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Departmental Reading List 9: Theory

Faculty Committee: Giles Gunn, Paul Hernadi, Alan Liu, Mark Maslan, William Warner 

http://english.ucsb.edu/grad/handbook/reading-lists-9.html (revised June 1999)

Description

All works from the following list (except the full-length books specified at the end) are from David H. Richter, The Critical Tradition: Classic Texts and Contemporary Trends, 2d ed. (Bedford, 1998). For help in creating a "cognitive map" of the history of theory, students should also consult such texts as M. H. Abrams's A Glossary of Literary Terms, Raymond Williams's Keywords, René Wellek's A History of Modern Criticism, and other anthologies of theory such as Hazard Adams, Critical Theory Since Plato (2d ed.). These books can be found on reserve in the Library Reserve Book Room under "English 597." 

From Part One of the Richter anthology

Plato



Republic, Book X 

Aristotle


Poetics

Horace



The Art of Poetry

Longinus


On the Sublime 

Sir Philip Sidney

An Apology for Poetry

Aphra Behn


Preface to The Lucky Chance 

Alexander Pope

An Essay on Criticism

Samuel Johnson

from "Preface to Shakespeare" 

David Hume


Of the Standard of Taste 

Immanuel Kant

from Critique of Judgement 

Germaine de Staël

Essay on Fictions

William Wordsworth

Preface to Lyrical Ballads

Samuel Taylor Coleridge
from Biographia Literaria 

John Keats


from Letter to George and Thomas Keats

Percy Bysshe Shelley

A Defence of Poetry

G. W. F. Hegel

Introduction to the Philosophy of Art 

Ralph Waldo Emerson
The Poet 

Matthew Arnold

The Function of Criticism at the Present Time 

Friedrich Nietzsche

from The Birth of Tragedy from the Spirit of Music

T.S. Eliot


Tradition and the Individual Talent

Mikhail Bakhtin

from Discourse in the Novel 

Virginia Woolf

Shakespeare's Sister from A Room of One's Own 

Kenneth Burke

Literature as Equipment for Living 

Jean-Paul Sartre

Why Write? 

Simone de Beauvoir

Myths: Of Women in Five Authors 

Northrop Frye


The Archetypes of Literature 

Erich Auerbach

Odysseus' Scar 

Hans-Georg Gadamer

The Elevation of the Historicality of Understanding to the Status of

the Hermeneutical Principle 

From Part Two of the Richter Anthology

1. Formalisms 

Victor Shklovsky

Art as Technique

Wimsatt and Beardsley
The Intentional Fallacy 

Cleanth Brooks

Irony as a Principle of Structure

2. Structuralism, Semiotics, and Deconstruction 

Ferdinand de Saussure
Nature of the Linguistic Sign

Claude Lévi-Strauss

The Structural Study of Myth

Gérard Genette

Frontiers of Narrative

Michel Foucault

What is an Author?

Paul de Man


Semiology and Rhetoric

3. Reader-Response Criticism 

Wolfgang Iser


The Reading Process: A Phenomenological Approach

Stanley Fish


Interpreting the Variorum

4. Psychoanalytic Theory

Harold Bloom


A Meditation upon Priority

Peter Brooks


Freud's Masterplot

Jacques Lacan


The Agency of the Letter in the Unconscious or Reason since Freud

5. Marxist Criticism

Walter Benjamin

The Work of Art in the Age of Mechanical Reproduction

George Lukács

The Ideology of Modernism

Raymond Williams

from Marxism and Literature

Fredric Jameson

from The Political Unconscious

Jürgen Habermas

from The Philosophical Discourse of  Modernity

6. New Historicism and Cultural Studies

Pierre Bourdieu

"The Market of Symbolic Goods"

Clifford Geertz

"Deep Play: Notes on the Balinese Cockfight"

Edward W. Said

from the Introduction to Orientalism

Stephen Greenblatt

"King Lear and Harsnett's 'Devil-Fiction'" 

Nancy Armstrong

"Some Call It Fiction: On the Politics of Domesticity"

Homi K. Bhabha

"Locations of Culture"

7.& 8. Feminist Literary Criticism / Gender Studies and Queer Theory

Gilbert and Gubar

Infection in the Sentence: The Woman Writer and the Anxiety of Authorship

Laura Mulvey


"Visual Pleasure and Narrative Cinema"

Hélène Cixous


"The Laugh of the Medusa"

Luce Irigaray


"This Sex Which Is Not One"

Eve Kosofsky Sedgwick
from Epistemology of the Closet

Lee Edelman


"Homographesis"

9. Multiculturalism and the Canon Wars

Henry Louis Gates, Jr.
"Writing, 'Race,' and the Difference It Makes"

John Guillory


from Cultural Capital: The Problem of Literary Canon Formation

Full-Length Works of Theory

Karl Marx


Capital (Part I of Vol. I)

Sigmund Freud

Interpretation of Dreams

*J. L. Austin


How To Do Things With Words

Jacques Derrida

Of Grammatology (without the long introduction by Spivak)

Roland Barthes

S/Z

Michel Foucault

The History of Sexuality, Vol. I

Jean-François Lyotard

The Postmodern Condition: A Report on Knowledge

Judith Butler


Gender Trouble

Group Schedule of Readings

Week 1: Classics

Plato



Republic, Book X

Aristotle


Poetics

Horace



Ars Poetica (The Art of Poetry)  (Letter to the Pisos)

Longinus


On the Sublime

Week 2, 3 & 4: Early

Sir Philip Sidney

An Apology for Poetry

Aphra Behn


Preface to 'The Lucky Chance'

Alexander Pope

An Essay on Criticism

Samuel Johnson

Preface to Shakespeare (excerpt)

David Hume


Of the Standard of Taste

Immanuel Kant

Critique of Judgement (excerpt)

Germaine de Staël

Essay on Fictions

G.W.F. Hegel


Introduction to the Philosophy of Art

Friedrich Nietzsche

The Birth of Tragedy from the Spirit of Music (excerpt)

Hans-Georg Gadamer

The Elevation of the Historicality of Understanding to the Status of

the Hermanutical Principle (from Truth and Method)

Week 5: Romantics

William Wordsworth

Preface to Lyrical Ballads (second edition)

Samuel Taylor Coleridge
Biographia Literaria (excerpt)

John Keats


Letter to George and Thomas Keats (excerpt)

Percy Bysshe Shelley

A Defense of Poetry

Week 6 & 7: Structuralism, Semiotics, and Deconstruction

Ferdinand de Saussure
Nature of the Linguistic Sign

Claude Lévi-Strauss

The Structural Study of Myth

Gérard Genette

Frontiers of Narrative

Michel Foucault

What is an Author?

Paul de Man


Semiology and Rhetoric

Jacques Derrida

Of Grammatology (w/out intro)

Roland Barthes

S/Z

Week 8 & 9: Marxism

Walter Benjamin

The Work of Art in the Age of Mechanical Reproduction

George Lukács

The Ideology of Modernism

Fredric Jameson

The Political Unconscious (excerpt)

Jürgen Habermas

The Philosophical Discourse of Modernity (excerpt)

Karl Marx


Capital (Part 1 of Vol.1)

Raymond Williams

Marxism and Literature (excerpt)

Week 10: Misc

Ralph Waldo Emerson
The Poet

Matthew Arnold

The Function of Criticism at the Present Time

T.S. Eliot


Tradition and the Individual Talent

Mikhail Bakhtin

Discourse in the Novel (excerpt)

Jean-Paul Sartre

Why Write?

Week 11 & 12: Feminist Lit.Crit. / Gender Studies / Queer Theory

Judith Butler


Gender Trouble

Gilbert and Gubar

Infection in the Sentence: The Woman Writer and the Anxiety of Authorship

Virginia Woolf

Shakespeare's Sister (excerpt from 'A Room of One's Own')

Laura Mulvey


Visual Pleasure and Narrative Cinema

Hélène Cixous


The Laugh of the Medusa

Luce Irigaray


This Sex Which Is Not One

Eve Kosofsky Sedgwick
Epistemology of the Closet (excerpt)

Lee Edelman


Homographesis

Week 13: Misc & Multiculturalism and the Canon Wars

Kenneth Burke

Literature as Equipment for Living

Simone de Beauvoir

Myths of Women in Five Authors

Northrup Frye


The Archetypes of Literature

Erich Auerbach

Odysseus' Scar

Henry Louis Gates, Jr.
Writing, 'Race,' and the Difference It Makes

John Guillory


Cultural Capital: The Problem of Literary Canon Formation (excerpt)

Week 14: Formalisms & Reader Response Criticism

Victor Shklovsky

Art as Technique

Wimsatt and Beardsley
The Intentional Fallacy

Cleanth Brooks

Irony as a Principle of Structure

Wolfgang Iser


The Reading Process: A Phenomenological Approach

Stanley Fish


Interpreting the Variorum

Week 15: Psychoanalytic Theory

Harold Bloom


A Meditation Upon Priority

Peter Brooks


Freud's Masterplot

Jacques Lacan


The Agency of the Letter in the Unconcious  or  Reason Since Freud

Sigmund Freud

Interpretation of Dreams

Week 16 & 17: New Historicism and Cultural Studies

Michel Foucault

The History of Sexuality, Vol.1

Homi K. Bhabha

Locations of Culture

Edward W. Said

Introduction to 'Orientalism' (excerpt)

Stephen Greenblatt

King Lear and Harsnett's 'Devil-Fiction'

(Introduction to The Power of Forms in the English Renaissance)

Clifford Geertz

Deep Play: Notes on the Balinese Cockfight

Nancy Armstrong

Some Call It Fiction: On the Politics of Domesticity

Jean-Francois Lyotard

The Postmodern Condition: A Report on Knowledge

Pierre Bourdieu

The Market of Symbolic Goods

Handouts

I was thinking of using this first page to discuss our handout method, our meeting method, and/or editing practice. One thing that is becoming clear is that subdivision sheets for weeks or logical groups (sometimes two weeks) are probably necessary not only to include notes on general movements, but also to make the table of contents easier to navigate.

Handouts are arranged in the order of the Group Schedule of Readings, and listed as well in the Table of Contents. Handouts with multiple versions, long forms or other supplementary materials come immediately after the initial one-page handout.

Plato (427-347 B.C.)







Chris Hoffpauir

From Republic, Book X






Theory Week 1: Classical

Biography:
· Greek philosopher and educator.

· Born into aristocratic Athenian family

· Wrote poetry when younger, but his later philosophical writings “established the fundamental direction of Western philosophy” (Johns Hopkins Guide 574); primarily inquiries into “the nature of being, questions of how we know things, the purposes of right action, the structure of an ordered society, the meaning of love and beauty” (Richter 17)

· Influenced by Socrates (c. 469-439 B.C.E.; conceptual analysis and the relation between abstract thought and rational action) and followers of Pythagoras (6th century B.C.E.; mathematics as a common ground between cosmic and social realities)

· Critiqued Athenian public life, which he saw as “dominated by the rhetorical and poetical uses of language in the formation of policies and attitudes” (JHG 574)

· Established the Academy, where Aristotle studied

· Developed the notion of idealism – that there is a “permanent realm of eternal Forms that shape our mutable material world” Richter 17; see example of bed – idea bed, material bed, image of bed -  on 21-2) – in response to Sophists (diverse group of rhetoric and composition teachers who claimed that science of language could lead to truth and virtue; Plato believed language was far more impermanent than highest realities of Truth, Goodness and Beauty)

Themes:
· Larger work deals with imaginary city-state designed to “embody the value of justice without explicit regard for other values” (JHG 577)

· Book X discusses the role of poets in Plato’s perfect state; they should only produce “hymns to the gods and praises of famous men” (Richter 28); section takes the form of a dialogue between Socrates and Glaucon (possible Sophist)

· Characterizes poets (and artists generally) as imitators who deal only in appearances and who stand at a third remove from nature/eternal Forms (Truth/Forms > Artificer/Maker > Imitator): “the imitator is a long way off the truth, and can reproduce all things because he lightly touches on a small part of them, and that part an image” (Richter 23)

· Argues against notion that poets know “all the arts” by claiming they only can create the illusion of knowledge by relying on imitations of appearances and deceiving “simple creatures” (Richter 23-24)

· Also asserts that poets appeal to emotional, irrational, contradictory side of the human character, not to rationality and self-control; poems create sympathy with the “lamentations” and sorrows of others that leads to contamination: “the imitative poet implants the evil constitution, for he indulges the irrational nature which has no discernment of greater and less, but thinks the same thing at one time great and at another small” (Richter 27-28): “For the pity which has been nourished and strengthened in the misfortunes of others is with difficulty repressed in our own.” And “it feeds and waters the passions instead of drying them up; she lets them rule, although they ought to be controlled if mankind are ever to increase in happiness and virtue”)

· Concedes that poetry is pleasant but not “useful to States and to human life” (Richter 28); however, if poetry could be proven useful beyond just being a “delight,” it would be accepted, but fears that the “excitement of poetry” will cause people and States to “neglect justice and virtue” (Richter 29)

Sydney and Shelley later respond….

Aristotle (384-322 B.C.E.)






Condensed Version

The Poetics








Theory Week 1: Classical

Abstract: Esoteric treatise in 26 books, circulated within the Lyceum. Poetics means “things to be crafted.”

Bio: Foreign-born student of Plato, founder of the Lyceum and "father of science." Systematizes knowledge.

Terms: 
poetics - things to be crafted

sciences:
Productive - rhetoric, poetics, making something

Practical - ethics, politics, human action

Theoretical - logic, physics, aimed at improving thought itself

mimesis - imitation:

to Plato - literal copying, close to mimicry 

to Aristotle - a creative activity, more like representation

katharsis - (catharsis):

Purgation - a physical relief of tensions 

Purification - establishment of moral equilibrium/ disinterested attitude 

Clarification - an intellectual understanding of issues 

Resolution - structural balancing of tension within the work as opposed to the audience (20th C)

agon - conflict

Outline: (Topical)
1. Poetry is one of the imitative arts - imitation (not meter) is the essential characteristic of poetry.

A. Scope: The poet writes about what might occur, not necessarily what has occurred; poetry is universal, imaginative, while history is individual.

B. Components of:

1. Media (Means): poetry uses words

2. Objects (Subject): poetry like all imitative arts imitates the actions of men

a) Tragedy: men shown as better than they are

b) Comedy: men shown as worse than they are

3. Manner of representation: poetry has two main types of narration / character

a) Epic: narration with only partial assumption of character

b) Drama: direct representation of character

2. Tragedy: an imitation of a noble and complete action, having the proper magnitude (object); it employs language that has been artistically enhance by each of the kinds of linguistic adornment, applied separately in the various parts of the play (means); it is presented in dramatic, not narrative form and achieves, through the representation of pitiable and fearful incidents, the catharsis of such pitiable and fearful incidents (manner).

A. Definition of tragedy and its parts using previous subdivisions: 

1. Media: Diction (word choice) and Spectacle (stage effects) 

2. Objects: Plot (actions), Character, Thought (decorum, theme)

3. Manner: Melody (song)

B. In order of importance: Plot, Character, Thought, Diction, Melody, Spectacle

C. Arrangement of incidents: Beginning, middle, end of proper magnitude (big but seen all at once)

D. Parts of Tragedy: Prologue, Episode, Exode, Choral (parode, stasimon), A Kommos (lament)

E. Plot Construction: No incongruities, write down argument (plot line) then episodes accordingly. The worst plots are the episodic because episode follows episode without regard for the laws of probability or necessity.  They distort the sequence of events.

F. Plot Types: Complex (best) involve change from recognition and reversal

1. Reversal – realistic change in fortunes

2. Recognition – change from ignorance to knowledge.

3. Suffering –results from destructive or painful action such as death, pain, wounding.

G. Recognition (6):  logical events without contrivance (best), reasoning and deduction (2nd best), remembered emotion (old song), external signs (scars), false reasoning (character mistake), contrived recognition (author's words, worst)

H. Discussion of objects of imitations 

1. Unity of plot - single event (Odysseus trying to get home), all scenes advance the plot

2. Unity of time and action (Dramatic, complete, a single action (not history)

3. Relation of poetry to reality

4. Kinds of plots and parts of a play 

5. Effects of plot structure on audience

a) Tragedy must induce pity and fear, intensified by occurring unexpectedly

b) Not enemy vs. enemy, but characters with strong ties of affection

c) The actor should be ignorant of the deed he is doing, or (better) knowledgeable of the deed but not of the evil it will do, or (best) should be ignorant but suddenly realize, before he commits his evil deed, what is evil in it, and stop.

6. Characters (4): Should be good, appropriate, realistic, consistant

a) No reversals of fortunes for perfectly good or bad characters

b) Principle player must be imperfect and succumb through miscalculation

c) Objects are people of great families, destined to experience or commit terrifying acts.

7. Thought (appropriateness)

I. Discussion of media of imitation: style and diction

3. Comparison of epic to tragedy

A. Epic and Tragedy (compare and contrast)

1. Epic is similar: Simple or complex, displays character or suffering, similar parts, marvelous matter

2. Epic differs: Length of plot, Heroic meter (the most stately, naturally appropriate for long poems)

B. If what is less common is better, the art that is directed at the more discriminating audience is better

1. If tragedy is directed toward a more common audience, it is inferior

2. But… Tragedy without action achieves its function just as epic does (through reading)

3. So, tragedy is not essentially flawed, because it can be read just like an epic

4. Tragedy is better because in contains all that epic has

5. Further, imitation of an epic is less unified than that of tragedy

6. So, tragedy is better at attaining its end so it’s superior

---------------------------

Origins of Poetry. Man is more imitative than animals, arts are refined over time, the number of actors and scenes continues to increase. 

XIX.  Thought: All thoughts should be presented through speech: Proof, Refutation, Emotional effects

XX. Diction: Letter, Syllable, Connective, Noun, Verb, Inflection, Sentence

XXI. Types of Words: Nouns (masculine, feminine, neuter; simple, compound), Standard/Strange (native/foreign), Metaphor, Ornamental, Coined, Altered (lengthened/contracted)

XXII. Diction: Should be clear but not mean, standard words varied with unusual words.

XXV. Problems in poetry

A. Errors: Essential (lack of ability in the poet), Accidental (error on the part of the poet)

B. Criticisms: The action is impossible, irrational, morally harmful (Plato), contradictory, contains technical errors

Aristotle's The Poetics Supplement





John Gamber

Full Outline:

I. Introduction and means of imitation.

A. Epic poetry, tragedy, comedy, dithyrambic poetry, and most forms of flute and lyre playing all happen to be imitations but they differ in that 1) their imitation is carried on by different means, or 2) they are concerned with different kinds of objects, or 3) they are presented in a different manner.

B. By not separating “elegiac poets” from “epic poets” (because both use meter), the public “completely misses the point that the capacity to produce an imitation is the essential characteristic of the poet.”  They even call people who write for medicine and science poets.  But, Empedocles was a physicist, not a poet like Homer.

C. Some use all three elements (rhythm, song, meter) such as dithyrambs (a choral ode to Dionysus) and nomics (epic texts set to flute or lyre accompaniment), and some use varying combinations thereof.  So, they are all different forms.

II.  Objects concerned with.

A. Artists imitate men involved in either base or noble actions.  So, the imitations are either better or worse than or like the norm.  

B. Comedy portrays men as worse than the norm; tragedy portrays them as better.

III.  Manner of presentation.

A. How the artist represents the various types of object.

B. His example is that both Homer and Aristophanes imitate characters as acting and dramatizing the incidents of their stories.

IV.  Origins of Poetry.

A. There are two natural causes:

1. The first is that man is differentiated from other animals because he is the most imitative of them, learns his first lessons through imitation, and all men find pleasure in imitations.

2. The second is that, having been endowed with the gifts of imitation, harmony, and rhythm developed them gradually and finally created the art of poetry from their early improvisations.

B. Dignified writers created noble heroes, less dignified writers wrote invectives and described inferior men.  Homer started both in the Iliad and Odyssey (high/tragedy) and the Margites (invective/comedy).  

C. Tragedy progressed as Aeschylus added an actor (now there were two) and reduced the role of the chorus and wrote more dialogue, Sophocles added another actor (3) and introduced scene painting, tetrameter was abandoned for iambs as it moved from dance to dialogue, the number of episodes increased.

V.  Comedy and Epic

A. Comedy is an imitation of baser men characterized by “the ridiculous” (some ugliness or error that is painless and has no harmful effects), which is a subdivision of “deformity.”

B. Comedy’s history is less well known because it has only recently been considered a worthy form.

C. Epic deals with noble subjects presented in an elevated manner, but it uses a single meter and a narrative presentation.  It has no limit in regard to time (tragedy deals with one day).  Tragedy encompasses epic.

VI.  Tragedy and its parts

A. Tragedy is an imitation of a noble and complete action, having the proper magnitude (Subject); it employs language that has been artistically enhance by each of the kinds of linguistic adornment, applied separately in the various parts of the play (means); it is presented in dramatic, not narrative form and achieves, through the representation of pitiable and fearful incidents, the catharsis of such pitiable and fearful incidents (manner).

B. The agents are formed by their “character” and “thought.”  They must act according to these characteristics (decorum).

C. The tragedy has six parts: plot, character, diction, thought, spectacle, melody.  Two are means, one is manner, three are object.

D. The most important is the arrangement of the incidents (plot).  Without action tragedy is impossible, but without character it is still possible.

E. Plot contains the reversal and the recognition.  

F. Second most important is character.

G. Next is thought (decorum), followed by diction, melody (the greatest adornment), spectacle (attracts attention, but little else, akin to modern special effects and are more the concern of the stage manager than the poet).

VII.  Arrangement of incidents

A. Beginning, middle, end.

B. For there to be beauty there must be proper arrangement and not-fortuitous magnitude.

C. A very small animal is not beautiful because it is hard to see; a very large animal is not beautiful because it is hard to see all at once.  So too, a play cannot be so short that the problems are not seen or too long that they become hard to see all at once.

VIII.  Plot unity

A. Not just about a single person, but only about the occurrences relating to the plot of the tragedy being told.

B. His example is the Odyssey, in which we see only what happens as Odysseus tries to get home rather than seeing everything that has ever happened to him.  The plot is unified by action, not by character.

C. Also, all scenes must advance the plot so that if one were removed the rest would be jumbled.

IX.  What tragedy should include

A. The poet writes about what might occur, not necessarily what has occurred; poetry is universal, imaginative, while history is individual.

B. The worst plots are the episodic because episode follows episode without regard for the laws of probability or necessity.  They distort the sequence of events.

C. Fear and pity can be intensified by their occurring unexpectedly.

X. Types of plots

A. Plots can be divided into the simple and the complex.  In simple plots the change comes without reversal and recognition.  In complex plots the change comes from recognition and/or reversal.

XI.  Reversal and Recognition

A. Reversal in the change of fortune in the actions of the play to the opposite state of affairs, but it must be realistic.

B. Recognition is a change from ignorance to knowledge.

C. There is a third part, suffering, which results from destructive or painful action such as death, pain, wounding.

XII.  Parts of Tragedy

A. Prologue:  The section of the tragedy before the parode of the chorus.

B. Episode: The complete section of a tragedy between complete choric songs.

C. Exode:  The complete section of a tragedy after which there is no choral song.

D. Choral Part: Composed of two parts.

1. The parode: the entire first speech of the chorus.

2. The stasimon: A song of the chorus without anapests (two short syllables followed by a long one) and trochees (one long syllable followed by one short one).

E. A Kommos: A lament sung common by the chorus and the actors.

XIII. Goals, difficulties, proper function of tragedy

A. It must induce pity and fear.

B. There must be no unqualified good human beings who fall from good fortune to bad.

C. The must be no extremely evil man who moves from bad fortune to good.

D. The principle player must be someone in between these extremems, someone who is neither perfect in virtue and justice, nor one who falls into misfortune through vice and depravity, but one who succumbs through a miscalculation.

E. It must treat people of great families who are destined to experience or to commit terrifying acts.

XIV.  Types of occurrences that are terrifying and pitiable.

A. Cannot be enemy vs. enemy, or stranger vs. stranger, but only when characters have strong ties of affection.

B. The actor should be ignorant of the deed he is doing, or (better) knowledgeable of the deed but not of the evil it will do, or (best) should be ignorant but suddenly realize, before he commits his evil deed, what is evil in it, and stop.

XV.  Character

A. There are four points.

1. Character should be good.  (Even women and slaves can be good).

2. Character should be appropriate (a woman should not possess male traits (like intellectual cleverness). 

3. Character should be like reality (no deus ex machina).

4. Character should be consistent.  

XVI.  Types of recognition (6)

A. There are six types.

1. External signs (birthmarks, necklaces, amulets, scars).

2. Contrived recognitions (in which the character says what the poet wishes him to say, not what he would say).

3. Remembering events with emotional significance (recognizing a painting, hearing a song and being reminded of something important).

4. Reasoning (deduction), the second best kind.

5. False recognition (false reasoning by another character).

6. Logical, probably events without contrivance, the best kind.

XVII. Constructing a plot

A. There should be no incongruities.

B. Poet should write down argument (overall plot line) and then write the episodes accordingly.

XVIII.  Complication and resolution

A. Complication: 

B. Resolution:

XIX.  Diction and Thought

A. All matters pertain to thought that must be presented thourhg speech

B. These can be subdivided.

1. Proof

2. Refutation

3. Production of emotional effects

XX. Diction

A. Diction is composed of:

1. Letter

2. Syllable

3. Connective

4. Noun

5. Verb

6. Inflection

7. Sentence

XXI. Types of Words

A. Nouns

1. Masculine, feminine, or neuter

2. Simple (made up of non-significant elements)

3. Compound (made up of significant or non-significant and significant elements).

B. Standard (native)

C. Strange (foreign)

D. Metaphor 

E. Ornamental

F. Coined

G. Lengthened, contracted, altered

XXII. Diction

A. Should be clear but not mean

B. Clear style results from standard words

C. Distinguished style varies ordinary diction through unusual words 

D. Using only unusual words creates a riddle

E. Using only plain language will produce a barbarism

XXIII. Unity of time and action

A. Plot must be dramatic

B. Should contain a single action

C. That action should be complete (have a beginning, middle, and end)

D. Should not be like a history which contains not one action but one period of time

XXIV. Epic and Tragedy (compare and contrast)

C. Epic exhibits the same characteristic forms as tragedy

1. Simple or complex

2. Displays character or suffering

3. Is composed of the same parts (less song and spectacle)

4. Both contain the marvelous

D. Epic differs from tragedy

1. Length of plot

2. Meter

a. Heroic—the most stately of meters

b. Nature teaches that this is the appropriate meter for long poems

XXV. The problems that lead to censure in poetry

C. Two types of error are possible

1. Essential (lack of ability in the poet)

2. Accidental (error on the part of the poet)

D. Five types of criticism of poetry

1. The action in impossible

2. The action is irrational

3. The action is morally harmful (Plato)

4. The action is contradictory

5. The action contains technical errors

XXVI. Which is better?

A. If what is less common is better, the art that is directed at the more discriminating audience is better

B. If tragedy is directed toward a more common audience, it is inferior

C. Tragedy without action achieves its function just as epic does (through reading)

D. So, tragedy is not essentially flawed, because it can be read just like an epic

E. Tragedy is better because in contains all that epic has

F. Further, imitation of an epic is less unified than that of tragedy

G. So, tragedy is better at attaining its end so it’s superior

Horace (65-8 B.C.)







