical Tales; Wordsworth and Coleridge, Lyrical Ballads 

(with Preface]; Beethoven, Symphony No.1; Herschel discovers 

infra-red rays; Volta invents the first electrical battery; carriage road 

begun over the Alps at the Simplon Pass 

AS OU Ae Madea apie abe: Hogg, Scottish Pastorals, Poems and Songs; Robinson, Memoirs; 

Haydn, The Seasons; Beethoven composes the Moonlight sonata 

ps [0 Ate ee es Baillie, Plays of the Passions (I); Scott (ed.}, Minstrelsy of the 

Scottish Border; Wordsworth and Coleridge, Lyrical Ballads (new 

Preface); foundation of Cobbett’s Weekly Political Register and the 

6 Edinburgh Review; Telford begins road construction in the Scottish 

Highlands; discovery of ultra-violet rays 
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MOS HieeeniS geld ssin Chatterton, Collected Works; Darwin, The Temple of Nature; 

Trevithick builds first working railway steam engine in South Wales 

rte ue gare fre Smith, Conversations Introducing Poetry; Ann and Jane Taylor, 
Original Poems for Infant Minds; British and Foreign Bible Society 

founded; first Royal Horticultural flower show; English Water Colour 

Society founded; Beethoven, Eroica symphony 

2) Raa ae aa ect Scott, The Lay of the Last Minstrel; Hazlitt, An Essay on the 
Principles of Human Action 

SO Giese. oo ae Byron, Fugitive Pieces; Robinson, Poetical Works; East India Docks 

opened in London 

1OOGS sation? waetiewe' Byron, Hours of Idleness; Charles and Mary Lamb, Tales from 

Shakespeare; Smith, Beachy Head and Other Poems; Wordsworth, 

Poems in Two Volumes; Geological Society founded 

BOS! ae pve tt Eee? Baillie, Constantine Paleologus; Hemans, England and Spain; 

Poems; Scott, Marmion; first issues of The Examiner (ed. Leigh 

Hunt); Davy isolates magnesium, strontium, barium and calcium; 

Dalton’s New System of Chemical Philosophy, Pt | 

“NS (0 Sen onan ee etait Byron, English Bards and Scotch Reviewers; Charles and Mary 

Lamb, Poetry for Children; Quarterly Review founded; first gas 

lighting in central London; Lamarck suggests theory of evolution 

HOMO nere ee eae oe Baillie, The Family Legend; Barbauld (ed.), The British Novelists; 

Crabbe, The Borough; Scott, The Lady of the Lake; Seward, Poetical 

Works (ed. Scott); Blake engraves The Canterbury Pilgrims; 

invention of method for preserving food in tins 

SIE ls eis es toa ne tt Jane Austen, Sense and Sensibility; Shelley, The Necessity of 

Atheism; Tighe, Psyche; Coleridge lectures on Shakespeare and 

Milton 

GUSH 1 Sen me en ee eae Baillie, Plays of the Passions (Ill); Barbauld, Eighteen Hundred and 

Eleven; Byron, Childe Harold’s Pilgrimage | and II; Crabbe, Tales; 

Hemans, Domestic Affections, and Other Poems; Southey and 

Coleridge, Omniana 

OMS eee ayer, Austen, Pride and Prejudice; Byron, The Giaour; The Bride of Abydos; 

Moore, The Two-Penny Postbag; Scott, Rokeby 

DOTA bas sytney nella reg ees Austen, Mansfield Park; Byron, The Corsair, Lara; Hunt, Feast of the 

Poets; Scott, Waverley; Wordsworth, The Excursion; Beethoven, 

Fidelio; Stephenson constructs steam locomotive 

TS 15S ehernithect): ats a intde eet Byron, Hebrew Melodies; Scott, Guy Mannering; Wordsworth, 

Poems; Davy designs the safety lamp; Brighton Pavilion begun 

GIES 1 Sg ae wi pr tt age Austen, Emma; Byron, Childe Harold's Pilgrimage lll; Coleridge, 

Christabel, Kubla Khan and The Pains of Sleep; Scott, The Antiquary 6 
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LE RE Th SMR GS We Byron, Manfred: A Dramatic Poem; Coleridge, Biographia Literaria; 

Cobbett, English Grammar; Godwin, Mandeville; Hazlitt, Characters 

of Shakespeare’s Plays; Hemans, Modern Greece; Keats, Poems; 

Shelley, Laon and Cythna; Southey, Wat Tyler; first issues of 

Blackwood’s Magazine; Ricardo, Principles of Political Economy 

18187 5.54. ee Austen, Northanger Abbey; Persuasion; Byron, Beppo; Childe 

Harold’s Pilgrimage |V; Hazlitt, Lectures on the English Poets; Hunt, 

Foliage; Keats, Endymion; Lamb, Collected Works; Mary Shelley, 

Frankenstein; first iron passenger ship on the Clyde; Institute of 

Civil Engineers established 

SUSHI ioe, cares oper ase aac: Byron, Don Juan | and Il; Crabbe, Tales of the Hall; Hemans, Tales 

and Historic Scenes in Verse; Scott, [vanhoe; Shelley, The Cenci; 

Wordsworth, Peter Bell; The Waggoner; stethoscope invented; first 

Macadam roads laid; Schubert, The Trout quintet 

TSZOMS Meee atts John Clare, Poems, Descriptive of Rural Life; Hemans, The Sceptic; 

Keats, Lamia, Isabella, The Eve of St Agnes and Other Poems; Lamb, 

‘Essays of Elia’; Wordsworth, The River Duddon: A Series of Sonnets; 

Vaudracour and Julia, and Other Poems; Scott, The Abbot; Royal 

Astronomical Society founded; first issues of London Magazine 

AB AI cere ies! Weta a te Baillie, Metrical Legends of Exalted Characters; Byron, Cain; 

Sardanapalus; The Two Foscari; Marino Faliero; Don Juan, \ll-lV; 

Clare, The Village Minstrel, and Other Poems; De Quincey, ‘The 

Confessions of an English Opium-Eater’; Shelley, Adonais; 

Epipsychidion; Scott, Kenilworth; Faraday develops principles of 

electric motor 

Ac) A Brae ae Byron, The Vision of Judgement; Werner; Hemans, Welsh Melodies; 

Scott, The Fortunes of Nigel; Shelley, Hellas; Wordsworth, 

Ecclesiastical Sketches; Caledonian Canal completed; Daguerre’s 

Diorama opens in Paris 

IRSTAG I eae tuo ce eee near Byron, The Age of Bronze; The Island; Don Juan V\-X\V; Hazlitt, Liber 

Amoris; Hemans, The Siege of Valencia, and Other Poems; Scott, 

Quentin Durward; Mechanics’ Institutes founded in London and 

Glasgow; Macintosh develops rubberized cloth; first issues of The 

Lancet 

US 2A a eee eee Nee Hogg, Confessions of a Justified Sinner; Letitia Landon, The 

Improvisatrice; Scott, Redgauntlet; foundation of Royal Society for 

the Prevention of Cruelty to Animals; foundation of the National 

Gallery in London 

TOZS RR re), Barbauld, Works (ed. Aikin); Coleridge, Aids to Reflection; Hazlitt, The 

