Introduction to Literary Studies - Lecture 1: What is Literature?

I. The Concept of literature: 

-- the term, ’litera’ comes from Latin meaning letter or writing 

-- as creative writing or imaginative literature (belles lettres) belongs to the creative arts ’reflecting reality in an artistic way through the medium of language’. 

II. The Function of literature

1. Language and Communication:

literary language 

vs. 
scientific language (everyday language)


connotative


denotative 



”Poetic language organizes and tightens the resources of everyday language and sometimes does even violence to them, in an effort to force us into … attention.” (René Wellek)  

Roman Jacobson: ”The addresser sends a message to the addressee. To be operative the message requires a context referred to a […] code fully or at least partially common to the addresser and the addressee […] and contact – a physical channel or psychological connection - needed between the addresser and the addressee.”     

2. Fictionality 

-- all pieces of literature are imaginative: creative and illusory – ’not real’ 

-- Aristotelian ’mimesis’(Greek): imitation (Latin) of external and internal forms of reality can be found. 

-- reality vs. truth value: ”Beauty is truth, truth beauty” (John Keats, ”Ode on a Grecian Urn”)

3. Aesthetic value

-- according to Kant beauty is disinterested: the result of percieving something not as a means but as an end itself, not as useful but as ornamental, not as intrument but as achievement.  

-- aesthetic qualities: abstract representations of the human being and behaviour, e.g. the comic, the sublime, the absurd, the satiric and even the ugly   

-- Aristotelian ’catharsis’ describes the emotive purification of pity and fear effected by tragedy  

-- Horace’s ’dulce et utile’ (sweet and useful) 

III. The literary work of art
”A literary work of art is not a simple object but rather a highly complex organization of a stratified /rétegzett/ character with multiple meanings and relationships.” (Wellek-Warren)

-- not real but ideal object - exists in its reception

IV. Literary genres
-- classification and grouping of literary works on the basis of organization or structure (outer form) and the way of imitation (inner form). 

-- fiction (novel, short story, epic); drama (prose and verse) and poetry  

V. Question of the classic

Lecture 2: Elements of Narrative Fiction I. Kinds of Fiction. Story and Plot 

Question of the classic – Check the definition in Penguin Dictionary of Literary Terms and Literary Theory (ed. by Cuddon, J. A., Penguin, 1991) 

· originally meant the literature of both Greece and Rome

· in broader sense it refers to works of first rank, the canon of literary works  

A. Fiction 

-- comes from Latin fingo meaning ’to form, shape, make, model’ referring to something made up or imagined (see fictional vs. factual)
-- fiction refers to a mental process and the product of this special activity, literary fiction (see fiction vs. novel) 
-- as a term it is used for imaginative works mostly written in prose, therefore the term narrative fiction is recommended

B. Kinds of fiction

-- novel
-- fable: dated back to the time of word-of-mouth (oral) storytelling; with simple structure, moral message e.g. Aesop’s or la Fontaine’s beast fables 

-- tale: similarly of ancient origin; also with simple structure but wonderful events and supernatural elements; two types: folk tales and fairy tales   

-- short story: of modern origin; more realistic; its structure is not so simple; fully described events and characters; two special types: epiphany (megvilágosodás) and story of initiation 

C. Elements of fiction

1/ story and plot; 2/ narrator and point of view; 3/ style and tone; 4/ characters; 5/setting; 

6/ theme

D. Story and plot

action vs. scheme – series of events vs. a compositional whole= artistic arrangement of events (Aristotle in his Poetics used the word mythos translated as ’plot’)  

E. Elements of plot-structure

briefly: rising action – climax – falling action or more thoroughly: 

· exposition: introductory part with a dramatic situation and some conflict 

· complication: with new conflict(s) which make(s) the story move on

· suspense: delay hightening the expectation

· crisis: moment of high tension

· climax: moment of the greatest tension leading towards the --  

· -- conclusion or resolution: outcome of the story

F.  Organization of the events  
 

-- on the basis of causality and on the basis of chronology

-- but besides the linear, chronological order there are other devices used in story telling:  

· in medias res: beginning ’in the middle of things’ and earlier events are told later 

· retrospective technique: story begins with the last and going backwards in time

· flashback: scenes from the past recalled or relived

· foreshadowing: indicating events in the future

-- two other structural devices : -- framing (embedding): introductory and concluding part   

-- summary: in tales and fables the moral message is given in the end

Introduction to Literary Studies – Lecture 3

Elements of Narrative Fiction II. Narration, Point of View and Style. Theme 

I.  Narrator and perspective

-- the narrative voice tells the series of events establishing some connection between them   