Jeremy Douglass

Ars Poetica (The Art of Poetry) or Epistle to the Pisos


Theory Week 1: Classical 

The purpose of poetry: "instruct or delight"

Abstract: A letter in verse giving advice on writing poetry to Telephus and Peleus, the sons of Lucius Calpurnius Piso. Instructive, with a rambling style and jocular tone.

Analysis: Horace is a pragmatist, a populist, and a cultural critic. His ideas about language, genre, and the nature of poetic skill all involve living in the world and seeking wordly success (either money or fame) through understanding the desires of the audience and the demands of a living tradition which one should neither violently break with nor slavishly imitate.

Bio: Quintus Horatius Flaccus was the son of a freed slave but received an excellent education in the private academies of Rome. Following the assassination of Julius Caesar, Horace fought in the ill-fated armies of Marcus Brutus, but was allowed to return to Rome at the amnesty. He served for a time as a clerk in government offices, but his talent as a poet and satirist came to the attention of Virgil, who introduced him to the renowned Roman patron Maecenas. Maecenas provided Horace with encouragement and money, and ultimately the farm in Sabine hills to which he retired. (Richter)

Structure: Very loosly grouped with no headings as:


Lines 1-41 on poesis (subject matter)


Lines 42-294 on poema (technique)


Lines 295-476 on poeta (poet)

Outline: 

1. Unity: A book which does not follow a "uniform shape" is like a painting of a horse-woman-feather-fish: ridiculous. Artistic freedom is balanced against the danger of "mating the mild with the wild."

2. Expectation: Fulfill the promise a work begins with. Good bits of writing are badly placed if discontinuous: "This thing began as a wine jar: how it comes / Off the wheel at last as a milk jug?"

3. Effects: Attempts backfire. Brief-obscure, smooth-weak, grand-pompous, variety-improbability "dolphins in the woods and foaming boars in the waves." Focusing on details neglects the whole.

4. Take up a subject equal to your strength. Order is based on selecting material.

5. Words: Weave words to make old words look new - use new words, but sparingly. Words live and die, replaced over time, their validity measured by their "UTILITY."

6. Meter: Came about as solutions to problems of expressing things well, the selection of appropriate meters is now a craft which must be studied

7. Congruity: The words and characters depicting an event should match the emotions of the event.

8. Either stick to tradition or invent a consistent plot.
9. Do less well: don't set up huge expectations and fail to achieve them.

10. In media res: Jump to the middle of the story

11. Characters: Should be of recognizable types fitting with what is known of human nature.

12. Special effects: Should happen offstage, the mind's eye does them better.

13. Chorus: Should speak commonly accepted wisdom, and be moral.

Longinus (First Century A.D.)





Elizabeth Freudenthal

On the Sublime







Theory Week 1: Classical

Nice, logical, easy read.

1st century A.D. – probably Jew or had Jewish connections

Defines the sublime and gives several examples, while simultaneously presenting lots of petty, trivial chunks of non-sublimity. The sublime can happen in all kinds of “diction” or “discourse,” including oratory, history, rhetoric as well as tragic or epic poetry. After a bit of orienting his style becomes refreshingly linear and clean, and even contains a bit of wry humor. Damn.

“Sublimity flashing forth at the right moment scatters everything before it like a thunderbolt” (Longinus 1). “The constituents of grandeur, when separated from one another, carry with them sublimity in distraction this way and that, but when formed into a body by association and when further encircled in a chain of harmony they become sonorous by their very rotundity; and in periods of sublimity is, as it were, a contribution made by a multitude. (Longinus 40).

His definitions of the sublime:

· A lofty, elevated style of discourse that unifies contradictions and disparate elements, allowing the reader, no matter how many times he has read the piece, to move closer to divinity/immortality, and uniting disparate readers in this godward movement.

· Alternately, the sublime can be achieved when a great writer imitates a previous great writer (Longinus 13); not through simple imitation, rather, but a heartfelt, soulful, sincere struggle with previous greats like Homer. Imagery supports the sublime (in the hands of greats, of course)

What the sublime is not:

· Turgid inflated prose, insincerity, “displays of emotion that are purely personal and wearisome,” triviality of expression, thought or spirit, emotion meant to persuade or manipulate rather than unify and propel godward. Bad art is evil, and no matter its manifestation, it all arises from a single cause: the pursuit of novelty, of expressing ideas in a fashionable way. And while passion, dignity and elevation are components of the sublime, they are not equal to it. Each of those qualities can be used in the service of trendiness, fragmentary emotionalism, manipulation, etc. bad art.

· Amplification. A rhetorical term describing a multitude of details without the effort to create a unified whole of them. Sublimity encompasses a singleness of thought while implification is an aggregation of disparate elements for the purpose of intellectual weightiness, but no sublime transformation into a unified whole.

· The wrong kind of device, like a trochee or a dichoree, whose syllabic rhythms are like dance music and represent a “broken or agitated movement of language.” (41)

What art is:

Yeah, art imitates nature. However, nature is spurred and shaped by art; if art fails, nature fails. Art includes artifice, manmade construction of a piece of discourse, choosing what elements to include and exclude according to above artistic qualities. Longinus’s art seems to be a larger method of applying human thought and action to shape nature. When the intensity and passion of nature enters into manmade discourse, that discourse will transport the reader/listener to the sublime. “Art is perfect when it seems to be nature, and nature hits the mark when she contains art hidden within her.” (Longinus 22)

A final note on human nature: if literary (oratorical) greatness leads to material wealth, perhaps all great thinkers will disappear. Wealth begets greed, extravagence and sloth, which in turn corrupt nature and render us incapable of the above 5 components of sublime language. So perhaps we should all remain in chains, working for more than simple personal pleasure.

Sir Philip Sidney (1554-1586)





John Gamber

An Apology for Poetry (1583, pub.1595)




Theory Week 2: Early

Abstract: Neo-classical apologia draws on Aristotle and Horace in order to refute Puritan minister Stephen Gosson’s The Schoole of Abuse (1579), as well as to answer Plato’s removal of poets from the Republic. The first significant piece of literary criticism in English, and is also known as The Defence of Poetry. The Gosson dedication to Sidney may have been slander. Sidney’s issues are debated by Dryden, laid to rest by Johnson.

Bio: Killed in battle at Zutphen, apparently heroically. His “Arcadia” was bestseller for 200 years.

Outline: 
· Poetry is “the first light-giver of ignorance.”  That is, poetry was the first kind of intellectual practice and made all other fields of study possible.

· Plato depended on poetry in his writing.

· If the Indians are going to learn at all, they must first learn poetry.  (Interesting post-colonial tidbit).

· Since the authors of our sciences were the Greeks and Romans, Sydney defers:

· Vates is Latin for poet and it means “diviner”

· The Oracles spoke in verse

· David’s Psalms are poems (psalm means song)

· Poet comes from the Greek word for “to make”

· All art comes from the works of nature, but all others merely copy nature or build on naturally acquired knowledge.  But poetry can improve on nature.  “Nature never set forth the earth in so rich tapestry as divers poets have done. ” (see later in Shelley)

· Borrows from Aristotle, saying that poetry comes of imitation (mimesis)

· References Horace, saying that its purpose is to “teach and delight.” There are 3 kinds of teaching.

· The inconceivable excellencies of God (Plato’s acceptable poetry)

· Those dealing with philosophy and science (Proper teaching)

· Imitators and inventors (Mimesis)

· Versifying is not necessarily poetry and poetry need not include verse. (Aristotle)

· The point: For Sidney the ultimate end of knowledge is the Greek ideal of self-knowledge and self-mastery with the end of doing the right thing for the great cause.  His example of this is the saddler whose good saddle serves the horseman, serves the soldier, serves the state. (For want of a nail….)

· Historians only report what happened, not what should have happened / should happen.

· Philosophers only teach those who already have knowledge.  Also, as Aristotle writes, it is not gnosis (abstract knowledge) but praxis (action) that measures the man.

· Lawyers only rule by threats of punishment, creating law-abiding men, not good men.

· If poetry is used to bad ends it is the fault of the poet, not the art.

· Unlike Aristotle, the convention of the time held epic as greater than tragedy.
· The four charges against poetry that Sidney confronts are:

1. Poetry is a waste of time — poetry teaches and moves people toward virtue

2. Poetry is the mother of all lies — poets don’t claim to write truth, so aren’t lying (poetic license)

3. Poetry is the nurse of abuse —man’s wit abuses (misuses) poetry, poetry doesn’t abuse man’s wit

4. Plato banished poets from the Republic — he is the most poetical of philosophers

· Poetry should be more esteemed and better written in England. (see Dryden)

1. The unities should be observed (time, place, action, and decorum (Aristotle))

2. Genres shouldn’t be mixed (like in tragicomedy (Aristotle))

3. Flowery language should be used in moderation (diction (Aristotle)).

4. English is a poetic language for both metered and rhymed poetry, and it works with English caesura.

· Sidney’s closing curse: “But if (fie of such a but) you be born so… that you cannot hear the planetlike music of poetry, if you have so earth-creeping a mind that it cannot lift itself up to look to the sky of poetry, [. . .] in the behalf of all poets, that while you live, you live in love, and never get favor for lacking skill of a sonnet, and, when you die, your memory die from the earth for want of an epitaph.”

Aphra Behn (1640?-1689)






Chris Hoffpauir

Preface to The Lucky Chance (1686)





Theory Week 2: Early
Biography:

· Considered to be the first Englishwoman to make a living as a writer

· Spent time in British (then Dutch) colony of Surinam somewhere between 1658-1663; served as model for parts of later Oroonoko
· Served as spy for Britain in Antwerp during Second Dutch War (1665-67)

· Began career as a playwright in 1670; wrote mostly “comedies of intrigue” (Richter 197):  sex comedies full of lusty, lascivious rakes and smart, strong-willed bawds; at least thirteen were produced between 1670 and 1687, including The Rover parts 1 and 2, Sir Patient Fancy, The Lucky Chance and The Widow Ranter; her plays were often considered scandalous and obscene by reviewers and other writers

· Maintained position as a Royalist before and after the Restoration; believed in the enlightened rule of king and aristocracy over the democratic rule of Parliament

Text:

· Essay is a response to charges of obscenity brought against her by critics and fellow poets; she blames the other poets’ attacks on the wish to sabotage any plays of quality that might threaten their own success: “there is a sort of Self-Interest in their Malice....[they rail] at anything they find with pain successful” (203)

· Counters claim that her plays are “not fit for the Ladys” (203) by arguing that:

1. She is not the only playwright to include “indecencies” in her work, but she is held to a different standard in this than male writers: “Right or Wrong they must be Criminal because a Woman’s” (203)

2. The Lucky Chance has been cleared by “esteemed Judges of Decency” (204), as well as “several Ladys of very great Quality” (205) who have all approved it

3. The more risque moments of her plays are ultimately justified as they are appropriate to the genre and situations: “...I see nothing unnatural nor obscene: ‘tis proper for the characters” (204)

4. The judgments of her critics are arbitrary and not based on any consistent, well-accepted civic standards of decency 

5. One very publicized “obscenity” in one of her plays was the improvisation of an actor, not the creation of the writer

· Behn assumes a tone of high irony throughout parts of the essay; refers to her critics as the “witty Few” (205)

· Ultimately blames discriminatory views directed at her gender for her treatment by critics: “...had the Plays I have writ come forth under any Mans Name, and never known to have been mine; I appeal to all unbyast Judges of Sense, if they had not said that Person had made as many good Comedies, as any one Man that has writ in our Age; but a Devil on’t the Woman damns the Poet.” (204)
Alexander Pope (1688-1744)






Jeremy Douglass

An Essay on Criticism (1711)






Theory Week 2: Early

Abstract: A preachy but humorous tract comprised of heroic couplets and written in three parts using Pope's characteristic mock-heroic tone. Addressed to critics (but also poets). Compare with Horace's verse letter Ars Poetica (Horace provides the epigraph). 

Bio:

Text:
· A reiteration of collected wisdom found in earlier critics, particularly Horace and Dryden.

· (Note that we don't read Dryden's An Essay on Dramatic Poesy)

· It is more original in that it addresses critics, and accords them importance, respect, and a separate set of skills from those of "wits" (poets)

· All major key terms are unstable in the text, particularly "art" "nature" "wit." Quotations depend heavily on context.

Outline:

Part I


Writing vs. Judging (Poet / Critic) The separation of spheres:

"Some neither can for wits nor critic pass / As heavy mules are neither horse nor ass."


The moral: Do what you are good at.

"Be sure yourself and your own reach to know, / How far your genius, taste and learning go;"

Compare with Horace:


  "Take up a subject equal to your strength, O writers,

   And mull over well what loads your shoulders will bear,"


Role of critic is to restrain poet "Nature still but Nature methodized"


Critic must be educated in the canon, not critical of it.


Critics enforce the laws of the ancients - and where not the law, the spirit.

Part II


The two true guides to art are knowledge and constant critical enterprise:

  "Trust not yourself: but your defects to know, / Make use of every friend - and every foe.

   A little learning is a dangerous thing; / Drink deep, or taste not that Pierian spring."


Attend to the manners, passions and unities in plays.


List of writing virtues: be restrained in language, choose words well etc.


Great art is not evaluated by nationality or by ancient/modern, but by eternal laws


Be quick to praise virtuous work before it passes.


Be politically activist and moral in your criticism.

Part III


"'Tis not enough Taste, Judgment Learning join; / In all you speak let Truth and Candour shine;"


Speak on what you know, or do not speak. Be modest. Continually self-educate.


Recap of Horace, Longinus, Erasmus - return to classics for virtue.

Samuel Johnson (1709-1784)






Elizabeth Freudenthal

Preface to Shakespeare (excerpt) (1763)




Theory Week 2: Early

Bio: Most famous in his time for the Dictionary of the English Language, pub. 1755, the dictionary which helped standardize chaotic English. (also Boswell’s Life of Dr. Johnson) Richter: “Samuel Johnson is the magisterial personality that dominates the late 18th century in England with his insistent moralism, his unflappable common sense, and his tragic vision of life.” Like Horace, Johnson was an economically minded patronage system author writing book forwards and dedications etc.

1. Shakespeare is great – the best since Homer.

2. He is great because he pleases. (Horace – “delight”)

3. Pleasing involves being the most true. (mimetic)

4. If being the most true involves abandoning Aristotelian unities, so be it, because Shakespeare is the most pleasingest poet ever, and his works portray life in all its messy passionate glory. Moreover, everyone would recognize his or her life in Shakespeare’s works. He is universally mimetic.

5. Geerally speaking, literary value involves comparison with like works, length of time in canon, and intrinsic value.

6. Works will survive this set of criteria, i.e. stay in the canon forever and ever, if they please us.

7. Return to step one.

8. (steps 2-7 could be summarized “Because.”)

9. Ancient drama wasn’t mimetic enough, the three unities aren’t natural or real. So when Shakespeare mixes them up(mixes up genre, historical/dramatic time, high and low culture characters) he’s being more original and cool than anyone since maybe Homer. Even in fantastic settings his plays are true to life.

10. Most people in Shakespeare’s time didn’t even know about Aristotelian categories anyway.

11. Shakespeare is so great and was so involved with portraying the truth that he didn’t even care about possible fame. That is why his plays overlap so much. He is not unoriginal, he is humble. (was this a big debate in Shakespeare criticism at the time?)

David Hume (1711-1776)






Jeremy Douglass

Of the Standard of Taste (1757)





Theory Week 3: Early

Bio: Major figure of the Scottish Enlightenment, a group of skeptical, empiricist thinkers. An atheist. His central interest was in the workings of the human mind. (Treatise of Human Nature, Enquiry Concerning Human Understanding, Enquiry Concerning the Principles of Morals.)

Abstract: An attempt to refine the century's growing interest in the psychology of audience responses to literature and art. Hume discusses qualities that "readers" should possess. This is an inversion of Horace describing the qualities of poets, and lines up with Pope's Essay on Criticism (what makes a good reader?). (an easy piece of writing to read)
Outline: 
1. Taste and Opinion

a. Opinions are based in facts and generalities

b. Taste is based in arts and particulars

2. There are set rules for morality (sentiments), there needs to be a standard of taste; a rule by which the various sentiments of men may be reconciled.

a. It is possible that our agreements / disagreements on taste are not too wide

b. There are rules of art, which are not objectively provable, but they are nevertheless empirical rules, codifications of the experiences and observations of the "common sentiment of human nature." In common sentiments of human nature, there are "general principles of approbation and blame."

3. The man of taste will possess:

a. Delicacy (exquisite sensitivity)

b. Long experience

c. Habit of comparison

d. Freedom from prejudice

e. Good sense

4. Two exceptional cases where the standard fails (theoretical escape valve)

a. Age (generation gap / ages of man 20=Ovid, 30=Horace, 50=Tacitus)

b. Country (nationality, culture)

5. The passage of time can alter our perspective on literature

a. Advances in science or a shift in dominant religion (ok)

b. Changes in morality (problematic)

c. Religious superstition (not ok)
Faith based judgments on the past are not admissible, however religious narrowness in a work is the most excusable defect.

…might say purpose of art is to delight (to please)

Immanuel Kant (1724-1804)






Jeremy Douglass

Critique of Judgment (1790)






Theory Week 3: Early

Abstract: A psychological examination of the moment of response in which some thing is experienced as beautiful or sublime. The essay is rigidly organized and hierarchically subdivided essay arranged into Books, Moments, Sections etc. with appropriate headings. This reading is a fragment of a larger work.

Bio: Kant began as a scientist (reflected in his mode of inquiry) and turned later to philosophy. He spent his entire life in his Prussian birthplace of Konigsberg, and led a lifestyle famed for its strict punctuality and regimentation.

Key terms:
Taste - the faculty of judging the beautiful

Beautiful (beauty vs. utility or ethical goodness)

Sublime (vs. beauty)

Quality, Quantity, Relation, Modality

Purposiveness (pattern)

Outline:

First Book. Analytic of the Beautiful
First Moment. Of the Judgment of Taste According to Quality
· What sort of mental process underlies the work of art or nature as beautiful?

· Beauty, as opposed to utility or ethical goodness, is approved freely although of no benefit.

· "Taste is the faculty of judging of an object or a method of representing it by an entirely disinterested satisfaction or dissatisfaction. The object of such satisfaction is called beautiful."

Second Moment. Of the Judgment of Taste, According to Quantity
· Judgments of the pleasant (raspberries) are singular (idiosyncratic), judgments of the moral are (assumed by the individual to be) universal. Taste is (assumed to be) universal.

· "The beautiful is that which pleases universally without requiring a concept."

Third Moment. Of Judgments of Taste, According to the Relation of the Purposes Which are Brought into Consideration in Them.

· Purposiveness

· "Beauty is the form of purposiveness of an object, so far as this is perceived in it without any representation of purpose."

Fourth Moment. Of the Judgment of Taste, According to the Modality of the Satisfaction in the Object.

· First three, synthesized

· "The beautiful is that which without any concept is cognized as the object of a necessary satisfaction."


General Remark on the First Section of the Analytic

Second Book. Analytic of the Sublime
A. Of the Mathematically Sublime

B. Of the Dynamically Sublime in Nature

	
	Utility
	Ethic
	Beauty (Book I)
	Sublime (Book II)

	Quality
	interested
	interested
	disinterested
	disinterested

	Quantity
	singular
	universal
	universal
	universal

	Relation
	purpose
	purpose
	purposiveness
	(no form) internal

	Modality
	concept
	concept
	no concept yet satisfying
	


Kant's Critique of Judgment Supplement
First Book. Analytic of the Beautiful

First Moment. Of the Judgment of Taste According to Quality

1. The Judgment of Taste is Aesthetical

2. The Satisfaction Which Determines the Judgment of Taste Is Disinterested

3. The Satisfaction in the Pleasant Is Bound Up with Interest

4. The Satisfaction in the Good Is Bound Up with Interest

5. Comparison of the Three Specifically Different Kinds of Satisfaction

"Explanation of the Beautiful Resulting from the First Moment:

Taste is the faculty of judging of an object or a method of representing it by an entirely disinterested satisfaction or dissatisfaction. The object of satisfaction is called beautiful."

Second Moment. Of the Judgment of Taste, According to Quantity

6. The Beautiful Is That Which Apart from Concepts Is Represented as the Object of a Universal

7. Comparison of the Beautiful with the Pleasant and the Good by Means of the Above Characteristics.

8. The Universality of the Satisfaction Is Represented in a Judgment of Taste Only as Subjective. [9…]

9. ….

"Explanation of the Beautiful Resulting from the Second Moment:
The beautiful is that which pleases universally without requiring a concept."

Third Moment. Of Judgments of Taste, According to the Relation of the Purposes Which are Brought into Consideration in Them.

10. Of Purposiveness in General

11. The Judgment of Taste Has Nothing at Its Basis but the Form of the Purposiveness of an Object (or of Its Mode of Representation)

12. The Judgment of Taste Rests on A Priori Grounds [13-15…]

13. …

14. …

15. …

16. The Judgment of Taste, by Which an Object is Declared to Be Beautiful Under the Condition of a Definite Concept, Is Not Pure [17…]

17. …

"Explanation of the Beautiful Derived from this Third Moment:
Beauty is the form of purposiveness of an object, so far as this is perceived in it without any representation of purpose."

Fourth Moment. Of the Judgment of Taste, According to the Modality of the Satisfaction in the Object.

18. What the Modality in a Judgment of Taste Is

19. The Subjective Necessity, Which We Ascribe to the Judgment of Taste, Is Conditioned

20. The Condition of Necessity Which a Judgment of Taste Asserts Is the Idea of a Common Sense [21-22…]

21. …

22. …

"Explanation of the Beautiful Resulting from the Fourth Moment:
The beautiful is that which without any concept is cognized as the object of a necessary satisfaction."


General Remark on the First Section of the Analytic

Second Book. Analytic of the Sublime

23. Transition from the Faculty Which Judges of the Beautiful to That Which Judges of the Sublime

24. Of the Divisions of an Investigation into the Feeling of the Sublime

A. Of the Mathematically Sublime

25. Explanation of the Term Sublime

26. …

27. Of the Quality of the Satisfaction in Our Judgments upon the Sublime

B. Of the Dynamically Sublime in Nature

28. Of Nature Regarded as Might [29-48…

49. Of the Faculties of the Mind That Constitute Genius

Germaine de Staël (1766-1817)





?

Essay on Fictions (1795)






Theory Week 3: Early

“Reality often fails to make an effect” – Defends the novel vs. Samuel Johnson “Rambler No.4”

(awkward) Transitional piece between Enlightenment (advocates the power of the novel over history to make a moral impression) and Romantic thinking (feels the highest truth is feeling). She sees literature as a product of society which shapes the “manners” out of which it springs; manners are power and influence at work (think Foucault).

· “Man’s most valuable faculty is his imagination.”

· “The number necessary and evident truths is limited, it will never be enough for the human mind or heart.”

· “Beginnings are all we have on this earth – there is no limit.”

· “Virtue is actual and real, but happiness floats in space….”

· The most truthful account is always an imitative truth: as a tableau it demands a harmony of its own.”

· “To put everything that happens in a room onstage is to destroy the theoretical illusion completely.”

· Not strict mimesis

· “Virtue must be brought to life if she is to fight the passions with any chance of winning.”

By touching the heart, fiction exercises moral influence. Fiction operates via the passions; philosophy should be an invisible guide that “leads us without advance warning.” The morality of novels belongs to internal emotions of the soul, not events related.”

Divisions of fiction:
1. marvelous and allegorical
2. historical
3. natural fiction where all is invented and imitated, nothing is true and everything is likely
(the section we read is on natural fiction)

She would like Candide, Zadig, Memnon, better “if they offered example instead of emblem” and the whole story were not aimed at one goal. On the contrary, in Richardson and Fielding, the “reader often believes he is being spoken to directly… without artiface.” de Staël values Tom Jones because love is only used to show the moral of “involuntary virtues over reputations based on… external etiquette.

Vice: “As if such fictions could ever leave a heart that rejected them in the same state of purity as a heart that had never known them.” (She will contradict this statement.)

Love: “One can feel respect for one’s duties, but no delight or self-surrender in their accomplishment, if one has not loved with all the strength of one’s soul, ceasing to be one’s self to live entirely in another.”

BUT as we age “Ambition, pride, greed, vanity” become “fresher plots.” (Hume)

History and its failings: History does not reach the lives of private men, “does not act on you with sustained moral interest,” it cannot always show inner feelings that would highlight virtue. “Morality of history exists only in bulk” and the exceptions seduce individuals. (Sidney, Aristotle)

Novels and their successes: “Novels have the right to offer the severest morality without revolting our hearts” because they use feeling to plead for our indulgence. She even thinks that men over whom duty has no sway might be moved by literature, and she denies that it can be used for ill if there is “the least trace of humanity” in a novel. Books can save the world, kids. (Romanticism – closest thing to endorsing catharsis)

G.W.F. Hegel (1770-1831)






?

Introduction to the Philosophy of Art
 (1835)




Theory Week 4: Early

Friedrich Nietzsche (1844-1900)





John Gamber 

The Birth of Tragedy from the Spirit of Music (1872)


Theory Week 4: Early

Freddy was the son of a Saxon pastor.  He was a brilliant student who was appointed professor of classics at Basel University when he was only 24.  He went mad in 1889 and eventually died from tertiary syphilis in 1900.  He was heavily influenced by Schopenhauer's atheism and anti-rationalism.

This piece is certainly influential and often cited, but it is not particularly representative of some of the more important, influential aspects of Nietzsche's philosophy (such as his huge impact on Jacques Derrida and the whole "god is dead" thing).

