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	A Study Guide to Literary Theory
	
	The study of literature as literature, as one of the arts, is fraught with difficulty.  This is most certainly one of the driving factors behind the rise of cultural studies as a field of scholarship within the modern department of literature in universities.  It appears to simplify the study of literature if we can treat the poem, the short story, or the novel as a cultural artifact and then set out to examine it in this light.  Then the work of literature simply becomes a sign of its times, which it no doubt is, in part, and it can then be studied as an example of a particular unification of social and historical factors which have converged and have come to light in this precise form and content, in this poem, novel, or short story. But by melding the study of literature with the study of culture in this way, we miss something.  The essence of what literature is and does slips from our grasp.  How, then, are we to capture the essence of literature?  What is it, and how does it function?  These are, perhaps, dangerous questions, for in the course of our attempts to answer them we may find that we have modified literature into something else, its true nature having slipped away from us, or that we have fingered and damaged its wings to such an extent that it can no longer fly.
	A trait which is often identifiable in theories which claim to provide answers to these questions is that they reason deductively.  They approach literature from some other field of study and make assumptions about the work of literature based upon preconceived notions derived from their own base of knowledge.  The usual result is that they are rendered only partially correct due to the limited applicability of their approach, or that they only address a part of the essence of literature and its function.  So, for example, when we examine literature through the lense of cultural studies, we have really entered the fields of sociology or history.  We attempt to show the political, economic, or social factors that have given rise to this particular poem; we look outside the poem for cultural evidence which can explain why the poem has come to be what it is, why it has taken on this form, or why it uses these specific images.  This may be of great assistance in understanding the poem itself, but it certainly does not address the complete subject of literature as literature, as one of the arts.  The poem has slipped through our fingers, or we have modified it into an artifact which can be used in the study of culture; the poem has been reduced to the level of a political speech or a report on industrial output or teenage pregnancy.
	Similarly, when we examine the language or style of the poem, we have then entered the field of linguistics.  We approach the poem through its language in the assumption that since the poem makes use of language it can best be understood through an examination of how language functions.  But we err in assuming that the poem is simply the totality of its language.  The language of the work of literature is simply one of its tools, and we have only gained a limited understanding of how the work is produced by examining the tools used in its production.  As a result of this perceived limitation, we decide to undertake research on the human brain.  We look at literature as a product of human psychology and consciousness.  We enter the domain of the psychologist.  But again we are brought up short by the realization that we are not really examining the literary work at all, but are, instead, trying to approach the poem through the field of psychology, assuming that the poem is the outgrowth of a human brain and therefore explicable by means of an understanding of how the consciousness functions in the production of works of art.  Again we are examining tools.  When this fails to grasp the poem in its entirety, we resort to philosophical approaches or structuralist approaches which have their origin in anthropology.  We come to the poem with theories of how humans create structures of meaning in our societies, how sign systems function, how images and symbols are used within the greater whole of human systems which produce meaning.  But again we find that the poem has slipped away from us or that we have modified it into a sign or mere graffiti on the walls showing that we inhabited this particular place and time and thought thus and so.
	Not the least of our difficulties lies in the nature of our analysis itself.  We tend to examine the work of literature in the same way that we would examine a horse or a hammer.  We approach it scientifically, imagining that it is an artifact, or object, or thing like any other thing in our universe, and we undertake to analyse it in the same manner that we would examine any other thing.  We mistake its identity.  A poem is not a thing, or rather, it is both a thing and more than a thing, which is what leads to our difficulties.  We might think of this problem by means of an analogy.  The scientific method is the scientist's means or procedures for the systematic pursuit of new knowledge.  The scientist attempts to understand aspects of our universe by means of this method, formulating problems, collecting data, testing hypotheses.  The goal is new knowledge.  Does the scientist spend much of his or her time in an examination of the scientific method itself, or is he or she more interested in arriving at an understanding of the particular phenomenon under examination?  One aspect of literature may be seen as analogous to the scientific method, though we must realize that its means and goals may differ.  Should we be interested in the examination of literature itself, as a method, or as a procedure leading to new knowledge, or should we be more interested in the phenomena which are examined by literature and the new light literature, as a method, may throw upon them?  Literary theory tends to examine literature itself, as the scientist might examine his or her own scientific method.  It usually treats literature as the object of investigation rather than seeing literature as a means towards the investigation of other aspects of our lives and our universe.  In other words, literary theories tend to sit and look at the telescope rather than looking through the telescope of literature at the galaxies.
	But, of course, literature is also more than just a method for examining the universe, and this is where the analogy breaks down.  We might think of literature, the poem or the novel, as a site, like a temple, where something magical transpires.  Though not all may agree, the poem or story may be seen as something mystical or incantatory, a means by which new creation is brought forth, or a ritual in which the gap separating subject and object, I and Other, is dissolved and a sense of Oneness is achieved.  Mystical approaches to literature also abound, and literary theories which do not, or cannot, address them evince the grave limitations of more scientific approaches to what literature is and how it functions.   
	Needless to say, there are numerous difficulties to be overcome in the examination of works of literature.  Are theoretical approaches necessary to our examination?  Decidedly yes.  All of these approaches are instrumental in arriving at interpretations of what literature is and how it functions, even if no single approach allows us to reach the total essence of the poem.  Theoretical approaches have value if for no other reason than that they demonstrate, in their totality, that the work of literature is something more than the sum of its parts.

	In the following study guide you are presented with reading tasks in order to help you gain an understanding of some of the most prominent theoretical approaches to literature.  These readings are followed by writing tasks which should allow you to reflect and comment upon your reading as a means of solidifying your knowledge and of engaging in a practical form of analytical criticism.  These writing tasks are then followed by brief essays which will provide you with examples of how your own writing might be shaped.  These short essays may also help you to see how the pertinent theoretical approaches can be applied in ways which may be more conducive to the study of literature in that they tend to be more creative than scientific, and that they frequently use the theories under examination as jumping-off points for wider discourse.