-- tha narrator’s point of view means the angle of vision or perspective from which the story is told

II. Types of narrator

A/ Participant narrator: first person; major or minor character (dramatized)


1. observer: a minor character standing a little to one side 


2. innocent or naive: a character who does not understand all parts of the story 


3. unreliable: a character with confused or deluded mind 

B/ Nonparticipant narrator: third person; not a character in the story (undramatized)

1. omniscient or all-knowing: even can see into the characters’ mind; 

editorial (comments) vs. impartial (no judgment) omniscience 

2. narator of limited/selective omniscience: not all-knowing, as he/she sees the events through the eyes of a single – major or minor – character

3. objective narrator: describes the events from outside; ’fly on the wall’ point of view    

Methods related to narration: 

· stream of consciousness: description of thoughts passing through the mind (William James); written in the first person, less organized, often fragmented  

· interior monologue: similar, but more organized

· free indirect speech: mixture of indirect (3rd person p.of v.) and direct (1st p.of v.) speech 

III. Perspective

-- first-person, third person, multiple or shifting point of view

-- ironic point of view: there is a sharp distinction between the narrator’s telling and the (implied) author’s attitude   

IV. Style and tone

-- style means the individual features of a piece of writing as the length and complexitiy of sentences, imagery, devices and diction (= choice of words) 

-- tone refers to the writer’s attitude in the story   

V. Theme 

-- subject vs. theme – what the story is about vs. more abstract, central idea      

-- message: the meaning of a work of art (moral)

-- motif (leitmotif): dominant ideas expressed in repeated images or in a symbol, allegory

Lecture 4

Elements of Narrative Fiction III. Character and Setting. The Novel 

I. Characters: 

A/ concerning the features of a character : flat vs. round character (E. M. Forster) + types 

B/ on the basis of change: static vs. dynamic  

C/ regarding the role of a character: 
hero/heroine or protagonist vs.  

antihero/antiheroine or antagonist 

II. Devices of characterization: 


· by explicit presentation through direct description of a character

· by implicit (indirect) presentation through the characters’ action, speech, name or appearance  

· disappearance of a character

· liberation of a character

III. Setting 

1. Place or locale: 
-- heightens the sense of realism/naturalism;   

-- adds features to characterization

 


-- can have symbolic dimension (”inner space”)

-- evokes atmosphere 

2. Time
-- objective time (clock-time) vs. subjective time (duration) – Henry Bergson

-- time of story telling vs. story-time

-- experience of time expressed in fiction: linear (normal), circular or cyclical (mythological), timelessness 

IV. The novel

-- comes from the Italian novella meaning ’something new and small’ 

-- an extended piece of prose fiction 

-- predecessors: the epic, the romance and the picaresque novel

-- romance: heroic fable; ”in lofty and elevated language describes what never happened nor is likely to happen” (Clara Reeve) e.g. Sir Thomas Melory, Morte d’Arthur, Sir Philip Sidney, Arcadia  

-- kinds of the novel: on the basis of length, technique, subject matter or period

-- some special types: 


- the picaresque novel: gives the adventures of a ’rogue’ (picaro), episodic, realistic

- Bildungsroman (apprenticeship novel): tells the life-story/development of the protagonist or an artist (see Künstlerroman, e.g. James Joyce, A Portrait of an Artist)


- stream-of-consciousness novel

- utopia: describing a place of ideal and unreal perfection e.g. Thomas More, Utopia 
- Gothic novel: a mystery story in which the elements of terror, chivalry and magic are dominating e.g. Horace Walpole, Castle of Otranto; Mary Shelley, Frankenstein 

V. Question of realism and fantasy

· realism related to the question of life-likeness and mimesis/imitation

· opposed to the realistic: the fantastic relying more on imagination

· the fantastic can be ’truer’ than the realistic – closer to the essence of literature (see fictionality, truth-value and the beautiful)

Lecture 5: Poetry I: Forms, Rhythm and Verse

I. Defining poetry
· any piece of ’belles-lettres’; 

· poesy related to the Greek poeisis (from poiein ’to make’)

· main features: rhythm, rhymes, figures of speech and images + persona: the voice in poems

II. Prosody (Metrics): the study of versification, metrical studies in poetry

A/ Rhythm   

- recurrence of stresses, pauses and regular patterns; stress or accent used in natural speaking  

- metre comes from the numerical control of rhythm: it needs counting (see syllable-counting)  

- ’stress-feet’ metrical system based on classical Latin theories: each line had to consist of a number of units called feet (L pedes) 

1. foot: combination of stressed and unstressed syllables giving the rhythmic unit of a line (e.g. iamb, trochee, spondee, anapest, dactyl)  


2. on the basis of different feet there are iambic, trochaic, dactylic etc. lines and regarding the number of feet in a line: monometer (1 foot), dimeter (2 feet), trimeter (3 feet), tetrameter (4 feet), pentameter (5 feet), hexameter (6 feet), heptameter (7 feet) and octameter (8 feet). 