Spirit of the Age; Hemans, The Forest Sanctuary; Landon, The 

Troubadour; Scott, The Betrothed; first steam locomotive railway 

(3 opens between Stockton and Darlington; foundation of Society for 

the Diffusion of Useful Knowledge 
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Barrett, An Essay on Mind, with Other Poems; Hazlitt, The Plain 

Speaker; Scott, Woodstock; Shelley, The Last Man; foundation of 

University College London; Niepce takes the first photograph 

Clare, The Shepherd’s Calendar; De Quincey, ‘On Murder Considered 
as One of the Fine Arts’; Scott, Chronicles of the Canongate; 

Tennyson, Poems by Two Brothers; Niepce makes photographs on a 

metal plate; invention of sulphur matches; water turbine developed; 

Dalton, New System of Chemical Philosophy Pt. |I 

Hemans, Records of Woman, with Other Poems; Hunt, Lord Byron 

and Some Contemporaries; Scott, Tales of a Grandfather Pt. |; 

Schubert, Symphony No. 9 

Hogg, The Shephera’s Calendar; Scott, Tales of a Grandfather Pt. Il; 

Stephenson’s Rocket under construction; Braille develops reading 

system for blind people; publication of the first Baedeker guide 

book; Rossini, William Tell 

Cobbett, Rural Rides; Hemans, Songs of the Affections; Moore, 

Letters and Journals of Lord Byron, with Notices of his Life; Scott, 

Letters on Demonology and Witchcraft; Tales of a Grandfather Pts Ill 

& IV: Tennyson, Poems, Chiefly Lyrical; opening of the Manchester— 

Liverpool Railway; foundation of the Royal Geographic Society; 

Lyell’s Principles of Geology 

Harriet Martineau, ///ustrations of Political Economy; Charles 

Babbage, On the Economy of Machinery and Manufactures; Byron 

(posth.), The Works of Lord Byron, 1? vols; Scott, Tales of My 

Landlord; Tennyson, Poems; Shelley, The Mask of Anarchy; 

Benjamin Disraeli, Contrarini Fleming; Wordsworth, The Poetical 

Works; Edward Bulwer-Lytton, Eugene Aram; Frances Trollope, 

Domestic Manners of the Americans; Tait’s Edinburgh Magazine 

founded; Morse invents telegraph; Constable, Waterloo Bridge from 

Whitehall Stairs 

Charles Dickens’s first published story, ‘A Dinner at Poplar Walk’, in 

Monthly Magazine; Barrett Browning, trans. Prometheus Bound; 

Caroline Bowles, Tales of the Factories; Hemans, Hymns on the 

Works of Nature of the Use of Children; Charles Lamb, The Last 

Essays of Elia; John Henry Newman, Tracts for the Times begins; 

Bulwer-Lytton, England and the English; the Oxford Movement 

begins; Charles Babbage describes the analytical engine 

Thomas Carlyle, Sartor Resartus; Maria Edgeworth, Helen; Bulwer- 

Lytton, The Last Days of Pompeii; De Quincey, Recollections of the 

Lakes; hansom cabs in London 

Browning, Paracelsus; Bulwer-Lytton, Rienzi; Clare, The Rural Muse; 

Wordsworth, Yarrow Revisited & Other Poems; Brunel’s Great 

Western Railway between London and Bristol opened; Charles 

Darwin arrives at Galapagos Islands; Constable, The Valley Farm 

chronology 



LSS EVE Tae peaapy 4s Hes Dickens, Sketches by Boz; Baillie, Dramas, 3 vols; Disraeli, Henrietta 

Temple; Walter Savage Landor, Pericles and Aspasia; Frederick 

Marryat, Mister Midshipman Easy; London Working Men's Society 

founded 

L83¢ScRo. Be oe Carlyle, The French Revolution; Dickens, The Pickwick Papers; 

Disraeli, Venetia; Martineau, Society in America; Frances Trollope, 

The Vicar of Wrexhill; Pitman invents shorthand; smallpox epidemic; 

Euston Station (first London railway station) opens 

1838) 91d pee eet Elizabeth Barrett, The Seraphim and Other Poems; Dickens, Oliver 

Twist; R. S. Surtees, Jorrocks’ Jaunts & Jollities; Thackeray, 

Yellowplush; Frances Trollope, The Widow Barnaby; Charles Lyell, 

Elements of Geology; Wordsworth, Sonnets; National Gallery opens; 

Brunel's Great Western steamer crosses Atlantic; Abolition Act; 

public house licensing hours regulated 

1B OMe Ree eet reece. Dickens, Nicholas Nickleby; Darwin, Zoology of the Voyage of HMS 

Beagle (5 vols); Sarah Stickney Ellis, The Women of England; 

Michael Faraday, Experimental Researches in Electricity; Carlyle, 

Chartism; Ainsworth, Jack Sheppard; Bulwer-Lytton, Cardinal 

Richelieu; Landon, The Zenana & Minor Poems; Shelley, Poetical 

Works, ed. Mary Shelley; Martineau, Deerbrook; first Grand National; 

invention of daguerrotype; first Henley Royal Regatta; Kirkpatrick 

Macmillan constructs first bicycle 

184 0B eee yer es Frances Trollope, Michael Armstrong, Factory Boy; Browning, 

‘Sordello’; Shelley, A Defence of Poetry; Thackeray, Catherine; 

Dickens, Master Humphrey’s Clock begins serial publication; 

Catherine Napier, Women’s Rights and Duties; Baillie, Fugitive 

Verses; Botanical Gardens at Kew open to public; Fox Talbot invents 

collotype photography; Penny Post; Pugin and Barry begin building 

new Palace of Westminster; Nelson’s Column erected 

SA like eee ee te 8 Se 2 Browning, ‘Pippa Passes’; Punch begins publication; Dickens, the Old 

Curiosity Shop, Barnaby Rudge; Carlyle, On Heroes, Hero Worship & 

the Heroic in History; Macaulay, Warren Hastings; Thackeray, 

Samuel Titmarsh & the Great Hoggarty Diamond; first issue of 

Bradshaw's Railway Guide; London Library opens; Thomas Cook 

arranges first travel excursion; Fox Talbot awarded photographic 

process patent 

1842 tora eee ail Tennyson, Poems, 2 vols; Browning, Dramatic Lyrics; Chadwick, 

Report on the Sanitary Condition of the Labouring Population; 

Dickens, American Notes; Bulwer-Lytton, Last of the Barons; 

Macaulay, Lays of Ancient Rome; Pentonville Prison opened; 

London—Manchester railway; Illustrated News begins publication 
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1843 reba sae Dickens, A Christmas Carol; Hood, ‘Song of the Shirt’; Tennyson, 

‘Morte D’Arthur’, ‘Locksley Hall’; Carlyle, Past & Present; Ruskin, 

Modern Painters, Vol. 1; John Stuart Mill, ‘Logic’; Barrett Browning, 
The Cry of the Children; Browning, Return of the Druses; Macaulay, 