In this piece, Nietzsche explains the Greek tragedy as the conquest of Dionysius by Apollo, and art as the product of this dynamic conflict. (Compare to Hegel).  Apollo was the symbol of order, form, and restraint. He is the god of the plastic (dealing with 3 dimensional objects or objects to be viewed) and descriptive arts and of the individual.  Dionysius was the symbol of the frenzy of passion and of vital forces.  He is the god of the metaphorical arts and of the collective.

For Nietzsche, 19th century culture denied the Dionysian, smothering everything with life-denying Christian pieties, and was incapable of providing man with a real moral basis.  Ultimately, German culture can be saved from this philistinism through Wagner.  (He later rejected Wagner after he met him and found out he was a born-again Christian and a rabid nationalist).

I.

Art owes its continuous evolution to the Apollonian-Dionysian duality" (419).  These two have a struggle (agon) and result in Attic tragedy.

Dream/Intoxication duality:  The first appearance of gods comes in dreams. People need these gods to deal with the terrors of reality.  Apollo is the god of this world.  From this focus on ourselves we get our "principium individuationis" or principle of individuation which differentiates the Self from the Other.

Now, when this principium individuationis gets shattered, we are transported (sublimated?) into Dionysian rapture/intoxication.  This happens when we forget ourselves (in the awe of the first day of spring or in drunkenness).  We sense universal harmony and feel godlike, elated, ecstatic.  We are no longer artists, but works of art.

King Midas asks Silenus, Dionysius' homey, what he considered man's greatest good.  He replied, "not to have been born, not to be, to be nothing.  But the second best is to die soon" (422).  This is why we need the Apollonian approach, to assuage these feelings.

Naïve poetry (from Schiller's "On Naïve and Sentimental Poetry) comes from Apollonian cultures.

IV.

Although waking thoughts are generally perceived to be more important than dreams, Nietzsche feels that "the Original Oneness" (god, the Force, whatever) needs "rapt vision and delightful illusion to redeem itself" (423).  So dreams come from god and we come god and we come from dreams and dreams come from us and everything is dreams and dreams are good.  Got it?

Apollonian Greece required crazy individuation and self-restraint. Ultimately, "the effects of the Dionysian spirit struck the Apollonian Greeks as titanic and barbaric; yet they could not disguise from themselves the fact that they were essentially akin to those deposed Titans and heroes" (425).  "Apollo found it impossible to live without Dionysius" (425).  These two synthesized into Attic tragedy.

V.

Apparently Greek portraits placed Homer (Apollonian) and Archilochus (Dionysian-the first lyrical poet-he used "I"-by using "I" he became the subject of the poem, and so, the poem) side by side.   Subject, object, poet, actor, and audience blend together into one entity: art.  And, "only as an esthetic product can the world be justified to all eternity" (427).

XIV.

Socrates didn't like poetry, but he liked fables.  Plato wrote poetry, then burned it to study with Socrates.  But he was still a poet, so he wrote. And what he wrote necessarily resemble what was then written, tragedy; he created the groundwork for the novel (philosophical ideas entwined around art).

XIX.

Socratic culture is the culture of opera, especially the stilo rappresentativo in which the focus is on the words (frequently spoken) instead of the music.  It is a style formed for the non-artistic.  The Dionysian component is removed and art is reduced to "divertissement"-fun. But, German culture and its music (Bach, Beethoven, Wagner) can rise above this "petty intellectualism"-like Kant and Schopenhauer did for philosophy.

Finally, at the end there's this nationalistic, anti-romance bit about how the Germans are closer to the Attic/Greek than the French and Italians.

Hans-Georg Gadamer
 (1900-)





?

The Elevation of the Historicality of Understanding to the Status of

Theory Week 4: Early

the Hermeneutical Principle (1960)

William Wordsworth (1770-1850)





Jeremy Douglass

Preface to Lyrical Ballads (1798)





Theory Week 5: Romantics

(1802 revision with "What is a poet" section)

An apology for Wordsoworth's volume of poetry co-published with Coleridge, the Preface is a humble yet stately address to the reader of poetry which defends the radical practice of depicting common subjects in common language. A later revision adds discussion of the nature of poetic genius. 

Bio: Born in England (Cumberland, and raised in the lake district), Wordsworth was the son of a country lawyer. Orphaned at 13, educated at Cambridge, traveled in France just before the dark turn of the Revolution where he had a lover and a child, lifelong friends with Coleridge (the two almost married twins and moved to a commune together, Coleridge ended up marrying his anyway), and deeply influenced by the lifelong companionship of his sister Dorothy. His "The Prelude" was written in 1805, revised several times until its posthumous publication (1850). Queen Victoria appointed him poet laureate in 1843.

Key phrases: "the spontaneous overflow of powerful feelings… recollected in tranquility"

Key concepts: Philosophical hybridity of the moment in which it is written.

Samuel Taylor Coleridge (1772-1834)




?

Biographia Literaria (excerpt) (1817)





Theory Week 5: Romantics

John Keats (1795-1821)






John Gamber

Letter to George and Thomas Keats (excerpt) (1817)


Theory Week 5: Romantics

Abstract:

Bio:

Negative capability: "When man is capable of being in uncertainties. Mysteries, doubts, without any irritable reaching after fact and reason."


Coleridge - No, he let inspiration pass if he didn't fully understand it.


Benjamin West - No, in Death on a Pale Horse the artist had already processed the sentiment.


Shakespeare - Yes, King Lear as one of Shiller's naïve writers, "he presents the emotion directly"

(another version of veritae argument in WW) 

Bailey Letter: (check this section for quote text, typos) (date here)

(Text Context/History Here)

Keats asserts that the product of sensual intuition seems superior to the product of the rational intellect, and what the imagination produces and records as Beauty is not illusion but 'truth'.

"What the imagination seizes as Beauty must be truth-whether it existed before or not-for I have the same Ideas of all our Passions as of Love they are all in their sublime, creative of essential Beauty"

What we call "happiness on Earth" "can only befall those who delight in sensation rather than hunger as you do after Truth."

Adam's dream (he watches via "internal sight" as God removes his rib and creates Even, then awakes to find that she actually exists) shows that "Imagination and empyreal reflection is the same as human Life and its spiritual repitition."

Via memory, you create a moment more beautifully than it actually was (the singer's face) and "that the Prototype must be here after - that delicious face you will see"

I scarcely remember counting upon my Happiness - I look not for it if it be not in the present hour - nothing startles me beyond the Moment.

Percy Bysshe Shelley (1792-1822)





John Gamber

"A Defence of Poetry" (1821, pub.1840)




Theory Week 5: Romantics


or Remarks Suggested by an Essay Entitled "The Four Ages of  Poetry"

Bio: Shelley was a rebellious little rich boy.  Daddy was an aristocratic baronet (below baron and above knight). He got kicked out of Oxford for publishing a tract advocating atheism. He was married to Harriet Westbrook but fell in love with Mary Godwin (philosopher William Godwin's daughter).  Percy and Mary eloped to France in 1814, and once Harriet killed herself (oh, the romance), they married in 1816. He later drowned in 1822 (boating accident).

Context: Responds to a tract by Thomas Love Peacock which posits a cyclical view of history. Peacock believed that Europe had gone through two cycles of four stages each: age of iron, age of gold, age of silver, age of brass. These are ages of ascension and descention. Shelley meant to write a second part on "application of these principle to the present state of cultivation of Poetry" (355) - but never did.

Full Outline

I. Reason vs. Imagination

A. There are two classes of mental action: reason (analysis) and imagination (synthesis).

B. Reason enumerates known quantities; imagination processes them.

C. Poetry is the expression of the Imagination.

II. Aeolian harp metaphor:

A. This was a device placed in window casements and played upon by the wind.  The effect was as often eerie and dissonant as it was harmonious and melodic.  It's named for the Greek god of wind.

B. The idea here is that we are played upon but also that we can shaped the notes that we produce.  Poetry is "at once the representation and the medium" (340).

III. The Poet

A. Taste is the ability to distinguish "a certain order or rhythm belonging to each of the classes of mimetic representation" (340).  Those who possess this in excess are poets.

B. Poets connect things in new ways and create metaphors which become figures of speech.  Those figures of speech become the "axioms" that shape our worldviews.

C. Poets "are not only the authors of language [. . .], they are the institutors of laws, and the founders of civil society [. . .] and religion" (341).  They are both legislators and prophets.

D. On the canon: "the jury which sits in judgement upon a poet, belonging as he does to all time, must be composed of his peers: it must be impaneled by Time from the selectest of the wise of many generations" (343).

IV. Poetry

A. Poetry is better than the other arts because, "language is arbitrarily produced by the Imagination and has relation to thoughts alone; but all other materials, instruments and conditions of art, have relations among each other, which limit and interpose between conception and expression" (341).

B. Translation destroys poetry; it is sheer vanity.

C. Prose and philosophy can also be poetry; not all verse is poetry.  (See Sidney).  Plato,  Bacon, Herodotus, Plutarch, Livy are poets; Shakespeare, Dante, and Milton are philosophers.

D. "Poetry is a mirror which makes beautiful that which is distorted" (343).

E. "A poem is the very image of life expressed in its eternal truth" (342).

F. "Poetry is ever accompanied with pleasure" (343).

G. "Poetry lifts the veil from the hidden beauty of the world, and makes familiar the objects be as if they were not familiar" (344).

V. Drama

A. Greece became great because it admired Homer so much that it began to imitate him.

B. It's ok to blend comedy and tragedy, but it should be done as in King Lear, "universal, ideal, sublime" and "the most perfect specimen of the dramatic art existing in the world" (345).

C. Drama "is as a prismatic and many-sided mirror, which collects the brightest rays of human nature and divides and reproduces them from the simplicity of these elementary forms...and multiplies all that it reflects" (346).

D. The reign of Charles II was the "grossest degradation of the drama" (346).

E. “The connexion of poetry and social good is more observable in the drama than in whatever other form" (346).

VI.  History

A. Peacock examines poetry but not drama

B. Athens approached perfection in its drama

C. Rome wasn't as into poetry and tended to defer to the Greeks

D. In the Middle Ages, Europe hit its lowest poetic period

E. Christian and Chivalric poets came along and made things a little better

F. The Renaissance made things better still

G. Slaves and women were freed

1. Abolition "the highest political hope that it can enter into the mind of man to conceive" (349).

2. "The freedom of women produced the poetry of sexual love.  Love became a religion."

H. Dante is the bridge between the modern and ancient worlds

1. "His creeds and that of the people" were vastly different

2. He was the second great epic poet (Homer was the first)

I. Milton is the third great epic poet (for the same reason as Dante)

J. Dante and Milton straddle the Reformation.

VII. Poetry vs. Reason

A. Poets have been challenged to resign the civic crown to reasoners and mechanists

1. Folks (like Peacock) claim that the imagination is delightful but that reason is more useful

B. What do we mean by Utility? Pleasure (two kinds)

1. Durable, universal, permanent ("whatever strengthens and purifies the 

affections [and] enlarges the imagination")

2. Transitory and particular

C. Pleasure is hard to define: It exists in contradictions (tragedy delights)

D. "The production and assurance of pleasure in this highest sense is true utility" (352).

1. "Those who produce and preserve this pleasure are Poets or poetical philosophers" (352).

E. We could make due without Locke, Hume, Gibbon, Voltaire, Rousseau, but not without Dante, Petrarch, Boccaccio, Chaucer, Shakespeare, Calderón, Bacon and Milton

F. In short, the Renaissance is more important that the Enlightenment; poets are more important than empiricists. Poetry teaches moral values; empiricism teaches the strong how to screw the weak

VIII. Praising poets and poetry

A. Poetry is divine.  "It is at once the center and circumference of knowledge" (353)

B. "Poetry is not like reasoning, a power to be exerted according to the determination of the will"

C. When composition begins, inspiration is already on the decline

D. Milton conceived on Paradise Lost as a whole before he wrote it

E. Compositions written in parts are like mosaics in painting

F. "Poetry defeats the curse which binds us to be subjected to the accident of surrounding impressions" (354)

G. "Poetry creates anew the universe after it has been annihilated in our minds by the recurrence of impressions blunted by reiteration" (354)

H. All great poets are virtuous, and if they are not, their poetry is still greater than their vices

I. "Our own will be a memorable age in intellectual achievements" (356)

J. "Poets are the unacknowledged legislators of the world"

Ferdinand de Saussure (1857-1913)





Jeremy Douglass

Nature of the Linguistic Sign
(1906-1911) (1916)



Theory Week 6: Semiotics

Abstract:

A lecture from the class Cours de linguistique generale, this essay was reconstructed by colleagues from student lecture notes and published posthumously. (Charles Bally and Albert Sechehaye, eds.)

Bio:

Known as the “Father of Structuralism,” one of the founders of modern systematic linguistics. Born in Geneva, learned 5 languages by age 15, educated in Switzerland and teaching linguistics and philology briefly in Paris before returning to Geneva to teach and publish monographs for the remainder of his life.

Outline:

1. Sign, Signified, Signifier 

· Terms involved in the linguistic sign are psychological and have an associative bond 

· The linguistic sign unites a concept and a sound image 

· Signified: “concept” 

· Signifier: “sound-image”

· Sign: unit consisting of both parts, “each recalls the other”

2. Arbitrary Nature of Signs 

· “The bond between signified and signifier is arbitrary…
  the linguistic sign is arbitrary.”
· Linguistics will be the "master-pattern" for all signifying systems because it is the most complex and arbitrary.

· “Symbol” cannot replace sign in this system because symbol is not truly arbitrary

· Onomatopoeia and interjections can't be used to call the whole system into question because they are “of secondary importance, and their symbolic origin is open to dispute"

3. Linear Nature of the Signifier 

· Auditory expression has duration and it is linear 

· The mechanisms of language and language construction are dependent on this 

Key Concepts from Saussure:
Saussure’s major influence was a series of key conceptual distinctions he made

· Signified (concept)
vs. Signifier (sound image)

· The arbitrary relationship of the linguistic sign to that which it signifies.

· Parole (the speech of an individual)
vs. Langue (the state of a language framework)

· Synchronic linguistics (the study of language at a point in time)
vs. Diachronic linguistics (the study of language over time)

· Syntagmatic studies (linear structure)
vs. Paradigmatic studies (relational structure based on grammar and semantics)

de Saussure's Nature of the Linguistic Sign Supplement

Outline of the second and third sections, not included in Richter:

Linguistic Value 

1. Language as Organized Thought Coupled with Sound 

· Thought is dependent on language. There can be no clearly distinct concept to think about without language. 

· Language creates a link between sound and idea. Sounds by themselves don't have any real significance to thought. 

· Linguistics combines thought and sound to produce a form, not a substance. 

· vLanguage is contingent on social interaction. The individual cannot create the arbitrary system alone. It requires agreement.

2. Linguistic Value from a Conceptual Viewpoint 

· Value saves language from being simply a naming process 

· Terms are interdependent and derive their value from the presence of other terms 

· This works through the exchange of dissimilar things and in the comparison of similar things "of which the value is to be determined" 

· This can be tested by attempting to exchange terms.

3. Linguistic Value from a Material Viewpoint 

· This is the phonic differences that "make it possible to distinguish one word from all others 

· Language is both arbitrary and differential 

· Signs also occur in writing and are arbitrary again in their relation top sound (just as the sound word's relationship to a thing is arbitrary). The value of letters is negative and differential. The forms depend on the imposition and limits of a given system. The means of sign production (writing, engraving, chiseling) don't matter

Syntagmatic and Associative Relations 

1. Definitions 

· Words have definition in that they are part of discourse or they are outside it. In discourse, the linear relationships of sound parts (syntagms)--whether parts of words or words in a sequence--the sounds have to be uttered separately and their definition is based on their relationship in that sequence. Outside discourse, individual words make associations in the brain with other words they call to mind an acquire definition that way.

2. Syntagmatic Relations 

· The sentence is the ideal form of syntagm but it is not the only kind. 

· There is a limited freedom of combinations of syntagms. Some are very limited as in idiomatic expressions.

3. Associative Relations 

· Words outside of syntagmatic arrangements have an unlimited potential for association. Saussure uses as an example painful, delightful, and frightful. Because of association, these words could call up an unlimited number of associations because each word associated would carry another who set of associations.

[ See also http://www.public.iastate.edu/~dkain/crit/saustext.html#info ]

Claude Levi-Strauss (1908)






Tassie Gniady

The Structural Study of Myth (1955)





Theory Week 6: Structuralism

"With myth everything becomes possible." 837

But myths throughout the world are similar

Early in linguistics, phil. looked to link sounds and meaning, conbos of sounds provided data.

Jung - mythological pattern of the archetype

mirrors  sound-meaning (liquid semivowels, water)

Saussure ^ arbitrary character of linguistic sign


BUT "myth is language, to be known, myth has to be told; it is a part of human speech" - is also dif.

Langue 
+ 
Parole


Myth

Reversible

nonreversible
?
ereuts of long ago

Time





L pattern is timeless

"Myth is part of the language where " To translate is to betray" reaches its lowest truth value." 838

myth ----- poetry

substance lies in the story

meaning of myth not found is isolated elements but in their combo

language in myth exhibits specific properties

"these props are found above the ordinary linguistic level, they exhibiti more complex features than those which are to be found in any other kid of L. expression"

myth made up of constituted units

These unit presuppose cu of language (…

Gérard Genette (1930-)






?

Frontiers of Narrative (1982)






Theory Week 6: ?

Bio: The most influential theorist of Narratology. (Narrative Discourse-1966)

Outline:

1. Diegesis and Mimesis

-     In the classical tradition, narrative (diegesis) is opposed to imitation (mimesis), either as its   

       antithesis or as one of its modes. 

      ( Aristotle's Poetics: poetic imitation (mimesis) - 1narrative (diegesis), 2direct representation.

( Plato's Republic: lexis (way of saying) - 1imitation (mimesis), 2narrative (diegesis). 

· But! "Literary representation, the mimesis of the ancients, is not narrative plus "speeches": it is narrative, and only narrative." ("Mimesis is diegesis.")

2. Narration and Description

· Two kinds of representation (narrative) - 1Narration (active-actions and events), 2Description  

      (contemplative-objects or characters). 

· Narration appears to be essential because it deals with story's temporal and dramatic content, 

       while Description seems to be decorative and ancillary. 

· But! Description is not so distinguishable from narration. Description is not one mode of narrative, but rather one of its (attractive) aspect.  

3. Narrative and Discourse

· Emile Benveniste's distinction: Narrative (story, objective, absence of narrator) and Discourse (subjective, narrator).

· But! There can never be a pure Narrative devoid of subjective coloration. 

Ex) Elements of Discourse enters via voice of the narrator (Fielding, Cervantes), or a character-narrator (Sterne). 

* Genette's theoretical approach, with its positing and cancellation of oppositions links to the  

  deconstruction theory of Derrida.

* Genette & reader-response theory

Michel Foucault (1926-1984)






?

“What is an Author?” (1969)






Theory Week 6: Deconstruction

Unlike most poststructuralists, Foucault is less concerned with language at the level of the sign and much more concerned with the relationship of language and social institutions, a relationship he calls “discourse.”  His thought does not lend itself to commentaries on individual literary works as much as it directs us to view literature as a socially determined discursive practice.  This piece was the first to reflect his concern with the exercise of power.  In short, the concept of an “author” is used to authorize certain texts.  

“The coming into being of the notion of “author” constitutes the privileged moment of individualization in the history of ideas, knowledge, literature, philosophy, and the sciences” (365).

Beckett’s question: “What does it matter who is speaking?”

Two major themes in writing:

1. “Today’s writing has freed itself from the dimension of expression, referring only to itself” (890). Writing isn’t about mimesis anymore; it’s all about playing with words, stepping outside of the rules that govern it.

2. “Writing’s relationship with death” has changed somewhat.  People used to write to stave off death; now writing can kill off the writer (as the writer becomes less important than the text).

Two notions “that are intended to replace the privileged position of the author [that] actually seem to preserve that privilege and suppress the real meaning of his disappearance” (891) are:

1. The idea of “the work.”  But “work” implies “author.”  Ya can’t have a work without a writer.  Plus, “work” gets hard to define sometimes.  What comprises and author’s oeuvre?  What defines a certain work?

2. The notion of writing or écriture.  We privilege writing as being “primal,” and as such, justify it as being both “sacred” and “creative.”  We give writing an a priori status that grants “transcendental” status to the writer and his art.

So, it’s not enough to shout, “The author is dead!”  We need to investigate the power that the title “author” continues to carry.  

1. All proper names are problematic.  

2. Author names are more problematic than most because the author’s name is related to specific works.  The author’s name’s meaning changes as we learn about the specific works attributed, or not attributed to him/her.  Authors’ names have a “classificatory function.”  We can define texts based on this name.  It “marks off the edges of the text.”

3. But, only certain discourses are endowed with the “author-function.”   Letters, contracts, and anonymous texts do not.

The “author-function” has four different characteristics.

1. “Discourses are objects of appropriation.”  Discourses began to have authors when authors became subject to punishment.  This all happened at the end of the 18th and beginning of the 19th century.

2. The author-function does not affect all discourses in a “universal and constant way.”   Scientific texts used to need authors to be authoritative; narratives did not.  This switched in the 17th or 18th century.

3. It is “the result of a complex operation which constructs a certain rational being that we call “author.”  S/he is merely a “projection…of the operations that we force texts to undergo….  All these operations vary according to periods and types of discourse.”

4. It is defined as a certain unity of writing, derived from St. Jerome’s criteria (constant value, theoretical coherence, stylistic unity, historical contextualization).

The problem is that texts always contain a tacit “plurality of self.”  Foucault doesn’t believe so much is a “self” as much as in a point at which various forces (powers) intersect to shape a human consciousness.

The author-function could also refer to painting, music, and other arts.  Moreover, it refers to authors who are “transdiscursive,” Homer, Aristotle, the Church Fathers, are authors of theories, traditions, and disciplines.  In the 19th century came “founders of discursivity,” Marx and Freud, who have established an endless possibility of discourse.

The difference between these founders of discursivity and Ann Radcliffe is that they “have created a possibility for something other than their discourse, yet something belonging to what they founded” and Radcliffe merely “opened the way for a certain number of resemblances and analogues” (the Gothic novel). 

The difference between these founders of discursivity and Isaac Newton is that the laws of physics do not change as Newton’s theories are altered; those of Marxism do change.  Newton did not create physics; he only thought to look at something that already was, Marx created Marxism; Freud created psychoanalysis.

The reasons why Foucault attaches importance to all this:

1. Theoretical reasons: to provide a typology of discourse, to provide an introduction to the historical analysis of discourse, re-examining the privileging of the subject.

2. Reasons dealing with the “ideological” status of the author.  The concept of the author “impedes the free circulation, the free manipulation, the free composition, decomposition, and recomposition of fiction.”  In short, the author is dangerous because he limits the power of the non-author.

Of course, Foucault realizes that getting rid of the author will only lead to a new construct, specifically that of the subject-function.  His main goal is to get people to think about the author in a historical context and to examine the power that lies behind this historical construct.  He wants us to ask, finally, “What difference does it make who is speaking?”

Paul de Man (1919-1983)







?

Semiology and Rhetoric (1975)






Theory Week 6: Semiotics

Jacques Derrida (1930-)






John Gamber

Of Grammatology (1967)






Theory Week 7: Deconstruction

Abstract: In this piece Derrida goes after a number of writers to show how they illustrate Western society's logocentrism and phoncentrism, or focus on the "metaphysics of presence." Western thinkers are ontologists, always look for a presence outside of the universe to hang their philosophical hats on - a shaping force that controls but is not controlled. Derrida's two main targets are Saussure in part one and Rousseau in part two.

Bio: The prime mover of poststructuralism, Derrida was born in Algiers and educated in France. Trained as a philosopher - early in his career he published a study of Edmund Husserl, the founder of phenomenology - Derrida teaches the history of philosophy at Ecole des Hautes Etudes en Sciences Sociales and occasionally at leading American universities. Derrida's fame - or notoriety - in American can be traced to a talk he delivered at a structuralist conference at John's Hopkins University in 1966. "Structure, Sign, and Play in the Discourse of the Human Sciences" confounded the structuralist enterprise and many of its adherents and precipitated the rise of poststructuralist theories. Derrida's publications are steadily being translated into English.

Text: Derrida's deconstruction piggybacks off of philosophers who question the very possibility of Knowledge (Heidegger and Nietzche primarily), as well as Freud's re-examination of a coherent self.

Discussion: The main trick in deconstruction is finding a binary opposition within a text (good/evil, nature/culture, speech/writing, etc.) and showing how the author favors one over the other. Derrida calls the favored concept the "center" -or, at least, the root of the favoring is the center. If good is the favored concept, this is because we believe in some transcendental signified that makes good inherently better than evil. The second non-centered non-privileged term is called a supplement - which he takes from Rousseau. Derrida demonstrates that the binary can be reversed, with evil favored over good. What's more, good depends on evil for its existence (as seen this in Taoist and Buddhist thought). The binary breaks down, revealing in language the fluidity that Derrida terms "free play." Signifiers have the ability to mean their opposites because their definitions depend on what they are not. Moreover, signs (words, people, etc.) are always in a state of becoming (see Foucault) and thus never have a fixed meaning. Derrida terms this the "trace."

"[Trace] consists of all the non-present differences from other elements in the language system that invest the utterance with the 'effect' of having a meaning it its own right." (Abrams 57)

A trace, while not a "thing-in-itself" (nothing is), makes language possible. It is like the aporia (double-bind of meaning) that exists in his term différance, a term which in French means "to defer" as well as "to differ." All words both differ from other words in meaning and defer to other words for meaning. For Derrida words aren't the only semiotic entities that rely on context - so do letters, symbols, phonemes, even selves. Text is everything. All these elements combine to form part of Arche-writing, the possibility of play within language. Grammatology is proposed as the study of arche-writing.

In Of Grammatology, Derrida demonstrates that Saussure and Rousseau privilege nature over culture and speech over writing, and points out that these binaries don't work….

References: For an excellent (illustrated!) summary, see Derrida for Beginners.
Roland Barthes (1915-1980)






Jeremy Douglass

S/Z (1970, tr.1974)







Theory Week 7: Structuralism

Abstract: A structuralist analysis of Balzac’s novella "Sarrasine," S/Z ("ess-zed") consists of XCIII divigations, 561 lexias, the novella text, and schematic appendices including a Sequence of Actions, a Summary of Actions, and a Key.