-- scansion: reading a poem by indicating the stresses in it

-- end-stopped lines vs. run-on lines (enjambement)  

B/ Rhymes 
 - two or more words contain an identical or similar vowel-sound usually accented and the consonant-sounds following the vowel-sound are identical

i/ on the basis of their sounds: identical rhymes, exact rhymes and half-rhymes or assonance vs. consonance  

ii/ on the basis of stressed syllables: masculine vs. feminine rhymes

iii/ on the basis of their position: end-rhymes vs. internal rhymes  

- rhyme-schemes: in stanza forms rhymes give a particular pattern e.g. in a 4-lined stanza abab (crossed rhymes) or abba (brace-rhymes) 

C/ Stanza-patterns
- bigger unit of a poem with lines of identical number, length and with the same rhyme-scheme

· couplet; heroic couplet: rhyming iambic pentameter 

· tercet (aaa); terza rima with linked rhyming lines – aba bcb cdc dcd ...  

· quatrain - heroic quatrain: iambic pentameter rhyming abab

- ballad stanza: alternating iambic tetra- and trimeters rhyming abcb

· special 8-lined stanza: ottava rima in iambic pentameter rhyming abababcc  

· Spenserian stanza: 9-lined, 8 iambic pentameter and one alexandrine (iambic hexameter) rhyming ababbcbcc

· 14-lined sonnet: 
Italian - octave and sestet rhyming abba abba cdc dcd / cde cde

English – 3 quatrains + concluding couplet rhyming abab cdcd efef gg 

- closed form vs. open form – free verse 

+ sound effects: alliteration (initial or internal), onomatopoeia, euphony vs. cacophony 

III. Kinds of poetry: lyric, narative, dramatic + didactic

Lyric: song, ode, elegy, epigram

Narrative: epic, metrical romance, ballad

Dramatic: dramatic monologue

Lecture 6 - Poetry II: Imagery, Figures and Tropes

Figurative language
· in literary language connotations of words are used, that is other meanings of words with their associations and suggestions; + words can get their connotative meanings from earlier contexts    

· in poetry it is more emphaticwith the use of figurative language, which departs from what is accepted as a standard construction, order and significance of words in order to give special meanings or effects 

· figures of speech: a/ tropes and b/figures of thoughts or rhetorical figures or figures

Figures

- words are used in new arrangements or rhetorical functions without radical change in their meanings 

- apostrophe: addressing someone or something abstract

- chiasmus: parallel structured phrases with their elements reversed 

- ellipsis: one or more words left out, but can easily be guessed

- paradox




vs.



oxymoron
    

self-contradictory statement still making sense


contradictory terms used







in a phrase for special emphasis

- simile: comparison of two things indicated by some connective (’like’, ’than’, ’as’) or verbs (’seem’, ’resemble’)

- repetition: on different levels (sounds, words, stanzas)

- pun: play on words with their meanings or sounds

- hyperbole: exaggeration used to heighten the effect 

- understatement




vs.


overstatement 

implying more than is said






implying less than is said 

Tropes

- there is a change in the meanings of the words used

- metaphor: identification of two different things on the basis of their similarity



tenor (what is compared) – vehicle (basis of comparison)  



implied (tenor is missing) – explicit (tenor is given)



dead metaphors used in everyday language

- personification: a thing, an animal or an abstract term is made human, given human form, characteristics or emotions

- metonymy: the name of a thing is substituted for that another closely associated with it

synecdoche: kind of metonymy, in which a part signifies the whole or the whole signifies the part e.g. the village is sleeping

epithet: a poet attributes some characteristic of a thing to another thing closely related 

- conceit: complex trope using metaphor, simile, hyperbole or paradox so as to surprise with its wit and ingenuity (intellectual, used in Renaissance)

- synaesthesia: mixing of sensations, different sensory experiences (of sound, sight, smell, touch) are mixed up    

Images
· a word or sequence of words that refers to any sensory experience; can be visual, auditory, tactile

· give concrete representation of a sensory experience with some extra meanings

imagery of a poem: all the images of a poem (the figures of speech)
Lecture 7 - Allegory and Symbol. Myth