Essays; Ainsworth, Windsor Castle; The Economist begins 

publication; Wordsworth appointed Poet Laureate; Theatre 

Regulation Act 

OA ete ace Bec oo. Disraeli, Coningsby; Thackeray, Barry Lyndon; Dickens, Martin 

Chuzzlewit; Barrett Browning, Poems; Coventry Patmore, Poems; 

Dickens, The Chimes; YMCA founded; Turner, Rain, Steam and Speed; 

first public telegraph line; first public baths 

IS iat ia I MSR Engels, The Condition of the Working Class in England; Disraeli, 

Sybil, or the Two Nations; Dickens, The Cricket on the Hearth; 

Browning, Dramatic Romances; Newman, €ssay on Development; 

Carlyle, Oliver Cromwell's Letters & Speeches; De Quincey, Suspiria 

De Profundis; first submarine cable laid across English Channel; 

Oxford—Cambridge boat race staged at Putney for first time 

BAG Ricken enka. we ieee George Eliot, translation of Strauss, Das Leben Jesu; Dickens, The 

Battle of Life; G. W. M. Reynolds, The Mysteries of London; Edward 

Lear, Book of Nonsense; the Bronté sisters, Poems by Currer, Ellis, & 

Acton Bell; Dickens, Pictures from Italy; Dickens and Angela Burdett 

Coutts establish Home for Homeless Women; Elizabeth Barrett 

marries Robert Browning; planet Neptune discovered; protoplasm 

discovered; Turner, Angel Standing in the Sun 

BAC AN Sern eek eA Charlotte Bronté, Jane Eyre; Emily Bronté, Wuthering Heights; 

serialization of Thackeray’s Vanity Fair begins; Tennyson, The 

Princess; Marryat, The Children of the New Forest; Disraeli, Tancred; 

Anthony Trollope, The Macdermots of Ballycloran; Rumer, Varney 

the Vampire; chloroform used as anaesthetic 

HLA ese eric Sena a Dickens, Dombey & Son; Anne Bronté, The Tenant of Wildfell Hall; 

Elizabeth Gaskell, Mary Barton; Marx and Engels, The Communist 

Manifesto; Macauley, History of England; Mill, Principles of Political 

Economy; Newman, Loss & Gain; Jewsbury, The Half Sisters; 

Pre-Raphaelite Brotherhood founded by Rossetti, Holman Hunt, 

Millais; Cambridge University Fitzwilliam Museum completed; 

Millais, Ophelia; higher education for governesses opened at Oxford 

University; 

BAG Cats pc) t ete Seer C. Bronté, Shirley; Henry Mayhew, London Labour & the London 

Poor; Ruskin, The Seven Lamps of Architecture; Bulwer-Lytton, The 

Caxtons; Matthew Arnold, Strayed Reveller & Other Poems; Baillie, 

Ahalya Baee: A Poem; Holman Hunt, Rienzi; Macaulay, History of 

England; Bedford College for Women founded; Karl Marx moves to 

London 
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1SSOR 2a Bho. eae Charles Kingsley, Alton Locke; Tennyson, In Memoriam A.H.H.; 

Dickens, David Copperfield; Barrett Browning, Sonnets from the 

Portuguese; Browning, Christmas-Eve and Christmas-Day; Wilkie 

Collins, Antonina, or the Fall of Rome; Bunsen burner invented; 

Tennyson appointed Poet Laureate; Dickens founds Household 

Words; Pre-Raphaelites found The Germ; Dover and Calais 

connected by telegraph; Millais, Christ in the House of His Parents; 

Public Libraries Act for England and Wales 

18 Sil wear Peet Sai eeee ) ais Ruskin, The King of the Golden River; The Stones of Venice; Barrett 

Browning, Casa Guidi Windows; Ballie, The Dramatic & Poetical 

Works of Joanna Baillie; Meredith, Poems; Carlyle, Life of John 

Sterling; Le Fanu, Ghost Stories and Tales of Mystery; Harriet Taylor 

Mill, ‘The Enfranchisement of Women; George Eliot assistant editor 

of Westminster Review; Great Exhibition, Crystal Palace; William 

Thomson publishes first and second laws of thermodynamics 

1SS2aton Soar ae. hee Charles Reade, Masks & Faces; Houses of Parliament reopened; first 

women’s public toilets opened in London; Great Ormond Street 

Hospital opened; Holman Hunt, The Light of the World 

LESS at eee th Gaskell, Cranford; C. Bronté, Villette; Dickens, Bleak House; Arnold, 

Poems; Charlotte Yonge, The Heir of Redcliffe; Charles Dickens gives 

first public readings 

1G SAR a ee ee ee Dickens, Hard Times; Eliot, transl. of Feuerbach, The Essence of 

Christianity; Tennyson, ‘The Charge of the Light Brigade’; Patmore, 

The Angel in the House; Wilkie Collins, Hide & Seek; London 

Underground begins construction; Working Men's College founded 

ie OLR take ect ke Browning, Men and Women; Gaskell, North and South; Trollope, The 

Warden; Jewsbury, Constance Herbert; Tennyson, Maud & Other 

Poems; Daily Telegraph est. 

ANSE GIy 2 ites Sect area, Wilkie Collins, After Dark; Eliot, ‘The Natural History of German Life’, 

‘Silly Novels by Lady Novelists’; Jewsbury, The Sorrows of Gentility; 

National Portrait Gallery opened 

B57 Rae. rt 8 eho Eliot, Scenes of Clerical Life; Dickens, Little Dorrit; Thomas Hughes, 

Tom Brown's School Days; Trollope, Barchester Towers; David 

Livingstone, Missionary Travels and Researches in South Africa; 

Barrett Browning, Aurora Leigh; Collins, The Dead Secret; Gaskell, 

The Life of Charlotte Bronté; Thackeray, The Virginians; laying of 

Atlantic telegraph begun; Sheffield FC., world’s first football club; 

Charles Hallé founds Hallé Concerts in Manchester; Science 

Museum, South Kensington, founded 

LOS CRA IeT OR .ctem.,! Robert Ballantyne, Coral Island; Trollope, The Three Clerks, Doctor 

Thorne; English Woman’s Journal begins publication; William Frith, 

; Derby Da 6 yay 
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S593 ho newbie, orks yy Darwin, On the Origin of Species; Tennyson, Idylls of the King; Eliot, 
Adam Bede; Dickens, A Tale of Two Cities; Mill, On Liberty; Samuel 

Smiles, Self-Help; Eliot, The Lifted Veil; Wilkie Collins, The Queen of 
Hearts; Suez Canal begins construction; Dickens founds All the Year 

Round; Big Ben first used 

LECOR gerry eerie ers Eliot, The Mill on the Floss; Wilkie Collins, The Woman in White; 

Ruskin, Unto this Last; Barrett Browning, Poems before Congress; 

Trollope, Castle Richmond; Braddon, Three Times Dead; Cornhill 

Magazine started 

HIS GAR te te trot eee Ellen Wood, East Lynne; Isabella Beeton, Book of Household 

Management; Dickens, Great Expectations, The Uncommercial 

Traveller; Palgrave, Golden Treasury; Trollope, Framley Parsonage; 

Braddon, Trail of the Serpent; Eliot, Silas Marner; Reade, The Cloister 

& the Hearth; first English cricket series in Australia; Royal 

Academy of Music founded 

SGC Mace bates Rta Braddon, Lady Audley’s Secret; Christina Rossetti, Goblin Market; 

Wilkie Collins, No Name 

JS (G8) ee oe nee a eae Charles Lyell, Antiquity of Man; Reade, Hard Cash; Kingsley, The 

Water Babies; Thackeray, The Roundabout Papers; Eliot, Romola; 

Gaskell, Sylvia's Lovers; Trollope, Rachel Ray; Braddon, Aurora Floyd, 

Eleanor’s Victory, John Marchmont’s Legacy; Mill, Utilitarianism; D. 