Barthes analysis introduces the concept of the readerly and the writerly, and subjects “Sarrasine” to an analysis of the five codes that inform and guide our reading of the text. The texte scriptible (writerly text) is a utopian text, which flaunts the conventions and the codes of 'literature' and narrative to present an active process. It is opposed to the texte lisible (readerly text), which is a closed-off, finished product, to be consumed passively by its reader, along with the ideological codes and norms that inform it. “Sarrasine” appears classic and readerly, however it is made writerly through “reading in process” – the product of this reading is the writerly text S/Z.

Text: Arose out of a seminar Barthes ran at the Ecole pratique des Hautes Etudes in Paris. “S/Z was simultaneously the masterpiece and the reductio ad absurdum of Barthes’s holistic approach to fiction… was widely admired but never imitated, even by Barthes himself.” (Richter 823)

“Sarrasine” is the tale of a sculptor who mistakenly falls in love with La Zambinella, a male who acts female parts. The sculptor discovers his misreading, attempts to destroy his statue and the actor, but is killed. Narrated at a party attended by the aging actor.

Bio: (see also http://www.kirjasto.sci.fi/rbarthes.htm)
French literary critic whose writings on semiotics, pioneered by Saussure and Jakobson, helped establish structuralism. One of the founders of the theoretical momement centered around the journal Tel Quel, he was central to the development of philosopher theorists such as Lacan, Foucault, and Derrida. Died in a car accident in 1980.

Earlier works (Writing Degree Zero tr.1953, Mythologies 1957 tr.72) argued that literature is a system of signs. As such, it encodes ideologies or "myths," to be decoded by readers in terms of its own internal structures. Strongly influenced by Saussure. "The Eiffel Tower and Other Mythologies" (1964) generalized the arbitrary connection of speech-sound to meaning, applying it to all popular culture. In "Elements of Semiology" inverted Saussure's that thesis language study is part of semiology – “it is semiology which is a part of linguistics”. Wrote the ‘anti-autobiography’ Roland Barthes by Roland Barthes (1975).  Posthumous writings include Susan Sontag's A Barthes Reader(1982).

Terms:

Readerly (product, structure)



Writerly (process, ‘structuration’)

Divigations (units of language)


Lexias (units of meanings)

Networks (topos, braid, structure of language)
Codes (voices, thread, network lines)

Outline: See the Sequence of Actions appendix. (S/Z 260-265)

Roland Barthes's S/Z Supplement

Descriptions of the Five Codes in "Sarrasine"

see X. Sarrasine and XI. The Five Codes (16-20)

"The first three lexias-the title and the first sentence of the story have already provided us with the five major codes under which all the textual signifiers can be grouped; without straining a point, there will be no other codes throughout the story but these five..." (S/Z, 18) 

HER - Hermeneutic Code:

"all the units whose function is to articulatate in various ways a question, its response, and the variety of chance events which can either formulate the question or delay its answer; or even, constitute an enigma and lead to its solution" 

i.e. – We don't know who or what La Zambinella is 

SEM - Semantic Code:

"signifier/seme - units which designate...an approximate word - the connotative signifier referred to in the lexia" 

i.e. – femininity of name Sarrasine

SYM - Symbolic Code:

"the province of the antithesis - a place for multivalence and for reversibility; the demonstrates that this field can be entered from any number of points."

i.e. – the word daydream (adversative compound term)

ACT - Proairetic Code:
"code of actions and behavior, proairesis=the ability to determine the result of an action." 

i.e. – "I was deep in" implies something which will bring it to an end... "When I was roused."

REF - Reference Code:
"references to a body of knowledge physical, physiological, medical, psychological, literary, historical" 

i.e. – "tumultuous parties; deep daydreams" has been formed by a gnomic code and is one of the numerous codes of knowledge to which the text refers

"To interpret a text is not to give it meaning, but on the contrary to appreciate what plural constitutes it.... In this ideal text, the networks are many and interact, without any one of them being able to surpass the rest: this text is a galaxy of signifiers, not a structure of signifieds; it has no beginning; it is reversible; we gain access to it by several entrances, none of which can be authoritatively declared to be the main one; the codes it mobilizes extend as far as the eye can reach, they are indeterminable; the systems of meaning can take over this absolutely plural text, but their number is never closed, based as it is on the infinity of language." (S/Z, 5)

Walter Benjamin (1892-1940)





Jeremy Douglass

The Work of Art in the Age of Mechanical Reproduction (1936)

Theory Week 8: Marxism

Abstract: Extends Marxist analysis to art by hypothesizing the destruction of art’s aura during technical reproduction. This mass-culture side effect is frees art consumers from (oppressive) tradition.

Bio: Born in Berlin to a wealthy Jewish family. Gained his doctorate but had his dissertation rejected by University of Frankfurt, turned to journalism. Friends with left-wing  intellectual circles (i.e. Brecht), visited Moscow in 1926. Emigrated to Paris in 1933 after Nazis came to power. Committed suicide in Spain in 1940, believing his emigration to US had he would be returned to Nazi France. (from Richter)

Outline:
Preface: Marx had to predict late capitalist conditions early, and dealt with the substructure (production). Now capitalism manifests in the superstructure (culture). This essay introduces concepts into the theory of art that are “useful for the formulation of revolutionary demands on the politics of art.”

I. Reproduction is not new.
Technical reproduction began recently: woodcuts, lithography, photography, sound film.

II. The unique original is the prerequisite of authenticity.
Reproduction “meets the beholder halfway”, yet presence is depreciated.
‘Aura’ is the authority / location / history eliminated by reproduction.
“The technique of reproduction detaches the reproduced from the domain of tradition.”
Mass movements, particularly historical film, liquidate tradition.

III. Media is historical, changes in media allows for historical deconstruction.
Aura is distance – modern mass media eliminates distance.

IV. Aura is imbedded in tradition. The earliest works of art served magical then religious ritual. 
Reproduced art is based in politics rather than ritual.

V. ‘Cult’ vs. ‘Exhibition’ value of art (history has moved from being to seeing).
Cult value began before the concept of art – now reproduced works move beyond the concept.
Cult value (aura) retreats into human face - art without people is completely commodity.

VI. Art historians read cult / aura back into photo / film in an attempt to justify them as art.

VII. Camera movement plus actor’s lack of feedback makes criticism easier for film audiences.

VIII. Camera removes the film actor’s self (aura).

IX. Actor has the spell of personality – the phony spell of the commodity.
Technology enables readers to become writers (i.e. editorial column).
The distinction between author and public becomes merely functional.
Western capitalistic exploitation of film denies the right to be reproduced, substitutes spectacle.

X. Extreme artifice of a movie penetrates deeply into reality, an orchid in a land of technology.
Magician : Surgeon :: Painter : Cameraman – camera assembles fragments of reality.

XI. Individual reactions are predetermined by the mass audience response they are about to produce.
Paintings cannot produce the mass reactions that film or architecture can.

XII. Film reveals the necessities which rule us, yet assures us of immense possibility. Libratory.

XIII. Painting invites contemplation, consumes the viewer - film prevents contemplation, is consumed

XIV. The 'distracted' mass consumes art through use and established habit, as in architecture.
The film's shock effect meets distracted reception halfway, allowing 'absent-minded' criticism.

Epilogue: Fascism introduces aesthetics into political life to organize the new proletarian masses without affecting the property structure that masses strive to eliminate. "All efforts to render politics aesthetic culminate in one thing: war." This is the culmination of art-for-art's sake. "(Mankind's) self-alienation has reached such a degree that it can experience its own destruction as an aesthetic pleasure of the first order. This is the situation of politics which Fascism is rendering aesthetic. Communism responds by politicizing art."

Note: Professor Warner joins Benjamin’s editors at Harvard translating “The Work of Art in the Era of Technical Reproducibility”, from techne, skilled process, rather than mechanical or industrial.

Complete online text: http://www.student.math.uwaterloo.ca/~cs492/Benjamin.html 
Georg Lukács (1885-1971) 






?

The Ideology of Modernism (1956)





Theory Week 8: Marxism

Abstract:

Bio:

Outline:

Terms:

Fredric Jameson







John Gamber

The Political Unconscious (excerpt)





Theory Week 8: Marxism

Jürgen Habermas (1929)






John Gamber ? Tassie?

From The Philosophical Discourse of Modernity (1985)


Theory Week 8: Marxism

The world according to Habermas:

 “He framed the need to heal the split between socioeconomic study and cultural critique, between fact and value, as a problem of the breakdown of public discourse, seeking a way to recuperate the Enlightenment ideal of a just and rational society within the  context of late capitalism.” Phew.

The aim of society must be “the end of coercion and the attainment of autonomy through reason , the end of alienation through consensual harmony of interests, and then end of injustice and poverty through the rational administration of justice.”

Owes debts to Wittingstein (ultimate enlightenment rationalist), Gadamer, and to the speech-act theorists. He assumes “validity claims” that are ideals:

1. what we say is understandable

2. its objective propositional content is true

3. the speaker is sincere

4. it is appropriate for the speaker to be performing the speech act

“Nonetheless, conversation and dialogue and the attainment of any consensus needed for action depend on these validity claims.”

From The Philosophical Discourse of Modernity
Adorno’s “negative dialectics” and Derrida’s “deconstruction”  get caught in “a performative contradiction” . . . “The tools of thought, which miss the ‘dimension of nonidentity’ and are imbued with the ‘metaphysics of presence’ are nevertheless the only available means for uncovering their own insufficiency” (1189).


Heidegger goes “to the luminous heights of an esoteric, special discourse”, he critiques metaphysics with a ladder whose rungs he casts away once he has used them (metaphor originally Wittengstein’s)


Adorno operates within line of reason of Nietzche and “Identity thinking turned against itself becomes pressed  into continual self-denial and allows the wonds it inflicts on itself and its objects to be seen.” This is negative dialectics b/c “Adorno practices determinate negation unremittingly, even though it has lost any foothold in the categorical network of Hegelian logic—as festishism of demystification, so to speak” 


“Derrida cannot share Adorno’s aesthetically certified, residual faith in a de-ranged reason that has been expelled from the domains of philosophy and bcome, literally utopian [having no place].” Both “are sensitized” “against definitive, totalizing, all-incorporating models” and “stress the primacy of the allegorical over the symbolic, of metonymy over metaphor, of the Romantic over the Classical.” “they find the essential in the marginal” “Derrida is particularly interested in standing the primary of logic over rhetoric, canonized since Aristotle, on it head.” (which he cannot recognize since that would mean relativizing his project in the historical tradition)


Heidegger only escapes by priviledging “speculations”—“He remains completely silent about privileged access to truth.” Derrida renders truth “objectless”

“Like exiles we wander about lost in the discursive zone . . .”

Philosphic tradition has “withdrawn into the mirror-writing of the esoteric work of art”

By privileging rhetoric, everything becomes literary and is judged according to rhetorical success. “Thanks to their rhetorical content, texts combed against the grain contradict what they state, such as the explicitly asserted primacy of signification over the sign, of the voice in relation to writing, of the intuitively given and immediately present over the representative and the postponed-posponing” (1191).

Habermas complains that this can only take place if the philosophical text is “in truth” literary and Derrida does talk about a “universal text” but Habermas doesn’t buy that “every text and every particular genre has already lost its autonomy to an all-devouring context and an uncontrollable happening of spontaneous text production” (1191).


Habermas says these conditions must be true for deconstruction to work:

1. Lit. crit. is not primarily scientific, but “observes the same rhetorical criteria as its literary object.”

2. “philosophical texts can be rendered accessible in their essential content by lit. crit.”

3. rhetoric dissolves genre distinctions “philosophy and science no more constitute their own proper universe than art and lit. constitute a realm of fiction that could assert its autonomy vis-à-vis the universal text” (1192)

popular reception of Derrida in the U.S. due to self-doubt about the “scholarly-scientific character of lit. crit. and the dissolution of New Criticism, which posited the “autonomy of the literary work of art and drew nourishment from the scientific pathos of structuralism”

“In the texts of Hillis Miller, Geoffery Hartman, and Paul de Man we can find the new self-awareness: ‘that critics are no more parasites than the texts they interpret, since both inhabit a host-text of pre-exisitng language which itself parasitically feeds on their host-like willingness to receive it.’”

Breaks with the Arnoldian conception of function as a mere servant but Habermas likes the way de Man deals with Lukács, Barthes, Blanchot, and Jackobsen

Culler says “the most powerful and opposite reading of literary work may be those that treat them as philosophical oppositions that support them” and “If serious language is a special case of non-serious, if truths are fictions whose fictionality has been forgotten, then literature is not a deviant, parasitical instance of language. On the contrary, other discourses can be seen as cases of a generalized literature, or archi-literature.”

i.e. now lit. crit. can be used as a vehicle to talk about anything
Culler talks about the discussion between Derrida and Searle “in order to show by the example of Austin’s speech-act theory that any attempt to demarcate the ordinary domain of normal speech from an ‘unusual’ use of language, ‘deviating’ from the standard cases, is doomed to failure.”

Mary Louise Pratt “who wants to prove by the example of the structuralist theory of poetics, that even the attempt to delimit the extraordinary domain of fictive discourse from everyday discourse fails.”

Summary of Derrida and Searle starts on page 1194


Culler finally says ‘If a text can be understood, it can in principle be understood repeatedly . . . We can thus say that understanding is a special case of misunderstanding” which Habermas says leaves out Gadamer’s hermeneutic understanding which “would bridge over temporal and cultural distances” (1196).

Habermas defends “the possibility of demarcating normal speech from derivative speech.” He goes on to explain that truth-value (“conditions of validity in general”) are extrinsic to poetic speech; 

PRAGUE STRUCTURALISTS

Jakobsen directs us to “the message as such” so that “Poetic speech, therefore, is to be distinguished only in virtue of the primacy and structure-forming force of a certain function that is always fulfilled together with other linguistic functions.”

Ohmann says that that “What distinguishes poetic language is its ‘world-generating’ capacity . . . ‘a literary work creates a world . . . by providing the reader with impaired and incomplete speech acts which he completes by supplying the appropriate circumstances . . . Specifically, a literary work purportedly imitates a series of speech acts, which in fact have no other existence.’”  “Since the quasi-speech acts of literature are not carrying on the world’s business” they are free to create new worlds.

Pratt now refutes Derrida by using speech-act theory first by saying that normal language has literary elements and argues that “the world-disclosive function of language does not gain independence over against the expressive, regulative, and informative functions.”  But Habermas argues that she finally refutes herself by giving the poetic function of language primacy. He is still arguing for a difference between poetic and normal speech.

He now rages against Derrida for his “insensitivity toward the tension-filled polarity between poetic-world-disclosive function of language and its prosaic, innerworldly functions.” Finally, Habermas, gets the crux of the matter, a hermeneutic back and forth: “The polar tension between world-disclosure and problem-solving is held together within the functional matrix of ordinary language; but art and literature on the one side, and science, morality, and law on the other, are specialized for experiences and modes of knowledge that can be shaped and worked out withing the compass of one linguistic function and one dimension of validity at a time.” Yo, he’s basically saying that language is relative, and a sentences have different meanings in different contexts, e=mc2.

The language-leveling argued by Derrida is not valid because “the rhetorical element occurs in its pure form only in the self-referentiality of the poetic expression, that is, in the language of fiction specialized for world-disclosure.” He says that everyday communication, the language of science and technology, law, morality, economics, political science, etc. “live off of the illuminating power of metaphorical tropes” and the rhetorical elements are not expunged but “tamed, as it were, and enlisted for special purposes of problem-solving.”

In lit. crit. and philosophy language is supposed to function with language geared towards expressing “taste or truth” and can only “resolve this paradox by rhetorically expanding and enriching their special languages.” But this does not meld them with lit.—they are still a “distinct form of argumentation.”

Fuck yea.

Karl Marx (1818-1883) 






Collaborative

Das Kapital Vol.1 Part 1: Commodities and Money (1867, t. 1887)

Theory Week 9: Marxism

Abstract: A lengthy economics text with mathematical examples, it combines insights into the functions of capitalists structures with an analysis of their ideological underpinnings. Vol. 1
Preface: There have been 7 major Preface's to Capital. The good one for our purposes is the Engels 1886 Preface to the (first) English Edition, as it marks the entrance of this theory into the English language.


http://csf.colorado.edu/psn/marx/Archive/1867-C1/Part0/p6.htm
Synopsis: Fredrick Engels edited "Synopsis of Capital,” (1868) working closely with Marx even while the work was in drafts. The work only covers Vol.1, however its 4-page synopsis of Part 1 is invaluable. 

http://csf.colorado.edu/psn/marx/Archive/1867-C1/1868-SYN/

Outline: The full table of contents provides a convenient topical outline for the entire Vol.1, showing where our reading fits into the larger work.

http://csf.colorado.edu/psn/marx/Archive/1867-C1/index-l.htm

Terms:
Bio:

Epitaph: Highgate Cemetery, London, England: "Workers of all lands unite. The philosophers have only interpreted the world in various ways; the point is to change it."

A Chronology of Karl Marx

1818 Born in Rhineland, the oldest of 8 children.  His father’s a lawyer; both his mother and father come from Rabbinic families.
1836-1841   Studies philosophy at University of Berlin

1842 Edits Rheinishe Zeitung, a liberal newspaper

1843 Marries Jenny von Westphalen (an aristocrat) and moves to Paris

1844 Meets Engels, “converts” to communism

1845 Moves to Brussels

1847 Co-writes The Communist Manifesto with Engels

1848 Year of Revolutions

1849 Collapse of revolutionary movement; moves to London

1850 Begins study at the British Museum

1852-1862 Publishes numerous articles for the New York Herald Tribune

1857-1858 Works on rough draft of Capital later published as Grundisse
1859 Publishes A Critique of Political Economy
1867 Publishes Volume One of Capital and works intermittently for the rest of his life on drafts of Volumes Two and Three

1873 Writes Preface to Second edition of Volume One of Capital
1875 French edition of Volume One of Capital
1883 Marx dies

1885 Publication of Volume Two of Capital, edited by Engels

1887 Volume One of Capital translated into English by Moore and Aveling

1894 Publication of Volume Three of Capital, edited by Engels

Note: Most of his moves were because of expulsion/exile because of involvement with radical journalism and revolutionary movements.

Outline:
1. COMMODITIES AS SUCH

· A commodity is a thing that has use-value (in all societies)

· Use value is the material depository of exchange-value (in capitalism)

· Exchange-value is measured in socially necessary labor-time.

· Concrete labor (personal labor) produces use value.

· Abstract labor (general labor) produces exchange value.

· Exchange value equates commodities (in terms of each other)

1. One-to-one (barter - abstracts concrete labor)

2. All-to-all (which implies a standard unit leading to...)

3. All-to-one (Money - "the universal equivalent")


 4. ...which is inherantly arbitrary, but only one commodity can serve this function at a time.


(as in 20 yards of linen = 1 coat)

“The difficulty with a commodity is that, like all categories of the capitalist mode of production, it represents a personal relationship under a material wrapping.  The producers relate their different kinds of labor to one another as general human labor by relating their products to one another as commodities -- they cannot accomplish it without this mediation of things.  The relation of persons thus appears as the relation of things.”

“…For a society in which commodity production prevails, Christianity -- particularly Protestantism -- is the fitting religion.”

2. EXCHANGE

"A commodity is a use-value for its non-owner, a non-use-value for its owner.  Hence, the need for exchange."

Commodities can be related only by comparison with the universal equivalent (money), which can only be established by a social act (consent).

"Fetishism (belief in a supernatural power of objects): a commodity does not seem to become money only because the other commodities all express their values in it, but, conversely, they seem to express their values in it because it is money." (John: Trancendental signified)

3.  MONEY, OR THE CIRCULATION OF COMMODITIES 

A.  The Measure of Values (Assuming Gold = Money) 

The simple, relative expression of the value of commodities in money, x commodity a = y money, is their price. The price of a commodity, its money-form, is expressed in imaginary money; hence, money is the measure of values only ideally.

J: Exchange value is by nature abstract, price is created and then fixed to make exchange value concrete.

"Measurement of values in money, the price-form, implies the necessity of alienation, the ideal pricing implies the actual.  Hence, circulation."

B. The Medium of Circulation

C-M-C - 

Commodity (sale) Money (purchase) Commodity

phase 1 sale

phase 2 purchase

Raymond Williams (1921-1988)





Joomi Kim ?

Marxism and Literature (excerpt) (1977)




Theory Week 9: Marxism

Ralph Waldo Emerson (1803-1882)





Jeremy Douglass

The Poet (1844 in Essays, Second Series)




Theory Week 10: Misc

Abstract:

Euphoric lecture on the poet as the key perceiver of and reporter on ultimate reality. Emerson makes the poet the key figure in his cosmology, a Christ-like person of heightened sensibility who intuits the connections between (neo-platonic) forms of reality and their physical manifestations in the world. The poet reports on these perceptions to normal humans in language elevated by the structures. Poets are thus visionaries who inherit an instinct for beautiful language, rather than linguistic craftsmen who pursue truth about reality.

Richter:

“…like many of Emerson’s effusions, it preaches rather than analyzes its topic. ‘The Poet’ quickly expands from its ostensible subject to include many of Emerson’s central ideas, which strongly resemble the mystical views of Plotinus [200AD Neoplatonist, author of On the Intellectual Beauty which we did not read] Where Plotinus’s god-term was “The One,” Emerson’s is the “Over-Soul,” a pantheistic spiritual entity wherein everything living is united, the ultimate source of truth, goodness, and beauty. The universe itself, in its materiality, is merely a physical symbol, an emblem, of the Over-Soul. And the parts are as the whole: Each element in the material world is symbolic of spiritual truths. 

Bio:

Son of a Boston Unitarian Minister, educated at Harvard University, then Harvard Divinity School. Ordained minister of Second Church of Boston in 1829, married Ellen Tucker and inherited her fortune 16 months later when she died of tuberculosis. Resigned in 1832 over the validity of the sacrament, toured Europe and met Wordsworth, Coleridge, and Carlyle (who publicized him extensively). Settled in Concord Massachusetts and married Lydia Jackson in 1834. Experimented with farming and vegetarianism, went on popular lecture circuits. Wrote Nature (1836), a Swedenborg-influenced restatement of Carlyle’s Sartor Resartus (1834). It became the unofficial bible of the “Symposium” – an informal gathering of American Transcendentalists, including Bronson Alcott, Margaret Fuller, and Henry David Thoreau. This article was collected in his second published set of lectures, titled “Essays.”

Outline:
· Art critics have localized, rule driven and passionless knowledge of art.

· We need a doctrine of forms, an acknowledgement that the world depends on ideas.

· The poet sees clearly, and points to what is good in all of us, glorifying us all when we pay tribute.

· Most men are insensitive – “every touch should thrill” yet does not, poet re-interprets reality.

· System of three:

· Knower, lover of truth (Jove, Father)

· Doer, lover of good (Pluto, Spirit)

· Sayer, lover of beauty (Neptune, Son) – The Poet

· “ God has not made some beautiful things, but Beauty is the creator of the universe”

· “Poetry was all written before time was”

· The poet is not a skilled rhymer or lyrist, but a visionary, genius.

· Poetic arguments are poetically uttered because of the underlying structure in which they are perceived.

· “The birth of a poet is the principal event in chronology” (like Bhuddism)

· Public use of emblems (political parties) proves that people all think in symbolic language, are poetic

· Poems have “terrible simplicity” – “every word was once a poem” [response to Ion?]

Comment:

Important to note that while he calls the poet “Sayer,” Emerson repeatedly emphasizes perceiver.

Matthew Arnold (1882-1888)






Elizabeth Freudenthal

"The Function of Criticism at the Present Time" (1864)


Theory Week 10: ?

 This essay is a response to crticisms of a previous Arnold publication, in which he stated that Europe’s latest intellectual efforts (multidiscuplinary) have been critical, “to see the object as in itself as it really is.”  Therefore, “criticism” refers generally to critical prose as well as literary arts and artistic criticism of life and culture. It works best when it provides humanity with paths to the highest possible spiritual salvation. -- confusing first paragraph and richter intro.

 He compares English arts to other European arts and finds England wanting, for reasons elaborated on below, concerning national cultural awareness of politics and history. 

 He loves Aristotle, cites often, but focuses on content while A. privileges form.  Holistic like Plato but inverts Plato, viewing art as a salvation from, not a contribution to, culture’s cruelties, senselessness, chaos etc.

 On Arnold’s intellectual context: “With science beginning to undermine the tenets of revealed religion, with philosophy becoming either too abstruse or too pragmatic to provide consolation and solace, Arnold felt that poetry could provide the new Word for which humanity was listening” (Richter 395-6).

What is criticism and how does it compare to lit?
Criticism is “a disinterested endeavor to learn and propagate the best that is known and thought in the world” (R 410).  Critical faculties are universally understood to be lower than inventive (pro-Wordsworth). But Wordsworth was wrong in asserting that criticism is so very bad (the critic’s state of mind is too base to be affected by poetry’s purity etc.)  Creativity is the highest function of man, offering him true happiness, but critics exercise creativity too. Moreover, not all epochs let individuals fulfill their potential to create great literature, since the best lit is about ideas and ideas exist in their historical context. “For the creation of a masterwork of literature two powers must concur, the power of the man and the power of the moment... Those elements are not in [the creative power’s] own control” (R 398).  For example, Goethe survived longer than Byron because Goethe knew more about his world.

How does English criticism compare to the rest of Europe’s? 

Badly.  By extension of the above, Germany’s early 19th C lit was better than England’s because Germany had a better national schooling system and cultural emphasis on learning. France beats them too, but don’t worry, chaps, England’s on its way back up.

How? What is the method of good criticism?
Stay disinterested, aloof from creative practice, to best know everything possible about the entire intellectual world. Don’t give in to political factionalism, worldly dalliance, or controversial polemics. This way criticism can fill its highest function, that of bringing human spirit up up up: “to keep a man from a self-satisfaction which is retarding and vulgarizing, to lead him towards perfection, by making his mind dwell upon what is excellent in itself, and the absolute beauty and fitness of all things” (R 404). Stay intellectual, NOT practical, oh no no no. - here practical is broadly synonymous with worldly, in all its connotations, and intellectual aloofness is directly (though tacitly) comparable to spiritual purity.

What are the pitfalls of criticism?
English people are too damn practical and English critics will find it difficult to stay aloof, especially from politics and religion (as we all know, affecting England in mutually constitutive tandem). Still, criticism -- almost reified here, the subject of many sentences -- can exist, as Arnold’s detached critical essay proves. 