I. Allegory
· from the Greek allegoria ’speaking otherwise’

· originally was a trope: ”a chain of metaphors” or ”a woven metaphor” (Cicero, Quintilian)  

· extended metaphor: allegory suggests more than its literal meaning but it clearly refers to the other thing

· also a genre: in an allegorical narrative persons and actions refer to general concepts, moral qualities or other abstractions e.g. Dante’s Divine Comedy, Bunyan’s The Pilgrim’s Progress, Spenser’s Faerie Queene   

· hierarchy of levels of meanings: two - literal and allegorical – or more e.g. Dante’s work can be read at literal, allegorical, moral and anagogical levels of meanings

· fable and parable: allegorical short stories pointing a moral e.g. beast fables, Christ’s parables in the Gospels or the embedded strory in Poe’s ”The Oval Portrait”

· theme of a literary work is usually related to the allegorical level with its abstractions

· allegories can be of ancient origin – universal – myths

II. Symbol

· from the Greek symballein ’to throw together’, its noun symbolon ’mark’, ’emblem’, ’token’, ’sign’

· symbol is visible object or action that suggests some further meaning in addition to itself 

· conventional symbols with conventional effect on us e.g. a flag, black clothes, the Cross

· in literature as a figure of speech not only embodies the idea but also suggests another level of meaning with its concrete reality (image) e.g. the tiger in Blake’s poem

· symbol hints more than its literal meaning, but does not stand for anything absolutely definite

· symbolic literary works: symbolic setting, mysterious characters, complex meaning organized around a symbol (see Poe’s oval portrait in the frame-story) e.g. Melville’s Moby Dick, Golding’s The Lord of the Flies  

· symbolic act: action suggesting more further meaning

III. Myth 

· from the Greek mythos ’word-of-mouth storytelling’

· ”traditional oral narrative” (G. S. Kirk) telling stories of immortal beings taken collectively as mythology 

· explain the existence of natural order and cosmic forces revealing truth and the Absolute in its timelessness

· pointing to important area of meaning shared by religion, folklore, anthropology, sociology, psychology and fine arts

· opposed to history, science or truth but much more related to the world of poetry/literature: other kind of truth (see 1st lecture) 

· myth criticism studies the similarities of different myths of different nations 

- ritualistic approach e.g. James Frazer, The Golden Bough (fertility myths)

- psychological approach: myths are part of our psyche as archetypes (’prototype’) 

archetype: ancient and universal characters, actions or emblems inherited from our ancestors and planted in our ”collective unconscious” (C. G. Jung) e.g. the hero, the witch, the snake, the lion, the eagle (see Tennyson’s poem)   

 ”a figure that constantly recurs in the course of history and appears wherever creative fantasy is freely expressed. Essentially, therefore, it is a mythological figure.”(Jung) 

·  ancient myths can be used in literary works but ’new’ myths can be created – mythologizing in literature e.g. in Romanticism (William Blake or Hölderlin); in modernism – postmodernism (James Joyce, Kafka, Bulgakov) 
Lecture 8: Elements of Drama

I. Definition
· drama is one of the main traditional literary genres with its two basic types: tragedy and comedy 

· a drama or play is a composition in prose or verse intended to show life or characters or to tell a story by actions and usually with dialogues

· dramatic works are to be performed on the stage by actors: the story of a play takes place in the presence of an audience 

· drama vs. theatre: Greek terms meaning respectively ’to do, to act’ – ’to see, to view’ 

· sense of immediacy: doing and seeing, play and performance, text and staging, author and actor are united – special critical approach needed

· but we study literature: only plays with their dialogues, speeches and stage directions + the closet drama is for only reading, not for presenting on the stage  

II. The origin of drama

· ancient roots – related to rituals, festivals and religious ceremonies 

· in the ancient Greece plays were performed on feast days of Dionysos in the 5th century B.C.

· in the Middle Ages in the Christian Church plays were introduced in connection with the Easter mass from the 10th century – 

· medieval religious dramas: performed on holidays like Christmas, Easter and Good Friday

miracle plays (episodes from a saint’s or martyr’s life), mystery plays (with Biblical episodes), passion plays (Crucifixion of Christ) and morality plays (dramatized allegories with allegorical characters e.g. Shame, Friendship in Everyman, 1500)   

III. Elements of drama

· action, character, diction, thought, music, spectacle – on the basis of Aristotle’s Poetics

1. action or plot 

· must be built around a conflict (3 types)

· structural division: exposition, rising action, climax or crises (turning point), falling action or resolution, catastrophe or dénoument (’untying a knot’) – Freytag’s pyramid