G. Rossetti, Beata Beatrix; Whistler, Little White Girl 

BOA IR RAGS Fes. RIGOR: : Newman, Apologia Pro Vita Sua; Tennyson, /dylls of the Hearth; 

Trollope, The Small House at Allington; Herbert Spencer, Principles of 

Biology; Gaskell, Wives and Daughters; Braddon, The Doctor's Wife; 

Red Cross founded; first edition of Wisden Cricketers’ Almanack 

published 

ASH SIS ess el el ears eer nee ee Dickens, Our Mutual Friend; Lewis Carroll, Alice’s Adventures in 

Wonderland; Arnold, Essays in Criticism; Claude Bernard, An 

Introduction to the Study of Experimental Medicine; Trollope, Miss 

Mackenzie, Can you Forgive Her?; Swinburne, ‘Atalanta in Calydon’ 

LSE CHT Mee ie SS ee Eliot, Felix Holt; Swinburne, Poems and Ballads; Ruskin, Crown of 

Wild Olive; Wilkie Collins, Armadale; Trollope, The Belton Estate; 

Braddon, The Lady’s Mile; cholera epidemic; Royal Aeronautical 

Society founded; Dr T. J. Barnardo opens his first home for destitute 

children in Stepney, London 

(867052. ate ee Ouida, Under Two Flags; Arnold, ‘Dover Beach’; Marx, Das Kapital; 

Walter Bagehot, The English Constitution; first public readings in 

USA by Dickens; Second Reform Act 

iNeletoy oe Wee ae ee ne ae Wilkie Collins, The Moonstone; Eliza Linn Linton, The Girl of the 

Period; Browning, The Ring and the Book; Trollope, Linda Tressel; 

Eliot, The Spanish Gypsy 
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ISCO SH ee AN eee Arnold, Culture and Anarchy; Mill, On the Subjection of Women; R. D. 

Blackmore, Lorna Doone; Trollope, Phineas Finn, the Irish Member, 

He Knew He Was Right; Girton College, Cambridge, admits women 

LG Oe ea eet cr nk te ae Dickens, The Mystery of Edwin Drood (unfinished); Herbert Spencer, 

Principles of Psychology; Wilkie Collins, Man & Wife 

SIS Ft toa ee Se Selet ie Darwin, Descent of Man; Carroll, Through the Looking-Glass; James 

Maxwell Clark, Theory of Heat; Hardy, Desperate Remedies; James, 

Watch & Ward; Ruskin, Fors Clavigera; FA Cup est.; Rossetti, The 

Dream of Dante; Albert Hall opened; bank holidays introduced 

USC CR Re eee Hardy, Under the Greenwood Tree; Eliot, Middlemarch; Darwin, The 

Expression of Emotions in Man; Samuel Butler, Brewhon; Thomas 

Cook world travel packages est.; Whistler, The Artist’s Mother © 

IGA SM ete te eee Pater, Studies in the Renaissance; Mill, Autobiography; Hardy, A Pair 

of Blue Eyes; Wilkie Collins, The New Magdalen; Trollope, The 

Eustace Diamonds 

LS (Abeer. tine. 2 Hardy, Far from the Madding Crowd; James Thomson, The City of 

Dreadful Night; William B. Carpenter, Principles of Mental 

Physiology; Trollope, Phineas Redux 

1845, ante: yates vets Trollope, The Way We Live Now; London Medical School for Women 

founded 

TSC6: hike een see Eliot, Daniel Deronda; Henry James, Roderick Hudson; Alexander 

Graham Bell invents the telephone; Sophia Jex Blake qualifies as a 

doctor 

LS Gite once eer ee Thomas Edison’s phonograph; tennis at Wimbledon; Charles 

Bradlaugh and Annie Besant tried for obscenity for publishing 

information about contraception 

TO COm eas ee Pepe or Hardy, Return of the Native 

1S CO ANT oper ett. Westar Ibsen, A Doll’s House 

TOS Ul reer reet ene e rt.2, Eliot, The Mill on the Floss; electric light bulb independently 

invented by Edison in the USA and Swan in Great Britain 

TS Ole ae ester iat Henry James, Portrait of a Lady; Ibsen, Ghosts; D’Oyly Carte builds 

the Savoy Theatre, first to be lit by electricity 

TBO Zag oe arate eer Louis Stevenson, Treasure Island 

186320 erged. ladda Oliver Schreiner, The Story of an African Farm 

‘ISS beset see. leit peers Trollope, An Autobiography; Oxford English Dictionary begins 

publication 

LSS Serene re ee Pater, Marius the Epicurean; H. Rider Haggard, King Solomon's 

! Mines; internal combustion engine invented; Pasteur’s vaccine 

6 against rabies 
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TBB6 910), Bae xin Sale y George Gissing, Demos; Stevenson, Dr Jekyll and Mr Hyde; first 
translation of Marx's Capital published; Hardy, Mayor of 

Casterbridge; James, The Bostonians 

SAG eee ahs ees ac Rider Haggard, She; Allan Quatermain; Arthur Conan Doyle, A Study 
in Scarlet; Pater, Imaginary Portraits; Ha rdy, The Woodlanders; 

Goodwin invents celluloid film; the speed of light is measured for 

first time; Victoria’s Golden Jubilee 

TGCS Gt92, KEMIAIA 1G. 1 Rudyard Kipling, Plain Tales from the Hills; Kodak no. 1 camera and 
roll film invented and marketed; Forth Rail Bridge completed; Jack 

the Ripper murders 

LSS ealedauy Aone Yeats, The Wanderings of Oisin; Charles Booth, Life and Labour of 

the People in London; Pater, Appreciations; Wilde, ‘The Decay of 

Lying’; first London performance of Ibsen’s A Doll’s House; Eiffel 

Tower built 

TOO O Race eons Nar iteices Wilde, The Picture of Dorian Gray; J. G. Frazer, The Golden Bough 

begins publication; discovery of tetanus and diphtheria viruses; 

William James, Principles of Psychology 

SESKC HL Se iil ean tieete om ty Ser Wilde, ‘The Soul of Man under Socialism’; Gissing, New Grub Street; 

Hardy, Tess of the D’Urbervilles; William Morris, New from Nowhere 

LBZ SAMA IU TOT) FY Kipling, Barrack-Room Ballads; Wilde, Lady Windermere’s Fan; 