Task I
Read Samuel Johnson's essay on Shakespeare and Terry Eagleton's essay from his volume, Literary Theory: An Introduction.
Write a one-page essay examining one of the following points:
1. How does Samuel Johnson judge the value of a work of literature, and how are we to evaluate the quality of modern literature that has not yet developed a following of readers over the course of a century or more?
2. How does Terry Eagleton describe the causes leading to the rise of the study of English in the university and what particular political views have colored the insights in his essay?  Are his views so colored by his political philosophy that we must discount them?

	Samuel Johnson shows how Shakespeare destroyed two of Aristotle's three unities and justifies this by demonstrating that when we go to the theater we do so under no pretense of believing that we are, for example, actually returning to ancient Rome in some time machine and viewing the assassination of Julius Caesar with our own eyes.  We are assuredly aware that this is a drama we see before us, a work of fiction, and that we enter into the action of the play through our imaginations.  Therefore, if the scene should suddenly shift to ancient Athens, or even to modern Rome, we can most certainly make this shift in our heads.  The dramatist is under no obligation to resist leaping from place to place or time to time as long as the change is not so confusing to the viewers that we are no longer able to follow along with the story.
	If this is the case, how much further may the dramatist or writer go and how much further may we accompany him or her in our imaginations?  Shakespeare often plays with ideas of mistaken identity and of the oppositions between truth and falsehood and reality versus the imagination.  What is real and what is only imagined?  Is what is imagined real?
	There are many dreamers in Shakespeare's, A Midsummer Night's Dream.  The two pairs of lovers awaken after a night of chasing each other through a forest inhabited by fairies, a night in which the objects of their affections have been changed rapidly by the misadventures of that prankster Puck, and they are no longer certain what is real and what is a figment of their confused imaginations.  Titania, the queen of the fairies has been dreaming that she is in love with an ass.  Bottom, the weaver, believes he has somehow been transformed into the ass that Titania loves.  These simple craftsmen are under the impression that they are talented actors, and their play, though intended as a tragedy, actually does give comic delight to the noble wedding party.  All of them have lived through experiences that test the borderline between reality and the dream, especially when we consider that we, as viewers, have just seen them transpire on stage in front of our eyes, though admittedly we see them as a fiction until we are directly addressed and brought into the action of the play by Puck in the last act.
	But perhaps we are also brought into the play in the guise of Theseus, the Duke of Athens, the greatest dreamer of all.  Theseus does not believe in all of these wild fairy stories, and when the lovers recount their strange adventures of the night before, it is Theseus, that eternal realist, who states his position in lines like, “Lovers and madmen have such seething brains...,” thus showing us our doubting selves.  And yet, at the play's end, these woodland fairies all come rushing into Theseus's palace to bless the three newly married couples, and Theseus is also blessed though he believes in no such fairy world.  Shakespeare turns the mirror on us in the role of Theseus.  We in the audience are shown that he is the biggest dreamer of all in dogmatically standing on his sense of realism when we have seen the fairies and the lovers' mishaps with our own eyes, and yet he, and we, continue in our belief that they are only figments of the imagination or fictions in a play.  And then Puck comes to send us out into what we deem to be the real world, back to our homes, our schools, our work, our human society that may be just as much a fiction created by our imaginations who endow these things with what we think of as reality.
	Shakespeare takes the audience much further than just the destruction of the unities of time and place.  He proves that a reader might even accompany a writer to the point of admitting to the reality of the merely imagined.  He challenges us to question what we believe we mean when we speak of that which is real.  After all, it is just possible that what we have set up in our minds as real may be just as much a dream, or a myth, as that which we see in the theater.  How much of our own, or our nation's, history is a result of personal or collective dreams and myths?  This is a subject which deserves more attention than we have hitherto given it.

Task II
Read the essays from W. K. Wimsatt's, The Verbal Icon, and M. H. Abrams's, The Mirror and the Lamp.
Write a one-page essay examining one of the following points:
1. What is the intentional fallacy and what are the consequences for our understanding of literature in believing that the author's intentions are of primary importance in our interpretation of literary works?
2. What is the affective fallacy and what are the consequences for our understanding of literature in believing that how the reader is affected by the work of literature is what is of primary importance?
3. How does Abrams trace the development of theoretical approaches to the understanding of the function of literature?  How is our understanding of literature affected by whether we adopt a mimetic, a pragmatic, an expressive, or an objective approach to the study of literature?

	In a short, modern jeremiad of sorts, let us examine how we show ourselves to be children of the Romantics and the expressive theory of literature.  In the evening, after arriving home from school or work, we turn on our computers and check the webpages of our favorite social media site to find that our friends, in our absence, have filled the homepage with photos of their most recent evening out, to include pictures of the pizza they ordered, the beer they drank, the friends they sat with around the table in the pub, and even selfies they took showing them with smiles on their heartily entertained faces.  We find that many of our friends have even included short, written descriptions of their favorite food and sports, and have showed a liking for various CDs, films, books, and artists.  One or two present the recent results of personality tests they have taken online or quizzes they have answered in response to marketing trends or product surveys.  Taken as a whole, this social media homepage proves to be a very expressive place.  But have we ever asked ourselves what the value of this kind of expression is?  Or have we ever bothered to ask if we are really communicating with anyone on a deep, personal level?
	Madonna's song, Express Yourself, may have just been putting a name to what has been an increasing trend in the decades since the 1960s cultural revolutions, namely, the belief in the inherent good to come of expressing ourselves.  Modern musicians, painters, and writers tell us that they are trying to express themselves in their art and that this is something we should value.  Modern rock bands express their political opinions on stage, some even going so far as to break into private settings in order to force us to listen to their political diatribes.  Bookshops are filled with autobiographies by cultural icons who want to tell us about their lives, and poets and writers fill their books with confessional poetry which expresses their opinions on everything from their recent marital breakups to their relationships with their parents, siblings, and pets.  Psychologists inform us that it is unhealthy to keep aggressive or distasteful thoughts and feelings locked up inside of ourselves, and that we should let them out and express them instead of repressing them.  Others explain to us that every expression is valid and should be approved as natural and even necessary, no matter the quality, and as a result our television talent shows are filled with singers, musicians, acrobats, and jugglers who all believe they have something valuable to offer us.  Students are told to express themselves in writing without the instructor offering any evaluation of the quality of their writing whatsoever.  And the internet is filled with the writings of bloggers and journalists around the world, people who believe in the value of expression, but no one asks about the worth of this writing or whether it might just be a waste of our collective time.
	Parents used to counsel their children to keep their mouths closed if they had nothing useful to say.  But such an adage is of little value today, when every expression is now deemed useful, whether personally or to society as a whole.  We have now reached what might be termed an expressive tipping point, when everyone is expressing, no matter the inherent worth, and no one is listening.  How far must we go until this collective expression turns into incoherent babble, a truly barbaric yawp, or something similar to the sounds a toddler makes as it wanders through the house talking to itself.  We might say that at least the toddler is practicing the language, that these garbled sounds and babble will one day work themselves out into real expression in his or her native language.  And then, finally, the child will be qualified to babble in earnest on the collective social media sites of the world.  Isn't it time to begin to tip the scale back again, from expression to valuable silence?