· rising action or complication starts with the exciting force
· crisis -- climax: term of structure – term of structure and highest point evoked in the reader  

· relief scene can be put into the falling action for emotional relaxation of the audience 

· simple plot vs. double plot (mainplot and subplot)

· loosely plotted vs. tightly plotted plays -- well-made plays

· the three unities: unity of action, time and place (Henry Boileau on the basis of Aristotle)

2. characters (see lecture on fiction): dramatis personae

· static vs. dynamic; flat vs. round; types; protagonist/hero vs. antagonist/antihero

3. dramatic diction: dialogue – soliloquy – aside

4. thought (idea, theme): on the stage physical movements and speeches represent something beyond themselves (symbolic)
5. Music: song, chorus - related to rituals where chorus represented the voice of a collective personality; see in the opera

6. Spectacle: elements related to the stage e.g. props, costumes, make-up; stage directions and stage effects: lightning, curtains 

Lecture 9: Kinds of  Drama. Tragedy and the Tragic

I. Kinds of drama – several classifications are possible
A/ on the basis of which element is emphasised: 

· plot: one-act, three- or five-act plays; single or double plot etc.

· characters: psychological or analytical drama is concerned with the emotional, spiritual and mental lives and with the analysis of the characters e.g. Ibsen, A Doll House

· diction: lyric or verse plays with poetic elements + closet drama e.g. Milton, Samson Agonistes or Shelley, Prometheus Unbound
· theme: drama of ideas centered around a basic theme e.g. G. B. Shaw, Saint Joan
· music: opera

· spectacle: in pantomime costume, silent gestures and motions express emotional states and narratice situations (special form of it: dumb show e.g. in Hamlet) 

in epic theatre (Bertold Brecht) stage effects have ’alienating’ role; it narrates, not shows (theatre of cruelty according to Artaud must shake and disturb spectators)

B/on the basis of periods: classical and neo-classical drama, Elizabethan drama, Restoration drama, modern theatre e.g. theatre of the absurd: 1950s, with existentialism in the background: human existence is purposeless, out of harmony (see Camus, The Myth of Sisyphus), plays show life senseless, chaotic and communication impossible; no plot, no conflict, illogical events e.g. Samuel Beckett, Eugene Ionesco, Harold Pinter

C/ most often used: 
high forms: tragedy and comedy




low or mixed forms e.g. tragicomedy, melodrama, farce, 

II. Tragedy      

- from Greek ’goat song’, related to the feast of Dionysus

- form of drama concerned with the dramatic presentation of serious actions which turns out diastrously for the protagonist

- ”imitation of action that is serious, complete in itself … accomplishing through incidents that arouse pity and fear … the purgation of these emotions”. (Aristotle)

- elements of tragedy: the tragic hero, pathos (’suffering’), catastrophe, tragic flaw (hamartia) and catharsis  

- bourgeois drama or domestic tragedy: common hero with a commonplace disaster e.g. George Lillo, The London Merchant (1731), Arthur Miller, Death of a Salesman (1947) 

- the tragic: aesthetic quality meaning the physical or moral destruction or a fall of a personality or idea beyond everyday norms and standards; giving conflicts cannot be solved at a given time and lead to painful emotions, suffering or to the death of the hero; grief and pleasure are evoked

III. Low forms 

- tragicomedy: serious action seems to mean disaster for the protagonist, but ends with happy reversal e.g. Shakespeare, Merchant of Venice   

- melodrama: romantic and sensational plot, violent actions, happy ending, innocently suffering protagonist, supernaturally wicked villain e.g. Shaw, The Devil’s Disciple  

- masque: dramatic entertainment for noblemen acting in masques (music, dancing and spectacular)

- farce: low comedy, with laughter as its basic feature, series of intricate situations with harsh physical actions (vulgar); farcical elements used in high forms e.g. Beckett, Waiting for Godot or Shakespeare, The Taming of the Shrew  

- commedia dell’arte: close to the farce, its theme love, improvisation, stock characters (Harlequin, Brighella, Dottore, Pantalone)
Lecture 10: Comedy and the Comic. Irony and Satire

I. Comedy

· from the Greek komos meaning ’revel’, ’merrymaking’ – related to the celebration of spring and fertility (Dionysus-ritual) with the chorus of goatlike satyrs

· in drama comedy – high or low – defined as whatever makes us laugh; wants to entertain through wit and humour; usually ends happily

· characters get into trouble because of their error or weakness, but they escape their fate