Doyle, The Adventures of Sherlock Holmes; Diesel’s internal 

combustion engine invented 

TOO ST eae as outee Wilde, A Woman of No Importance; Yeats, The Celtic Twilight; Gissing, 

The Odd Women; Arthur Wing Pinero, The Second Mrs Tanqueray; 

Henry Ford’s first cars manufactured; flashbulb (for photography) 

invented 

eS el es eae pen ... George Moore, Esther Waters; Kipling, The Jungle Book; Arthur 

Morrison, Tales of Mean Streets; Mona Caird, The Daughters of 

Danaus; George Bernard Shaw, Arms and the Man; The Yellow Book 

founded; Emile Berliner invents gramophone disc 

BOS eaters en th Wilde, The Importance of Being Earnest and An Ideal Husband; 

Hardy, Jude the Obscure; Wells, The Time Machine; Allen, The 

Woman Who Did; English trans. of Max Nordau’s Degeneration; 

London School of Economics founded; Réentgen discovers x-rays; 

Marconi invents wireless telegraph; Lumiére brothers invent the 

cinematograph; Gillette safety razor, Oscar Wilde tried and 

imprisoned 

TBO Gry eee Cameo A. E. Housman, A Shropshire Lad; Morrison, A Child of the Jago; 

London School of Economics opens to students 
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NSS Ceayh Os tana tele SO Bram Stoker, Dracula; Wells, The Invisible Man and The War of the 

Worlds; Gissing, The Whirlpool; Joseph Conrad, The Nigger of the 

‘Narcissus’; Sarah Grand, The Beth Book; Richard Marsh, The Beetle; 

Tate Gallery opens 

18.9 Bike Alia 4 eaGet at Wilde, The Ballad of Reading Gaol; Arnold Bennett, A Man from the 

North; Hardy, Wessex Poems; James, The Turn of the Screw; Country 

Life founded 

1899} ant See eae ae Kipling, Stalky and Co; Conrad, Heart of Darkness serialized; Arthur 

Symons, The Symbolist Movement in Literature 

OO Oi ace areata: Ree Conrad, Lord Jim; Symons, The Symbolist Movement in Literature; 

Yeats, The Shadowy Waters; Max Planck publishes theories of 

quantum physics; Freud, The Interpretation of Dreams 

OU Mee te es, we anne Kipling, Kim; Marconi transmits radio waves across the Atlantic 

ANS BYES. ole cchetiag an eee or Bennett, Anna of the Five Towns; William James, Varieties of 

Religious Experience; Times Literary Supplement founded 

1903 re ais ot ee Butler, The Way of All Flesh; Wright brothers succeed in flying; 

Pankhurst founds the Women’s Social and Political Union 

AQUA see seule. avert rey) Conrad, Nostromo; Freud, The Psychopathology of Everyday Life 

ASO Saree reine ee dae Wilde, De Profundis; Wells, A Modern Utopia and Kipps; Forster, 

Where Angels Fear to Tread; Einstein describes the special theory of 

relativity; Freud, Three Essays on Sexuality 

190 G8. aie ehh, ete John Galsworthy, The Man of Property 

‘IS (0 Feet mae eae 2, Conrad, The Secret Agent; Synge, The Playboy of the Western World; 

Forster, The Longest Journey; Picasso exhibits Les Demoiselles 

d’Avignon; first Cubist exhibition in Paris; Baden Powell founds Boy 

Scout movement 

TIS [OKs Fesoucenyier coma rerae Bennett, The Old Wives’ Tale; Wells, Tono-Bungay; Forster, A Room 

with a View 

ILS (0 12 Jeera a cea err et Wells, Ann Veronica; Blériot flies Channel 

1G 1D agit yeaehe whee oe Forster, Howards End; Bennett, Clayhanger; Wells, The History of Mr 

Polly; Yeats, The Green Helmet and Other Poems; Ford Madox Ford, A 

Call; Roger Fry mounts Post-Impressionist Exhibition in London 

AK Lia ei sen ieee cesta, D. H. Lawrence, The White Peacock; Ezra Pound, Cantos; Conrad, 

Under Western Eyes; Rupert Brooke, Poems; Wells, The New 

Machiavelli; Bennett, Hilda Lessways and The Card; Katherine 

Mansfield, /n a German Pension; Amundsen reaches the South Pole; 

Rutherford publishes Theory of Atomic Structure 

HS Nes padoae saaeaee C. G. Jung, The Theory of Psychoanalysis; Futurist exhibition, Paris; 

6 Titanic disaster 
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1GIS AS nee ae one Lawrence, Sons and Lovers; Pound, Personae; Freud, Totem and 

Taboo; Marcel Proust, Swann’s Way; Thomas Mann, Death in Venice 

IMS Zeb. al ens hoe ey James Joyce, Dubliners; Yeats, Responsibilities 

LOTS aaah iene Rupert Brook, 1914 and Other Poems; Virginia Woolf, The Voyage 

Out; Pound, Cathay; Lawrence, The Rainbow; Dorothy Richardson, 

Pilgrimage; Ford, The Good Soldier 

LOG een eee. nae Joyce, A Portrait of the Artist as a Young Man; H.D., Sea Garden; 

Apollinaire, Le Poéte Assassiné; Picabia, La Fille Née Sans Mére; 

Dada and Cabaret Voltaire, Zurich 

A RE i Se TR, T.S. Eliot, Prufrock and Other Observations; Pound, ‘Three Cantos’; 

Duchamp, Fountain 

INSTI sue oral Roser te ae Apollinaire, Calligrammes; Joyce, Exiles; Lytton Strachey, Eminent 

Victorians; Woolf, Night and Day; Willa Cather, My Antonia; Rebecca 

West, The Return of the Soldier; Lewis, Tarr; Mansfield, Prelude; 

Berlin Dada launched; Tristan Tzara, ‘Dada Manifesto, 1918’ 

TIO letra deste Aen lctet Pound, Hugh Selwyn Maubertey; Yeats, The Wild Swans at Coole; 

Eliot, ‘Tradition and the Individual Talent’; Hardy, Collected Poems; El 

Lissitsky, Beat the Whites with the Red Wedge; Bauhaus founded, 

Weimar; ‘Manifesto of the Bauhaus’ 

GAO eo rae ener Wilfred Owen, Poems; Freud, Beyond the Pleasure Principle; Roger 

Fry, Vision and Design; F. Scott Fitzgerald, This Side of Paradise; 

Jessie Weston, From Ritual to Romance; Eliot, The Sacred Wood; 

Yeats, Michael Robartes and the Dancer; Lawrence, Women in Love; 

Katherine Mansfield, Bliss and Other Stories; Edward Lutyens’s 

Cenotaph erected 

NG 2 ee rence cuys oop John Dos Passos, Three Soldiers; Aldous Huxley, Crome Yellow 

NOP AAG csrareovenys Lye Eliot, The Waste Land; Joyce, Ulysses; Woolf, Jacob's Room; Edith 

Sitwell, Fagade; e. e. cummings, The Enormous Room; BBC founded 

SIC ZS Wo eet. ouamie nae ane Freud, Ego and Id; Stevens, Harmonium; Williams, Spring and All; e. 

e. cummings, Tulips and Chimneys; Mina Loy, Lunar Baedecke; 