Task III
Read the excerpt from Walter J. Ong's book, Orality and Literacy.
Write a one-page essay examining one of the following points:
1. How can epic poems like The Iliad, The Odyssey, or Beowulf be seen as the outgrowth of mnemonic techniques used by poets in oral cultures?  What, specifically, in these poems appears to have resulted from the oral quality of language?
2.  What do we take for granted in our use of language to which poetry might give new life, color, and power by refreshing in our minds a sense of the origin of language in an oral culture?

	The nature and origin of language can be said to have close ties to the concept of the evolution of human consciousness.  In his writing on Homer's view of man in his book, The Discovery of the Mind, German classical scholar, Bruno Snell, notes that the Greeks were very much employed in the creation of their world through language.  It is as if the two, the world out there in otherness, and the inner world in the mind as conceived in language, interact and reflect upon each other.  Snell points out that the early Greeks had no abstract term for “body” but were only able to identify various parts of the body without labelling the whole as a unit.  The same is true for the idea of “soul” and “sight”.  Snell states that, “it seems, then, as if language aims progressively to express the essence of an act, but is at first unable to comprehend it because it is a function, and as such neither tangibly apparent nor associated with certain unambiguous emotions.  As soon, however, as it is recognized and has received a name, it has come into existence, and the knowledge of its existence quickly becomes common property.”  As human consciousness evolves, in other words, things come into being through language by being named and identified, thereby becoming part of the communal life of a historical people.
	The British classicist and historian of ancient philosophy, F. M. Cornford, in his book, From Religion to Philosophy: A Study of the Origins of Western Speculation, speaks of this same tendency in an ancient historical people as they rise from magic, to religion, and then to philosophy.  In the early stages it is the magicians who have power, who are able to perform representations of nature and thereby control it.  Conford states this power thus:
		To classify things is to name them, and the name of
		a thing, or of a group of things, is its soul; to know
		their names is to have power over their souls.
		Language, that stupendous product of the collective
		mind, is a duplicate, a shadow-soul, of the whole
		structure of reality; it is the most effective and
		comprehensive tool of human power, for nothing,
		whether human or superhuman, is beyond its reach.
		Speech is the Logos, which stands to the universe in
		the same relation as the myth to the ritual action: it
		is a descriptive chart of the whole surface of the real.
This is, in essence, what is meant by a historical people bringing themselves into existence by their ability to name the world around them.  The names have power, the world is created for them and controlled by them through naming.  Philosopher, Owen Barfield, in Poetic Diction: A Study in Meaning, explains this evolution of a people's consciousness by stating that the process depends on two acts, “It is the momentary apprehension of the poetic by the rational, into which the former is for ever transmuting itself – which it is itself for ever in the process of becoming.  This is what I would call pure poetry.”
	It is in this naming that the poet finds himself or herself in a privileged position, for the poet is the singer, the sayer, the giver of names.  The poet is like Orpheus, the legendary pre-Homeric poet, who, by his singing and playing on the lyre, enabled the Argonauts to resist the lure of the Sirens, charmed wild beasts and brought them to himself, and caused trees to grow and rocks to move.  The poet, the authentic speaker in the evolution of human consciousness, is the first to name things in his or her song, thus bringing them into being and establishing them for everyday use by a historical people.  The poet tames the wilderness, the unknown other of the universe.

Task IV
Read the selection from Andrew Bowie's book, Introduction to German Philosophy: From Kant to Habermas, on Kant, Hamann, Herder, Fichte, and Hegel.
Write a one-page essay on one of the following points:
1. How might the concept of the origin of language and literature be said to have been affected by the thought of Hamann, Herder, Kant, and Fichte?
2. How can the Romantic movement be shown to have been affected by Kant's “Copernican Turn,” and by the direction taken by German idealist philosophers?

  	The Romantic movement is often associated with a love for nature and a disgust for the growing industrialization of Europe.  But why were the Romantics drawn to nature?  Why was nature, including the natural man, seen in such a powerful light?  What were the Romantics trying to achieve?  If we can conceive of the world around us as being shaped by structuring factors within our own minds and imaginations, then “the universe wears our colors,” as American Transcendentalist, Ralph Waldo Emerson, wrote.  As we are dependent upon our senses for our knowledge of the world around us, there is no way to know what objectively exists outside of our sensing human body and our structuring human mind.  The universe we know must conform to human expectations, to human ways of sensing and knowing.  All else is shrouded in darkness.
	In addition to this, the Romantics continued to believe in the idea of a God who had created the universe by calling it into existence.  Nature was seen as providing evidence of the Creator, and  a study of the typologies of nature could lead one to a knowledge of God the Creator, just as a signature on a painting, as well as the painting's particular characteristics and brush strokes, would show the features and identity of the painter.  Nature carried God's signature.  By drawing close to nature, by studying it and scouring its features, one could achieve a greater knowledge of, and oneness with, God Himself.
	But if the universe, nature itself, though created by God, is also given structure by the imagination of man, then man is co-creator with God.  In fact, if human consciousness structures or co-creates with God, then nature, the human consciousness, and God are essentially one.  The Romantics were striving to overcome philosophical dualism by showing that the perceiving human subject, the object - nature, and God Himself were united within the consciousness of the poet.  The poem, then, could become the site where this working out of oneness could take place and show forth.  The poet had become, in the words of Percy Bysshe Shelley, the unacknowledged legislator of the world.