· in low comedy physical actions produce comic effects e.g. see farce, commedia dell’arte or burlesque: ridiculous exaggeration, a comical treatment of a serious subject e.g. Henry Fielding, Tom Thumb the Great (1730) or John Gay, Beggars’ Opera (1728)   

· while high comedy evokes ”intellectual laughter” 

- comedy of humours: characters controlled by a dominant human trait known as humours e.g. Ben Jonson, Every Man in his Humour (1598), Every Man out of his Humour (1599)  

- comedy of manners: deals with the relations of the high society with witty dialogues e.g. William Congreve, The Way of the World (1700), G. B. Shaw, Pygmalion (1913)    

- romantic comedy: centered on a love affair e.g. Shakespeare, As You Like it (1600) 

II. The comic: 
· an aesthetic quality showing incompatibility between standards, which provokes laughter:

can be caused by ”some harmless defect or ugliness” (Aristotle); ”some intense expectation”  being shattered (Kant); always human (Bergson); jokes are sources of pleasure – expressing our hidden desires (Freud)

Different forms of the comic: wit - intellectual based on the use of puns and paradoxes 

· humour: deals with the follies of human nature, but always good-naturedly

· black humour: works with morbid and absurd ideas for darkly comic purposes 

· irony, satire, parody

III. Irony    

· from the Greek eironeia meaning ’dissimulation’; in the Greek comedy the eiron pretended that he was less clever than he actually was, so triumphed over the boasting alazon 

· hiding what is actually the case, but in order to achieve special rhetorical or artistic effects 

· two layers: apparent (if you cannot get the irony, you are here) and real meaning (ironist means) 

· dangers: negativity/deconstructive; endless; cheating

· types of irony in literature: 

- verbal irony: a trope, saying something while meaning the opposite – sarcasm : stronger form of disapproval is given under the guise of praise e.g. Swift, ”A Modest Proposal” 

- dramatic or tragic irony: contrast between the limited knowledge of the character and the fuller knowledge of the reader e.g. Sophocles, Oedipus Rex
- cosmic irony or irony of fate: distance between what people deserve and what they get 

- romantic irony: cosmic irony in the world of art – art is essentially ironical; author builds up an illusion only to break it e.g. Laurence Sterne, Tristram Shandy (1760)  

IV. Satire :from the Latin satura with the meaning of ’medley’, ’mixture’ 

· literary art of attacking something or somebody by making it ridiculous; very critical; wants to reform e.g. Swift, Gulliver’s Travels (1726)
V. Parody: a critical mocking of another text through imitation of its style e.g. James Joyce, Ulysses (travesty: degrading imitation; pastiche: neutral imitation of a text with simple quoting)

Lecture 11: Literary Criticism: Schools and Theories

Hermeneutics: general theory and practice of interpretation started with the understanding of the Bible and classical texts

· in the interpreting of a text its cultural and historical distance is to be taken into consideration 

· ”hermeneutic circle”: we approach the parts by reference to the whole, but the whole cannot be  understood without the reference to the parts – in this circular process related to an author or a period some foreknowledge seems essential        

· a literary works of art has different meanings in different periods – an interpretation has a temporal and historical character – the meaning of a work is never final

· to be in dialogue with the literary work of art (Gadamer)

New Criticism: - in the States 1940s-50s university teachers – Robert Penn Warren, René Wellek, Allan Tate, Cleanth Brooks – used a new method to analyse literary texts 

- only the texts and its language account without any interest in the author’s age or life 

- ”close reading”: to pay attention only to the usage of language (in poetry) and the structure created

- analysed the elements getting their connotative meanings from the context (Brooks called it irony); emphasis put on metaphors, paradoxes and images, but in the end of the reading a unity is given

Deconstruction: - in their reading they also pay attention to the contradictory and connotative elements, but not to create a unity but so as to show the different possibilities of meanings    

- they like using puns, etymologies and creating new words while paying attention to rhetorics

- every reader reads differently – neverending open process; 

- intertextuality: texts refer to each other living side by side  

- ”there is nothing outside the text” (Derrida); ”the author is dead” – while reading there is only the text with its words and meanings  

Feminist criticism: appeared in Europe and in America in the late 1960s parallelly with the efforts made for the emancipation of women

· to recover and re-read the work of women writers as so far literature has been centered on men and the interpretation of their own tradition e.g. language is male-centered (he/she problem)   

· but do not believe in gender-free literature – instead try to find a possible space for the feminine imagination and to study the connections between masculine and feminine culture 

· putting emphasis on the analysis of the texts at more levels (composition of ”I”, character-drawing) + certain literary kinds (diaries, journals or fantastic, gothic stories)    