Mary Butts, Speed the Plough; Leon Trotsky, Literature and 

Revolution; Schwitters’ first ‘Merzbau’ built, Hanover; Bessie Smith’s 

first record, ‘Downhearted Blues’ 

NO OAT let pret a. Seat Woolf, ‘Mr Bennett and Mrs Brown’; Marianne Moore, Observations; 

Forster, A Passage to India; Mann, The Magic Mountain; Harrison, 

Mythology; first Surrealist Manifesto; Transatlantic Review 

\ chronology ; 
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Woolf, Mrs Dalloway and The Common Reader; Stein, The Making of 

Americans; Fitzgerald, The Great Gatsby; Alain Locke (ed.}, The New 

Negro; Yeats, A Vision; Franz Kafka, The Trial; Adolf Hitler, Mein 

Kampf; Ernest Hemingway, /n Our Time; Williams, In the American 

Grain; Dos Passos, Manhattan Transfer; Theodor Dreiser, An 

American Tragedy; Hugh MacDiarmid, Sangschaw; Edwin Muir, First 

Poems; Neue Sachlichkeit exhibition, Berlin; Emily Dickinson, 

Complete Poems, post. published 

Langston Hughes, The Weary Blues; H.D., Palimpsest; Stein, 

‘Composition as Explanation’; Hemingway, The Sun Also Rises; Sean 

O’Casey, The Plough and Stars; MacDiarmid, A Drunk Man Looks at 

the Thistle; Fritz Lang, Metropolis 

Woolf, To the Lighthouse; Alfred Doblin, Berlin Alexanderplatz; Joyce, 

Pomes Penyeach; Kafka, Amerika; Lewis, The Wild Body; 

Hemingway, Men without Women; Eliot, Journey of the Magi; Jean 

Rhys, The Left Bank; Lindbergh flies Atlantic solo 

Yeats, The Tower; Lawrence, Lady Chatterley’s Lover and Collected 

Poems; Woolf, Orlando; Djuna Barnes, Ladies’ Almanack; René 

Magritte, The Treason of Images; Sergei Eisenstein, October (film); 

Radclyffe Hall’s The Well of Loneliness banned for obscenity; George 

Gershwin, An American in Paris 

Bertolt Brecht, The Threepenny Opera; Robert Graves, Goodbye to All 

That; Woolf, A Room of One’s Own; Hemingway, A Farewell to Arms; 

Lawrence, Pansies; William Faulkner, The Sound and the Fury; Jean 

Cocteau, Les Enfants Terribles; J. B. Priestley, The Good 

Companions; C. Day Lewis, Transitional Poem; Second Surrealist 

Manifesto 

Lewis, The Apes of God; Eliot, Ash Wednesday; Hart Crane, The 

Bridge; Dos Passos, U.S.A.; Faulkner, As | Lay Dying; Rhys, After 

Leaving Mr Mackenzie; Auden, Poems; F. R. Leavis, Mass Civilisation 

and Minority Culture; William Empson, Seven Types of Ambiguity 

Woolf, The Waves and The Second Common Reader; Eugene O'Neill, 

Mourning Becomes Electra 

Aldous Huxley, Brave New World; Nathanael West, Miss 

Lonelyhearts; Lew Grassic Gibbon, A Scots Quair 

Stein, The Autobiography of Alice B. Toklas; Eliot, The Use of Poetry 

and the Use of Criticism; Yeats, The Winding Stair; Woolf, Flush; 

Walter Greenwood, Love on the Dole; George Orwell, Down and Out in 

Paris and London 

Nathanael West, A Cool Million; Pound, The A.B.C. of Reading; Zora 

Neal Hurston, Jonah’s Gourd Vine; Wyndham Lewis, Men without 

Art; Fitzgerald, Tender is the Night; Rhys, Voyage in the Dark; Graves, 

|, Claudius; Orwell, Burmese Days 
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HOSS tate ek ed wertsen Stevens, Ideas of Order; Hurston, Mules and Men; Eliot, Murder in 

the Cathedral and Four Quartets; W. H. Auden and Christopher 

Isherwood, The Dog Beneath the Skin, Mr Norris Changes Trans; 

Patrick Hamilton, Twenty Thousand Streets Under the Sky: A London 

Trilogy 

DOG ois bs A ORS Dylan Thomas, Twenty-five Poems; Stevie Smith, Novel on Yellow 

Paper; Alain Locke (ed.}, Negro Art Past and Present; Walter 

Benjamin, The Work of Art in the Age of Mechanical Reproduction; 

Margaret Mitchell, Gone with the Wind; Charles Chaplin, Modern 

Times 

1937.5 Ia) Det 2 Stevens, The Man with the Blue Guitar; Woolf, The Years; Barnes, 

Nightwood; David Jones, In Parenthesis; Lewis, Blasting and 

Bombardiering; Isherwood, Sally Bowles; Orwell, The Road to Wigan 

Pier; Entartete Kunst (Degenerate Art) Exhibition, Munich; New 

Bauhaus, Chicago; Picasso, Guernica 

NOS Gir re ee che Nhe fe? Stein, Dr Faustus Lights the Lights; Woolf, Three Guineas; Samuel 

Beckett, Murphy; Louis MacNeice, The Agamemnon of Aeschylus; 

Richard Wright, Uncle Tom’s Children; Orwell, Homage to Catalonia 

TESTERS), AGL eee eee Joyce, Finnegans Wake; Nathanael West, The Day of the Locust; 

Isherwood, Goodbye to Berlin; Eliot, Old Possum’s Book of Practical 

Cats; Rhys, Good Morning Midnight; John Steinbeck, The Grapes of 

Wrath 

CVO ee a Ne ee Eliot, €ast Coker; Christina Stead, The Man Who Loved Children; 

Carson McCullers, The Heart Is a Lonely Hunter; Orwell, Inside the 

Whale 

CYAN yeas psa ees Fitzgerald, The Last Tycoon; Hamilton, Hangover Square; James 

Agee, Let Us Now Praise Famous Men; Rebecca West, Black Lamb 

and Grey Falcon 

OA Cie ice we eee ea oon Faulkner, Go Down, Moses; Eliot, Little Gidding; Albert Camus, The 

Outsider 

AG AB Gye. Lhe. He Or Jackson Pollock, Guardians of the Secret 

iS: VA een ee pe ee ae William Carlos Williams, The Wedge; H.D., The Walls Do Not Fall; 

Tennessee Williams, The Glass Menagerie; Saul Bellow, Dangling 

Man 

SLC Va a ade oa ie ee Pound, Pisan Cantos; Dylan Thomas, Fern Hill; Wright, Black Boy; 

Hughes, The Big Sea; Evelyn Waugh, Brideshead Revisited; Mitford, 

The Pursuit of Love; Larkin, The North Ship; Betjeman, New Bats in 

Old Belfries; Orwell, Animal Farm; Brittain, Peter Grimes 

OA Ge eee ag esate: Larkin, Jill; D. Thomas, Deaths and Entrances; Russell, History of 

Western Philosophy; Arts Council founded 

eee ieee RAE eno aS Ivy Compton Burnett, Manservant and Maidservant 

chronology 



1948 sever cee ain eee Graham Greene, The Heart of the Matter; Fry, The Lady’s Not for 

Burning; Waugh, The Loved One; Rattigan, The Browning Version; F. 