Task V
Read the summary of Freudian psychology by Dr. C. George Boeree and Jacques Lacan's essay on the Mirror Stage from his book, Écrits.
Write a one-page essay on one of the following points:
1. How might a work of literature be seen, in Freudian terms, as “regression in the service of the ego”?
2. What is Lacan's “Mirror Stage” in the development of the child, and what effect does the entry of the child into the symbolic world of language have on the human consciousness?

	G. W. F. Hegel viewed the Fall of Adam and Eve as a fall upwards, a fall into consciousness.  In fact, this whole myth may be seen, in developmental terms, as a picture of the primitive human first gaining consciousness (remember that Adam first named the animals) and entering the symbolic world of the conscious use of the mind and of language.  This occurrence in Eden, this fall, may even be a description of what happens on a regular basis to infants as they begin to develop an identity and to put on all of the mental trappings of the symbolic human lifeworld.  In the Biblical account of Adam and Eve, after eating from the Tree of the Knowledge of Good and Evil, after gaining this new consciousness, these first truly human beings recognize that they are naked, though they have lived for countless days, weeks, or months in this state without ever being cognizant of the fact.  They have suddenly realized that they are not the same as the simple beasts who wander through this paradise.  They are expelled from paradise because of their disobedience, but also because God does not want them, having attained this new consciousness, to also eat from the Tree of Life and live forever, which signifies becoming like God Himself.  In other words, a knowledge of death also becomes a part of their consciousness.  They are again set apart from the simple beasts which know nothing of impending death, though they too are certainly mortal.
	What, symbolically, might be made of this Biblical story?  It is difficult to resist seeing it as an account of the consequences which follow from the attainment of consciousness and language by primitive humanity or even the process an infant undergoes as it gains consciousness and individual identity.  The primitive, whether adult or infant, comes to the realization that he has an individual and separate identity.  Rather than wandering the jungle in benighted ignorance in search of food like the other animals, in a state of oneness with his surroundings, he begins to see that he is distinct and different.  The philosopher Fichte would say that his consciousness splits upon itself.  In a sense, this is where he loses paradise, that state of oneness with one's surroundings that the animals have.  He falls into separation.  It is at this point that he begins to vocalise in a meaningful way.  He has realized that in order to bring things more effectively under his physical control, separated and distinct from them as he has become, it is necessary to speak and identify his wants and needs.  He puts on language.  But more powerful than physical control over objects in his environment, he now realizes that he is able to bring the Other under control in his mind.  By means of language he is able to conjure these separate objects in his imagination.  The word becomes a form of magic, an incantation he utters in order to produce images in his brain.  He is now able to reflect on his actions, and his mind is now able to reflect upon its own reflections.  Thought is born.  He engages in word magic.  Through the word, through language, he controls his environment.
	But the tragic aspect to consider in this primitive's loss of paradise is the fact that he is now able to reflect upon his own mortality, to gain some understanding of it.  The word “death” enters his vocabulary.  He can no longer eat from the Tree of Life; unlike the animals, he cannot live in ignorance of his own future end.  This fills him with terror.  It also fills him with desire, the desire to find that which would make him immortal.  He begins painting on the walls of caves, creating works by which he will be remembered.  He builds.  He immortalizes himself in song.  He begets children.  He is overcome with the agony which his mortal condition instills in him.  Religion is created to save him from death.  The arts provide him with a means for keeping things alive, and for keeping himself alive in the minds of others.  He creates the first literature, sings epic songs to himself and his companions, in order to memorialize the events of his life.  His fall from paradise is transformed into a poetry which seeks to restore him, though conscious now, to that paradise where death is finally thwarted.

Task VI
Read Martin Heidegger's Essay, “The Origin of the Work of Art,” from the book of his essays entitled, Poetry, Language, Thought.
Write a one-page essay on one of the following points:
1. How does Heidegger describe the conflict between “earth” and “world”?  How does this conflict bring forth truth in the work of literature?
2. Using Heidegger's concept of the struggle between “earth” and “world”, describe how they may be seen to function in a poem or story with which you are familiar.

	In 1935, Martin Heidegger first delivered a lecture entitled "The Origin of the Work of Art" from the podium in Freiburg, a lecture later published in 1950.  This lecture is an effort, in the late work of Heidegger, to arrive at a theory of being through the means of art, poetry, and the poet by examining the concepts of "world" and "earth" and how the conflict between them creates a space which allows the "thing-in-itself" to come into the fulness of its being, an idea which is an advance on, or represents a break with, the earlier Phenomenological context in which much of Heidegger's thought has its origins.  It is by means of this very conflict that the poet functions as a seer, or sayer, creating the space in which things come into being.  Although Heidegger attempts to relegate the poet, or the artist, to a subsidiary role in the working out of truth in art, poetry and the work of art remain fixed in a state of being still very much dependent upon a perceiving human mind.
	Related to this, in a lecture entitled "What are Poets For?", delivered in 1926, but also first published in 1950, the poet is seen as the singularly endowed human who follows the trace of the withdrawing or absent god, following him into the deep abyss where he has removed himself, and pointing humanity the way to this god.  In Heidegger we have not come so very far from Plato and the Pre-Socratic philosophers' ideas of the role of the poet.  The poet, by means of naming, through language and the work of art, the poem, is seen as creating a space for the truth of being to come into a state of unconcealment.  The poet wrests meaning from the concealed earth, perhaps the place where the god resides in the seemingly unknowable thing-in-itself, and brings it forth into the light of a human world where it can be known.
	In September, 1923, twelve years before Heidegger gave his lecture, "The Origin of the Work of Art", and twenty-seven years before this lecture was first published, American poet Wallace Stevens, in his collection of poetry entitled, Harmonium,  published a poem called "Anecdote of the Jar":

I placed a jar in Tennessee,
And round it was, upon a hill.
It made the slovenly wilderness
Surround that hill.