Myth criticism: ritualistic, psychological approach (see lecture on Myth) 

· close connection between myth criticism and literature as both related to the truth of human existence  

· in literary works of art mythological elements are looked for and analysed 

· Northrop Frye in his Anatomy of Criticism associated genres with the 4 basic cycles noticed in myths: romance – spring, dawn, birth; comedy – summer, noon, wedding; tragedy – autumn, sunset, death; satire – winter, night, dead world  

Psychology and psychoanalysis: connections with literature e.g. catharsis, creativity, imagination and the ’unconscious’ (Coleridge, Freud); Jung’s collective unconsciuos (archetypes); language is a forced structure – things hidden   
Lecture 12: Periods in British Literature

· periods can be named on the basis of  chronological division, rulers or historical events, leading literary figures and important intellectual and cultural events 

428-1100 Old English Period (invasion of the Angles and Saxons; besides Latin works folk literature; Beowulf (great epic); Anglo-Saxon Chronicle 

1100-1350 Anglo-Norman Period (dominated by Norman-French culture) 

1350-1500 Middle English Period (religious drama; Geoffrey Chaucer, The Canterbury Tales; Thomas Malory, Morte D’Arthur – romance; translation of the Bible) 

1500-1660 Renaissance Period (humanism)

1500-1557
Early Tudor Age (Thomas More, Utopia; Surrey, Wyatt - sonnet)

1558-1603 Elizabethan Age (Shakespeare, Sidney, Spenser)  

1603-1625
Jacobean Age (Shakespeare’s sonnets, John Donne’s metaphysical poetry, Ben Jonson’s comedies of humours)  

1625-1649 Caroline Age (’Cavalier Lyricists’ e.g. Thomas Carew, Richard Lovelace)

1649-1660 Commonwealth Interregnum (John Milton)

1660-1798
Neoclassic Period 


1660-1700 Restoration Age (comedy of manners, heroic tragedy; Milton and Dryden)

1770-1750
Augustan Age (satire, Pope, Swift, Defoe)

1750-1798
Age of Johnson (Samuel Johnson, Fielding, Sterne- novelists, pre-romantic features in poetry + Gothic novel) 

1798-1870
Romantic Period
1798-1832 Age of the Romantic Triumph (Lyrical Ballads – Coleridge, Worsworth; Shelley, Keats, Byron; Walter Scott’s historical novels, Jane Austen’s novel of manners)

1832- 1870
Early Victorian Age (Dickens, the Brontë sisters; Tennyson, Browning) 

1870-1914 Realistic Period

1870-1901
Late Victorian Age (in fiction: Thomas Hardy, George Eliot; Art for Art’s sake movement – Oscar Wilde; Wilde’s comedy of manners) 

1901-1914 Edwardian Age (G. B. Shaw; Joseph Conrad; Yeats) 

1914-1965 Modernist Period

1914-1940
Georgian Age (Virginia Woolf, James Joyce – stream of consciousness novel; Huxley-dystopia; D. H. Lawrence; Yeats, T. S. Eliot; Shaw)   

1940-1965 Post-War Age (Theatre of the Absurd; ”angry young man”; George Orwell) 

1960-70s- 
(the) Postmodern (metafiction - John Fowles, The French Lieutenant’s Woman; Magic Realism-Salman Rushdie; feminist writings; science fiction; dystopia)    
THE OVAL PORTRAIT

by Edgar Allan Poe 

(1850) 

THE CHATEAU into which my valet had ventured to make forcible entrance, rather than permit me, in my desperately wounded condition, to pass a night in the open air, was one of those piles of commingled gloom and grandeur which have so long frowned among the Appennines, not less in fact than in the fancy of Mrs. Radcliffe. To all appearance it had been temporarily and very lately abandoned. We established ourselves in one of the smallest and least sumptuously furnished apartments. It lay in a remote turret of the building. Its decorations were rich, yet tattered and antique. Its walls were hung with tapestry and bedecked with manifold and multiform armorial trophies, together with an unusually great number of very spirited modern paintings in frames of rich golden arabesque. In these paintings, which depended from the walls not only in their main surfaces, but in very many nooks which the bizarre architecture of the chateau rendered necessary- in these paintings my incipient delirium, perhaps, had caused me to take deep interest; so that I bade Pedro to close the heavy shutters of the room- since it was already night- to light the tongues of a tall candelabrum which stood by the head of my bed- and to throw open far and wide the fringed curtains of black velvet which enveloped the bed itself. I wished all this done that I might resign myself, if not to sleep, at least alternately to the contemplation of these pictures, and the perusal of a small volume which had been found upon the pillow, and which purported to criticise and describe them. 