R. Leavis, The Great Tradition; T. S. Eliot, Notes Towards a Definition 

of Culture 

1G AOR A Mere ta ae Bowen, The Heat of the Day; Mitford, Love in a Cold Climate; Orwell, 

Nineteen Eighty-Four; Eliot, The Cocktail Party 

HUSIS\ OF eae Reena Sonne Cooper, Scenes from Provincial Life; Greene, The Third Man; Pym, 

Some Tame Gazelle; Waugh, Helena; Lessing, The Grass Is Singing 

OS meee eee Manning, School for Love; Larkin, Poems 

IOS Deeley walt, Shae its Christie, The Mousetrap; D. Thomas, Collected Poems; Lessing, 

Martha Quest; Rattigan, The Deep Blue Sea 

sD Ee ae aie NN i Notre Hartley, The Go-Between; Lehmann, The Echoing Grove; Wain, Hurry 

on Down; lan Fleming, Casino Royale; Hillary and Tenzing climb 

Everest 

GIS ISAs eal oe ey eee ele D. Thomas, Under Milk Wood; Amis, Lucky Jim; Golding, Lord of the 

Flies; Lessing, A Proper Marriage; Lamming, The Emigrants 

REIS Shaner metadgr ae Beckett, Waiting for Godot; R. S. Thomas, Song at the Year’s Turning; 

Bowen, A World of Love; Greene, The Quiet American; Rattigan, 

Separate Tables; Larkin, The Less Deceived 

OE Git seer pee aa John Osborne, Look Back in Anger; Sam Selvon, The Lonely 

Londoners; Lewis, The Chronicles of Narnia; Wilson, Anglo-Saxon 

Attitudes; Behan, The Quare Fellow; Tolkien, The Lord of the Rings; 

transatlantic telephone service started 

1G Se? oo Pd ee eee Ted Hughes, Hawk in the Rain; Braine, Room at the Top; Macinnes, 

City of Spades; Waugh, The Ordeal of Gilbert Penfold; Naipaul, The 

Mystic Masseur; Osborne, The Entertainer; Murdoch, The 

Sandcastle; Larkin, A Girl in Winter; Hoggart, The Uses of Literacy; 

Wolfenden Report on sexuality 

He ye peti Loca dam eee H. E. Bates, The Darling Buds of May; Murdoch, The Bell; Delaney, A 

Taste of Honey; Sillitoe, Saturday Night and Sunday Morning; Behan, 

The Hostage; Pinter, The Birthday Party; Betjeman, Collected 

Poems; Scott, The Alien Sky; Galbraith, The Affluent Society; first 

stereo recordings 

1G SO A ce ee. er Bradbury, Eating People Is Wrong; Wesker, Rots; P. H. Johnson, The 

Unspeakable Skipton; Laurie Lee, Cider with Rosie; Macinnes, 

Absolute Beginners; Peake, Gormenghast Trilogy; Sillitoe, The 

Loneliness of the Long Distance Runner; Waterhouse, Billy Liar; 

Arden, Serjeant Musgrave’s Dance; first section of M1 motorway 

opened; C. P. Snow, Two Cultures 
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19 60m. esonetewS. e Pinter, The Caretaker; L. R. Banks, The L-Shaped Room; Lessing, In 

Pursuit of the English; Barstow, A Kind of Loving; Durrell, The 

Alexandria Quartet; Harris, The Palace of the Peacock; Storey, This 

Sporting Life; Plath, The Colossus; New Left Review begins; heart 

pacemaker invented; Coronation Street begins; the Lady Chatterley 

trial 

ASN RAD eter nine Nearne Waugh, Sword of Honour Trilogy; Spark, The Prime of Miss Jean 

Brodie; Osborne, Luther; DNA structure detected; Private Eye begins 

1962... 3. eee ee. Burgess, A Clockwork Orange; Lessing, The Golden Notebook; 

Alvarez (ed.}, The New Poetry; Sampson, The Anatomy of Britain; 

Jamaica, Trinidad and Uganda become independent; end of national 

service 

LCS ae tate roan: Naipaul, Mr Stone and the Knights Companion; Plath, The Bell Jar; 

Theatre Workshop, 0h, What a Lovely War; Dunn, Up the Junction; 

Brittain, War Requiem 

TOGA ee ee ee ect Larkin, The Whitsun Weddings; Wilson, Late Call; Selvon, The 

Housing Lark; Orton, Entertaining Mr Sloane; Marcuse, One 

Dimensional Man 

INSETS yee ae Oe a eh ee Plath, Ariel; Manning, The Balkan Trilogy; Bond, Saved; Drabble, The 

Millstone 

AS) Gage or eee es, Orton, Loot; Fowles, The Magus; Rhys, Wide Sargasso Sea; Greene, 

The Comedians; Stoppard, Rosencrantz and Guildenstern Are Dead; 

Bunting, Briggflatts; Cathy Come Home televised 

NG Gaerne alers Nee coe Carter, The Magic Toyshop; Pinter, The Homecoming; Henri, Gough, 

Patten, The Mersey Sound; Naipaul, The Mimic Men; Dunn, Poor Cow; 

Jennings, Collected Works; first heart transplant 

SG Ree ae eee Hines, A Kestrel for a Knave; Bond, Early Morning; theatre 

censorship ends; C. Day Lewis succeeds John Masefield as Poet 

Laureate 

HCN ENS ee al Oe ee Fowles, The French Lieutenant’s Woman; Greene, Travels with My 

Aunt; Lessing, Children of Violence; Horovitz (ed.), Children of 

Albion; US astronauts walk on the moon; human eggs fertilized in 

vitro; Booker prize started 

ASC one mere Hughes, Crow; Snow, Strangers and Brothers; computer ‘floppy’ 

disks invented 

CT AU eee er eee eee ee Hill, Mercian Hymns; Naipaul, in a Free State; Bond, Lear; 

decimalization of sterling currency 

US ACen gees Gt Sa Stoppard, Jumpers; Drabble, The Needle’s Eye; Carter, The Infernal 

Desire Machines of Doctor Hoffman; John Betjeman appointed Poet 

Laureate 5 
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LOPS sere. bomett 5 ae Peter Schaffer, Equus; Murdoch, The Black Prince; Greene, The 

Honorary Consul; M. Amis, The Rachel Papers 

NS Carers ere ena rian Larkin, High Windows; Lessing, The Memoirs of a Survivor; Burgess, 

The Enderby Novels; Murdoch, The Sacred and Profane Love 

Machine 

1O25 2. ee a eee ets Griffiths, Comedians; Bradbury, The History Man; Jhabvala, Heat 

and Dust; Lodge, Changing Places; Powell, A Dance to the Music of 

Time; Scott, The Raj Quartet; Sinclair, Lud Heat; Rushdie, Grimus; 