The wilderness rose up to it,
And sprawled around, no longer wild.
The jar was round upon the ground
And tall and of a port in air.

It took dominion everywhere.
The jar was gray and bare.
It did not give of bird or bush,
Like nothing else in Tennessee.

 	The similarity between Stevens's "Anecdote of the Jar" and Heidegger's description of the function of the work of art is striking.  Heidegger's work of art, like the jar, orders the universe of animate and inanimate things around it.  It brings the elements forth and organizes them, in opposition to, but also in union with, itself.  This poem precedes Derrida by some four decades.  What has informed the poem by Stevens?  Whence this command of the somewhat deconstructionist notion of the jar organizing the wilderness around it, including the bringing of the very air into the port of the jar's apperture?  One would expect the jar to be swallowed up in the dense growth of the wilderness.  But, unexpectedly, it is the jar which "makes the wilderness surround that hill", the jar which "takes dominion".  Stevens has arrived at this point before Heidegger.

Task VII
Read the selection from Terence Hawkes's volume, Structuralism and Semiotics, and Roland Barthes's essay entitled, “The Death of the Author”.
Write a one-page essay on one of the following points:
1. Why are the Russian Formalists called by that name?  What is their special emphasis on form in literature and why is this important?
2. How does Roman Jakobson describe the functions of metonymy and metaphor in works of literature?
3. How is the concept of intertextuality, the way in which texts are comprised of other texts, important to Roland Barthes's argument?

	Shklovsky, Jakobson and their colleagues set out to transform literary criticism by examining the way literary language functions and how it can be said to differ from ordinary language.  They started with the assumption that art was autonomous and sought to separate it, under examination, from what they viewed as extraneous factors, such as its sociological, biographical or psychological antecedents.  The work itself was to be the source of all criticism of the work, and most importantly, the special "literary" language of that work.  Shklovsky spoke of the quality of a work of art that "makes strange" its language in order to disrupt and shock the ordinary, mundane sense of reality, thus leading to a refreshingly new perspective on habitual ways of seeing the world.  While this form of examination may have some redeeming qualities, in particular when analyzing poetry, it leads to an absurd de-humanization of literature and art, and is at a loss when the form under examination is the modern poem or the complex, modern novel.
	Can a work of literature ever be separated from the human world of writers and readers?  If one assumes that a work of art is autonomous, necessitating an analysis that is free from the taint of human influences, one is forced to treat the work as an artifact that has brought itself into existence out of thin air and exists to no useful, human purpose.  The Russian Formalist critic (most probably human) is then reduced to the absurd position of examining a writer's (also human) work for its ability to transform the perceptions of readers (also human) without reference to a single human factor.  What is meant by "making strange"?  Strange to whom?  Made strange by whom?  On what basis?  Such questions are unanswerable without some reference to human psychology, culture, ideology.
	Modern poetry is often in free-verse form and uses an ordinary, modern idiom that is not at all "strange" in a literary sense.  There is often no rhyme, meter or organized rhythm.  What the free-verse poem does is affect human readers by using the very images, metaphors, and human emotions that the Russian Formalists would throw out as useless factors.  This poetry would then slip through the Formalists' critical net, or they would have to pronounce it unliterary.  And though Shklovsky made an attempt to adapt Formalism to the novel, a structural approach that was later taken up by Vladimir Propp in his examination of the folk tale, no amount of examination of the novel's structure based upon the function of its characters can account for works of such psychological, sociological, ideological, and metaphorical depth as those of Henry James, Herman Melville, James Joyce, Fyodor Dostoevsky or Leo Tolstoy.  An examination of literature that refuses to account for the very factors that the Russian Formalists, and even the New Critics and Structuralists after them, deem unimportant is only half of the story of literature, an absurdly de-humanized half.

Task VIII
Read Jacques Derrida's essay, “Structure, Sign, and Play in the Discourse of the Human Sciences” and Gary Gutting's summary of the thought of Derrida from his volume, French Philosophy in the Twentieth Century.
Write a one-page essay on one of the following points:
1. How does Derrida dismantle Structuralism?
2. What is “différance” and what does this concept mean in reference to language and philosophy?
3. How does Derrida make use of the idea of “logocentrism” and what effect does this have on language and literature?