T.S. (Thomas Stearns) Eliot 1888-1965 




John Gamber ?

Tradition and the Individual Talent (1917)




Theory Week 10: Modernism

Born in St. Louis, Missouri, to a businessman and a local poet.  TS went to private schools and Harvard.  T.S. is a pompous, spoiled little rich boy. Got stuck in England during WWI (he was there on a fellowship). He is credited with the rediscovery of John Donne, as well as some Jacobean playwrights (which I think should be spelled “playwrites”). He won the Nobel Prize for literature and the British Order of Merit in 1948.

He posited his “objective correlative” in his essay on Hamlet.  He defines it as “a set of objects, a situation, a chain of events which shall be the formula of that particular emotion.”  That is, there is a formula that a writer can use that will always create a certain emotional response in the reader.  We see Eliot apply this in the imagism of his poetry.
Ok, to the text.

This is perhaps THE central work of Modernist literary criticism.  He adopts a pseudo-scientific and substantially unemotional/detached approach to literature, especially poetry, to combat the Romantic sensibility that had taken some of the scholarship out of poetry.
Too often we think of tradition as a bad thing.  

We need to be more critical readers, because, in truth, “criticism is as inevitable as breathing.”  

We should not praise poets only for originality, but for how their poetry shows its ties to TRADITION.  Good poets need to have a “historical sense” –a “perception, not only of the pastness of the past, but of its presence.”  So once you know your history, then you will know where you’re coming from.

“What happens when a new work of art is created is something that happens simultaneously to all the works of art which preceded it.”  So there’s a whole big canon of art and when something is introduced to it it changes the canon, and as such, the works encompassed by it, all of which are judged in relation to one another.  In putting a new work into the canon we “must inevitably be judged by the standards of the past.”  In other words, it must be “new,” cannot be mere parroting of the old.

In this regard, the poet must not:

1) “take the past as a lump, an indiscriminate bolus” which is “inadmissible” NOR

2) “form himself wholly on one or two private admirations” which is “an experience of youth” NOR

3) “form himself wholly upon one preferred period” which is “a highly desirable supplement.”

The poet needn’t concern himself with trends because “art never improves,” rather, he should keep in mind that the “mind of Europe” does not “superannuate either Shakespeare, or Homer,” or even the cave art by Cro-Magnon cave people.  Still excessive focus on study can “deaden or pervert poetic sensibility.”  The poets must study, but ultimately his goal must be to “develop or procure the consciousness of the past.”

The Catalyst Analogy: This is Eliot’s “impersonal theory of poetry.”  First, we should examine poetry and not the poet.  This is because the poet should be a mere catalyst that allows for the interaction between emotions and feelings.  His example is a reaction between oxygen and sulfur oxide, which cannot take place without filiated platinum.  Once the platinum is placed within the sciency containing unit with the gases, sulfurus acid is produced which bares no trace of the platinum.  So, our poetry should bare no traces of ourselves.

Here’s where he takes his shots at the Romantics (not the 80’s band, but the poets—save Keats).  He says, “any semiethical criterion of ‘sublimity’ misses the mark.  For it is not the ‘greatness,’ the intensity, of the emotions, the components, but the intensity of the artistic process […] that counts.”  “It is not in his personal emotions, the emotions provoked by particular events in his life that the poet is in any way remarkable or interesting.”  “’Emotion recollected in tranquility’ is an inexact formula” because poetic creation does not involve emotion, recollection, or tranquility.  The poets should feel (not emote), consciously deliberate (not recollect) and work hard (not be tranquil). He feels the poets should notH

 “seek new emotions, but use the ordinary ones…to express feelings which are not in actual emotions at all.”

“The bad poet is usually unconscious where he ought to be conscious, and conscious where he ought to be unconscious.”  “Poet ry is not a turning loose of emotion, but an escape from emotion; it in not the expression of a personality, but an escape from personality.”  The “significant emotion of art is impersonal.”

All of this is to serve as “practical” and to be “applied by the responsible person interested in poetry.”  If this isn’t a commentary on TASTE, I don’t know what is.

My take on Eliot:  Ok, granted a lot of the poetry the Romantics were spewing out was crap, but this goes a little too far the other way.  Moreover, he assumes everyone writing in English is indebted to the European canon above and beyond all else.  But, it’s not like he grew up isolated in England.  The boy’s from St. Louis, a place where all kinds of cultures had been coming together for over a century.  So, I figure he just didn’t think of the brown-skinned people as poets (at least, not in English).  But, maybe I’m just distrustful and bitter.

Mikhail Bakhtin (1895-1975)






Joomi Kim

Discourse in the Novel (excerpt) (1969)




Theory Week 10: ?

Bakhtin)

· marxist + formalist

· heteroglossia: the notion that the meaning of language is socially determined, that utterances reflect social values and depend for their meaning on their relation to other utterances. (close to speech-act theory)

· dialogic discourse: acknowledges the language of the Other, the controlling presence of a social context / monologic discourse
((clarity of speech by Aristotle or Horace, single-voiced poetry)

The Topics of the Speaking Person)

1. In everyday speech of any person in society, more than half of the words uttered by him is 

someone else's words, transmitted (with varying degrees of precision and impartiality). 

Everyday speech is not a means of representation, but a subject of transmission (- contextualized, dialogizing framing) of information. These means 1/a way to formulate verbally and stylistically another's speech, and 2/a way to provide an interpretive (reconceptializing) frame.  

The speech of another, once enclosed in a context, always go through semantic changes.

Important thing is 'who precisely is speaking, under what concrete circumstances?' 

2. The ideological becoming of a human being is the process of selectively assimilating the 

words of others.  Another's discourse determines the very bases of our ideological interrelations with the world; it performs as authoritative discourse, and an internally persuasive discourse. An individual's becoming, an ideological process is characterized by a gap between the two categories. The dialogic interrelationship of the two determines one's ideological consciousness.

*Authoritative discourse: privileged external language; it is distanced, and permits no play with its framing context. Single meaning. It has great power over us, but only while in power; if ever dethroned it immediately becomes a dead thing, a relic. 

*Internally persuasive discourse: akin to retelling in one's own words in a new context, with one's own gestures and modifications. This is not finite, it is open; in each of the new contexts that dialogize it, this discourse is able to reveal new ways to mean. 

Turning persuasive discourse into speaking persons becomes the object of creative, artistic imagination. 

3. Novelistic images, profoundly double-voiced and double-languaged, seek to objectivize the 

struggle with all types of internally persuasive alien discourse. (Pr(fungsroman, Bildungsroman)

Ex) Dostoevsky: 1/ in his characters' language there is a profound and unresolved conflict with another's word on the level of lived experience (ethical life, ideology) 2/ the work of the author are also internally unresolved dialogues among characters and between the author and the character. (The speaking person and his discourse)

4. Rhetorical genres possess the most varied forms for transmitting another's speech, and for the 

most part intensely in dialogized form. But rhetorical double-voicedness is different from the double-voiced representation of another's word in the novel with its orientation toward the image of a language.

Jean-Paul Sartre (1905-1980)






Jeremy Douglass

Why Write? (1966?)







Theory Week 10: Existentialism

Abstract:

Phenomenological essay that considers the existential dilemma of writers (and readers). Due to the nature of being, writing and reading are inimical activities, yet each activity addresses and relies on the other. The relations of writers and readers should be consensual, focused on completing an implicit contract with the opposite party. This makes writing and reading communal and inherently political.

Bio:

French philosopher, novelist, dramatist and essayist. His work began with the ideas of Heidegger and Husserl and culminated in Being and Nothingness  (L’Etre et le neant) in which he distinguished humans as non-essential beings constantly becoming by projecting forward into the nothingness of the future. His thought was popularized by a number of popular novels and plays. Sartre founded the monthly Les Temps Modernes in 1945 with and his lifelong companion Simone de Beauvoir. Sartre fell behind the shifts in French thought and his works went out of fashion immediately after his death. Noted influence on the reactions of Lacan, Althusser, Barthes and Derrida.

Outline:
· Experience of the world is structured by perception (revealing), yet existence is not. “[I]f we know that we are directors of being, we know that we are not its producers…. Thus, to our inner certainty of being “revealers” is added that of being inessential to the thing revealed.”

· The nature of reading (revealing) and writing (producing) makes them inimical activities: “The creation becomes inessential in relation to the creative activity.”
“The results which we have obtained on canvas or paper never seem to us objective. We are too familiar with the processes… when we seek to perceive our work, we create it again.”
“[T]he literary object is a peculiar top which exists only in movement”  therefore “the writer cannot read what he writes” (vs. shoemaker, architect) because “in reading, one forsees; one waits” whereas “the operation of writing involves an implicit quasi-reading which makes real reading impossible.”

· Writing is an act of communication: “It is not true that one writes for himself. That would be the worst blow…. There is no art except for and by others.”

· Reading is “the synthesis of perception and creation.” “[T]he reader is conscious of disclosing in creating, of creating by disclosing.” “Reading is directed creation.” “All literary work is an appeal… to the reader’s freedom to collaborate in the production of his work.”

· Rejects Kant’s “purposiveness without purpose” – “the beauty of nature is in no way comparable to that of art” as an art object “from the very beginning places itself on the level of a categorical imperative. You are perfectly free to leave that book on the table. But if you open it, you assume responsibility for it.” Imagination is constitutive, play does not describe its function.

· Writing must not violate the reader it depends on – “Freedom is alienated in the state of passion;” “The belief which I accord the tale is freely assented to.” “I can awaken at every moment, and I know it; but I do not want to; reading is a free dream.” “Reading is an exercise in generosity.”

· “[The] other dialectical paradox of reading; the more we experience our freedom, the more we recognize that of the other; the more he demands of us, the more we demand of him.”

· The second half focuses broadly on reading as generous– the act of attempted understanding that ensures continuity of human knowledge, making all things meaningful. “To write is thus both to disclose the world and to offer it as a task to the generosity of the reader. It is to have recourse to the consciousness of others in order to make one’s self be recognized as essential to the totality of being”

· “Thus… the writer, a free man addressing free men, has only one subject – freedom.” Example given is Nazi propagandist Drieu la Rochelle, maddened as a writer by having destroyed his audience.
· (Why write?) is tied up with another question, “one very simple in appearance but which nobody ever asks himself: ‘For whom does one write?’”

Judith Butler (1956-)







Elizabeth Freudenthal

Gender Trouble (1990)






Theory Week 11: Gender Studies

Chapters 1 and 2: The Setup

Both seminal and ovular (har har), this book established a theoretical framework that gender and queer theorists -- identity theorists in general -- evade at their great peril.  In most basic terms, Butler argues that both sex and gender are “unnatural,” that key philosophers (Plato to Hegel to Sartre in a big, minimally differentiated axis of evil), psychoanalysts (Freud, Lacan, Wittig, Riviere, Kristeva, Iriguray) and cultural theorists (Daddies Levi-Strauss Foucault) got it wrong even when some of them were getting it sorta right by assuming that sex is the most “natural” of the false and destructive sex/gender dichotomy.  Sex was always already culturally marked.  
Her intention: to save feminist activism by removing totalizing conceptions of “woman” and, along the way, to bring post-structuralism into gender analysis.  
Her method: discussing above theorists’ work showing that their a priori assumptions about the male sex/female sex and sex/gender binaries lead to logical and socially destructive flaws.  
Her solution: besides just better intellectual analysis by academic/cultural leaders, individuals should embrace gender performance that shows gender as a construction. Subversive repetition, copies of copies, circular identity. Disruptive parodic gender practices every day, for everyone! And remember: the constructedness of gender does not equate its unreality.
Her flaws: a frustrating rhetorical style overloaded with rhetorical questions, passive voice verb constructions, and somewhat circular argumentation.  Moreover, I’m not exactly sure that she has “proven” sex to be a construction. Rather, she’s assumed it is and used that assumption to elaborate on key flaws within existing gender identity theories. My analogy is to the high school stoner: what if what I called red was really what you called green, all along. We can review our entire 14 years of life (or in my case, 18) with the new framework that red was always already really green, but the cherry color we see is unchanged by this stunning insight.  Still, I’m also not sure that she wanted to prove sex is a construction; she seems to think that her isolation and immolation of the a priori assumption about sex’s naturalness is proof enough -- is the Straussian “rawness” of biological sexual identity a compelling enough cultural fantasy that Butler’s intervention into it proves well enough its existence as fantasy? 
Her benefits (defense against above ‘flaws): In addition to her stunning insights and new framework which established a new raison d’etre for queer theory, feminism and all identity politics, she (in Newfield’s words) singlehandedly saved American post-structuralism from the de Man scandal and messianically combined post-struc and identity theory.  On the rhetorical level, her most basic unit of analysis is circularity-- the above theorists’ proclamations on gender were circular, leading to statements that are false by traditional logic and that, moreover, never really prove anything about gender.  Their theories only reinforce previous assumptions.  More humbly, perhaps her preponderance of indirect statements were intentional, to make her short, simple, clear, active-voiced sentences really stick out.: “There is no gender identity behind the expressions of gender; that identity is performatively constituted by the very “expressions” that are said to be its results” (25).  

Highlights/Outline/How other theorists are wrong

Chap 1 sets up the problems the book is addressing and summaries the approaches chapters 2 and 3 take.  Basically, “woman” as any kind of stable category is theoretically, practically and politically problematic.  The sex/gender dichotomy implies that sex is pre-discursive, “before” culture (Levi-Straus’s bad dichotomy of raw and cooked).  Also implies sex is “real,” materially evident, and therefore existentially superior (Sartre’s bad dichotomy).  Also implies sex is “woman” (psychoanal. Traditions) or sex/woman is pre-Law/dad (Lacanian traditions)

Chap 2 elaborates on the history of structuralist anthropological and psychoanalytic approaches to gender identity and sexual desire.  See above (also see how her argument about how their arguments are circular is circular).  Lacan’s appropriation of Levi-Strauss establishes that language/law (aligned with male identity) creates a framework that circumvents possibilities it always already refuses to describe/allow (the pre-law, maternal supported by Iriguray and Kristeva). So the pre-law (“real”) and post-law (“symbolic”) is another false dichotomy, upheld by our conceptions of language and our language about sexual identity in particular.  Lacan’s description of woman “being” the Phallus by “not having” it, an abstraction of penis/lack of penis, Freud’s and Kristeva’s conceptions of female melancholy due to this “lack,” Lacan’s and Riviere’s theories of gender masquerades etc -- all rely on the sex/gender false dichotomy through a pre-discourse/post-discourse framework, and establish language that enforces the ellision of alternate identities, from just female as a positive ontology to lesbian practice, to maleness that is not dependent on femaleness too.  

Gender Trouble Part III: Subversive Bodily Acts ()



Tassie Gniady

Butler follows the Foucauldian formula, constructing a "genealogical" critique that refuses to engage in a search for origins or truth. Instead, she concentrates on exposing those identifications that are designated as "origin", but are in fact effects of institutions, practices and discourses. Her argument is presented in 3 sections, corresponding to 3 different discursive domains.

I. The Body Politics of Julia Kristeva

•Kristeva engages Lacan in her ideas and “the Symbolic becomes possible by repudiating the primary relationship to the maternal body” and this language “structures the world by suppressing multiple meanings” (101)
•the only way to break free is through acts of poesis—“poetry and maternity [which] represent privileged practices within paternally sanctioned culture which permit a nonpsychotic experience of that heterogeneity” (109)
•Butler’s problem with Kristeva is that K. posits lesbianism  as “a regressive libidinal state” (111) and that she structures freedom “through the paternal law, it cannot defy the incest taboo altogether, but must remain within the most fragile regions of the Symbolic” (109)

•Butler argues that “It follows that either (a) drives and their representations are coextensive or (b) representations preexist the drives themselves”; “the maternal body is not only the locus of multiple drives, but the bearer of biological teleology” (113)

•K. considers the maternal “to be prior to signification itself; hence it becomes impossible  within her framework to consider the maternal itself as signification, open to cultural variability” (116)

•for K. the conception of paternal law is always prohibitive never generative (118)

II. Foucault, Herculine, and the Politics of Sexual Discontinuity

•“Foucault argues that the univocal construct of ‘sex’ (one is one’s sex and, therefore, not the other) is (a) produced in the service of the social regulation and control of sexuality and (b) conceals and artificially unifies a variety of disparate and unrelated sexual functions and then (c) postures within discourse as a cause, an interior essence which both produces and renders intelligible all manner of sensation, pleasure, and desire as sex-specific” (120-1) i.e. sex is effect rather than origin
•when he edited the journals of Herculine Barbin, a 19th century French hermaphrodite, “he predicts the disappearance of ‘sex’ results in a happy dispersal of these various functions, meanings, organs, somatic and physiological processes as well as a proliferation of pleasures outside of the framework of intelligibility enforced by univocal sexes within a binary relation” (122-3) BUT this hermaphrodite killed his/herself when, after growing up as a “girl” s/he was forced to become a man after medical examination and being caught in a “lesbian” relationship

•Butler argues “Whether ‘before’ [prior to] the law as a multiplicitous sexuality or ‘outside’ the law as an unnatural transgression, those positionings are invariably ‘inside’ a discourse which produces sexuality and then conceals that production through a configuring of a courageous and rebellious sexuality ‘outside’ of the text itself” (126)

•“we confront a fatal ambivalence produced by the prohibitive law” in Herculine’s suicide (127)
•“Herculine can be understood to be constantly falling into the opposition between negative and positive narcissism” (133)

III. Monique Wittig: Bodily Disintegration and Fictive Sex

• Simone de Beauvoir thinks of gender “as a kind of becoming or activity . . . an incessant and repeated action of some sort” but Wittig takes issue even with this fluidity and thinks (according to Butler) “there is no reason to divide up human bodies into male and female sexes except that such a division suits the economic needs of heterosexuality and lends a naturalistic gloss to [it]” (143)

•Wittig thinks that “the category of ‘sex’ is itself a gendered category” (143) and “She refuses to take part in this signifying system . . . the political task she formulates is to overthrow the entire discourse on sex, indeed to overthrow the very grammar that institutes ‘gender’—or ‘fictive sex’—as an essential attribute of humans and objects” (she’s French) (145)

•Butler says “Wittig’s own language enacts an alternative disfiguring and refiguring of bodies” (159) “For Wittig, the political challenge is to seize language as the means of representation and production, to treat it as an instrument that invariably constructs the field of bodies and that ought to be used to deconstruct and reconstruct the oppressive categories of sex” (160)

•Butler wonders whether the chaotic body can be reconstituted, and, in the end, there is no “transcendence of the binary. Instead it is an internal subversion in which the binary is both presupposed and proliferated to the point where it no longer makes sense” (161)

IV. Bodily Inscriptions, Performative Subversions

• “Mary Douglas’s Purity and Danger suggests that the very contours of ‘the body’ are established through markings that seek to establish specific codes of cultural coherence” (166)

•Frederic Jameson in “Postmodernism and Consumer Society” says (according to Butler) that “the imitation that mocks the notion of an original is characteristic of pastiche rather than parody” and “pastiche is blank parody” [direct quote from J.] (176)

•Butler thinks of the body not as “being” but a “variable boundary”, “a surface whose permeability is politically regulated, a signifying practice within a cultural hierarchy” (177)
Cribbed from the Web:

•There is no ontological status for the gendered body, no inner truth of gender. This is an illusion written on the body.

•Drag inverts the categories of inside/outside and displaces the 'normal' especially anatomy, gender identity and gender performance.

• Through parody (laughter), drag makes gender-identity fluid, open and mobile. 

• Gender is not some inner truth but the presence of received meanings. No one can embody the ideal gender constructions. 

• The body is not a static thing but a variable boundary surface. Heterosexuality allows for permissible permeability (only open for certain possibilities) 

• Gender is not fixed but 'corporeal style' (with punishable consequences) 

• Acts produce gender that turns gestures into sedimentation (settled meaning) 

• Repetition of acts (across time) re-experience meaning and produce the gendered subject 

• Parody is demonstrates the failure to repeat gender sedimentation/fixity

From Parody to Politics 

Resisting that model of stability with heterosexuality as its origin, Butler argues that there is no preexisting identity (inside) only incredible (unbelievable) genders. Debunking of stable sexes, genders and sexualities develops out of a reworking of the post-structuralist figuring of identity as a constellation of multiple and unstable positions. Our identities, gendered and otherwise, do not express some authentic inner "core" self but are the dramatic effect of our performances. Gender is an identity without an essence. Queer is an identity under construction, a site of permanent becoming.

Gilbert and Gubar (1936- & 1944-)
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from Infection in the Sentence:





Theory Week 11: Feminist Lit.Crit.
The Woman Writer and the Anxiety of Authorship (1979)

(itself from The Madwoman in the Attic: The Woman Writer and the Nineteenth-Century Literary Imagination)

First question: “What does it mean to be a woman writer in a culture whose fundamental definitions of literary authority are…both overtly and covertly patriarchal?”

Women were denied the economic, social, and psychological statues essential to creativity, denied the right, skill, and education, limited to writing in lesser genres: children’s books, letters, diaries. 

But, there’s a tradition of nineteenth-century women writers who found viable ways of circumventing their assigned literary roles.  From Austen to Dickinson, these female artists all dealt with central female experiences from a specifically female perspective, and their work seemed “odd.”  The isolation and oddity stems from their anxiety of authorship in a male literary world.  

These women see the madwoman in the mirror (as creative women are seen as monsters (see Sphinx).  They project their rebellious impulses not into their heroines but into mad or monstrous women, female authors dramatize their own self-division.  They also use a lot of parody (Austen, Bronte’s revision of the Pilgrim’s Progress, and a rethinking of Milton’s Eve).

Chief example: Anne Bronte’s The Tenant of Wildfell Hall.  Helen Graham is an artist who marries a nice man who turns out to be an asshole.  She paints and uses both sides of the canvas, one to present herself, one to hide herself.  Ultimately, she runs away and paints for a living but changes the initials that she signs on her landscapes.

So, her art becomes freeing but also confining.

We see this confinement in the “female Gothic”: captured, fettered, trapped, buried women in parlors, dungeons, haunted garrets, coffin-shaped beds, veils, costumes, mirrors, paintings, strongboxes, and domestic furnishings.  These are often manifested in bulimia/anorexia and agoraphobia/claustrophobia.  Women are forced to choose between the extremes of the parlor or the attic.  Men do this too, but their use is metaphorical and metaphysical and less social and actual.  

The chief example of this confinement is Charlotte Perkins Gilman’s “The Yellow Wallpaper” (1890).  A woman suffering from postpartum psychosis gets locked up in a room by her husband and doctor.  They prohibit her from writing and she gets worse and worse.  There’s all kinds of confinement images in the room and the yellow wallpaper therein: rings, bars, a locked gate.  She feels there are a great many women behind the wallpaper.  
The moral: the cure for the disease of patriarchy is artistic/aesthetic as much as it is spiritual and psychological.

Virginia Woolf (1882-1941)






Jeremy Douglass

"Shakespeare’s Sister" (from A Room of One’s Own 1929)


Theory Week 11: Feminist Lit.Crit.

Abstract:

Very short excerpt from Woolf’s well-known work of feminist theory, it traces the life of an imaginary sister to Shakespeare, showing how her equal talent Is given no material support or social outlet, leading to alienation, madness or death. 

Richter:

Woolf takes her place in the world of literary criticism as both a modernist and a feminist, and as a feminist she is considerably more modern than her dates of birth and death suggest. If the major feminist issues of the 1970s and 1980s were the critique of patriarchal culture and its attitudes towards women, the analysis of female creativity and the tradition of women’s writing, and the analysis of ecriture feminine (as the French termed the special quality of women’s writing) the roots of all three can be found in Woolf’s A Room of One’s Own.

Outline:

· Shakespeare lived a wild, careless life immersed in culture

· …Shakespeare has a brilliant sister

· Who is kept at home

· Struggles to write and read in secret

· Forced into marriage

· Runs away

· Is turned away from acting

· Is taken in, gets pregnant, commits suicide….

· “Genius like Shakespeare’s is not born among labouring, uneducated, servile people”

· Men still deny women basic rights, genius is denied

· Madwomen, witches, etc. are lost novelists and suppressed poets

· ‘Anonymous’ was probably a woman

· To survive under social pressures is almost impossible

· To not have one’s writings twisted and deformed by the process of survival is impossible

· Women favor anonymity, male pen names

· Work’s of genius are difficult for men when the world is indifferent – impossible for women when the world is contemptuous.

Laura Mulvey
(1941-)







John Gamber

"Visual Pleasure and Narrative Cinema" (1973, p. 1975)


Theory Week 11: Feminist Lit.Crit.

I. Introduction

a. A Political Use of Psychoanalysis

i. "The fascination of film is reinforced by pre-existing patterns of fascination already at work within the individual subject and the social formation that have moulded him" (1445).

ii. "Psychoanalysis is a weapon demonstrating the way the unconscious of patriarchal society has structured film form" (1445).

iii. Woman becomes defined as the binary opposite of male (phallic) presence, namely lack.  She fills this lack with giving birth and the newborn stands in for phallic presence, filling her.  She is the "bearer, not maker, of meaning" (1445).

iv. Knowing this we can get "nearer to the roots of our oppression [closer to] an articulation of the problem" (1445).

b. Destruction of Pleasure as a Radical Weapon

i. "Technological advances (16mm and so on) have changed the economic conditions of cinematic production" (See Benjamin) (1446).

II. Pleasure in looking/fascination with the human form

a. Scopophilia (Pleasure in looking)

i. Cinema is "a hermetically sealed world which unwinds magically, indifferent to the presence of the audience…playing on their voyeuristic fantasy" (1447).

b. This has a narcissistic aspect because we see ourselves in the protagonist.

i. This relates to Lacan's mirror stage, in which children "imagine their mirror image to be more complete, more perfect than they experience in their own body" (1447).

ii. We see ourselves (identify) as ourselves as well as the image on the screen.

c. Combining A and B.

i. This is a paradox in the "the look, pleasurable in form, can be threatening in content, and it is woman as representation/image that crystallizes this paradox" (1448).