Selvon, Moses Ascending; M. Amis, Dead Babies 

OZ Ges sens eee ee Lehmann, A Sea-Grape Tree; Tennant, Hotel de Dream; Concorde 

begins passenger service; National Theatre completed 

1S Ate el oa Roan pee Scott, Staying On; Stoppard, Professional Foul; Carter, The Passion of 

New Eve; first AIDS deaths recognized in New York; Tom Nairn, The 

Break-Up of Britain; Virago Press publishes first book 

1G 2S Mega ene eee Hare, Plenty; McEwan, The Cement Garden; Murdoch, The Sea, the 

Sea; Weldon, Praxis; Tennant, The Bad Sister; Hill, Tenebrae; first 

‘test tube’ baby 

TO ZO MN tse Rese Sette. Tennant, Wild Nights; Golding, Darkness Visible; Raine, A Martian 

Sends a Postcard Home; Naipaul, A Bend in the River; medical 

profession confirms that smoking causes cancer 

LOS OR narra ae Manning, The Levant Trilogy; Burgess, Earthly Powers; Golding, 

Rites of Passage; Brenton, The Romans in Britain; Swift, The Sweet- 

Shop Owner; L. K. Johnson, Inglan is a Bitch 

RS ESS Neate TET ee Rushdie, Midnight’s Children; D. M. Thomas, The White Hotel; Swift, 

Shuttlecock; IBM launches personal computer 

OS Za. i: Sete heres Sper kee Barker, Union Street; Churchill, Top Girls; Gray, Lanark; Mo, Sour 

Sweet; compact disk players introduced 

OBS ie Pe Pe che ac Weldon, The Life and Loves of a She Devil; Swift, Waterland; Selvon, 

Moses Migrating; Rushdie, Shame 

LO SAMA Lee) Melee » Carter, Nights at the Circus; K. Amis, Stanley and the Women; Lodge, 

Small World; Raine, Rich; M. Amis, Money; Ballard, Empire of the Sun; 

|. Banks, The Wasp Factory; Barnes, Flaubert’s Parrot; Roberts, The 

Wild Girl; ted Hughes appointed Poet Laureate; first success of gene 

cloning 

IO OS oc sor tent cat. a woke Peter Ackroyd, Hawksmoor; Brenton and Hare, Pravda; Winterson, 

Oranges Are Not the Only Fruit; Hill, Collected Poems; Phillips, The 

Final Passage 

he (o{cyes eae eee K. Amis, The Old Devils; Crace, Continent; Ishiguro, An Artist of the 

Floating World; laptop computers introduced 

is 392 learning resource 
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LOS 7iden Aerie ellie Ackroyd, Chatterton; Churchill, Serious Money; Drabble, The Radiant 

Way; Lively, Moon Tiger; McEwan, The Child in Time; Winterson, The 

Passion; Chatwin, The Songlines; Gilroy, There Ain’t No Black in the 

Union Jack 

OCS R rks ae eae | Larkin, Collected Poems; Chatwin, Utz; Rushdie, The Satanic Verses; 

Lodge, Nice Work; Warner, The Lost Father; Moorcock, Mother 

London; Swift, Out of This World; Hollinghurst, The Swimming-Pool 

Library; Hawking, A Brief History of Time 

(ICKS ES BAS SR ees omen M. Amis, London Fields; Ackroyd, First Light; Ishiguro, The Remains 

of the Day; Winterson, Sexing the Cherry 

TOGO sae 09 eat arte Shee Byatt, Possession; Kureishi, The Buddha of Suburbia; Bainbridge, An 

Awfully Big Adventure; human gene experimentation 

OO ae. yee, Cae ee M. Amis, Time’s Arrow; Carter, Wise Children; Sinclair, Downriver; 

Okri, The Famished Road; Mo, The Redundancy of Courage 

BUSCA tn eel ad cr Lut Unsworth, Sacred Hunger; Harrison, The Common Chorus; Hornby, 

Fever Pitch; Headley, Yardie; Roberts, Daughters of the House; 

polytechnics given university status 

HN) ih ate Sas Re oa be Phillips, Crossing the River, T. Johnson, Hysteria; D’Aguiar, British 

Subjects 

199A wr, Manny Jone. | Gunesekera, Reef; Hollinghurst, The Folding Star; Coe, What a Carve 

Up; D’Aguiar, The Longest Memory; Ackroyd, Dan Leno and the 

Limehouse Golem; Sinclair, Radon Daughters; National Lottery 

commenced 

LOO Oe ete ee Barker, Regeneration Trilogy; Rushdie, The Moor’s Last Sigh; M. 

Amis, The Information; Channel Tunnel opened 

ICS Shales coameante ane Swift, Last Orders; Bainbridge, Every Man for Himself; Ravenhill, 

Shopping and Fucking; Pinter, Ashes to Ashes 

LOO (pire fe latiin..5 Ty Sinclair, Lights Out for the Territory; Phillips, The Nature of Blood; 

McEwan, Enduring Love 

TO OSME A eeumene nae en S McEwan, Amsterdam; Barnes, England, England; Barker, Another 

World; Hughes, Birthday Letters; Motion, Selected Poems 1976— 

1997; Andrew Motion appointed Poet Laureate 

OO OM eer cn Armitage, Killing Time; Ackroyd, The Plato Papers; Rushdie, The 

Ground Beneath Her Feet 

2000 Fer. a Zadie Smith, White Teeth; Matthew Kneale, English Passengers; 

Ishiguro, When We were Orphans; Fred D’Aguiar, Bloodlines; Trezza 

Azzopardi, The Hiding Place; AOL purchases Time Warner, Tate 

Modern, London, opens 

FAO [Dilger beater hy, whens sealer lan McEwan, Atonement; David Mitchell, number9dream; Stevie 5 

Davies, The Element of Water; Philip Pullman, The Amber Spyglass; 

Rachel Seifert, The Dark Room 

\ chronology : 393 



COOZRICna dar aan Sarah Waters, Fingersmith; John Banville, Shroud; Rohinton Mistry, 

Family Matters 

PAD DS ete a6 te te) ab hes oe Monica Ali, Brick Lane; Margaret Atwood, Oryx and Crake; Caryl 

Phillips, A Distant Shore; Graham Swift, The Light of the Day 

COA eer eee. Alan Hollinghurst, The Line of Beauty; David Mitchell, Cloud Atlas; 

Susanna Clarke, Jonathan Strange and Mr Norell 

2005 a ee John Banville, The Sea; Ishiguro, Never Let Me Go; Julian Barnes, 

Arthur and George; Hilary Mantel, Beyond Black; lan McEwan, 

Saturday; Zadie Smith, On Beauty 

CUO Gey rete, ae rare Sarah Waters, The Night Watch; Peter Carey, Theft: A Love Story; 

Nadine Gordimer, Get a Life 

PAB) DY rete ees Paneer Nicola Barker, Darkmans; Anne Enright, The Gathering; lan McEwan, 

On Chesil Beach 

AOE s aomn aomtete Meee eek Philip Hensher, The Northern Clemency; Amitav Ghosh, Sea of 

Poppies 

COOSReee eeses e Hilary Mantel, Wolf Hall; J. M. Coetzee, Summertime; Sarah Waters, 

The Little Stranger 
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