	Western conservatives and religious communities feel more than a little animosity for Jacques Derrida.  He has been labelled a charlatan, an obscurantist, a nihilist, and worse, for several decades.  Though his philosophical ideas have played an important role in many fields of study at the university level and beyond, his death was greeted with some relief and a torrid string of nasty epithets in Western newspapers.  Why have his ideas generated such controversy?  Perhaps the most important factor leading to the opposition he encountered from many groups in the West is that he entered into a project to dismantle the whole of Western thought, an endeavor which sought to show that the treasured foundations of Western philosophy rested not upon immovable bedrock but rather upon shifting sand.  With such a project in mind, it is not difficult to imagine the fierce resistance he would encounter from those with vested interests in keeping the philosophical status quo in place.
	Why conservatives and religious leaders should find their beliefs so challenged in the writings of Jacques Derrida points up the dogmatic, reactionary nature of many of these groups, as well as their failure to understand the significance of his project.  It also reveals an unbending bias in favor of theories of presence and immanence to be found in Western thought as a whole, though many of Derrida's most fundamental concepts have their origin in Western philosophical and theological circles.  His writings also often show a remarkable similarity to the greatest thought of the Christian mystics from St. Augustine and Pseudo-Dionysius the Areopagite, through Meister Eckhart and Jacob Bohme, to Nicholas of Cusa and Giordano Bruno, though similarities to Jewish, Sufi, Hindu, and Zen Buddhist beliefs can also be detected.  That this should challenge so many in the West is proof of the triumph of what can be deemed an unquestioning, mundane, but illusory, realism in our thought.
	Derrida's attack on the logocentrism he found in Western philosophy is at the heart of his project.  But why should conservatives and religious organizations take such offense at this idea?  Have we become such adamant defenders of the power of language for reaching eternal truths?  Must our language, which has already reached such a nadir in expressive force at the end of the twentieth and the beginning of the twenty-first centuries, still be guarded as our last and best hope for reaching a seemingly unattainable paradise?
	Long before Derrida, Christian mystics, like the early 6th century Syrian, Pseudo-Dionysius the Areopagite, the 9th century theologian, John Scotus Eriugena, and the 15th century German cardinal, Nicholas of Cusa, expressed grave doubts that eternal truth, namely God, could be reached by the powers of human reason.  Language could not express what was beyond our finite minds.  In fact, it was thought that, perhaps, only through the via negativa, or apophasis, defining God by negation, could humanity arrive any closer to the idea of the Divinity or an understanding of the universe and Being.  The 16th century Italian philosopher, Giordano Bruno, maintained that humanity could know nothing about the Divine except by “traces”, remote effects that might give fleeting evidence of His substantiality.  God was viewed as being more transcendent than immanent, more removed and unknowable than present and revealed.  But how close, through these mystics, did humanity come to an understanding that God could not be reached by human reason, but only through the intellect, as Nicholas of Cusa would say, or by way of a mystical consciousness.  We see now how powerful this concept of “tracing God into the abyss” and “the trace” would become in the philosophy of Martin Heidegger and Jacques Derrida.  For Derrida, language would become so arbitrary, so subject to infinite regressions of meaning, so susceptible to “the trace” of endless comparisons that would have to be defined and acknowleged, so meaningless, in fact, that the whole of Western philosophy and theological discourse, which had been built up over centuries of biased promotion of ideas of presence, the real, the masculine, the I-ego, that in order to return to a place from which we could start again in the full light of philosophical integrity, the whole edifice would have to be torn down.  It is not surprising, after all, that those with a vested interest in maintaining this edifice would balk at his project.  It would come to be seen as a threat to their very ways of life and livelihood.  Now Dostoevsky's Grand Inquisitor can again wipe his brow with relief.  It was a close call, but Derrida has also left us.

Task IX
Read the excerpt on power from Michel Foucault's volume, The History of Sexuality: An Introduction, Volume I, and the excerpt on the thought of Michel Foucault by Gary Gutting in, French Philosophy in the Twentieth Century.
Write a one-page essay on one of the following points:
1. What might be the effect of ideology on literature?
2. How, in Michel Foucault, can power be seen to come from the bottom up rather than from the top down?

I dare do all that may become a man; Who dares do more is none. (Macbeth 1.7)
	Jürgen Habermas, in an examination of society's development of political systems in order to sustain human life and defend it against the dual threats of hunger and violence, has described one of the greatest paradoxes of power.  He states that "power which removes the fear of violent death, with the removal of the one evil produces another:  the danger of enslavement."  What is meant here by enslavement is the dictatorial exercise of power by a totalitarian political system, for Habermas is engaged in a discourse on the philosophy of politics.  But this argument might be extended to include other forms of power and enslavement.  After all, Michel Foucault has described power as a force that is not something "acquired, seized, or shared, something that one holds on to or allows to slip away; power is exercised from innumerable points, in the interplay of nonegalitarian and mobile relations."  He claims that power does not originate at the top, but rather arises from below and is "immanent" in all societal relations.  Major forms of domination, such as political domination, obtain their force from the fluctuations, divisions, and interplay of power relations below them, from the forces at work in society as a whole.
	Though in a Foucauldian sense power cannot be acquired, such an Olympian view of power is not shared by the majority.  The individual hardly recognizes that his or her position of power is the result of the almost infinite molecular interactions in the social environment.
	Macbeth, though a fictional character, is a fine example.  Shakepeare's play deals with this very question:  how much is Macbeth's rise to power a consequence of his own actions, the result of Lady Macbeth's machinations, the fulfillment of prophecy or fate, or the result of blind luck?  Macbeth himself, until near the end of the play, believes that he has wrested power with his own murderous hand in fulfillment of his destiny.  The individual retains a belief in the ability to attain power single-handedly.
	And what of the attempt to seize power over oneself?  Religious orders of various sorts believe that only through self-control can they tame the passions and win immortality.  Those who are under the sway of an idea may exercise some form of self-control in order to further their personal attainments.  Even dieters are famed for seeking power over their food cravings as a way to reduce fat.  It might be interesting to examine how the search for power over self results in a personal form of enslavement.  
	The faces of power are legion.  What, then, would an individual do, blind to the Foucauldian perception of power as unacquired, to seize power, even power over himself, and what are the effects of this action?  This is one of the points of comparison in the novels Shuttlecock, by Graham Swift, and The Remains of the Day, by Kazuo Ishiguro.  Both novels show that the assumption of power results in a precarious satisfaction with oneself at the expense of an existential loss of familial or personal options which might have brought feelings of greater comfort or worth.

Task X
Read the excerpt on Post-Colonial literature from The Empire Writes Back, by Ashcroft, et al, the essay, “The Laugh of the Medusa,” by Helene Cixous, and Thomas King's essay, “Godzilla vs. Post-Colonial.”
Write a one-page essay on one of the following points:
1. What do “abrogation” and “appropriation” mean and how are they important to Post-Colonial writers?
2. How has post-modern feminism, as exemplified by Cixous, begun to “deconstruct” the old structuralist models of oppositions between masculine and feminine?
3. What is Thomas King's criticism of Post-Colonial Theory?  How might Post-Colonial labels be just another form of colonialism?