III. Woman as image, man as bearer of the look

a. Film combines narrative and spectacle

i. Woman functions on two levels 1) erotic object for the characters and 2) erotic object for the spectator

b. This division controls narrative structure

i. Man must be active, advancing story, realistic, existing within "renaissance space" ("flowing movements compatible with the human eye" (1453); woman must be passive, subject of gaze, interruption, two-dimensional

c. Woman is a threat

i. Castration anxiety
ii. Can be escaped by re-enactment of the original trauma, punishment of the woman by a powerful man (sadism-which requires a narrative in linear time) or fetishizing the woman (making her a "star", which can exist ouside the linear and is satisfying in and of itself)

d. Sternberg vs. Hitchcock

i. Sternberg
1. Pictorial space enclosed by the frame is paramount.  Produces the fetish, one-dimensional screen, cyclical time, misunderstanding, not conflict

2. The powerful look of the male protagonist…is broken in favour of the image in direct erotic rapport with the spectator" (1450).

ii. Hitchcock
1. Narrative is combined with pictorial; voyeuristic combined with fetishistic

2. Dominant (powerful, punishing) male (patriarchal superego) sees what audience sees; audience becomes "complicit, caught in the moral ambiguity of looking" (1452).

IV. Summary

a. "The first blow against the monolithic accumulation of traditional film conventions… is to free the look of the camera into its materiality in time and space and the look of the audience into dialectics and passionate detachment" (1453).

i. This will destroy "the satisfaction, pleasure and privilege of the 'invisible guest,' and highlight the way film has depended on voyeuristic active/passive mechanisms" (1453).

Hélène Cixous (1937-)
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“The Laugh of Medusa” (1975)

 
          


Theory Week 12: Feminist Lit.Crit.

“I shall speak about women’s writing: about what it will do. Woman must write her self” (1454).

“what I say has at least two sides and two aims: to break up, to destroy, and to foresee the unforeseeable , to project” 

Cixous is heavily invested in the old concept  of women with “ ‘dark’—that dark which people have been trying to make them accept as their attribute” and then  rendering it beautiful, in the same way that the Black Power movement was identifying  black as a source of pride rather than shame. She says:

We are the precious, we the repressed of culture, our lovely mouths gagged with pollen, our winde knocked out of us, we the labyrinths, the ladders, the trampled spaces, the bevies—we are black and we are beautiful (1455-6).
I wished that woman would write and proclaim this unique empire so that other women, unacknowledged sovreigns, might exclaim: I, too, overflow; my desires have invented new desires, my body knows unheard-of songs (1454).

Cixous sees two levels to reclaim: 

“1. Individually. By writing her self, woman will return to the body which has been more that confiscated from her, which has been turned into an uncanny stranger on display—the ailing or dead figure” . . . 2. And act that will also be marked by woman’s seizing the occaison to speak, hence her shattering entry into history, which has always been based on her suppression. To write and thus to forge for herself the antilogos weapon” (1457).

Everything for Cixous is dominated by the male phallus. She sees capitalism, culture, and even cognition (with a psychoanalytic bent)  in terms of the male patriarchy, and she’s pissed about it. Through writing, she sees women breaking “out of the snare of silence” (1457). 

She believes that women need to reclaim song in the “first music from the first voice of love which is alive in every woman” . . . “a woman is never far from ‘mother’ (I mean outside her role functions: the ‘mother as nonname and as a source of goods)” (1458).

She relies on our prodigious libidos to transform “al systems of exchange based on masculine thrift”—yeah baby, get on out there and masturbate! She says that “by sweeping away syntax, breaking that famous thread (just a tiny little thread, they say) which acts for men as a surrogate umbilical cord, assuring them—otherwise they couldn’t come—that the old lady is always right behind them, watching them make phallus, women will go right up to the impossible” (1461).

“For when the Phallic period comes to an end, women will have been either annihilated or borne up to the highest and most violent incandescence” .  . . “And with such force in their fragility” (1461)—lest you think that she is simply transforming us into men.

She then makes a big deal of the double meaning of the word “to fly” in French (voler). It also means “to rob.” 

“They go by, fly the coop, take pleasure in jumbling the order of space, in disorienting it, in changing around the furniture, dislocating things and values, breaking them all up, emptying the structures, and turing propriety upside down” (1462).

She leaves us with a great injunction: “Beware, my friend, of the signifer that would take you back to the authority of a signified!” (1465).

Luce Irigaray (1930-)
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This Sex Which Is Not One (1977)





Theory Week 12: Gender Studies

Irigaray - a disciple of Lacan. (New French Feminism - a separatist feminism.)

1. Female sexuality has been theorized within masculine framework in Western discourse. Dominant phallic economy.

· Freud: "viril" clitoral activity / "feminine" vaginal passivity, only understood in relations to phallic organ ("lack" or "penis envy").

("Woman in this sexual imaginary, is only a complacent facilitator. She may experience vicarious pleasure, but this pleasure is a masochistic prostitution of her body to a desire that is not her own, leaving her dependent.")

2. Women's autoeroticism is different from man's. He needs an instrument to touch himself, but a woman touches herself within herself directly, for her sex is composed of two lips which embrace continually. Thus, within herself she is already two. 

· The prevalence of the gaze <-> woman's pleasure in touch. 

· The one of form, the individual sex, proper name, literal meaning - supersedes, by spreading apart and dividing this touching of two lips. Her sex organ is counted as no sex organ. But her sexuality is plural. Woman has sex organs everywhere. "She" is indefinitely other in herself. 

3. Woman's multiple desire and language (fluid, diffused, incoherent, tactile)

· ("One must listen to her differently to hear an "other meaning" which is constantly in the process of weaving itself, at the same time ceaselessly embracing words and yet casting them off to avoid becoming fixed, immobilized.") What she says is not what she means.

· The distinguishing feature is one of contiguity. They touch (upon). 

- Woman is use/exchange-value for men, a merchandise.

4. The goal is not to reverse the existing order.

From intro)

Irigaray characterizes man and female according to their primary genitalia: men, like phallus, are single, simple, direct; women, like the two lips of vulva, are multiple, indirect. 

From The Johns Hopkins-)

· Irigaray's ultimate goal is not isolation but rather to find a possibility of a nonhierarchical articulation between the sexes. 

· Irigaray explores textual representation of female "fluid" mechanics and of male "solid" mechanics. Suggests reading literary texts as a critique of underlying masculine economy of texts, as a critique of the male underpinning of the very idea of texts.

Eve Sedgewick (1950-)
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From Epistemology of the Closet (1990)




Theory Week 12: Queer Theory

Axiom 6: The Relation of Gay Studies to the Debates on the Literary Canon Is, and Had Best Be, Tortuous.

She begins by pairing Billy Budd and Dorian Gray and reading them as “the lovely boy, the tormented desirer, the deft master of the rules of their discourse; the story in which the lover is murdered by the boy and the boy is himself sacrificed; the deftly magisterial recounting that finally frames, preserves, exploits and desublimates the male bodily image” (1482).

The year is 1891 and Sedgewick begins “for a cross section of the inaugural discourses of modern homo/heterosexuality—in medecine and psychiatry, in language and law, in the crisis of female status, in the career of imperialism” (1482). 

She goes on to talk about attempts to dismember the canon: “the new pluralized mini-canons have largely failed to dislodge the master-canon from its empirical centrality in such institutional practices  as publishing and teaching” . . . but the master –canon “cannot now escape naming itself with every syllable also a particular canon, a canon of master, in this case of men’s mastery, over, and over against, women. Perhaps never again need women—ned, one hopes, anybody—feel greeted by  the Norton Anthology of mostly white men’s Literature with the implied insolent salutation, ‘I’m nobody. Who are you?’” (1483). 

She says that liberal academia still operated on a “don’t  ask, don’t tell policy”  that leads to:

1. The understanding that “Passionate language of same-sex attraction was extremely common during the period under discussion—and therefore must have been completely meaningless.

2. Same sex-genital relations mayb have been perfectly commons . . . but since there was no language about them  they must have been completely meaningless.

3. Attitudes about homosexuality were nintolerant back then, unlike now—so people probably didn’t do anything. Or

4. Prohibitions against homosexuality didn’t exist back than, unlike now—so if people did anything, it was completely meaningless. Or

5. The word ‘homosexuality’ wasn’t coined until 1869—so everyone before then was heterosexual. . . . Or

6. The author under discussion is certified or rumored to have had an attachment to someone of the other sex—so their feeling about people of their own sex must have been completely meaningless. Or . . .

7. There is no actual proff of homosexuality, such as sperm taken from the body of another man or a nude photograph with another woman—so the author my be assumed to have been ardently and exclusively heterosexual. Or (as a last resort)

8. The author or the author’s important attachments may very well have been homosexual—but it would b eprovincial to let so insignificant a fact make any difference at all to our understand of any serious project of life, writing, or thought” (1484-5).

Finally, “To be gay, or to be potentially  classified  as gay—that is to say, to be sexed ro gendered—in this system is to come under the radically overlapping aegises of a unversalizing discourse of acts or bonds and at the same time of a minortizing discourse of kinds of persons.”

Lee Edelman (1953-)
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Theory Week 12: Queer Theory

Kenneth Burke (1897-1973)
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"The Archetypes of Literature" (1951)




Theory Week 13: Archetypes

Often mischaracterized as a New Critic; he is interested in the poem as “a dance of attitudes.”

Conceived of man not as homo sapiens but as homo symbolicus, we are the inventors of the negative, also “goaded by a spirit of hierarchy.”

Man is “rotten with perfection.”

He doesn’t believe that there is such a thing as “pure literature” of the sort that the New Critics wanted to analyze—works of art are “strategies for selecting enemies and allies, for socializing losses, for warding off the evil eye, for purification, propitiation, and desanctification, consolation and vengeance, admonition and exhortation, implicit command or instructions of one sort or another.”

Richter says “Burke’s method of analyzing lit. turns primarily on reducing the text to its scene of conflict, then viewing that conflict as symbolic of other conflicts within other scenes—within the poet’s self, family, or society, including his or her relation with intellectual forebears or poetic rivals.”

He begins with proverbs and says that like proverbs, that lit. is “medicine.”

He characterizes a bunch of proverbs and says “The point of the issue is not to find categories that ‘place’ the proverbs once and for all. What I want is categories that suggest their active nature. Here is no ‘realism for its own sake.’ Here is realism for promise, admonition, solace, vengeance, foretelling, instruction, charting, all for direct bearing that such acts have upon the matter of welfare.”

He likes the word strategy b/c it goes with the dictionary definition in that art “could be considered as designed to organize and command the army of one’s thoughts and images.”

“Realism thus stepped up competitively might be distinguished from the proper sort by the name of ‘naturalism.’ As a way of ‘sizing things up,’ the naturalistic tradition tends to become as inaccurate as the ‘inspirational strategy,’ though at the opposite end of the extreme.”

Uses Madame Bovary as an example that “singles out a pattern of experience that is sufficiently representative of our social structure, that recurs sufficiently often mutates mutandis, for people to “need a word for it” and to adopt an attitude towards it. Each work of art is the addtion fo a word to an informal dictionary.”

This is a variant of Spengler’s notion of the “contemporaneous” which likens situations across history as similarities arise. The strategies for comparison may change at any time.

Simone De Beauvoir (1908-1986)





Elizabeth Freudenthal

“Myths: Of Women in Five Authors,” from The Second Sex (1953)

Theory Week 13: Feminist Lit.Crit.

Abstract:  This tiny excerpt from her foundational feminist book specifies the different ways women are “the Other” in canonical French novels.  Ideal female characters help men fulfill themselves, incarnate most exactly the privileged opposing being.  They subordinate themselves to the more important task of loving/serving/helping the men.  If they don’t, they become monstrous.  Meta-textually, women characters reveal how a male author wants to see himself, the gap “between his world-view and his egotistical dreams” (R 640).

Context:  The Second Sex unites the existentialist philosophy of her (cheating, scummy) partner Sartre with a historical view of the ways women have been subjugated and have internalized that subjugation. Richter summarizes: “a broad and wide-ranging attempt to review and criticize the social and psychological constructions that since the Bronze Age have defined ‘humanity’ in terms of the capacities, ideologies and desires of the male sex, and correspondingly have positions women as protected -- even at times worshipped -- but inferior” (R 635).  In existentialist terms them, man is the One, woman is the Other, whose essential nature is to serve/reflect/mediate transformation for etc. the One.  Though the (existentialist) goal of all people is personal freedom, patriarchy refuses women this freedom.  Revolutionary movements, moreover, never freed women because women do not belong to a unified or unifiable class.  Historical changes to female status occur not through female self-assertion but because men decide what they want women to be.

Details: The most relevant to our lists is her critique of D.H. Lawrence: Lawrence’s women enable the phallus’s life and power. Women are wonderful, but should give up all possibility of personal transcendence to help men rise above themselves.  Lawrence’s bio reveals that his female characters make possible a masculinity he didn’t believe he had; women therefore are responsible for maintaining his shaky hold on his own virility and his male characters’.

By contrast, other authors’ women characters exist to compensate for different kinds of male lacks.  Paul Claudel’s women are a similar vehicle to male transcendence, but Claudel is Catholic and his women allow men to reach god.  Surrealist Andre Breton creates women who bring male fulfillment through peace, harmony, inaction (since masculine action leads to war, and feminine passivity is truer, purer).  Stendhal, nom de plume of Marie-Henri Beyle, has the least offensive female characters, since people of both sexes fulfill themselves through each other.  Woman, however, remains an Other, an equal in every way except the most basic way, in essence still an agent of the man’s fulfillment.  Blatant anti-feminist Henri de Motherlant operates in pretty basic terms: female grossness is a simple opposite to male coolness. 

Criticisms:  We know from Butler, most feminists object to De Beauvoir  because of her almost surface reliance on biology. (She never asserts it directly, but her assumptions, couched as “explanations’ and “historical facts” are explicit.)  Her philosophical a priori, so to speak, is the fact of childbirth, mammalian gestation inside the female body.  Way way back in the Bronze age female subjugation (passivity, chastity) was established along with patrilineal inheritance customs to guarantee genetic inheritance despite the fact little sluts may be lying about who the daddy is. Etc. Everything else follows from there.

Northrop Frye (1912-1991)
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Theory Week 13: Archetypes

Abstract:

Three-part essay situating criticism within the context of the history of science and promoting a program of archetypal analysis in order to establish "the ground plan of a systematic and comprehensive development of criticism." In practice: we first assume the project at hand is structural analysis, then that literature and criticism is coherent as a field, then proceed via induction and deduction to archetypes.

Bio:

Canadian intellectual celebrity and ordained minister turned literary scholar. Wrote over 40 books. Developed Jungian psychology of archetypes (sans belief in collective unconscious, racial memory etc.) into "a grammar of literary symbolism." Richter: Frye "comes close to fleshing out T.S. Eliot's remark that 'the works of literature form an ideal order among themselves.' In this direction, Frye seems to reach out toward the Structuralists, who were just beginning work on the Continent. Nevertheless, what is most original about Frye is the practical use he made of the theories of Jung, which is evident in "The Archetypes of Literature."

Outline:
Part I (Naming the project and assuming coherence)

· Criticism has every characteristic of a science

· Tension in literary study between the object and the context

· Literature is the center of the humanities, flanked by history and philosophy

· "Centrifugal" movement leads one to study literature via conceptual frames from history / philosophy

· Everything becomes nonliterary "background"

· "The history of taste" and the literary "chit-chat… stock exchange" is not criticism

· "Centripetal" movement leads one to study the text structurally, borrowing from history / philosophy but keeping the text at the center

· Antithesis between centrifugal and centripetal can not be resolved by choice, but by synthesis

· "I suggest that what is at present missing from literary criticism is a coordinating principal, a central hypothesis which, like the theory of evolution in biology, will see the phenomena it deals with as parts of a whole. Such a principle, though it would retain the centripetal perspective of structural analysis, would try to give the same perspective to other kinds of criticism too."

· The assumption of total coherence (of criticism) - turns "natural philosophy" into physics

· "Modern sciences have developed in order to their closeness to mathematics."

· Take inductive and deductive steps to map out criticism

Part II: (Induction)

· Aristotelian terminology, reframed:

· Efficient Cause: The author - yet poems are born, not made, and become separate

· Formal Cause: What are genres? Not Platonic, not biological…

· Material Cause: Social conditions (Aristotle would say language) (no Final cause?)

· Backing up into archetype analysis - with each step back we see the bigger picture more clearly

Part III: (Deduction)




Northrop Frye’s “The Archetypes of Literature" Supplement

Context:

Article later expanded into Anatomy of Criticism (1957), an archetypal mapping of all possible form and content:

Modes (five levels of narrative corresponding to stature and freedom of protagonist)


Myth


Legend


High Mimetic


Low Mimetic


Ironic

Symbols (five methods of symbolic interpretation)


Literal (shape of the signifier)


Descriptive (signifier related to signified)


Formal (signifier to other signifiers)


Archetypal (signifier related to ritual significance)


Anagogic (signifier becomes its own symbolic universe)

Myth (24 distinct variants on the monomyth of the quest)


Comedy


Romance


Tragedy


Irony

Genres (schema for locating forms of presentation)


Lyric

Drama

Epos

Fiction (Novel, Romance, Confession, Anatomy)

Erich Auerbach(1892-1957)
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"Odysseus' Scar" (1953)






Theory Week 13: ?

· From Mimesis: The Representation of Reality in Western Literature (1946), a model of pure literary interpretation as opposed to the products of contemporary theory. 

· Two styles that influenced upon the representation of reality in European literature:  

1. Homer
· Externalized description of events and characters (also thoughts and feelings), uniformly illuminated at a definite time and in a definite place, connected together with all events in the foreground (-the absolute local and temporal present), definite meaning, events taking place in leisurely fashion with no suspense, few elements of historical development and of psychological perspective. 

· ex) Odysseus' scar episode - the story of the wound is an independent present. 

2. The Old Testament

· Most descriptions are obscure, the decisive points of the narrative alone are emphasized, time and place are undefined, thoughts and feelings remains unexpressed (suggested by silence and fragmentary speeches), need for interpretation, the whole is full of suspense and directed toward a single goal, fraught with "background", multilayeredness of the characters. 

      Universal-historical claims, individuals shown through historical development.

-     ex) the story of Abraham's sacrifice.

· (Old Testament ranges through all three domains: legend, historical reporting, and 

      interpretative historical theology.)

Henry Louis (Skip) Gates, Jr. (1950-)




John Gamber

"Writing, 'Race,' and the Difference It Makes" (p.1985)


Theory Week 13: Multiculturalism

Opening Question: "Of what import is 'race' as a meaningful category in the study of literature and the shaping of critical theory?"  The traditional answer is "nothing explicitly." But, Gates shows that the concept of race (which is merely a concept and not a real thing) has been examined in terms of literary ability for centuries (important in term of the "canon wars").

I. 

Hippolyte Taine (1828-1893) felt that "'race' was the source of all structures of feeling."  Race became the controlling factor in one's intellectual development.  He reflected the beliefs of the Renaissance and Enlightenment.

Gates catalogues thinkers who have believed in the essentiality of race, and for the most part in the inherent inferiority of Africans: Lincoln, Hegel, Kant, Hume, Jefferson, Bacon.

Now, in the time of New Criticism (dominated by Southerners), race went from meaning everything to meaning nothing (only the text mattered and anyone writing in English was part of the same tradition, and so, part of the same race (see Eliot's Tradition)).

II. 

Race, when thought of as "a meaningful criterion" is dangerous because it is so arbitrary, and always reveals the "latent relations of power and knowledge inherent in popular and academic uses" thereof.

"Language signifies the difference between cultures and their possession of power"; and literacy "could be the most pervasive emblem of capitalist commodity functions." 

III.

Gates points to the example of Phillis Wheatley, a slave of African descent who wrote a book of poetry.  Nobody believed that an African could have written poetry, so she had to get a Boston council of "the most respectable characters" to attest that it was her work.

All this points back to Descartes and his followers who felt/feel that reason is the highest human trait.  Writing becomes the "visible sign of reason."  And, on the ol' Enlightenment Chain of Being (one of Gates' favorite targets) Europeans are placed higher than Africans (indeed, they're the two extremes of the mortal human spectrum).

IV.

To show that they were in fact human (blessed with the faculty of reason) African-Americans began to write (memoirs, slave narratives, etc.) They also used writing to symbolize memory and to create a history, two things many philosophers felt Africans lacked.

V.

These authors create a "chain of black signifiers" but this has served only to "preserve those very cultural differences to be imitated and revised in a separate Western literary tradition, a tradition of black difference."

"We must master, as Derrida wrote, 'how to speak the other's language without renouncing (our) own.'"

The answer is to "analyze the language of contemporary criticism itself" and to understand "the ideological subtext which any critical theory reflects and embodies, and what relation this subtext bears to the production of meaning. No critical theory…escapes the specificity of value and ideology."

John Guillory (1952)
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Cultural Capital: The Problem of Literary Canon Formation (excerpt)
Theory Week 13: Canon Wars

(1993)

Victor Shklovsky (1893-1984)
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Art as Technique (1917)






Theory Week 14: Formalism

Shklovsky was one of the Russian Formalists, a group that existed from 1915 to 1930 when they were stomped out by Stalin and his thought police.  He was also denounced by Trotsky. Because of these political pressures, Shklovsky recanted much of his cultural criticism and focused on film and fiction.

(Other members left Russia.  Roman Jakobson for example left and ended up in Paris where he and Claude Lévi-Strauss helped create the structuralist movement in the 1960s).

Now, when you think Shklovsky think DEFAMILIARIZATION!

Much of this essay is an attack of Alexander Potebnya's ideas "that the things poetry has to express were mystically different from those of prose" (Formalism intro 701).  

Shklovsky believes that "the chief function of art is not to lead us to a knowledge above and beyond the world but to restore our capacity to see a world to which use and habit have blinded us" (701).  

Note: This is an inversion of Samuel Johnson's notion that art "approximates the remote and familiarizes the wonderful."

All of this is dangerous under Soviet Marxism the powers that were felt that the only acceptable genre for their regime was that of Soviet (or possibly Socialist) Realism.  Now, Shklovsky believed that as genres get really popular (as a "literary style" was in Russia at the time), they become too familiar and lose their force.  The audience is fickle, and needs infusions of new forms to remain interested (such as more provincial language or new rhythms that were coming into vogue).  This opposes the Marxist notion that literature simply responds to exterior social and economic change.  Even if there are no such economic changes, the audience will still demand literary changes. 

Shklovsky opposes:

1.
the ideas of an "economy of mental effort"-that poetry is great because it eliminates the unnecessary and so, we don't have to think too much.

2.
that "without imagery there is no art"-this places too much emphasis on poetry, especially imagist poetry.

Here's the crux (it's on page 720, second column, first full paragraph):

The technique of art is to make objects "unfamiliar," to make forms difficult, to increase the difficulty and length of perception because the process of perception is an aesthetic end in itself and must be prolonged.  Art is a way of experiencing the artfulness of an object; the object is not important.

Tolstoy does this the best.  There are also examples of this in "erotic art." (See p. 723)

This also happens in all riddles.

He also agrees with Aristotle in saying that foreign words add wonder to poetry.

Wimsatt and Beardsley (1907-75, 1915-85)
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The Intentional Fallacy (1954) (1946?)




Theory Week 14: Formalism

( The design or intention of the author is neither available nor desirable as a standard for judging the success of a work of literary art.

Discussions on some axiomatic propositions:

1. A poem does not come into existence by accident. …Yet to insist on the designing intellect as a cause of a poem is not to grant the design or intention as a standard by which the critic is to judge the worth of the poet’s performance.

2. One must ask how a critic expects to get an answer to the question about intention. … If the poet succeeded in doing it, then the poem itself shows what he was trying to do.

3. Judging a poem is like judging a pudding or a machine. One demands that it works. …Poetry succeeds because all or most of what is said or implied is relevant; what is irrelevant has been excluded, like lumps from pudding and bugs from machinery. In this respect, poetry differs from practical messages, which are successful if and only if we correctly infer the intention.

4. The meaning of a poem may certainly be a personal one But even a short lyric poem is dramatic, the response of a speaker to a situation (no matter how universalized) We ought to impute the thoughts and attitudes of the poem immediately to the dramatic speaker, and if to the author at all, only by an act of biographical inference. 

5. There is a sense in which an author, by revision, may better achieve his original intention. But it is a very abstract sense. … But it follows that his former concrete intention was not his intention.

( The poem is not the critic’s own and no the author’s; it is detached from the author at the birth and goes about the world beyond his power to intend it or control it. The poem belongs to the public. (It is embodied in language, the possession of the public, and it is about human being, an object of the public knowledge.)

(  The Crocean idealism locates the aesthetic object in the author’s private intuition, and in the historicism. With this departure, a critic may well write an essay in sociology, biography, or other kinds of non-aesthetic history.

( Internal and external evidence for the meaning of a poem: Internal is also public; it is discovered through the semantics and syntax of a poem, through our habitual knowledge of the language, in general through all that makes a language and culture. External is private or idiosyncratic; not a part of the work as a linguistic facts: it consists of revelations about how or why the poet wrote the poem. (* Internal>External, Public>Private, English language>other knowledge)

( The question of “allusiveness” is certainly one where a false judgment is likely to involve the intentional fallacy. Whereas notes tend to seem to justify themselves, as external indexes to the author’s intention, yet they ought to be judged like any other parts of a composition (verbal arrangement special to a particular context). 

Cleanth Brooks (1907-1994)
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Irony as a Principle of Structure (1951)




Theory Week 14: Formalism

Kite metaphor: the tail, that is, the detail, controls the body, that is, the message.
Plant metaphor: "The poem is not a collection of beautiful or 'poetic' images" like a bouquet.  Rather, "the elements…are related to each other…as the blossoms are related to the other parts of a growing plant.  The beauty of the poem is the flowering of the whole plant, and needs the stalk, the leaf, and the hidden roots" (758).

Poems, which are to be read like speeches in a drama, "never contain abstract statements," but should "bear the pressure of the context and have their meaning modified by the context" (759).

Our goal is not to say whether the ideas of the poem are True, only whether they are true within the context of the poem itself.  These ideas are (in keeping with Eliot), to be expressed with "detachment and objectivity" rather than being "carried away with [the poet's] own emotions" (760).

Brooks agrees with I.A. Richards' concept of a "poetry of synthesis" which is "invulnerable to irony" or in which "the stability of a context in which the internal pressures balance and mutually support each other [as in an] arch" (760).  "The part is modified by the pressure of the context."  This is the "ironical."

Brooks goes on to give examples of internal irony, or pressures/juxtapositions, in poems by Shakespeare and Wordsworth.  Wordsworth is ok, but not as good as Donne.  We should not allow "a theory as to how a poem is written [as in Wordsworth/Romantics]…dictate to us how the poem is to read" (763).