Long- long I read- and devoutly, devotedly I gazed. Rapidly and gloriously the hours flew by and the deep midnight came. The position of the candelabrum displeased me, and outreaching my hand with difficulty, rather than disturb my slumbering valet, I placed it so as to throw its rays more fully upon the book. 

But the action produced an effect altogether unanticipated. The rays of the numerous candles (for there were many) now fell within a niche of the room which had hitherto been thrown into deep shade by one of the bed-posts. I thus saw in vivid light a picture all unnoticed before. It was the portrait of a young girl just ripening into womanhood. I glanced at the painting hurriedly, and then closed my eyes. Why I did this was not at first apparent even to my own perception. But while my lids remained thus shut, I ran over in my mind my reason for so shutting them. It was an impulsive movement to gain time for thought- to make sure that my vision had not deceived me- to calm and subdue my fancy for a more sober and more certain gaze. In a very few moments I again looked fixedly at the painting. 

That I now saw aright I could not and would not doubt; for the first flashing of the candles upon that canvas had seemed to dissipate the dreamy stupor which was stealing over my senses, and to startle me at once into waking life. 

The portrait, I have already said, was that of a young girl. It was a mere head and shoulders, done in what is technically termed a vignette manner; much in the style of the favorite heads of Sully. The arms, the bosom, and even the ends of the radiant hair melted imperceptibly into the vague yet deep shadow which formed the back-ground of the whole. The frame was oval, richly gilded and filigreed in Moresque. As a thing of art nothing could be more admirable than the painting itself. But it could have been neither the execution of the work, nor the immortal beauty of the countenance, which had so suddenly and so vehemently moved me. Least of all, could it have been that my fancy, shaken from its half slumber, had mistaken the head for that of a living person. I saw at once that the peculiarities of the design, of the vignetting, and of the frame, must have instantly dispelled such idea- must have prevented even its momentary entertainment. Thinking earnestly upon these points, I remained, for an hour perhaps, half sitting, half reclining, with my vision riveted upon the portrait. At length, satisfied with the true secret of its effect, I fell back within the bed. I had found the spell of the picture in an absolute life-likeliness of expression, which, at first startling, finally confounded, subdued, and appalled me. With deep and reverent awe I replaced the candelabrum in its former position. The cause of my deep agitation being thus shut from view, I sought eagerly the volume which discussed the paintings and their histories. Turning to the number which designated the oval portrait, I there read the vague and quaint words which follow: 

"She was a maiden of rarest beauty, and not more lovely than full of glee. And evil was the hour when she saw, and loved, and wedded the painter. He, passionate, studious, austere, and having already a bride in his Art; she a maiden of rarest beauty, and not more lovely than full of glee; all light and smiles, and frolicsome as the young fawn; loving and cherishing all things; hating only the Art which was her rival; dreading only the pallet and brushes and other untoward instruments which deprived her of the countenance of her lover. It was thus a terrible thing for this lady to hear the painter speak of his desire to pourtray even his young bride. But she was humble and obedient, and sat meekly for many weeks in the dark, high turret-chamber where the light dripped upon the pale canvas only from overhead. But he, the painter, took glory in his work, which went on from hour to hour, and from day to day. And be was a passionate, and wild, and moody man, who became lost in reveries; so that he would not see that the light which fell so ghastly in that lone turret withered the health and the spirits of his bride, who pined visibly to all but him. Yet she smiled on and still on, uncomplainingly, because she saw that the painter (who had high renown) took a fervid and burning pleasure in his task, and wrought day and night to depict her who so loved him, yet who grew daily more dispirited and weak. And in sooth some who beheld the portrait spoke of its resemblance in low words, as of a mighty marvel, and a proof not less of the power of the painter than of his deep love for her whom he depicted so surpassingly well. But at length, as the labor drew nearer to its conclusion, there were admitted none into the turret; for the painter had grown wild with the ardor of his work, and turned his eyes from canvas merely, even to regard the countenance of his wife. And he would not see that the tints which he spread upon the canvas were drawn from the cheeks of her who sate beside him. And when many weeks bad passed, and but little remained to do, save one brush upon the mouth and one tint upon the eye, the spirit of the lady again flickered up as the flame within the socket of the lamp. And then the brush was given, and then the tint was placed; and, for one moment, the painter stood entranced before the work which he had wrought; but in the next, while he yet gazed, he grew tremulous and very pallid, and aghast, and crying with a loud voice, 'This is indeed Life itself!' turned suddenly to regard his beloved:- She was dead! 
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