Phallocentrism
	The term phallocentrism most probably arose out of Jacques Lacan's psychoanalytical theory which has been heavily influenced by a Saussurean Structuralist linguistic approach to language.  It must be self-evident that all Western discourse is, as M. H. Abrams has declared, "utterly and irredeemably male-engendered, male-constituted, and male-dominated."  It is Lacan who first made the observation that discourse is centered and organized by means of the phallus.  Lacan states clearly that "the phallus is the priviledged signifier of this mark in which the role of Logos is wedded to the advent of desire."  Speaking of a famous painting in the Villa of the Mysteries in Pompeii, Lacan points out that the demon Shame is seen in the painting wielding a phallus like a bar with which he "strikes the signified, marking it as the bastard offspring of its signifying concatenation."  The phallus, through its creation of desire, both in the male and the female, is seen here allocating meanings by striking signifieds.  This, in Lacan's theory, wedded as it is so closely to Freudian concepts of castration and penis envy, is how the child, male and female, grow into the symbolic realm of the voice-of-the-father.  The symbolic linguistic world is dominated by the phallus and the language of the father.
	The difficulty inherent in Lacan's theory is not only his ties to a now largely disproven, or unpopular, Freudian approach to psychology, but also in his reliance on Saussurean and Structuralist concepts of language.  The anti-humanist manipulations of Structuralist theory, a science-like attempt to find codes of human discourse in sets of opposites and negations like male / female, rich / poor, black / white, and in reductions of literary texts to the coded functions of their characters, took no account of the vast array of differences along the linguistic continuum from black to white or in the psychological gender identities between male and female.  As Terry Eagleton has written, Structuralism was reductionist in the extreme and made no allowance for the divergent ways in which human beings lived and constructed meanings.  It is not so easy to reduce language significations to simple differences between male and female, penis and vagina, and fears of castration versus penis envy.  We are here confronted with the question of who creates meaning in language.  It is really a question of free will or determinism.  Are humans free to create their own meanings, to signify in whatever ways they want, or is meaning determined, and limited, by the langue one is born into, or by the Divine Logos where meaning has already been produced?
	Here it appears to be of the utmost importance that modern feminism has moved beyond the Structuralist models of phallocentrism first abstracted and deconstructed from Lacanian thought by writers such as Helene Cixous and Julia Kristeva.  One still hears the strains of this Lacanian Structuralist male - female opposition in Cixous's cry, "Where is the ebullient, infinite woman who, immersed as she was in her naivete, kept in the dark about herself, led into self-disdain by the great arm of parental-conjugal phallocentrism, hasn't been ashamed of her strength?"  But Cixous has already begun to deconstruct these old Structuralist oppositions in her statement that "woman has always functioned "within" the discourse of man, a signifier that has always referred back to the opposite signifier which annihilates its specific energy . . . it is time for her to dislocate this "within", to explode it."  Yet it must be pointed out that Structuralism itself provides for a privileging of first one then the other of its oppositions within a discourse.  To frame one's argument within the constructs of Structuralism is to accept its basic premises.  This is one of the difficulties Deconstructive theories must also face.  Poststructuralist and, especially, Postmodern Feminism does well to seek to remove itself from Structuralist dichotomies altogether.
	Postmodern Feminists have now begun to attend to the diversity of thought and opinion that go to make up the conceptions of "woman" and "feminine".  Susan Watkins has shown how "modernity was characterised by its belief in metanarratives:  accounts of the world which sought to explain a huge variety of phenomena in terms of one overarching and all-inclusive story."  She gives the examples of Christianity, evolution, Freudian psychoanalysis, and Marxism.  Then she claims that "in postmodernity most people no longer believe in the explanatory power of any one of these narratives."  Thus Feminism itself, one of the metanarratives created around the identity of the woman, has come under a questioning and redefining as these once supposedly uniform feminine identities have been shown to diverge in the realms of race, class, and nationality to name but a few.  It is here that phallocentrism, so evocative of the oppositional characterisations of past Feminist metanarratives, may also have to undergo change as Feminists move into a recognition of greater diversity and meaning within themselves and the world around them.

Task XI
Read poet Karl Shapiro's essay entitled, “What Is Not Poetry?,” from the the volume, The Poet's Work, edited by Reginald Gibbons.
Write a one-page essay on the following point:
1. Why is Shapiro skeptical of the value of literary criticism?  How do poets view the world according to Shapiro?
	