Irony is particularly prevalent in modern (read modernist) poetry because of the "breakdown of common symbolism," "the general scepticism [sic] as to universals," and "the depletion and corruption of the very language itself, by advertising and the mass-produced arts of radio, the moving picture, and pulp fiction" (763).  Note here the difference between a modernist approach and a postmodern approach.  

Some have read this as an attempt to get back to a purer (read whiter) language, and as a coping mechanism on the part of a Southern white man (as were most of the New Critics) to deal with "a depressed region that during and after WWII had been undergoing a social and economic revolution, which had displaced traditional values and culture" (Richter 706).

Terry Eagleton notes that NC "was the ideology of an uprooted, defensive intelligentsia who reinvented in literature what they could not find in reality" (Ricther 706).  Moreover, some argue NC is a direct reaction against the Harlem Renaissance, in that it favors an imagist poetic (Eliot, Pound) full of literary (read educated, classical) allusion and an elimination of the self and direct experience.  The New Critics wonder, as did Becket, "what does it matter who is speaking" precisely when "new" voices are being discussed in the academy.  Brooks continues: "We do not ask a poet to bring him poem into line with our personal beliefs-still less to flatter our personal beliefs."  Poetry should be detached, impersonal, and apolitical.

Finally, he returns to the kite metaphor, with internal tension (irony) his focus: "The kite properly loaded, tension maintained along the kite string, rises steadily against the thrust of the wind" (765).

Wolfgang Iser (1926-)
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"The Reading Process: A Phenomenological Approach" (1970?)

Theory Week 14: Reader-response

Outline: (EAF’s numbering, not Iser’s):
I. The phenomenological theory of art describes how a text is virtual, existing on a shifting spectrum between the artist’s work and the reader’s recreation of that work for him or herself.  Meaning is constantly created and re-created in the interaction between the reader and the text.  This happens in “the process of anticipation and retrospection, the consequent unfolding of the text as a living event, and the resultant impressions of life-likeness” (R 966).

II. Anticipation and retrospection are enabled by (Ingarden’s) “intentional sentence correlatives”: Sentences are more like component parts of a larger work.  They constantly create new meanings as they interact with each other.


A. The reader accepts a framework for these intentional correlatives, then builds new meanings for all sentences in a temporal process of reading.  


B. Working forward in time, I.S.C.s set up possible paths to meaning and therefore never fulfill the reader’s expectations (on their own, in “truly literary texts”).


C. Working backward in time, I.S.C.s cause readers to recreate the text they already read.


D. Remember this can be a chunky, clunky process, containing ‘blockage” to our expectations.  Ingarden thinks blockage is bad but Iser thinks he’s too classically bound; rather, blockage makes texts dynamic, forcing readers to be even more creative.  Classical texts engage with “blockage” unconsciously, while modern texts exploit it.


E. Also remember this is why texts seem different every time we read them. Time changes our perceptions while reading, and while recreating the textual/narrative time.  Reading’s like real experience that way.

III. Thus the best literary texts make reading a creative process for readers, allowing us to build living texts for ourselves.  Awwww...  Moreover, reading demands we live in the version of the textual world we create; “indeed, it is only by leaving behind the familiar world of his own experience that the reader can truly participate in the adventure the literary text offers him” (R.960).  This leads to him going off on the power of imagination.  


A. We create the text’s visual world.  This also leads him to decry film adaptations of films, his eg is Tom Jones, because they brutally cancel out the perceptual world the reader co-invents with authors (Fielding.)


B.  We also form the text’s patterns into a larger “gestalt,” built on parts readers select (differently on every reading.)  This can be escapism, but we must take it seriously anyway.


C. Texts demand that readers re-think, remove limitations -- “alien associations” -- they put on texts; hence, reading also consists of balancing alien associations and consistency, deduction and induction, familiarity and distance-- other polar tensions out of which a text emerges.


D. Irony is a common form by which authors take advantage of these polarities.  Since irony consists of explicit oppositions between meaning and statement/text, readers must questions their patterns of meaning-making. Iser’s example is Bloom’s cigar compared to Ulysses’ spear in Ulysses.  Readers get confused about where and how to participate.   

Stanley Fish (1938-)
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“Interpreting the Varorium”






Theory Week 14: Reader-response

(1977, reprinted Is There a Text in This Class)

Abstract:  

Context:  
Details: 

Criticisms:  

Harold Bloom (1930-)







John Gamber

A Meditation upon Priority (1973)

Harold’s big time.  This essay represents his usual shtick.  His idea of “agon” is based on this same “anxiety of influence.”

He’s searching for an “adequate practical criticism” (1028) as a solution to formalism, archetypalism, structuralism, and poststructuralism.

The gist is as follows:  each poet works against and with a precursor, or several precursors, struggling (agon) to come into his own.  Milton had Spencer, Coleridge had Milton (and Wordsworth), Pound had Browning.  Shakespeare doesn’t count in all this ‘cuz he predates it.

He likens this to a “battle between strong equals, father and son as mighty opposites, Laius and Oedipus at the crossroads, […] though some of the fathers are composite figures” (1031).  

He cites Nietzsche and Freud as his two main influences, but he admits that he’s tweaked them a bit.

“Poetic influence, or […] poetic misprision, is necessarily the study or the life-cycle of the poet-as-poet” (1029).

This works in one of six ways (which are arbitrary delineations that blend with one another—all of these are on 1032):

1) Clinamen: poetic misreading or “swerve” away from precursor.

2) Tessera: a poet antithetically “completes” his precursor.

3) Kenosis: a humbling device.

4) Daemonization: a movement toward a personalized “Counter-Sublime.”

5) Askesis: self-purgation leading to a state of solitude.

6) Apophrades: the return of the dead, making the precursor come full circle.

Harold Bloom “A Meditation upon Priority” Supplement

Full handout from previous Titans

Summary:
Bloom “offers a theory of poetry by way of a description of poetic influence, or the story of intrapoetic relationships. One aim of this theory is corrective – to deidealize our accepted accounts of how one poet helps form another. Another aim, also corrective, is to try to provide a poetics that will foster a more adequate practical criticism.” (1028). Thus, “the argument of this book is that strong poets are condemned to just this unwisdom;” that is, poets are doomed to fight against their poetic predecessors on the battlefield of poetry, a fight that may be doomed to fail in light of the brilliance of the precursor-poem (1030). Bloom argues that literary influence is analogous to paternity; that is, “the ‘son’ needs metaphorically to kill or castrate the ‘father’ to make room for his own adult life, and he does this by creatively misreading his predecessor in ways that necessitate his own corrective labors” (1019).

Richter claims that Bloom has “used Freud’s doctrines as an enabling metaphor for building a new theory of literature” (1014).

Misreading:
“A reading – or reading in general – that makes a mistake in perception or interpretation. Since about 1970, Harold Bloom has been arguing that any reading must be imperfect and may be deliberately distorted, so that critics can productively study the dynamics of misprision, misconstruction, misinterpretation, and misreading. Bloom has been particularly interested in how later poets misread their precursors.” (from Holman and Harmon’s A Handbook to Literature, 6th ed.)

Strong poets, ones who are able to escape from under the influence of older, established poets, begin the creative process by misreading other poets (1028). As Bloom claims, “weaker talents idealize; figures of capable imagination appropriate for themselves” (1028).

Although poets are influenced by earlier poets, they remain uneasy about their creative debts (hence “anxiety of influence”): “Every major aesthetic consciousness seems peculiarly more gifted at denying obligations as the hungry generations go on treading one another down” (1029). Yet even denying influence shows the anxiety-principle, a variety of melancholy (1029).

Misprision:
Bloom calls the poetic influence “poetic misprision” – the study of the life-cycle of the poet-as-poets (1029). This life cycle is composed of the six revisionary ratios (1032):

1. Clinamen: poetic misreading.
“A poet swerves away from his precursor, by so reading his precursor’s poem as to execute a clinamen in relation to it.”

2. Tessera: completion and antithesis.
”A poet antithetically ‘completes’ his precursor, by so reading the parent-poem as to retain its terms but to mean them in another sense, as though the precursor had failed to go far enough.”

3. Kenosis: a breaking-device similar to the defense mechanisms our psyches employ against repetition-compulsions, a movement towards discontinuity.

4. Daemonization: movement towards a personal Counter-Sublime, in reaction to the precursor’s Sublime.

5. Askesis: movement of self-purgation which intends the attainment of a state of solitude.

6. Apophrades: return of the dead.
”The later poet, in his own final phase, already burdened by an imaginative solitude that is almost a solipsism, holds his own poem so open again to the precursor’s work that at first we might believe the wheel has come full circle… the uncanny (Freud) effect is that the new poem’s achievement makes it seem to us, not as though the precursor were writing it, but as though the later poet himself had written the precursor’s characteristic work.”

“The modern poet… is the inheritor of a melancholy engendered in the mind of the Enlightenment by its skepticism of its own double heritage of imaginative wealth, from the ancients and from the Renaissance masters” (1029).

Influences on Bloom’s theory of influence: Nietzche and Freud (and Vico) (1029)

Nietzche – “the prophet of the antithetical”

Freud – “his investigations of the mechanisms of defense and their ambivalent functions” are analogous to “the rivisionary ratios that govern intrapoetic relations.”

“Yet, the theory of influence expounded here is un-Nietzschean in its deliberate literalism, and in its Viconian insistence that priority in divination is crucial for every strong poet, lest he dwindle merely into a latecomer.”

Ephebe: A young citizen of poetry, “is already the antinatural or antithetical man, and from his start as a poet he quests for an impossible object, as his precursor quested before him” (1030). “it seems just to assume that poetry in our tradition, when it dies, will be self-slain, murdered by its own past strength.” “That is, as poetry has become more subjective, the shadow cast by the precursors has become more dominant.” (1030)

Shakespeare is the exception: (1030) He “belongs to the giant age before the flood, before the anxiety of influence became central to poetic consciousness” and represents “the absolute absorption of the precursor.”

Poet in a poet: (1031) “That even the strongest poets are subject to influences not poetical is obvious even to me, but again my concern is only with the poet in a poet, or the aboriginal poetic self.”

Priority vs. Authority: (1031) “everything that makes up this book… intends to be part of a unified meditation on the melancholy of the creative mind’s desperate insistence upon priority.”


Priority – “the natural order”


Authority – “the spiritual order”

Peter Brooks (1938-)
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“Freud’s Masterplot”







Theory Week 15: Psychoanalytic

(from Reading for the Plot: Design and Intention in Narrative, 1984)

Peter Brooks Freud’s Masterplot Supplement

Full handout from previous Titans

Richter claims that Brooks has “discovered new ways of using psychoanalytic theory to understand the psychological significance of literary form” (1014). For Brooks, Freud’s notion of “repetition-compulsion [the neurotic form of behavior that substitutes repetition for remembrance when a memory is too distressing for repression to overcome] is the central motif of literature” (1019).

Summary: Brooks uses Freud’s Beyond the Pleasure Principle to construct “a dynamic model which effectively structures ends… against beginnings… in a manner that necessitates the middle as détour, as struggle toward the end under the compulsion of imposed delay, as arabesque in the dilatory space of the text” (1041).

Brooks begins his essay with a discussion of Todorov’s “model of narrative transformation, whereby narrative plot is constituted in the tension of two formal categories, difference and resemblance. Transformation – a change in a predicate term common to the beginning and end – represents a synthesis of difference and resemblance; it is, we might say, the same-but-different” (1033).

Metaphor vs. Metonymy: “the key figure of narrative must in some sense be not metaphor but metonymy: the figure of contiguity and combination, the figure of syntagmatic relations… the slippage of the signified under the signifier” (1034). [Metonymy: the substitution of the name of an object closely associated with a word for the word itself; we speak of the monarch as “the crown.”] For Lacan, desire is “the very motor of narrative, its dynamic principle” (1034); is this true of all psychoanalytic approaches?

Brooks argues, as does Todorov, that “the meanings developed by narrative take time: the time of reading” (1034). Like Barthes, interpretation, especially of proairetic and hermeneutic codes, is determined linearly, in sequence, in one direction. (1034)

The Main Point: “The beginning in fact presupposes the end. The very possibility of meaning plotted through time depends on the anticipated structuring force of the ending: the interminable would be meaningless” (1035). That is, in order for us to understand a work of literature, or anything else I suppose, we need to have an ending that enables us to understand the beginning and the process of arriving at the end.

The importance of Ending as Death: “All narration is obituary in that life acquires definable meaning only at, and through, death” (1035). As in Benjamin, “this death is the very ‘authority’ of narrative: we seek in fictions the knowledge of death, which in our own lives is denied to us” (1036).

Freud’s Beyond the Pleasure Principle as Example: Brooks uses Freud’s Beyond the Pleasure Principle as an example of the “dynamic interrelationship of ends and beginnings, and the kind of processes that constitute the middle” (1036), which then provides “a theory of comprehension of the dynamic of the life-span, its necessary duration and its necessary end, hence, implicitly, a theory of the very narratibility of life (1036).

Repetition as the movement from passivity to mastery: Repetition is important, as it is “initiatory” of narrative. In other words, “narrative always makes the implicit claim to be in a state of repetition, as a going over of ground already covered” (1036). “If repetition is mastery, movement from the passive to the active; and if mastery is an assertion of control over what man must in fact submit to – choice, we might say, of an imposed end – we have already a suggestive comment on the grammar of the plot, where repetition, taking us back again over the same ground, could have to do with the choices of the end” (1037). Narrative, then, creates meaning through repetition.

Repetition’s Connection to the Pleasure Principle: Repetition is a primary event, and thus independent of the pleasure principle (1038). How exactly does this fit in? Brooks describes mental apparatus as “the system ‘perceptual-conscious” and ‘unconscious,’ the role of the outer layer as shield against excitations, and the definition of trauma as the breaching of the shield, producing a flood of stimuli which knocks the pleasure principle out of operation” (1038).

Repetition’s Connection to Death: Based on repetition, Freud then argues that “the aim of all life is death,” which in turn causes Brooks to assert that “what operates in the text through repetition is the death instinct, the drive towards the end. Beyond and under the domination of the pleasure principle is this baseline of the plot, its basic ‘pulsation’ sensible or audible through the repetitions which take us back in the text” (1039). “…the narrative must tend towards its end, seek illumination in its own death” (1039), thus bringing us back to Brooks’ assertion that only things with endings can be understood.

Narrative Subplot: The subplot in the classical novel suggests a different solution to the problems worked out successfully in the main plot, creating a détour. “The desire of the text (the desire of reading) is hence desire for the end, but desire for the end reached only through the at least minimally complicated détour, the intentional deviance, in tension, which is the plot of narrative” (1040).

Lacan, yet again: “This process of subtraction reappears in modified form in the work of Lacan, where it is the difference between need… and demand… that gives as its result desire, which is precisely the driving power, of plot certainly, since desire for Lacan is a metonymy, the forward movement of a signifying chain… it would seem to be because the meanings peculiar to narrative inhere (or, as Lacan would say, “insist”) in the metonymic chain, in the drive of desire toward meaning in time” (1040).

Role of the Plot: “It is the role of fictional plots to impose an end which yet suggests a return, a new beginning: a rereading. A narrative, that is, wants at its end to refer us back to the middle, to the web of the text” (1042). Thus, “desire is the wish for the end, for fulfillment delayed so that we can understand it in relation to origin, and to desire itself” (1043). [example: Scheherezade is the story of stories because it endlessly repeats itself]

“Freud’s model of what a reader engages when he responds to plot. It images that engagement as essentially dynamic, na interaction with a system of energy which the reader activated” (1043). Is this the foundation of reader response”

Brooks’ Conclusion: Psychoanalytic criticism thus becomes “the superimposition of the model of the functioning of the mental apparatus on the functioning of the text” (1044).

Lacan (1901-1981)
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The Agency of the Letter in the Unconscious




Theory Week 15: Psychoanalytic

or Reason Since Freud, (1957)

Abstract: Glibly but accurately encapsulated as Saussure plus Freud, this essay applies poststructuralist linguistics (before Derrida’s 1966 “Structure, Sign and Play...”) to psychoanalysis, describing the ways that “la lettre” pre-exists and forms the consciousness of the subject.  Freud’s Interp. Of Dreams is overtly literary, he argues, and the signifying chain (later elucidated by Derrida) = the “topography of the unconscious”; signification is NOT dialectical (no stable signified), so between metaphor and metonymy is/lies the subject’s experience of the world. The clinical psychoanalytical syptom is, moreover, a metaphor-- hence its power.

Meta-abstract: A. It’s funny.  Also, his style is simpler, one-sentence paragraphs etc., when he describes important aspects of his framework.  Funnier when he’s commenting on the state of psychoanalysis.  B. Lacan wants to transform psychoanalysis and pay attention to female as well as male sexuality, while maintaining the worldwide revolution Freud created.  C. Translation is a major issue with our English translation of his French, incl. His references to Greek and Freud’s German terminologies. D.  His use of diagrams perhaps jibes with his frequent references to scientific practice as separate from psych. and literary studies, but as informing structuralist linguistics in ways he’s conscious of.

Intro:

I.  The Meaning of the Letter:

II. The Letter in the Unconscious:

III.  The Letter, Being, and the Other:

Lacan The Agency of the Letter in the Unconscious Supplement

Full handout from previous Titans

1. Lacan is one of those who privileges speech over writing (those against whom Derrida writes):

· Lacan distinguishes writing from speech: writing relies on text which “leave(s) the reader no other way out than the way in” (1045). He states that in this sense, his lecture is not writing (in fact, he states that he prefers not having something in writing like our article) because he does not want to maintain tight control over the audience’s access to the material, which makes reading him difficult.

· “And how could a psychoanalyst of today not realize that speech is the key to that truth, when his whole experience must find in speech alone its instrument, its context, its material, and even the background noise of its uncertainties” (1046).

2. The Meaning of the Letter

· The whole structure of language (langue) exists beyond speech (parole) in the unconscious.

· The “letter” is the “material support that concrete discourse borrows from language” (1046).

· “language is not to be confused with the various psychical and somatic functions that serve it in the speaking subject – primarily because language and its structure exist prior to the moment at which each subject at a certain point in his mental development makes his entry into it” (1046).

· Rather than considering the cultural conditions of language, he starts with the “scientific” studies in linguistics, primarily Saussure’s. Lacan reworks Saussure’s model into “S/s” (“the signifier over the signified”), whose “thematics” are “suspended… at the primordial position of the signifier as being distinct orders separated initially by a barrier resisting signification” (1047). According to Gallop, we might see the signifier as the letter, the signified as the spirit (1069).

· One implication of this model, Lacan claims, is that “no signification can be sustained other than by reference to another signification: in its extreme form this amount to the proposition that there is no language (langue) in existence for which there is any question of its inability to cover the whole field of the signified, it being an effect of its existence as a language (langue) that it necessarily answers all needs” (1047).

· Lacan questions the privilege of signified over sigifier: “we will fail to pursue the question further as long as we cling to the illusion that the signifier answers to the function of representing the signified, or better, that the signifier has to answer for its existence in the name of any signification whatever” (1048). An example of this priority not working is his famous use of two signifiers, “Ladies” and “Gentlemen,” on bathroom doors to show how the signified is a pure function of the signifier rather than vice versa.

3. The chain of signification, “meaning and metaphor / metonymy:

· “S/s” (The signified “slides” beneath a signifier that “floats”) shows both a hierarchy of signifier over signified and an absolute barrier between the two. This is the absolute barrier between the symbolic (signifier) and the real (signified).

· Signifiers anticipate meaning “by unfolding its dimensions before it.” Meaning “insists” on a (metonymic) chain of signifiers, but meaning does not “consist” of any elements of this chain (105).

· The possibility of meaning in Lacan should be compared to that of Derrida. Whereas in Derrida we get a sense of meaning from the trace or différence, the differing and deferred process of signification, in Lacan a sense of meaning (although like for Derrida there is no absolute meaning) comes from the “insistence” of this displaced chain of signifiers which act like the signified, but in fact have no real reference point – there is merely a path of signifiers. We can never get to the signified (“the real”); we are only in a symbolic realm where language merely consists of signifiers.

· But in addition to this horizontal chain of signification, there is a verticle dimension of substitution. “There is in effect no signifying chain that does not have, as if attached to the punctuation of each of its units, a whole articulation of relevant contexts suspended ‘vertically,’ as it were, from that point” (1050-51). These are potential “metaphors,” substitutions of “one word for another,” which still function in the horizontal (metonymic) chain of signifiers to somehow provide meaning. This is Jakobson’s paradigmatic (metaphoric/verticle associations) vs. syntagmatic (metanymic/horizontal associations), which will translate for Lacan into Freudian condensation (vertical) and displacement (horizontal).

The Letter in the Unconscious

· Starts with Freud’s notion that the “dream is a rebus,” that is it has a linguistic signature that allows us to understand its “significance.”

· The “distortion” or “transposition” in dreams, according to Freud, is “the general precondition for the functioning of the dream,” and “the sliding of the signified under the signifier” (1055).

· “Condensation” is the “structure of the superimposition of the signifiers, which metaphor takes as its field, and… envelops the traditional function proper to poetry” (1055). In dreams, condensation is when several images combine.

· “Displacement” is the “veering off of signification that we see in metonymy, and which from its first appearance in Freud is represented as the most appropriate means used by the unconscious to foil censorship” (1055). In dreams displacement is when significance shifts from one image to a contiguous one. The two distinguished by “consideration of the means of representation” (1055).

· Suggests there has been misunderstanding (“mécconnaissance”) over “the constitutive role of the signifier” in dreams and the unconscious in general, and that essentially “Freud never knew what he was doing,” in that his findings pointed the way toward this relation between language and the unconscious, but Freud moved in that direction only unconsciously (1056).

The “Topography” of the Unconscious

· Lacan writes the metonymic relation as f(S…S’) ~S (-)s, which Richter reads “The function(f) of a chain of signifiers (S…S’) connected with a particular signifier (S) is congruent (~) to the signifier’s relation to the signified (S(-)s). Think of the sense of meaning or significance (S/s) from a perpetual movement between signifiers.

· The metaphoric relation is f(S’/S)S ~ S(+)s, where S’ and S are the substitutable signifiers, and + indicates a crossing of the bar, i.e. the passage of the signifier into the signified. This is why language is generally considered metaphoric in Lacan’s terms, although in our actual use of language, we are really stuck in the realm of signifiers, not signs. Think here of putting image on top of image (or signifier on top of signifier), which parallels the process of putting signifier on top of signified.

The Subject of the Other

· Lacan starts with Descartes’ cogito (“I think therefore I am”) to demonstrate the problem of the “I” being simultaneously subject and object. At any particular instant, the “I” who thinks can only perceive itself as an object, so Lacan rephrases the cogito as “I think where I am not, therefore I am where I do not think.”

· To understand this reformulation, it’s easiest to refer to Eagleton. According to Eagleton, Lacan designates two “I”s, what in linguistics are called the “subject of enunciation” (i.e. the “I” as object, what is spoken about) and the “subject of the enunciating” (i.e. what is speaking):

· [Eagleton quote 169-170]

· Lacan links metaphor to the symptom of some otherwise latent psychic state and metonymy to unconscious desire (in the signifying chain, the movement from signifier to signifier is governed by “desire for something else”).

· Lacan wants to do away with the Freudian notion of an internally resisting ego. Rather, the unconscious should be thought of as being governed by a linguistic structure: “The unconscious is neither primordial nor instinctual; what it knows about the elementary is no more than the elements of the signifier” (1061).
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Theory

Bio: Homi grew up and received his B.A. in Bombay before doing his M.A. and Ph.D. at Christ Church, Oxford. He now teaches at the University of Chicago where little Homies follow him everywhere. Bhabha is all about liminality and new ways of negotiating in-betweeness. He begins his essay with a great quote from Heidegger: “A boundary is not that at which something stops but, as the Greeks recognized, the boundary is that from which something begins presencing.”

Border Lives: The Art of the Present

Bhabha doesn’t like the jargon of the post: “postmodernism, postcolonialism, postfeminism . . .” instead he likes the French “au-delà—here and there, on all sides.”  He sees existing on the boundary as conducive to “the terrain for elaborate strategies of selfhood—singular or communal.” He sees cultural engagement as performative, whether it is antagonistic (race riots in L.A.) or affiliative (Black and Irish feminists banding together in Great Britain after the futwa announced on Salman Rushdie. (1332)

“The present can no longer be simply envisaged as a break or a bonding with the past and the future, no longer a synchronic presence: our proximate self-presence, our public image, comes to be revealed for its discontinuities, its inequalities, its minorities.”

Terms prefixed with “post” are useful, he argues, only in that they gesture to the “beyond” in which the present is “expanded [into] an excentric site of experience and empowerment” where one can “touch the future on its hither side.”

A Heidegger quote illustrates: “Always and ever differently the bridge escorts the lingering and hastening ways of men to and fro, so that they may get to other banks . . . The bridge gathers as a passage that crosses.”  (1334)

He then quotes The Satanic Verses to show how “The Western metropole must confront its postcolonial history, told by its influx of postwar migrants and refugees, as an indigenous or native narrative internal to its national identity.” Mr. “Whisky” Sisodia says: “The trouble with the Engenglish is that their hiss hiss history happened overseas, so they dodo don’t know what it means.” (1335)

Unhomely Lives: The Literature of Recognition

Unhomeliness is “the condition of extra-territorial and cross-cultural initiations. To be unhomed is not to be homeless, nor can the ‘unhomely’ be easily accommodated in that familiar division of the social life in private and public spheres.”  (1338) He plays on the German unheimlich, which is Freud’s word for the uncanny in his use of “unhomely.”

Two texts that Bhabha uses to illustrate for the rest of the essay are Nadine Gordimer’s My Son’s Story in which the heroine, Aila, “makes her diminished domesticity into the perfect cover for gun-running”; and Toni Morrison’s Beloved. (1339)

Aila is representative of the “banal” world where the details of daily living occur, “But it is precisely in these banalities that the unhomely stirs, as the violence of a racialized society falls most enduringly on the details of life: where you can sit, or not; how you can live, or not; what you can learn, or not; who you can love, or not.” (1341)

“The unhomely moment relates the traumatic ambivalences of a personal, psychic history to the wider disjunctions of political existence.” (1340)

And now he gets the heart of what he thinks literature and critics should do:
“If we are seeking a ‘worlding’ of literature, then perhaps it lies in a critical act that attempts to grasp the sleight of hand with which literature conjures with historical specificity, using the medium of psychic uncertainty, aesthetic distancing, or the obscure signs of the spirity-world, the sublime and the subliminal. . . . the social world [is] a moment when something is beyond control, but it is not beyond accommodation.”