	In the opinion of literary critic and professor, Harold Bloom, the Romantic quest has never been completed. The Romantics started with the idea that they would have to pierce through the self-conscious aspect of themselves in order to arrive at the unity with Nature and with God that they sought.  This piercing the self-conscious was to be achieved by means of the imagination.  This is related to Keats's understanding of what he described as "negative capability", a way of negating the self and achieving a state whereby the poet would become simply, as Ralph Waldo Emerson might have said, the seeing, unjudging eye, the channel for the divine that would fill the poet and unify him with the divine in himself and in nature.  But, if Professor Bloom is correct, the Romantics failed.  They found that the effort to rid oneself of the Self was an impossible task.  In the 20th century, with the arrival of Pound, Eliot, and the Moderns, the effort, which had perhaps ended with Yeats and Hart Crane, had come to its final stages.  The powerful influence of Eliot, Pound, and W.C. Williams had effectively demolished Romanticism.  What these Modernist poets did not settle, two world wars and the Nazi concentration camps had finished off.  The Romantic quest was over.  
	But perhaps the Romantics had never really understood the inherent error in their effort.  Perhaps there had never been a duality between the Self and the Body, or between the mind and the phenomenal world.  The two were really one, as Emerson clearly perceived, and as British philosopher and historian of human consciousness, Owen Barfield, has suggested.  The Self was already in union with nature and with the god.  To separate them put one in a false position, a localization effected by what biologist, philosopher, and neuroscientist, Francisco Varela, might call a Cartesian Anxiety, and to believe that any reconciliation of mind and matter was necessary was to start one's quest from an incorrect stance .  Research in human cognition and consciousness, as well as in the world of quantum physics, combined with lessons learned from Eastern philosophies, again show what direction a real Romantic quest might have taken.  In the 21st century it is perhaps from these directions that a new Romantic quest might develop, a quest fulfilling what Professor Bloom, quoting from Giambattista Vico's New Science, has surmised to be the future of humanity in his statement that a new theocratic age would probably follow upon the age of chaos in which we now find ourselves after the democratic age has reached its nadir.
	After all, what has resulted from the scientific materialism and the reductionism of the 20th century is a poetic of supposed realism, a Symbolism that ends by creating the poem as just another thing among things, a Confessional poetic in which the poet resorts to merely "examining his own navel", a Language Poetry in which the poem becomes an obscure wall beyond which the mind of man cannot go, or a poetic of politics and good intentions in which poetry sets out to right the wrongs of society.  But even poets of the Modern and Postmodern schools continued, and continue, to toy with Romantic effects, though ironically, as if afraid of confessing that this is where their true convictions lie.  One has only to witness recent trends in the poetry of A.R. Ammons or John Ashbery to find evidence of this Romantic irony.  Where is a new Romantic poetic to be found?  How is it to overcome the fear that attenuates a re-emphasis of the power of the imagination?  How, after Kant, Hegel, Nietzsche, Marx, the death of humanism in Nazi concentration camps, and the rise of Analytical philosophy, Deconstruction, and Critical Theory, is the poet to find his or her voice once again in order to proclaim the belief in the power of the human imagination, in order to provide for what Wallace Stevens, not without, even here, a great deal of irony, would have called the "supreme fiction" which he believed was the purpose of poetry?  Where is the poet to find evidence enough to confirm his or her belief in the power of the imagination?  How can the 21st century poet undertake, honestly and directly, without a hint of irony, a new Romantic quest?

Task XII
Read the excerpt from Joseph Campbell's volume, The Hero with a Thousand Faces, and the summary of Jungian psychology by Dr. C. George Boeree.
Write a one-page essay on one of the following points:
1. How does Joseph Cambell view the hero's quest as exemplifying basic plot functions in works of literature?
2. How might personas in Jung and myths in Campbell be used to describe the motivations of a writer or the purpose of literature as a whole?

Canst thou by searching find out God? (Job 11:7)
	The French anthropologist, Claude Lévi-Strauss, once said that myth "gives man ... the illusion that he can understand the universe, and that he does understand the universe."  The key word here is "illusion", for Lévi-Strauss states that man's belief is just that - an illusion.  But it is possible that the human invention of myth is merely an attempt to structure the universe, to create order out of chaos.  After all, Lévi-Strauss is willing to admit that there is a basic need for order in the human mind.  He states, "the human mind is only part of the universe, the need (for structure) probably exists because there is some order in the universe and the universe is not chaos."
	But there is something more to myth than a mere ordering of the universe, or as Lévi-Strauss would call it, a precursor to the writing of history.  In the words of Geoffrey Hartman "myth, ritual and art are clearly mediations ... they presuppose a discontinuity, a separation from the presence they seek."  There is a belief, perhaps only wishful thinking, that there is meaning in the universe, that life is not just the result of a haphazard arrangement of molecules and motion.  Humans feel that something exists which transcends day-to-day life, something which is just out of reach, almost perceptible, or something which has been lost, but which may be recovered.  William Wordsworth captures this feeling most movingly when he writes in "Intimations of Immortality", "Our birth is but a sleep and a forgetting / The Soul that rises with us, our life's Star / Hath had elsewhere its setting / And cometh from afar," or also in "The World Is Too Much With Us":		
		The world is too much with us; late and soon,
		Getting and spending, we lay waste our powers:
		Little we see in Nature that is ours;
		We have given our hearts away, a sordid boon!
		The Sea that bares her bosom to the moon;
		The winds that will be howling at all hours,
		And are up-gathered now like sleeping flowers;
		For this, for everything, we are out of tune;
		It moves us not. - Great God!  I'd rather be
		A pagan suckled in a creed outworn;
		So might I, standing on this pleasant lea,
		Have glimpses that would make me less forlorn;
		Have sight of Proteus rising from the sea;
		Or hear old Triton blow his wreathéd horn.
	Human power has been wasted through the daily round of getting and spending, the mundane transactions of the world.  Wordsworth is ready to renounce his position in the civilized world in order to return to the lost world of myth, a place and time when humanity was closer to the world of nature, to the gods, to a faith in the miraculous.  To what lengths would humanity go in order to obtain respite from a world deemed tedious, malevolent, or tinged with sadness?  A desire of such strength could lead men and women to renounce very much, indeed, in order to go in search of meaning in the universe.  One man might withdraw from his family and friends and set out on a quest for significance.  Another might become completely absorbed in a task that has little meaning for those around him.  A woman might resign her status and position in order to paint, write poetry, or study philosophy.  Some men and women might engage in illicit love affairs, romantic adventures, in an effort to escape from the dullness, boredom, or oppression of bad marriages, or like the Jews and infidels in Alexander Pope's, "The Rape of the Lock," who would give up their religious persuasions in order to kiss the "sparkling cross" the beautiful Belinda wears on her white breast, turn Christian for the chance of finding significance in their worship of her lovliness.  Others might retreat into an inner world in a desperate attempt to find their true selves.  All of these activities, these quests, may be considered a search for significance, an attempt to return to the romantic or mythical quality of life.  Thus, humanity enters into the power of myth, for, in opposition to Lévi-Strauss, Joseph Campbell has said that "myth is the secret opening through which the inexhaustible energies of the cosmos pour into the human cultural manifestation."  Humanity yearns to find this secret opening. And perhaps the writing and reading of literature are attempts to cross this divide between the mundane routine of life and the secrets of the cosmos.
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