“For the critic must attempt to fully realize, and take responsibility for, the unspoken, unrepresented pasts that haunt the historical present.”

Looking for the Join

Benjamin reminds us “ambiguity is the figurative appearance of the dialectic at a standstill.” This “disrupted dialectic of modernity” is reinforced in the texts he looks at but he names the section and appropriates from Beloved:

My face is coming

I have to have it
I am looking for the join
I am loving my face so much
I want to join
I am loving my face so much
my dark face is close to me
I  want to join.

Edward Said (1935-)







John Gamber

From the Introduction to Orientalism (1978)

The basic idea here is that the concept of the “orient” is a western construction which has little to do with the actual cultures of the orient, but is a fabrication that suggests, forms, and is formed by European power systems.  This construction creates a binary opposition between the West and the East which is always already one of unequal power relationships (see Derrida).
“The phenomenon of Orientalism […] deals principally, not with correspondence between Orientalism and Orient, but with the internal consistency of Orientalism and its ideas about the Orient […] despite and beyond any correspondence, or lack thereof, with a ‘real’ Orient” (1279).

Like Foucault’s work, Said’s deals with the “configurations of power” (1279) that relate to the construction of the Orient in the Occidental mind.  “The relationship between Occident and Orient is a relationship of power, or domination, of varying degrees of a complex hegemony” (1279).  However, “unlike Michel Foucault […] I do believe in the determining imprint of individual writers upon the […] collective body of texts” (1291).

This construction is powerful and cannot be dismissed simply by saying that certain representations of the orient are flawed, wrong, or racist.  It ain’t that easy.

Said uses Gramsci’s distinction between “civil and political society” (1280).  The political are state institutions (military, police, bureaucracy) the civil are “voluntary” or “non-coercive” institutions (families, unions, schools).  I don’t buy the distinction, by the way.  Anyway, Orientalism comes from both, and benefits both.  Since it comes from the civil realm, it fulfils Gramsci’s definition of hegemony.  

We must see “Orientalism as a kind of willed human work—not of mere unconditioned ratiocination—in all its historical complexity, detail, and worth without at the same time losing sight of the alliance between cultural work, political tendencies, the state, and the specific realities of domination” (1286).

Anyway, the 18th century saw the real rise in Orientalism as a product of British and French colonialism, and this continued after WWII with U.S. imperialism.  Said focuses on these 3 national forces, though he recognizes that the Germans played a big role (not so much in the colonization but with the interpretation of the discourses about the orient).  He also treats the Muslim and Arab Orient to the (self-aware) exclusion of East Asia.

Said then lays out his methodology: basically he will study various kinds of texts (“scholarly works […], works of literature, political tracts, journalistic texts, travel books, religious and philological studies” (1290-91)) for their “style, figures of speech, setting, narrative devices, historical and social circumstances” (1289).  Furthermore, he intends this study for “literary scholars,” “students of the Orient,” “the general reader,” and “readers in the so-called Third World” (1291-92).

Stephen Greenblatt (1943-)






Elizabeth Freudenthal

Introduction to The Power of Forms in the English Renaissance (pub. 1982)

Crucial context: Renaissance slammer Greenblatt is the daddy of New Historicism.  This piece is the introduction a special issue of Genre, titled above.  In it he introduces the term “new historicism” to describe the critical method employed by the articles in the journal, and loosely bvy Greenblatt himself and his buddies (like Richard Helgerson): they operate at a nexus of literary and historical research.  [Why this 3 page piece instead of actual Greenblatt scholarship, such as his famous pieces from Renaissance Self Fashioning? My guess is because all you really need to know about new historicism is laid out here, but perhaps NH as a literary method is ghettoized kind of like gender critique.  Greenblatt gets fewer pages than Woolf.]

Summary:

Richard II was performed in 1601 the day before a failed uprising against Queen Elizabeth.  The play was lesser-known, performed only once long before, and no one knew who paid for it.  Despite her patronage and general pro-theater sentiments, Q.E. blamed the play for inciting rebellion, despite the play’s vilification of traitorous rebels.  She publicly claimed she was Richard II, and the mysterious sponsors of the play knew that.  

Greenblatt’s point: there is a big gap between new critical readings of the play and its reception by the historical figures of its time. 

Previous historical literary critics sought monoligical, organic historical explanations of literary texts.  But Q.E.’s response to Richard II shows this is impossible.  

Meanwhile, formalist literary interpretations have already been shown to leave out far too much.  New Historicism will combine literary and historical methodology while eroding the firm ground both fields had enjoyed before WWII (yeah, he says it.) 

“This new historicism” 

1. Questions its own methodologies as well as previous ones, examining the context of all relevant scholarship as well as the texts themselves

2. Seeks no stable truth but rather “is more open to such works as fields of force, places of dissension and shifting interests, occasions for the jostling of orthodox and subversive impulses” (R 1295).

So take Foucault’s historical methodology, mix it with a post-structuralist conception of literary studies, add a pinch of the white patriarchy’s concerns with the Renaissance for flavor, and you get New Historicism.

Clifford Geertz (b.1926)






Jeremy Douglass

Deep Play: Notes on the Balinese Cockfight
()



Theory

Bio: See Richter

Outline: (by sections)

The Raid

Anthropologists had not yet “become human,” were ignored in a particular Balinse fashion and were activated into social life by the even of the raid. Goes to Geertz’s general assertion that anthropologists must interact (not just observe) to do their work.

Of Cocks and Men

Linguistic / psychological reading of the cock(bird) / cock(penis) identification, and its roots in figurative language and cultural history

The Fight


Game theory analysis of the cultural conventions surrounding the contest


Economic analysis of the gambling that surrounds the sport

Playing with Fire

· Deep play is play in which the stakes create greater net loss than gain, thus irrational (and according to the economist / political philosophers that discuss it, should be made illegal to save participants from themselves – Geertz disagrees)
· “Money Gambling” vs. “Status Gambling”

· Money is the mechanism through which status comes into play in competition

· Support is expected for kin, kin allies, village vs. outsider, betting rules are set up by social opponents, not outsiders, etc.

· Depth (1271): Corresponds to near-status and high-status individuals, leads to “status” gambling

Feathers, Blood, Crowds and Money


Reading the poetics of the situation

Saying Something of Something

 “social semantics” – what does one learn about such principles from examining culture as an assemblage of texts?

Comparison to Macbeth (Frye) for social education and catharsis – “only a game” and “more than a game” which forms and discovers a facet of the individual and society temperment

Nancy Armstrong (1938-)






John Gamber

Some Call It Fiction: On the Politics of Domesticity (1990)

A welcome article after penis-happy Geertz.  Her writing is clear, so I’ll let her do most of the talking.

“This essay is written in opposition to models of history that confine political practices to activities directly concerned with the marketplace, the official institutions of the state, or else resistance to these” (1317).

“More than that, I regard any model that places personal life in a separate sphere and that grants literature a secondary and passive role in political history as unconsciously sexist” (1317).

Armstrong uses a Foucault-ian method to re-examine the role of the “sexual division of labor” in the educational process in England, especially the role of novels in educating the nation about how to educate.  She’s also heavily and self-consciously influenced by Raymond Williams and Edward Said.  She also cites Marx and Gramsci as founders of the notion of “hegemony” as an important factor in social revolutions: “no political revolution is complete without a cultural revolution” (1320).

If, as Foucault suggests, the Enlightenment is a “revolution in words, which gave writing a new and awesome power over the world of objects as it shaped the individuals who established a relationship with that world through reading,” then we need to pay close attention to what people were reading and who was writing.

She argues that “the modern household rather than the clinic provided the proto-institutional setting where government throughout relentless supervision first appeared” (1323).

“The rhetoric of [domestic] fiction […] laid out a new cultural logic that would eventually become common sense, sensibility, an public opinion.  In this way, female knowledge successfully combated one kind of power, based on title, wealth, and physical force, with another, based on the control of literacy” (1323-24).

“Rules for reading developed along with the national standard curriculum that extended a curriculum originally meant only for girls of the literate classes to young Englishmen and women” (1328).

“Whenever we cast our political lot in the dyadic formation of gender, we place ourselves in a classic double bind, which confines us to alternatives that are not really alternatives at all” (1330).

Jean-Francois Lyotard (1924-)





Elizabeth Freudenthal

The Postmodern Condition: A Report on Knowledge (1979)

Context: Lyotard was living in Algeria (as was Bourdieu) during the Algerian revolution and military occupation and participated in the 1968 student revolts: when he talks about the State, you know he means it.  The Quebec government and the Conseil des Universites requested that Lyotard report on knowledge in the Western World, as his subtitle indicates. Translated into English in 1984.

Abstract: the wham-bam quote of the book: “Simplifying in the extreme, I define postmodernism as incredulity toward metanarratives” (xxiv). He traces initially opposing scientific and narrative knowledges and their metanarratives.  He describes the lack of legitimation of most elements of both due to what’s loosely called society’s computerization, which leaves individuals to exist at continuously varying communication crossroads.  He also does an implicit history of philosophy and history of the university.  Conclusion: If we embrace language games and redefine knowledge as telling little narratives within language games whose rules we understand and manipulate, then we can avoid political and corporate totalitarianism. 

Direct Influences: Marx (overidealist and wrong about the binary society/history but materialist analysis of society is good methodology), Wittgenstein (language games are his idea), Austin (performatives, denotatives, prescriptives, etc. are ways to execute “moves” within language games), Habermas (this book directly, overtly opposes his “crisis in legitimation” book), systems theory (it sucks, reducing human actions to efficiency quantities), communications theory (models the state of the individual and is part of the new “postmodern science”).

Outline -- based on Table of Contents

1. The Field: Knowledge in Computerized Societies -- since European reconstruction in the 50’s, the western world has been in transition from “knowledge” to “information” in a complex shift.  Scientific discourse increasingly researches language issues (computer languages, linguistics, info storage, etc.). Computerization affects the theory and practice, research and teaching, of science with digitalization (turning info into yes-or-no bits) as well as simple available jobs, etc. Knowledge is exteriorized and converted into capital, losing its use-value (MARX!).  We will possibly face a shift from State to Corporate world-power and already face a loss of the power of university institutions.

2. The Problem: Legitimation -- What is legitimate knowledge and who decides after the above changes?  “What is true” and “what is just” are more than ever indistinguishable, and what we used to think of as scientific questions are theoretically and practically now government questions. (think of here of things like telecommunications networks as legistlative issues.)  

3. The Method: Language Games -- Wittgenstein’s term allows Lyotard to emphasize the pragmatic aspect of language -- denotative, performative and prescriptive statements (Austin) within a social context.  3 observations about them: their rules do not have inherent legitimation but come from an explicit or implicit contract between players; if there are no rules there is no game and any tiny shift in rules shifts the game; every utterance is a “move” in the game.

4. The Nature of the Social Bond: The Modern Alternative -- (Necessary to analyze before discussing the nature of knowledge a society produces; also necessary to establish the rules of the game within which his book is situated.) Marxist dialectics and traditional historical or newer systems-theory views of one whole society both miss the point: society is more complex than that and dualistic or holistic models treat societies as programmable and reduce the options for radical change: since they have largely been appropriated, “social foundations of the principle of division, or class struggle, was blurred to the point of losing all its radicality” (13).  Also, attempts for change based on these simplifications reproduce the opposing problems. 

5. The Nature of the Social Bond: The Postmodern Perspective -- Ruling class will always be decision makers, but it is now a multilayered, multigeneous class including CEOs, politicians, intellectuals, parties etc. Selves are not much more than players in language games. “One is always located at a post through which various kinds of messages pass” (15).  Social bonds consist of these language game rules.  Machines can’t distinguish rules from messages.  Institutions can, but Lyotard takes a Foucaultian view of institutional power.

6. The Pragmatics of Narrative Knowledge -- The model is folk tales from oral traditions but expands to old-fashioned university humanities knowledge, etc.  Narration legitimates both the teller and the listener as knowers, and legitimates the referent as something worth knowing.  Narration is performative, then, for all participants.  In many ways, narration is (has been) the establishment of social bonds, the definition of a culture, the definition of legitmate knowledge in a culture.  Also, narration consists of all language game statements -- denotative, etc.

7. The Pragmatics of Scientific Knowledge -- Denotation is the only language game, legitimation is the priority.  There are strict rules governing transmission of scientific knowledge, and reception does not qualify the receiver to send that knowledge or even to verify its truth or worth, to assent or dissent.  The referent is not made legitimate by the transmission, but by a separate (previous) process of verification, and that verification process must produce only one referent. The social bond is different -- scientific knowledge and non-scientific society are mutually exclusive.  Scientific community is hierarchical, based on these systems of legitimation of senders, and training of recipients.  Narrative and scientific knowledge have entirely different legitimation criteria and scientific knowers can criticize narrative knowers because their legitimation process is inherent in narrative, not externalized.

8. The Narrative Function and the Legitimation of Knowledge -- Narrative has always validated scientific knowledge-- through state sponsorship, media coverage, etc. This goes back to Plato and shouldn’t surprise us now.  But modern science is different: it no longer turns to god for legitimation but to the process of proof itself.  Scientists revise their own rules -- Kuhn’s paradgims -- to fit their research results (knowledge.)  The “people,” back to social bond, tell legislators what scientific research to conduct (pay for.) 

9. Narratives of the Legitimation of Knowledge -- A. Humanity is the hero of liberty -- science is our right. This de-emphasizes higher education and gives control over all learning to the State. B. The university and science for its own sake, universities will train the nation.  These 2 narratives, like Hegel’s dialectics, conflict in application and in the presumed individual learner-citizen-knower.  Our faith in B. is waning so A. is taking over.  Marxism is no help.

10. Delegitimation -- disorienting upsurge of technology, blossoming of multi-national capitalist prosperity, leading to “performance/efficiency criterion” for knowledge are possible explanations (remember Foucault).  But seeds for it lie in nihilistic 19th century grand narratives -- speculation separate from knowledge (philosophy).  Growth of awareness of language games- type concepts, new emphasis on languages, new languages (computer, sciences etc.) [enter embracing the postmodern:] All add up to a common belief in language-games schema of knowledge. “Many people have lost the nostalgia for the lost narrative” (41). Instead, they know legitimation of their knowledge springs from their own linguistic practice and communicational interaction. “Little narratives.”

11. Research and its Legitimation through Performativity -- Basic scientific method, establishing axioms etc. 20th century science rewrote rules as well as finding knowledge within existing rules. The State has always informed practice though: $$$ <--> legitimation; justice <--> truth. 

12. Education and Its Legitimation through Performativity -- Education and the State combine under schema of unified social system, creating education to train most efficient social system members -- new category of recipients of knowledge -- professional and technical intelligentsia.  Universities produce skills, not ideas. Interdisciplinary studies arose since 1968, as did “teamwork” -- both recreate rules, articulate what had been separate, but ultimately still produce an efficient result: honed performance teams. Professors are like computer memory-banks. 

13. Postmodern Science as the Search for Instabilities -- quantum mechanics are dope: language games rules are implicit in production of knowledge.  Efficiency is impossible. Additionally, Godel’s theorem and thermodynamics emphasize the incompleteness and uncontrollability, discontinuity, indeterminacy etc. of their systems.

14. Legitimation by Parology -- def. ”beyond reason,” unintentionally illogical. Consensus doesn’t work, grand narratives (emancipation, Spirit, class struggle) don’t work, programming the social system doesn’t work.  But “the little narrative (petit récit) remains the quintessential form of imaginative invention, most particularly in science” (60). Parology is not system-controlled innovation (systems theory sucks), but pragmatic moves within language games that change the rules or let local factors determine rules. If computer memory banks are totally public, they will not be an instrument of totalitarian control.  If we acknowledge the inexhaustibility of “moves” we can retain both our search for justice and our search for the unknown.

Appendix: Answering the Question: What is Postmodernism?  Postmodernism is modernism “in its nascent state”: both present the fact that the unpresentable exists (which realism -- which lays “between academism and kitsch” elides.)  Both are an aesthetic of the sublime, without Kant’s (and Longinus’s) reliance on concept beyond form and without (K’s, L’s &) Habermas’s belief in the beautiful.  Modernism highlights the big unpresentable-shaped hole, and form remains as solace, enabling social unity in taste -- nostalgic (half-assed) sublime.  Postmodern aesthetics, rather, put forward the unpresentable in presentation itself, denying itself the solace of good form, consensus of taste, predetermined value judgments.

Pierre Bourdieu ()
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The Market of Symbolic Goods ()

A Glossary of Literary Terms

M. H. Abrams - Seventh Edition (1999)

A quick-reference guide to a Theory Reading List subset of the popular Glossary.

Index of Terms

This index contains entries I considered most directly related to the Theory Reading List. It is both an alternative to the dense Abrams index and a vocabulary list. Author names have been added next to appropriate entries, with ~ indicating the connection is appropriate but not explicitly discussed. Abrams entries can be referenced alphabetically by title, and consist of short essays.

· Aestheticism (Kant, Eliot)

· Affective Fallacy (Wimsatt and Beardsley)

· Ambiguity (Empson)

· Archetypal Criticism (Frye)

· Author and Authorship (Foucault, Horace, Greenblatt)

· Canon of Literature (~Guillary)

· Character and Characterization (Frye)

· Cultural Studies (Barthes, ~Gates)

· Deconstruction (Derrida, de Man)

· Defamiliarization (Shklovsky – see Formalism)

· Dialogic Criticism

· Discourse Analysis

· Dissociation of Sensibility (T.S. Eliot)

· Distance and Involvement (Kant)

· Enlightenment (Kant)

· Epiphany (“inspiration” – Joyce, Shelley, Wordsworth)

· Expressionism

· Feminist Criticism

· Fiction and Truth

· Form and Structure

· Formalism (Shklovsky, Wimsatt and Beardsley, Brooks)

· Genres

· Humanism

· Imagery

· Imitation

· Influence and the Anxiety of Influence (Bloom)

· Intentional Fallacy (Wimsatt and Beardsley)

· Interpretation and Hermeneutics (Gadamer)

· Irony (Brooks)

· Linguistics in Literary Criticism (Saussure)

· Marxist Criticism (Marx, Benjamin, Lukács, Jameson, ~Habermas, Williams)

· Modernism and Postmodernism

· Motif and Theme (Brooks)

· Myth (Frye, ~Barthes)

· Narration, Grammar of

· Narrative and Narratology

· Negative Capability (Keats)

· Neoclassic and Romantic

· New Criticism (Eliot)

· New Historicism (~Bhabba, Foucault, ~Said, ~Greenblatt)

· Objective and Subjective

· Objective Correlative (Eliot)

· Pathetic Fallacy (~Wimsatt and Beardsley)

· Persona, Tone and Voice

· Phenomenology and Criticism

· Plot (Aristotle “mythos”)

· Poetic License

· Postcolonial Studies

· Poststructuralism

· Psychological and Psychoanalytic Criticism (Bloom, Brooks, Lacan, Frued)

· Queer Theory (Sedgwick)

· Reader-Response Criticism (Iser, Fish)

· Reception Theory

· Rhetoric (Aristotle)

· Rhetorical Criticism (Horace)

· Semiotics (Derrida, de Man)

· Speech-Act Theory (Austin)

· Structuralist Criticism (Barthes, Lévi-Strauss)

· Sublime (~Longinus, Wordsworth)

· Symbol

· Tension (Brooks)

· Text and Writing (Écriture)

· Textual criticism

· Touchstone (Arnold)

· Tragedy (Aristotle, Nietzsche)

Index of Authors

This reduced index of authors includes only those from the Theory Reading List.

· Aristotle 63, 109, 123, 173, 268, 321-22 (77, 108, 112, 116, 150, 155, 224, 226, 269, 320, 323-324, 217, 268)

· Arnold 105, 117, 186, (84, 147, 321)

· Auerbach 61, 306

· Bakhtin 63 (62-64, 183, 218, 241)

· Barthes 317 (15-16, 238, 240, 241, 257, 281, 301, 53, 302)

· Beardsley (see Wimsatt)

· Beauvoir 89, 88

· Behn 213

· Benjamin 149-50

· Bloom 104, 124-126, 251, 258

· Brooks, Cleanth 29, 180-81, 122, 170, 202

· Butler 93, 255, 293

· Cixous 92-93, 252

· Coleridge 87, 103, 178 (66, 80, 96, 99, 101, 165, 171, 177-79, 215, 275, 326, 313)

· de Man 59, 240, 313

· Derrida 56, 11, 55-59, 236, 239, 255, 238, 158

· Eliot 29, 106, 137, 159, 165, 180-181, 197, 208, 182 (43, 197, 67, 324, 9, 167, 171, 263, 278, 315)

· Emerson 314, 326-7

· Fish 241, 242, 258-59, 306

· Foucault *255, *15-16, (66, 118, 183, 236, 238, 240, 241, 281)

· Freud 56, 167, 248-51, 258, 330, 246, 248, 250

· Frye  *(13-14, 33, 38, 76-77, 135, 228, 297) 109, 171, 277 (303)

· Gadamer 129-30, (66, 220, 263)

· Geertz 66, 183

· Genette 173, 232, 301

· Gilbert and Gubar 91, 94

· Greenblatt 17, 185-88,

· Gubar (see Gilbert)

· Horace 17, 61, 175, 253, 269 (177, 199, 276, 31)

· Irigaray 93, 252

· Iser 257

· Jameson 151-152

· Johnson 321, 29, 61, 158, 176, 214 (42, 73, 117, 277, 12, 328, 277)

· Kant 330, 3, 68, 309-10, 76

· Keats 74, 174, 177-179 (etc.)

· Lacan 92, 238, 252, 281

· Levi-Strauss 170, 238, 281, 300, 306

· Longinus 51, 308

· Lukacs 149, 288, 78

· Lyotard 243

· Marx 14-149, 167, 188, 289, 148

· Nietzsche 55, 167, 246

· Plato *(171, 328) 108, 112, 116, 136, 255, 308, 223

· Pope *(37-38, 65, 83, 176, 199, 330) 114, 272, 275, 276 (etc.)

· Said 151, 236

· Sartre, 1

· Saussure *(141, 279, 300) 57, 141-42, 238, 252, 279-81

· Sedgwick 255

· Shelley *(81, 272) 177-179, 275, 314 (etc.)

· Shklovsky 102-103

· Sidney *95, 117, 165, 265 (etc.)

· Williams 53, 152, 188

· Wimsatt and Beardsley *(4, 126) 180, 275

· Woolf *88, 255

· Wordsworth 61, 81, 177-79, 215, 318 (etc.)

Authors that don’t appear in Adams:

· Armstrong

· Bhabha

· Brooks, Peter

· Burke

· de Stael

· Edelman

· Gates, Jr.

· Guillory

· Habermas

· Hegel

· Hume

· Mulvey

Timelines of Literary Criticism and Theory

Timeline of Contemporary Formalist Lineage (Alan Liu)

Adapted from class handout for Introduction to Theory.

Date

Europe





U.S.






1920s
Russian Formalism



New Criticism


(Prague school, Neastructuralism)

1930s

1940s
….
(






(
1950s

1960s
Structuralism




dramatistic and symbolic action



(other developments:




(Kenneth Burke)

 Geneva School phenomenology

archetypal theory

 Freudian psychoanalytic theory


(Northrup Frye)

 Frankfurt School Marxism)




(
1970s
Deconstruction


(other developments:



 hermeneutics





(
 Lacanian psychoanalysis

 French feminism

 cultural materialism)


(
(





American Deconstruction

And Poststructuralism

Foucault, Althusser, Bakhtin

British “cultural critique” 

(



(
1980s
French Post-Marxism and


Cultural Criticism

Postmodernism




New Historicism

(Bourdieu, Lyotard, Baudrillard

New Pragmatism

 de Certeau) 



(
(






(
Postmodernism

Including deconstruction, cultural criticism, New Historicism, New Pragmaticsm, New Marxism, feminist theories, theories of minority literature, postcolonial and third-world literary theory.
Disclaimers:

· Various dualisms here (U.S. vs. Europe, formalism vs. “other developments”) are simplifications.

· There is also a strong arrow of influence running from the U.S. to Europe: the pragmatist semiotics that influences such writers as Lyotard.

· Dates are only rough guides, sometimes reflecting period of impact rather than of origin

Timeline of Current Theories of Criticism (M.H. Abrams)

Adapted from M. H. Abrams entry Theories of Criticism, Current.

A Glossary of Literary Terms, Seventh Edition. 320.

This table lists approximate times when various modes became prominent in literary criticism.

1920s
and 
1930s

Russian Formalism

1930s
and
1940s

archetypal criticism

1940s
and
1950s

New Criticism







Phenomenological criticism




1960s

structuralist critcism







modern feminist criticism







stylistics




1970s

theory of the anxiety of influence







deconstruction







discourse analyisis







reader response criticisms







reception theory







speech-act theory




1980s

dialogic criticism







new historicism







cultural studies




1990s

postcolonial studies







queer theory

Timelines Online

For text and author specific timelines, check out the Titanizer Theory Timelines at:

http://english.ucsb.edu/grad/student-pages/jdouglass/reading/theory/timelines.asp

Articles

This section will contain Xeroxes of select critical articles, currently collected in the blue Grimoire binder in the Sankey room.

Cards & Charts

These sections will contain copies of the Titanizer photo cards and list charts. Resources located at:

http://english.ucsb.edu/grad/student-pages/jdouglass/reading/

Themes

This section expands on common themes or key words that tie groups of theorists together across time and discipline.

Money

· Horace – The reward (also fame) for understanding the desires of the audience

· Longinus – Begets greed, extravagence and sloth, corrupting nature and preventing sublime language.

· Marx – Is the “universal equivalent” commodity that enables abstract vs. concrete labor, oppression.

· Woolf – A certain amount per month (plus room) is needed for writing to occur at all.

Poetry

· Plato – Not in the Republic except for hymns to the gods and praise of famous men

· Aristotle – Absolutely, and especially tragically, so long as it is skillful

· Horace – Yes, gain success through understanding the desires of the audience and the living tradition

· Longinus – Best if sublime

· Sydney – Should be defended (from Plato) via Aristotle/Homer, poetry can improve on nature, English poetry has great potential.

· Aphra Behn – Is popular culture, and should be held to not-overstrict, common-sense public standards

· Shelley – Poets are the unacknowledged legislators of the world!

· Pope – Is public, moral, requires great learning and constant checking, and is also the province of critics

· ….

Originality / Tradition

Psychology

63 / 124

